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INTRODUCTION 

Until now there has been no study devoted exclusively 

to the minor characters of Chaucer's Troilus. Obviously the 

Troilus is centered on the four principal characters of 

Troilus, Criseyde, Pandarus, and Diomede; and it is natu

rally upon these characters that the overwhelming proportion 

of the critical scholarship of the poem has been focused. 

Yet the Troilus contains many minor characters who contrib

ute significantly to the poem, and a close examination of 

these characters has proven advantageous, both for a better 

understanding of the characterizations themselves and for 

their functions in the Troilus. 

In Chaucer criticism of the past, comparisons have been 

made between the minor characters in Boccaccio's Filostrato, 

Chaucer's primary source for the Troilus, and the minor 

characters in Chaucer's version of the Troilus story. Such 

studies have, however, often been limited either to a single 

minor character or to superficial comparisons, mentioned 

only in passing. One exception is Sanford Meech's Design in 

Chaucer's Troilus; 1 but even in this work the focal point is 

not the minor characters themselves. What Meech has to say 

about the minor characters of the Troilus is found scattered 

throughout his book. George L. Kittredge, T. A. Kirby, 

1 



Walter Clyde Curry, R. K. Root, and c. s. Lewis, each make 

only general statements about some of the minor characters 

in their works on the Troilus. 2 

Occasionally a study is devoted to particular facets 

of a minor character in conjunction with one or more of the 

2 

principal characters, as in Ann Haskell's "The Doppelgangers 

in Chaucer's Troilus," J. S. P. Tatlock's "The People in 

Chaucer's Troilus," and Walter Clyde Curry's "Destiny in 

Chaucer's Troilus." 3 Some critics make studies incidental 

to a minor character, such as the study of John P. McCall 

and George Rudisill's "The Parliament of 1386 and Chaucer's 

Trojan Parliament." 4 A few studies, furthermore, have been 

concerned exclusively with a single minor character: 

Stanley B. Greenfield's "The Role of Calkas in Troilus and 

Criseyde"; George L. Kittredge's "Antigone's Song of Love"; 

and Sister Mary Charlotte Borthwick's "Antigone's Song as 

'Mirour' in Chaucer's Troilus and Criseyde" are among these 

. d' 5 more 1mportant stu 1es. 

The purpose of this study is to examine all of the 

minor characters 1n Boccaccio's Filostrato and in Chaucer's 

Troilus, to discover what kinds of changes Chaucer m?.kes in 

the minor characters furnished in the Filostrato, and to 

relate these source changes to the functions of the minor 

characters in the Troilus as a whole. With the minor char-

acters .Sarpedoun and Ector, for example, Chaucer makes very 
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few changes but elaborates the characters, particularly 

Ector, in order to illumine more fully the character of 

Troilus. The character of Calkas, too, is simply more fully 

developed from his characterization in the Filostrato in 

order to give the narrative better motivation and to enhance 

the themes of doom and disloyalty. In the character of 

Priam, Chaucer makes evident alterations for the purpose of 

making the sovereign a more praiseworthy person. Priam's 

son Troilus benefits, as a secondary result, by the audience 

approval of his father's more laudable character. Deiphebus 

undergoes a true metamorphosis. Chaucer moves Deiphebus 

from the descending action in the Filostrato to the ascend

ing action of the Troilus. Although his interactions with 

the principal characters illumine them for Chaucer's audi

ence, Deiphebus himself remains undeveloped and a one

dimensional figure. The dinner party scene, for example, 

which originates with Chaucer and which adds comedy to the 

tragedy, focuses not upon the host Deiphebus but upon the 

confidant Pandarus and his stratagems. Cassandre is dras

tically altered from her counterpart in the Filostrato. Her 

shrewish behaviour in the descending action of the Filostrato 

is deleted by Chaucer in the Troilus. Women in general are 

consequently elevated in the poem, and the ascending and 

descending action in the poem become more nearly equal in 

length. Antigone, having no antecedent in the Filostrato, 
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is Chaucer's most original minor character. She is, however, 

a one-dimensional character like Deiphebus, who appears only 

to fill out the ascending action and to influence Criseyde 

to favor Troilus. In addition, the minor characters of the 

Troilus as a group, without exception, contribute individ

ually and collectively to the aristocratic, courtly atmos

phere of the poem; and they further what Lewis calls the 

"medievalization" which Chaucer writes into his essentially 

Renaissance Italian source. 

A detailed consideration of the minor characters of the 

Troilus is rewarding for the revelation of the principal 

characters as they come into contact with minor characters. 

The dovetailing and underscoring effects of some of the 

traits in the minor characters with similar traits in the 

principal characters add to their mutual illumination as 

well as to the illumination of motifs and themes in the 

narrative. Meech says that Chaucer "makes more than 

Boccaccio of the lives which affect the hero's life"
6 

and 

it might be added, which affect the heroine's, the confi

dant's and Diomede's lives. This study attempts to explain 

not only the ways in which Chaucer "makes more" of t~.e lives 

of the minor characters but also the ways in which he chooses 

to do so. 

In my discussion of the minor characters of the Troilus, 

I have divided them, somewhat arbitrarily and mechanically, 
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into three groups, according to their appearances in the 

narrative, in order to facilitate the convenience in reading 

these analyses. Two minor characters, Antigone and 

Deiphebus, appear only in the first half of the poem, the 

action which ascends to the central consummation scene of 

the narrative (Deiphebus appears outside of the ascending 

action only in 11. 1652-55 of Book V). Two other minor 
7 

characters, Cassandre and Sarpedoun, are found exclusively 

in the descending action; and three minor characters, Priam, 

Ector, and Calkas, are participants in both the ascending 

and descending action of the Troilus. 

\ 
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CHAPTER I 

MINOR CHARACTERS APPEARING IN THE 

ASCENDING ACTION 

Antigone and Deiphebus are the two minor characters of 

the Troilus whose appearances are limited to the ascending 

action of the poem. They are both substantially characters 

of limited development who function to fill out the first 

half of the poem and to provide insight into the principal 

characters. While Antigone is created for the Troilus, 

with no literary predecessor in the Filostrato, Deiphebus 

is freely adapted from the Deifebo of Boccaccio's poem. 

Antigone 

One of the minor characters of the Troilus found ex

clusively in the ascending action of the poem is Antigone, 

the niece of Criseyde. In Book II of the Troilus,after 

Pandarus has spoken to Criseyde about becoming the lady of 

Troilus, the heroine descends to her garden. Surrounded 

by the beauty of this natural setting, Criseyde listens as 

Antigone sings a song exalting her own lover in particular 

and love in general. The words of the hymn to love as well 

as the demeanor of Antigone have their effect upon the hesi

tating Criseyde. Later in the ascending action, Antigone 

7 



is briefly mentioned as accompanying her aunt to the homes 

of Deiphebus and Pandarus for dinner parties. Antigone's 

presence in the garden scene remains, however, her primary 

appearance in the Troilus. 

8 

Antigone, unlike the other minor characters in the 

Troilus, springs, not from an Italian counterpart in the 

Filostrato, but from the artistic imagination of Chaucer 

himself. She is one of three nieces, Tharbe, Flexippe, and 

Antigone, created for Criseyde by the poet. Her name is 

taken from the tale of Thebes, while Tharbe and Flexippe 

appear to be Chaucer's own invention. 1 Although Antigone 

serves secondary functions with regard to the atmosphere of 

the poem and the characterization of the heroine, her pri

mary roles seem to be those of influencing Criseyde in favor 

of love while filling out the ascending action of Book II. 

Boccaccio's Filostrato, Chaucer's primary source for 

the Troilus, is a one-sided treatment of an unfaithful love 

affair with almost all the attention of the poem centered 

upon Troilo, the hero. Boccaccio devotes very little atten

tion to explaining how Troilo and Criseida fall in love in 

the first place. His concentration is almost entirely upon 

Troilo's emotions as the love is consummated and, subse

quently, on Troilo as the lovers are separated and Criseida 

proves false. Chaucer attempts to create a balanced tragedy 

in which Criseyde is as important as Troilus and in which 

\ 



9 

the ascending action approximately equals in length the 

descending action. The poet, therefore, uses the minor char

acter Antigone to fulfill in part these two needs, Criseyde's 

characterization and the length of the ascending action in 

the narrative. 

The secondary functions of Antigone evolve out of the 

fact that while Chaucer translates, deletes, creates, and 

adapts the raw material of the Filostrato, he is also making 

an essentially Renaissance Italian poem into a medieval 

English one. 2 Antigone, as a result, functions, even though 

secondarily, as part of the medievalization process present 

in the Troilus. 

One of the ways in which Antigone effectively furthers 

the medievalization of the poem is in her role as Criseyde's 

niece. She becomes a part of Chaucer's portrayal of Criseyde 

as a woman "with social poise and the adult responsibilities 

of a great household, this including three nieces." 3 The 

numerous female attendants for Criseyde are evidence of the 

heroine's high station, 4 which contributes to the elevation 

Chaucer intends for his leading lady. Such.elevat1on of 

women in general and Criseyde in particular is the result of 

the court~y love code of the Middle Ages and is, therefore, 

part of the medievalization given the Troilus. 

The courtly atmosphere of the poem accompanies the 

aristocratic backgrounds of all the characters, Antigone 
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included, and Antigone's gracious language testifies to her 

h . h . 1 . 5 
1g soc1a stat1on. H. S. Bennett notes: "The hush while 

Antigone sang her Trojan song ... rernind[s] us of the 

'ampler aether, the diviner air' in which the tragedy has 

6 its setting, and in which Chaucer develops his story." The 

very garden itself suggests the upper class setting of 

Antigone's hymn: "This yerd was large, and rayled alle 

th'aleyes, I And shadewed wel with blosrny howes grene, I And 

benched newe, and sanded alle the weyes." 7 Such aristocratic 

influences are part of the rnedievalization of the Troilus. 

Antigone appears briefly as one of the dinner guests 

at the horne of Deiphebus in Books II and III. In fact, 

Pandarus bids Criseyde to visit Troilus' sick room with 

Antigone, so that the niece will be present as a chaperone 

during the first interview of the lovers; but Pandarus then 

immediately drops the idea to suggest that Criseyde see 

Troilus alone (TC.II.l716-29). Antigone is also merely 

mentioned as a guest for supper at the horne of Pandarus 

where the love of Troilus and Criseyde is consummated (TC. 

III.597). It is in an earlier scene, however, in the garden 

at Criseyde' s house (TC. II. 813-903), a scene termed ,. 3. 

. d. . f 1 " b A . b 8 h Chaucer1an ad 1t1on o unusua grace y T. . K1r y, t at 

Antigone substantially influences her aunt to accept the 

overtures of love from Troilus brought by Pandarus. "The 

background of nature invests Criseyde with its ownloveliness 
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and quickens her amorous sensibilities" while Antigone "acts 

as a moving advocate of love." 9 

Curiously, the personality of Antigone is never devel

oped by Chaucer. Her first appearance in the garden with 

Criseyde is her only important appearance in the Troilus, 

and after attending the supper party with her aunt at the 

home of Pandarus, she is never seen or spoken of again for 

the remainder of the poem. Even during the trauma of the 

prisoner-exchange, Antigone does not appear to console or 

weep with her aunt. Paull F. Baum sees this rather abrupt 

dispensing with a minor character as a weakness in the poem. 

He views it as unrealistic, for example, to believe that 

other friends, like Ector, Eleyne, or Deiphebus, would not 

have accompanied Criseyde to the edge of the city at the 

. h 10 pr1soner-exc ange. When Troilus visits Criseyde's de-

serted house in Book V, Chaucer makes no explanation of the 

whereabouts of Criseyde's three nieces. Feeling no compul-

sion to account for the other members of Criseyde's house-

hold, Chaucer underscores Antigone's status as a 

one-dimensional character, fulfilling primarily a single 

function. The obvious use of a minor character as a prop, 

to fulfill a need and then to be dispensed with, can be seen 

as an inherent weakness in Chaucer's work only if one insists 

upon judging the Troilus by twentieth-century literary 

standards. 
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G. L. Kittredge has discovered that Chaucer uses a 

French lai by Guillaume de Machaut, Paradis d'Amour, as the 

source for Antigone's song; this fact is not surprising, 

however, since most of Chaucer's writing relies heavily on 

the works of others. But as is the case so often with 

other Chaucerian poems: "This is not a case of translation, 

or even of imitation, but rather an example of adaptive 

11 
mastery." The ideas found in the song of Antigone are, as 

a result, those of the courtly love tradition which Paradis 

12 d'Amour furnishes but which are freely adapted by Chaucer. 

Meech believes that this song of Antigone is used to 

balance a similar one by Troilus: 

Female exaltation of Love in this garden before the 
affair is well under way balances Troilus' manly 
exaltation of Him in another garden after it is con
summated. The latter replaces Troilo's hymn to 
Venere of the same time and place. As Professor 
Young observed, the hymn in the Filostrato, a trib
ute to the goddess for her general beneficence and 
her particular favors to the singer probably sug
gested to Chaucer the insertion of a woman's tribute 
to Love in a similar setting. This marks the real 
beginning of Criseyde's passion, as that the com
plete fulfillment of her possessor's.l2 

The necessity for feminine ideas in Antigone's song 

may explain the reliance upon Machaut whose speaker is a 

woman. 13 Troilus' song evidences a man's positive attitude 

toward love. Antigone's song is, consequently, as optimis-

tic from a feminine point of view as is Troilus' from a 

masculine. 14 Chaucer's "paralleling of Troilus' song by 
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Antigone's ••. is an instance of his control of structure 

f h . 1 . 15 ••• o ~s p ann~ng the whole from the early stages." 

Antigone serves another function concerned with creat-

ing balance in the Troilus. Cassandra is the only other 

female character of importance besides Criseida in the 

Filostrato. Cassandra appears, however, in the descending 

action of the source and has little apparent potential to 

further the courtship of the hero and heroine in the ascend-

ing action of the Troilus. Chaucer, see~ng a need for a 

female character to balance somewhat the masculine charac-

ters of Deiphebus and Pandarus in the ascending action, 

creates Antigone. Antigone easily takes a place in the 

ascending action without disturbing the plot of the descend

ing. She parallels Deiphebus, who works, likewise, unknow-

ingly to encourage the love affair of Troilus and Criseyde. 

Her encouragement is more direct than that of Deiphebus and 

has an almost immediate effect upon one of the principal 

characters, Criseyde. Antigone also parallels Pandarus by 

being a female relative of Criseyde who speaks in favor 

of love, although her words are general and she in no way 

encourages a specific alliance with Troilus as Pandarus does. 

It is, of course, Pandarus who brings the lovers together 

finally, but he does so at the expense of many words, vari-

ous visits, and a great deal of intrigue and machinations. 

Considering the limited number of words Antigone speaks in 



14 

behalf of love, her influence upon Criseyde is great. The 

concentrated effect of her words makes her unmistakably one 

of the motivators of the love affair. 

J. S. P. Tatlock, in writing about the minor female 

characters in the Troilus, calls Antigone's hymn to love 

"the most winning touch of all" in "one of the most enchant

ing of all passages." 16 He seems, however, to pass too 

quickly over the lines themselves by admiring the song's 

"frank innocence in idealizing love" and adding, "No hint 

here of the 'courtly' variety." 17 " 

The courtly attitude toward love in the lyrics seems 

apparent, in contradiction to Tatlock; and Sister Mary 

Borthwick's article, which discusses the "mirour" aspects 

of Antigone's song,assumes that the tradition of love which 

governs love "as it is" is courtly. 18 Sister Borthwick sees 

in Antigone's words a double aspect, related to the "mirror" 

concept in medieval literature, using the mirror to reflect 

what is and what should be. 19 Even superficially, there 

exist within the superlatives of Antigone's song admissions 

of opposing opinions about love, although the people who 

hold these opinions unfavorable to love are dismissed as 

envious, ignorant, or wicked (TC.II.BSS-61). The joys of 

love are balanced with the sorrows: "No wele is worth, that 

may no sorwe dryen" (TC.II.866). Even the description of 

the lover admits imperfections (TC.II.840), and the emphasis 



upon security (TC.II.832-33,843) underscores the basic in

security of lovers who expect earthly love to fulfill the 

expectations of the courtly love idea1. 20 

This hymn of thanksgiving of Antigone contains some 

15 

of the same patterns of imagery found throughout the Troilus. 

The imagery of love as a religion, for example, is present 

in words of address like "lord" (TC.II.829,837,850) and 

"blisful god" (TC.II.834) and in the concepts of "thi grace" 

(TC.II.831) and of conversion and improvement: "This is the 

righte lif that I am inne, I To flemen alle manere vice and 

synne: I This dooth me so to vertu for t'entende, I That day 

by day I in my wille amende" (TC.II.851-54). The pattern of 

imagery contains the master-servant terminology, or the 

"feudalization" of love, as in the following: "O Love, to 

whom I have and shal I Ben humble subgit" (TC.II.827-28), 

"myn hertes lust to rente" (TC.II.830), "To serven wel" 

(TC.II.839), and "thraldom" 21 ( TC . I I • 8 5 6 ) • Although Kirby 

notes that Antigone departs from the love code of Andreas 

" . h . 1 . " 22 h f 11 1 1 because she loves w1t outen Ja ous1e, s e o ows c ose y 

the spirit of the code with "approving emphasis • ~ • upo~ 

its [love's] noble and ennobling qualities as it habitually 

is 
23 

[portrayed] in the works of Chaucer." 

A second double aspect in the song of Antigone, accord-

ing to Sister Borthwick, is the two forms of love in the 

poem, namely earthly and heavenly or cupiditas and caritas. 
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In view of the epilog, this inherent doubleness of meaning 

for the word "love" is not untenable. It is not clear, how-

ever, that Chaucer intends for the earthly love-vs.-heavenly 

love question to emerge from Antigone's hymn. Sister 

Borthwick says that thoughtful readers will see Chaucer an-

ticipating the premise of the epilog in Antigone's words; 

no other critic, however, has written about seeing similar 

anticipation. 

Sister Borthwick calls Antigone "the starry-eyed teen-

" 24 . . . . ager, 1nt1mat1ng, one supposes, that the s1nger of a song 

to romantic love must be a giddy adolescent. On the con-

trary, Tatlock calls the singer "Criseyde's niece the lady 

. "2 5 . . Ant1gone, suggest1ng a woman of at least youthful matur1ty. 

If, as Meech says, Antigone's praise of love marks "the real 

b • • f • d I • II 2 6 t h eg1nn1ng o Cr1sey e s pass1on, one mus assume t at 

Antigone possesses enough worldliness and maturity to give 

credibility to her words. Sister Borthwick minimizes the 

influence that Antigone has upon Criseyde: "She [Criseyde] 

is never really convinced by Antigone, but she allows the 

words o"f the girl to work upon her, softening her in her atti-

27 tude toward love." Kirby, on the other hand, sees Antigone 

as exercising a real influence upon her hesitating aunt: 

"Criseyde is much impressed by Antigone's remarks no less 

than by the song itself and, taking both to heart, is less 

frightened by love than at first."
28 
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Criseyde does become less fearful of a love affair and 

more inclined toward Troilus after hearing Antigone's song. 

The strength of Antigone's words to work such influence upon 

her aunt testifies to the closeness of the relationship be-

tween Antigone and Criseyde. The audience also witnesses 

the respect and wisdom an older and, presumably, more expe-

rienced aunt feels for a younger and, presumably, less 

experienced niece. Granted that Criseyde is exceptionally 

receptive when Antigone sings her song about love, Antigone's 

words are considered closely by Criseyde simply because they 

are Antigone's. 

Artistically unified with the rest of the Troilus, the 

song of Antigone reflects the passages immediately preceding 

and following it. Sister Borthwick points out .that the 

lines in Antigone's song seem to answer directly many of the 

questions about the possible love affair with Troilus that 

Criseyde has been pondering just before she comes into the 

29 garden. 

So close is the correspondence between Criseyde's 
objections to love and Antigone's answers to these 
objections that it seems possible that Chaucer 
wrote the "Trojan" song with Criseyde's argument 
in mind, and that in the last two stanzas of the 
song he followed a passage of Criseyde's monologue, 
systematically refuting it point by point. This 
would not necessarily rule out Machaut's poem as 
the source for Antigone's song, but it might ex
plain Chaucer's choice of material from the French 
poem and his arrangement of it.30 



18 

The nightingale's song is an obvious parallel or re

flection of Antigone's previously sung hymn, 31 and it 

reminds Criseyde of the human hymn of praise to love she has 

heard earlier in the garden. The nightingale's song rein

forces the influence Antigone's words have upon Criseyde. 32 

If, indeed, Antigone's song is intended to be a method

ical assuaging of Criseyde's previously recognized fears 

about love, one can agree with Kirby when he says: "The 

whole song is particularly appropriate and especially the 

final couplet (II, 874-75): 'Al dredde I first to love hym 

to bigynne, I Now woot I wel, there is no peril inne'." 33 

The final couplet underscores what appears to be Antigone's 

primary function, that of focusing attention upon Criseyde 

while extending the ascending action of the Troilus over 

that found in the Filostrato in order to amplify the person

ality of the heroine. 

Deiphebus 

Deiphebus, Troilus' favorite brother, makes his appear

ances in the Troilus primarily in the ascending action of 

the poem. Pandarus calls upon Deiphebus to arrange a dinner 

party in Book II; and although the party's purpose seems to 

be to benefit Criseyde, Pandarus uses the gathering to intro

duce Troilus to Criseyde. Deiphebus' other appearances in 

the first half of the Troilus center around the dinner party 

at his house, as he personally extends an invitation to the 
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heroine and as he fulfills his obligations as host. Later, 

in Book V, Deiphebus captures the coat of Diomede and the 

brooch pinned to it confirms Troilus' worst fears about 

Criseyde's love. 

Deiphebus provides a good illustration of how even a 

minor character's role is subject to major revision under 

Chaucer's supervision. Finding hardly more than the name 

and Deiphebus' familial relationship to Troilus in the 

Filostrato, Chaucer alters drastically the function, role, 

and placement of Deiphebus within the narrative and uses 

the home of Deiphebus to introduce a bit of comedy into his 

"tragedye." Even with extensive revision, Deiphebus remains, 

nevertheless, a minor character of rather limited develop

ment who functions primarily to fill out the ascending 

action of the Troilus; and secondarily to reveal principal 

characters and to add to Chaucer's medievalization of the 

poem. 

Boccaccio's Deifebo does not appear until the seventh 

of the Filostrato's nine parts. In that work Deifebo over

hears by chance Troilo complaining aloud to himself of 

Criseida's non-return from the Greeks,and thus disco~ers 

the cause of the illness that has confined his brother to 

bed. Deifebo pretends, however, to have heard nothing and 

inquires about Troilo's sadness and grief. Deifebo further 

reminds his brother that spring is returning and that the 



last day of the truce is at hand. Praising Troilo's past 

performances of bravery in battle, Deifebo asks if his 

brother has lost his desire to fight and then relays the 

message that brother Ettor has called for Troilo to join 

h . 'd h 35 1m outs1 e t e moat on the morrow. Boccaccio relates 

that Troilo's response to this "pep talk" from his brother 

is a renewal of physical vigor and a promise to return to 
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the battlefield to fight "with hard and stern heart against 

the Greeks" (Fil.VII.80-81). It is Deifebo's revelation to 

his brothers of Troilo's love-sickness that prompts each to 

send his lady to the hero's bedside to entertain him with 

words and songs, but to little avail (Fil.VII.82-85). 

These short scenes with Deifebo in the later part of 

the Filostrato seem hardly more than filler between the 

separation of the lovers and the confirmation of Troilo's 

fear that Criseida has been unfaithful. Chaucer chooses to 

use Deiphebus in the earlier ascending action of Book II of 

the Troilus and dispenses with Deifebo's discovery scene and 

. b . . k v 36 
1ts su sequent act1on 1n Boo • 

Chaucer's Deiphebus 1n Book II of the Troilus is a 

great deal more significant to the course of the narrative 

and has much more influence on all the other characters 

than his Italian counterpart. Chaucer makes minor as well 

as· major revisions with regard to Deiphebus. The Deifebo 

"for whom [Troilo] had much love'' (Fil.VII.77) becomes his 



brother's favorite (TC.II.l396-98). This minor change in 

the poem creates greater audience approval of this minor 

character. Troilus, as the hero, already ellicits a posi

tive response from the reader-listener and his designation 

of Deiphebus as his favorite brother transfers to that 

minor character the audience's favorable reaction. The 

effect is somewhat the same with "Save Troilus, no man he 

[Pandarus] loved so" (TC.II.l404). 

Deiphebus becomes, through the intrigue of Pandarus, 

an unwitting accomplice (Meech says a "cat's-paw" 37 ) _ in 
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forwarding the courtship of Criseyde and Troilus. The pre-

viously described "discovery episode" in the Filostrato is 

generally believed to be the point from which Chaucer 

derives his suggestion for the dinner party scene of Book II 

of the Troilus. The function of Deiphebus as unsuspecting 

eat's paw and the scene itself, however, are entirely 

Chaucer's creations. 

Very reasonable is Root's surmise that the selection 
of Deiphoebus as Criseyde's host was suggested to 
Chaucer by the fact that, at a later point in the 
story, he serves Troilus and Pandarus in the same 
capacity in the Filostrato (VII,77-85). Since 
Chaucer omits this later representation of 
Deiphoebus' hospitality he may very well have de
cided to change its purpose and transfer it to this 
point. Significant is it in both cases that it is 
Pandarus who suggests that Deiphoebus play the host. 
It is, at the same time, instructive to observe how 
different is the use which Chaucer makes of the hos
pitality of Deiphoebus from that made of it by the 
Italian poet. In Boccaccio the visit was paid to 
divert Troilus from his grief at the nonreturn of 

I 



Criseida; in Chaucer it is paid so that Troilus may 
offer the guest of honor his moral support against 
an unscrupulous lawyer, who, in the absence of the 
heroine's father, has designs upon her estate. 
Nothing could better illustrate Chaucer's detached 
and humorous attitude toward the story as con
trasted with the serious and preoccupied attitude 
of Boccaccio.38 

To explain the source of Pandarus' intrigue with re-

gard to the dinner party at Deiphebus' house, Meech states 

that "since there was nothing to suggest such deception in 

the sequence featuring Troiolo's illness in Part VII of 

the Filostrato, it would appear that Chaucer, when trans-

forming this into the intrigue at the abode of Deiphebus, 

already had in mind what he was to draw from the Filocolo 

39 for the intrigue at Pandarus'." 

Responding to Pandarus' story of alleged legal action 

in the making against Criseyde, Deiphebus quickly agrees 

to give a dinner party in Criseyde's honor to impress her 

adversaries and to invite notable Trojans, Troilus among 
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them (TC.II.l415-58). Although Deiphebus may be discredited 

somewhat for his gullibility in believing Pandarus so read-

ily, t~e fact that others, Eleyne, Antigone, and Ector among 

them, also believe is redeeming. It is to Deiphebus' credit, 

furthermore, that he quickly agrees to help his "frend" 

Criseyde, ·illu~trating what Tatlock describes as his 

40 
•princely graciousness, as well as valor," which prompts 

him to value and to act upon friendship. 
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The primary function of Deiphebus in the Troilus is 

unmistakably to lengthen the ascending action of the poem 

while providing a setting in which Tro{lus and Criseyde can 

meet for the first time. The situation is such that the 

hero is idealized and the heroine given "romantically 

acceptable motivation for surrender." 41 Meech notes that 

"Deiphebus' abode, to which they severally repaired, though 

called only a 'hous,' is worthy of the princely host and so 

arranged as to facilitate comic machinations and romantic 

consequences"; 42 and Bennett observes that "the gathering 

in the house of Deiphebus with its stately ceremonial and 

polite manners" is another reminder ''of the 'ampler aether, 

the diviner air' in which the tragedy has its setting, and 

in which Chaucer develops his story." 43 

The shift of the conference between Pandarus and Troilus 

after the first meeting with Criseyde from a temple (Fil. 

III.4) to the house of Deiphebus also allows for continuity 

in the sequence and brings out the intimacy of the friends. 44 

Meech also explains that the dinner party, which he correctly 

labels ·"an interlude," functions to provide "a social climate 

appropriate to refined love at the same time that it develops 

the comedy of situation." 45 Deiphebus remains, nevertheless, 

a one-dimensional character. It is, as a result, Pandarus 

who creates the comedy of the dinner party scene, with his 

wisking of Eleyne, Deiphebus, and Criseyde in and out of 
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rooms; and with his friend Troilus at Pandarus' instructions 

declaring his love while flat on his back. Meech sees the 

later swoon of Troilus in Book III as harkening back to this 

d 46 . . 
come y, JUSt as hls words of submission and Criseyde's of 

acknowledgment during the consummation scene recall more 

formal ones earlier at the home of Deiphebus. 47 

Deiphebus functions secondarily to provide insight into 

the principal characters. In his relationships with 

Deiphebus, Pa~darus' character is, consequently, more fully 

revealed. The very familiarity which Pandarus has with 

Deiphebus suggests to the audience the consequence and sta-

tion of the confidant. Despite the ceremonious respect 

Pandarus pays to Deiphebus, however, he lies flagrantly to 

Deiphebus and then later "to all the fine folk assembled by 

that royal scion" 49 and displays in his personality a basic 

disrespect for nobility, or anyone, for that matter, so 

easily deceived. Pandarus is a manipulator and Deiphebus 

and the others respond like puppets. 

Baum, perhaps in attempting to force too much twentieth-

century realism on a fourteenth-century poem, claims an in-

consistency in Deiphebus' willingness to study the supposed 

documents from Ector and to leave not only a sick brother 

but also dinner guests for something close to an hour. Baum 

is also doubtful that Troilus would pass "ful lightly" over 

the papers when Eleyne and Deiphebus return and that they 
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would obligingly forego discussion that the hero may sleep. 

Baum's remark that "this is perhaps good comedy" 50 is, of 

course, sarcastic and suggests an unwillingness on his part 

to forgive Chaucer for being medieval. Further, Deiphebus' 

relationship to his brothers Troilus and Ector is demon

strated by his actions here. Deiphebus and Eleyne, out of 

respect for Troilus,of course,and indirectly out of respect 

for Ector, immediately direct their attentions to the docu

ments. Although it is Pandarus and Troilus who suggest the 

garden for private perusal of the papers, Deiphebus and 

Eleyne do not object and obviously feel the matter weighty 

enough to warrant leaving their guests for an hour. 

Deiphebus' function in relation to Criseyde is, again, 

to reveal character to the audience. Meech notes that 

Deiphebus' friendship is one way in which Chaucer elevates 

and dignifies the Criseida of the Filostrato to a socially 

acceptable Criseyde in the Troilus. 51 Although Deiphebus 

is Criseyde's friend, he does seem overly zealous and some

what patronizing to grade the heroine, giving her marks 

for breeding and innate virtue (TC.III.212-17). 52 Interest

ingly, Baum views Criseyde's friendship with Deipheb~s as a 

contradiction of the claim in Book I that she was "allone I 

Of any frend to whom she dorste hir mone" (TC.I.97-98); it 

seems likely, however, that Chaucer means Deiphebus to be a 

social friend, rather than a personal one. Ann Haskell sees 



Deiphebus as a surrogate father figure for Criseyde, 53 but 

this view seems to place more weight on their relationship 

than the text suggests. 
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Deiphebus' role with regard to the fourth principal 

character, Diomede, is strictly one of plot. Following the 

Filostrato closely (Fil.VIII.8-10), although citing Lollius 

for the information in the Troilus (TC.V.l653), Chaucer 

assigns to Deiphebus the task of winning in battle Diomede's 

coat which bears the brooch given Criseyde by Troilus (TC. 
\ 

V.l649-66). Deiphebus also functions at this point, even 

though indirectly and unknowingly, to resolve for Troilus 

h . . b . 54 1s uncerta1nty a out Cr1seyde. 

Another important secondary function of Deiphebus is 

to contribute to the medievalization of the Troilus. By 

bestowing gracious and courteous kindness and friendship 

upon Criseyde, Deiphebus. (and Eleyne) "contribute materially 

to the feudal ideality of the poem." 55 They epitomize "gen-

tilesse" and "curteisye." The Deiphebus of the Troilus also 

speaks with higher breeding and affability than his counter-

part in the Filostrato, and his aristocratic speech adds to 

56 
the poem's courtly atmosphere. 

The ~harp revision of Deiphebus by Chaucer as he adapts 

Boccaccio's Filostrato illustrates clearly the poet's intent 

to use Deiphebus to give the Troilus a medieval courtly atmo-

sphere, to add humor or comedy to the poem, to disclose 
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personality traits of the four main characters, and to 

extend the ascending action of the poem to equal the descend

ing action. 

Chaucer never fully develops Antigone and Deiphebus be

cause both of these minor characters fulfill functions essen

tial primarily to the first half of the Troilus. After 

contributing to the medievalization of the poem, to the 

revelation of the principal characters, and to the lengthen

ing of the ascending action, the further usefulness of 

Antigone and Deiphebus becomes limited. Although they 

remain one-dimensional figures in the Troilus, Antigone and 

Deiphebus demonstrate Chaucer's ability to adapt freely from, 

and when necessary to surpass the creativity of, the 

Filostrato. 
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CHAPTER II 

MINOR CHARACTERS APPEARING IN THE 

DESCENDING ACTION 

While Antigone and Deiphebus are limited to the ascend-

ing action of the Troilus, two other minor characters, 

Sarpedoun and Cassandre, are similarly limited to the de

scending action of the poem. Sarpedoun is essentially a 

more fully developed copy of his counterpart in Boccaccio's 

Filostrato. Cassandre, on the other hand, bears almost no 

resemblance to the Cassandra in Chaucer's source. 

Sarpedoun 

Following Boccaccio's Filostrato (Fil.IV.3), Chaucer 

first speaks of Sarpedoun in the Troilus when he names six 

Trojan noblemen taken prisoner by the Greeks (TC.IV.S0-54). 

R. K. Root points out that ·Sarpedoun, king of Licia . J.n 

Benoit's Troie, brought more than three thousand knights to 

1 the aid of Priam, to whom he has related by blood; and 

F. N.~ Robinson notes that Sarpedoun was a name from the 

• • • h I d • 2 TroJan cycle famJ.lJ.ar to C aucer s au J.ence. The character 

of Sarpedoun fulfills an important function the second time 

that Chaucer (again following Boccaccio) brings him into 

Book V of the Troilus. Troilus and Pandarus spend a week 
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at the horne of Sarpedoun with the hope of passing the time 

more easily while Criseyde is away from Troy. Even though 

the Trojan baron, elevated to a king by Chaucer, has no 

dialog in the Troilus, his presence as a minor character 

within the descending action provides the poet another oppor

tunity to reveal the character of Troilus~ 

In the Filostrato it is Troilo who wonders where he and 

Pandaro can go "for pastime" while they await Criseida's 

return on the promised tenth day. He immediately thinks of 

Serpedone (Fil.V.38). Troilo obviously considers Serpedone 

a grac1ous host and, whether because Troilo is the king's 

son or because Troilo and Serpedone are close friends, 

Troilo never wonders if he and Pandaro will be welcome. 

Neither the Filostrato nor the Troilus accounts for the fact 

that Sarpedoun, who was previously a captive of the Greeks, 

is now a prospective host for the hero. Perhaps Chaucer's, 

as well as Boccaccio's, audience would assume that Sarpedoun 

has been rescued by the same prisoner-exchange which took 

Criseyde from Troy to the Greek camp. If Sarpedoun has just 

returned horne after being exchanged for Greek prisoners dur

ing the truce, and his being back in the city of Tro~ cer

tainly suggests this situation, it would seem natural for 

him to be visited by friends and military leaders. 

The suggestion to visit Sarpedoun as a solution to 

passing the time until Criseyde's return comes from Pandarus 



in the Troilus. Chaucer adds to the passivity of Troilus' 

character by taking the initiative for the visit away from 

Troilus and giving it to Pandarus. Pandarus tells Troilus 

that at Sarpedoun's house he C<;ln "the tyme wel bygile" 

(TC.V.404) and suggests that he and Troilus amuse them-
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selves by going to Sarpedoun's home in the company of happy 

persons (TC.V.402). 

It is not Sarpedoun's return nor the anticipation of 

his hospitality, however, that finally convinces Troilus 

to leave Troy for a while. In the Filostrato, Pandaro 

promises to leave in Troy a messenger who will immediately 

summon Troilo if Criseida returns before the tenth day 

(Fil.V.39); and in the Troilus, Pandarus warns the hero 

that if he remains in Troy, his moping behavior will be in-

terpreted by others as feigned sickness, the result of 

cowardice (TC.V.407-13). 

Chaucer shortens the distance to Sarpedoun's house 

from four miles (Fil.V.40) ·to one (TC.V.403), and as Meech 

notes, answers the question, left unresolved in the 

Filostrato, of whether or not Sarpedoun's house was within 

the city limits. 3 Chaucer, furthermore, can with only a 

mile's journey easily dispense with the hero's worry about 

missing his lady if she returns early and· with the confi-

4 dant's answer to such worry. Chaucer can also emphasize 

the aristocratic status of Troilus and Pandarus by having 
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them travel the mile by horseback (TC,V.431,513), while 

Boccaccio gives no clue about transportation for his four 

.1 5 
m~ es. Chaucer deletes the meeting of Serpedone and Troilo 

found in the Filostrato, which in translation almost seems 

to echo the return of the Biblical prodigal son: "He 

[Serpedone], when he knew it, advanced joyfully to meet 

Troilus, and glad he was to do so" (Fil.V.40). Boccaccio 

then adds: "They [presumably Pandaro and Troilo], although 

weary from much sighing, joyfully made great festivity with 

the powerful baron" (Fil.V.40), and thereby suggests that the 

celebration at Serpedone's house does divert Troilo's mind 

from his personal sorrow for a time. 

Chaucer, on the other hand, perhaps to illustrate that 

not even an elaborate celebration could alleviate Troilus• 

grief, makes no mention of a joyful meeting or Troilus' 

enjoyment of a "great festivity." Boccaccio's one stanza 

description of Serpedone and the extent of the banquet at 

his home (Fil.V.41) does, however, become two stanzas in 

the Troilus (TC.V.435-48). Chaucer does not mention the 

hunts but elaborates upon the description of the banquets, 

emphasizing the costly, sumptuous spread of all kinds of 

food and delicacies. Sarpedoun's wealth is reflected in 

the size and beauty of the feast he presents to his friends. 

The "song and music" heard at Serpedone's house become in-

describably beautiful music, beyond anything anyone has ever 
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heard; and the "fair and very worthy ladies," incomparable 

with any other women yet seen. Chaucer says directly that 

Sarpedoun has been honorable all his life and full of liber-

ality (TC.V.435-36). Indirectly Chaucer also portrays 

Sarpedoun as something of an Epicurean who enjoys making 

available to his friends as well as to himself the best of 

wine, women, and song. 

The first function of the minor character Sarpedoun is, 

as a result, to provide a background of much gaiety, beauty, 

and festivity to contrast with the singular grief and loneli-

ness of Troilus. Sarpedoun's house is also the first real 

opportunity Troilus has to be tempted to forget Criseyde. 

Surrounded by celebrating friends and beautiful women, one 

who loves less deeply or less faithfully than Troilus may 

find more than temporary diversion. In Meech's words: "In 

his own short version of the interlude, Chaucer keeps the 

focus on the prince's impatience, limiting himself to 

ch~nges in detail. He particularizes the entertainment to 

bring out its delightfulness and hence to exalt the fidelity 

of the ·lover indifferent to it. " 6 Also by accounting more 

exactly for the time than Boccaccio does and by visualizing 

the action more clearly, Chaucer "succeeds .•. in enhanc

ing the semblance of reality." 7 

The tension between Troilus' outer environment provided 

by Sarpedoun and his inner one of sorrow prompts the hero 
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to want to leave Sarpedoun, after only three days in the 

Filostrato, and four in the Troilus. Boccaccio says Pandaro 

persuades Troilo to stay two extra days by noting, among 

other things, that leaving so soon after arriving "would 

seem a slight" (Fil.V.47). When, after a five-day visit, 

Pandaro and Troilo return to Troy it is at "the displeasure 

of Sarpedon" (Fil.V.48). By slighting and displeasing 

Serpedone, who is of nobility and to be respected, 

Boccaccio's Troilo demonstrates his unwillingness to follow 

the "socially exemplary deportment in the [medieval] period;" 8 

and he demonstrates a disregard for courtesy and for the 

fulfillment of the duties and obligations of his station. 

Perhaps in an effort to make Troilus more agreeable to 

his medieval audience, Chaucer makes a slight change from 

his source so that Troilus is persuaded by Pandarus to 

remain the full week which they have originally told 

Sarpedoun they would stay. The strength of Pandarus' argu

ment lies in Sarpedoun's fondness for the two young men: 

"I kan nat tellen whider I . . . Ther any wight is of us 

more feyn I Than Sarpedoun" (TC.V.486,488-89); and in the 

possibility of slighting a friend: "And if we henne~. hye I 

Thus sodeynly, I holde it vilanye" (TC.V.489-90); and in the 

fact that Sarpedoun would not understand nor appreciate their 

sudden departure: "He wolde wondren on it, trewely!" 

{ TC . V . 4 9 4 ) . 



37 

The second function, then, of Sarpedoun, as Chaucer 

draws him, is to represent the obligations of position, duty, 

friendship, and honor which Troilus, as the king's son, can

not without note disregard. Troilus' fulfillment of his 

obligation to friend, elder, and fellow nobleman Sarpedoun 

makes the hero an even more exemplary character to both 

medieval and modern audiences. 

The interlude of diversion for Pandarus and Troilus, 

which Sarpedoun provides, illustrates that Chaucer skill

fully uses even a relatively insignificant minor character 

like Sarpedoun to add to the realism of the poem, by account

ing for the passage of time, and to contribute to the revela

tion of the character of Troilus. 

Cassandre 

In Book V of the Troilus, Cassandre is summoned by her 

brother Troilus to his bedside to interpretate a dream which 

is tormenting him. The grieving lover recounts to Cassandre 

that he has dreamed he saw his lady, lying within the arms 

of a reclining boar, lavishing her love upon the beast. 

Cassandre, who is gifted with prophetic insight, prefaces 

her interpretation with an historical listing of men who have 

been victims of Fortune's wheel. When she begins to explain 

the dream, Cassandre says that the boar represents Diomede, 

a descendant of the Greek Meleagre, who won fame by slaying 
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a giant boar. Cassandre's conclusion is that Troilus' lady 

has given her heart to Diomede, and her confirmation of the 

hero's worst fears about Criseyde provokes him to anger. 

Although Troilus berrates his sister and her powers, the 

truth and wisdom of her words are borne out by the rest of 

the poem. 

In the character Cassandre, Chaucer makes more radical 

changes than in any of the other minor characters in the 

Troilus. Unlike Calkas and Ector, whose personalities are 

elaborated from counterparts found in the Filostrato, or 

Antigone, who becomes a part of the Troilus story for the 

first time in Chaucer's adaptation, the source for 

Cassandre's character is found fully developed in Boccaccio; 

but her personality undergoes drastic revision in the 

Troilus and, also, the part she plays in the narrative is 

altered. 

In the Filostrato, Cassandra, one of Troilo's sisters, 

is sent with other female relatives to the hero's chamber 

by his brothers to comfort Troilo with music and conversa

tion (Fil.VII.82-83). Deifebo has accidentally discovered 

the affair between Troilo and Criseida by overhearing Troilo 

vocalize his grief and has shared his news with his brothers. 

Because Cassandra, like Deifebo, has made use of eavesdrop

ping, she alone of the women knows the reason for Troilo's 

illness. Boccaccio notes that Troilo does feel "some 



measure of delight" from the singing and the beauty of the 

women (Fil.VII.85). Troilo's comfort is short-lived, how-
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ever, when Cassandra cannot resist the opportunity to scold 

her brother, in a gossip's fashion, for having fallen in 

love with a woman of common station (Fil.VII.86-87). 

Troilo, disturbed that his love is no longer a secret 

and that his sister would speak dispraise of Criseida, an

swers with a lengthy praise of Criseida and a stinging 

rebuke of Cassandra (Fil.VII.88-101). First the hero re-

minds his sister of the sorrow her desire to know secrets 

9 
has already caused, and then he denies comprehension of 

her reference to Criseida (Fil.VII.89). Troilo says that 

in her ignorance and in her desire to shame him, Cassandra 

has incorrectly assumed that love for Criseida has made him 

sick (Fil.VII.90). Ironically, Troilo passes judgment on 

himself by pointing out that if he had loved Criseida, he 

would never have allowed her to leave Troy (Fil.VII.91). 

Pretending to defend Criseida only as a devil's advocate, 

Troilo notes that her beauty needs no defense and that her 

"nobility," the lack of which Cassandra has disparaged, is 

based upon honorable behavior, praiseworthy renown, 2~d un-

common virtue, rather than chance of birth (Fil.VII.93-99). 

Troilo then finds fault with Cassandra, calling her "a silly 

and conceited woman, who snappest at every person" (Fil.VII. 

100). He ends his speech with a final crushing rebuke. 



40 

Humiliated into silence, Cassandra wishes she were elsewhere, 

and on subsequent days when the other ladies return, she 

never comes back to visit Troilo (Fil.VII.l02). 

This scene with Cassandra and Troilo in the Filostrato 

has certain weaknesses. Such a quarrel between brother and 

sister is inappropriate for tragedy because the basis of the 

argument is one tangent to the themes of the poem; that is, 

Cassandra's snobbish criticism of her brother's affair as a 

mesalliance focuses attention upon a secondary matter while 

Criseida's unfaithfulness is not even discussed. The irony 

of Troilo's "spirited and honorably mendacious defense of 

his mistress" is somewhat diluted because his defense of her 

against gossiping and class consciousness deflects at least 

part of the irony from himself to Cassandra. Rather than 

concentrating and underscoring the self-deception of Troilo, 

the "pointless discomfiture of a minor figure" weakens the 

impact of the scene. 10 Unlike Deifebo, Cassandra is at best 

"an unpromising tool for the courtship," and her position in 

the narrative remains in the descending action, rather than 

. f h h . 11 being s·hifted to the fJ.rst half o t e poem as e J.S. 

Chaucer, on the other hand, works a complete revision, 

changing Cassandra's personality, other characters' atti

tudes toward her (particularly Troilus'), and her contribu

tion to the course of the plot. As in the Filostrato, it is 

the dream wherein the boar represents Diomede, who is now 
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receiving the heroine's love, which sends the hero to his 

sickbed in the Troilus. In the Italian poem Troilo inter

prets the dream himself and has only to wait for evidence 

to confirm his fears of betrayal by Criseida to another man. 

Troilus, in contrast, thinking that perhaps he has had a 

revelation from Jove, does not know what to believe about 

the dream of the boar and Criseyde. It would seem likely 

that Troilus' confusion about the meaning of his dream is 

a device to allow Cassandre to remain in the descending 

action as dream-interpreter for her brother. The snobbish, 

sharp-tongued gossip of the Filostrato becomes in the 

Troilus "the Trojan analogue to a Christian holy woman, a 

prophetess who goes by and deserves the name of Sibille."12 

When Troilus summons Cassandre, or Sibille as she is some-

times referred to (TC.V.l450), he does so fully believing 

that she has the ability to inform him of the significance 

of his dream. 

·Before Cassandre explains the significance of the boar 

to Troilus, she insists that he "a fewe of olde stories 

heere" (TC.V.l459), the common theme of which is "how that 

Fortune overthrowe I Hath lordes olde" (TC.V.l560-61). With 

such an ominous introduction it is not surprising ·that she 

recounts the death and destruction that followed Meleagre's 

slaying of the giant boar which Diane used to harrass the 

Greeks for not paying homage to her. 13 Appropriately enough, 



Meleagre slew the boar to impress a "fresshe mayden free" 

who had won his heart (TC.V.l472-77). The accounts of the 

deaths of the leaders of the Theban War as Cassandre tells 
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them are not meant to add to the interpretation of the dream 

of the boar, but to emphasize to Troilus (and to the reader

listener) the inevitability of destiny in the lives of even 

the most powerful men (TC.V.l485-1512}. 

Cassandre's interpretation, it seems, has a twofold 

purpose: to inform Troilus that he has been supplanted by 

another in Criseyde's heart and to recall for him Fortune's 

practice of turning her wheel to make miserable and low the 

h . h d . h 14 once 1g an m1g ty. Not only does Cassandre's exegesis 

prove her a prophetess, but the convincing wisdom of her 

words and the truth of her interpretation of this dream as 

being from the gods. further lend "the poem a strongly 

destinal tone."
15 

"It must be remembered, moreover, that 

Cassandre's account of the battles waged about the city of 

Thebes and her report of the fatalities which overtook 

eminent lords of ancient times, serve as a fitting back-

. 16 
ground against which to cast the waning fortunes of Troy." 

The historical context in which Cassandre sets her interpre-

tation of Troilus' dream, as a result, is used by Chaucer 

to raise indirectly the question of predestination of men 

and nations and to reinforce the inescapable destiny which 

Fortune has in store for Troy, as well as for Troilus. 



43 

After this lengthy "lesson in the fall of princes," 17 

Cassandre comes to the crux of her interpretation, that 

"this Diomede is inne, and thow art oute'' {TC.V.l519). Not 

unexpectedly, Troilus refuses to accept the interpretation 

as evidence of Criseyde's faithlessness and attacks 

Cassandre by calling her a "sorceresse," who has misused 

her gift of divination to lie about a lady {TC.V.l520-24). 

He dismisses his sister, as Troilo does, with a curse: 

"'Awey.r' quod he, 'th J th r I Th h lt er oves yeve e sorwe. ow s a 

be fals, peraunter, yet tomorwe!'" {TC.V.l525-26). Troilus 

adds in anger that Cassandre might as well accuse Alceste, 

the epitome of wifely love and devotion, if she is going to 

accuse his mistress (TC.V.l527-33). 

The similarity in the arguments of Troilo and Troilus 

as they defend the heroine from what they consider to be 

unfair criticism is obvious, but in the former case the con-

troversy is over Criseida's social acceptability,which is 

peripherial to the Filostrato's central theme of faithless 

love. In Chaucer's poem Criseyde's betrayal is at the heart 

of the matter. In the Troilus the irony of Troilus' fierce 

attempt to protect Criseyde is intensified because there is 

no other issue or character to distract the audience's atten-

f d . h . 18 tion from the hero's defense o an un eserv1ng ero1ne. 

Because as a seer Cassandre has spoken wise and true 

words, she leaves Troilus' chamber without the guilty 
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embarrassment of her Italian counterpart. The anger that 

her interpretation has stirred in Troilus has the effect of 

rejuvenation; he immediately leaves his sickbed as if cured 

by a physician and sets about to find evidence either to 

prove or to disprove his sister's words (TC.V.l534-40). In 

contrast, Troilo returns to public life days after his con

frontation with Cassandra, and his recovery is as much the 

result of time dulling his grief as a reaction to his anger 

at his sister's malice. Although Cassandre does not have 

in mind to anger her brother in order to restore his 

strength and return him to public life, her interpretation 

has this immediate effect. Ann Haskell sees, what she calls, 

"Troilus' reintegration" with life outside his love affair 

as the result of Troilus' acceptance of the truth of 

Cassandre's interpretation. The return of his physical vigor 

is comparable to that of the Black Knight in the Book of the 

Duchess, whose acceptance of reality also cures his physical 

paralysis. "In their former state--that of refusal and 

inaction--both had contemplated suicide, but their passive

ness prevented their deaths. Their conversion to activity, 

then implies an affirmation of life." 19 

There are artistic anticipations and echoes associated 

with Troilus' dream and Cassandre's interpretation of it. 

Chaucer uses the dream of the hero in Book V to call to mind 

the dream of the heroine in Book II, wherein Criseyde dreams 



45 

of the eagle tearing her heart from her body, and contrasts 

the two and their effects. The insightful interpretation 

given his own dream by Troilo in the Filostrato is deleted 

in the Troilus in order to allow an interpretation by 

20 Cassandre later on in the poem. The Theban saga from 

which Cassandre draws for her words to Troilus includes the 

downfall of Amphiorax; and her interpretation repeats the 

Theban influence on the Troilus, seen earlier in the volume 

that Criseyde is listening to when Pandarus pays her his 

first visit. The book resembles the Thebaid of Statius and 

Pardarus interrupts at the point where Amphiorax is cast 

into hell. Troilus' appeal for help from the god of Love 

in Book V after Criseyde's departure echoes the heroine when 

she pairs herself with Juno's Theban victim, Athamante. Al-

though Cassandre is anticipated by Troilus, she does some-

what echo Criseyde herself. 

In attempting to explain the purpose of Chaucer's exten-

sive revision of Cassandre and her role, two Chaucerian 

objectives seem to predominate: one, to which Professor 

Meech has drawn attention, of balancing the ascending action 

of Books I, II, and III with the descending action of Books 

III, IV, and V; and the other, about which C. S. Lewis has 

written, of medievalizing--whether intentionally or not--the 

. 11 . .1 t t 22 
essent1a y Rena1ssance F1 os ra o. Because the character 

traits of Cassandra 1n the Filostrato do not lend themselves 



readily to further the love affair in the ascending action 

of the Troilus, and because the scene with Cassandra and 
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Troilo expends thirty stanzas on a peripheral issue 

(Criseida's social position), Chaucer chooses to delete the 

entire scene and to construct a new personality and role 

for Cassandre. The type of personality and role Chaucer 

subsequently chooses for Cassandre reveals his medieval 

·attitudes and makes the Troilus part of the literature of 

the Middle Ages. One of the influences of the courtly love 

code upon medieval literature general!~ and Chaucer spe-

cifically, for example, is the elevation of women. The 

"higher breeding and affability" and the "graciousness of 

address" which Chaucer gives to Cassandre, as he does to 

23 other minor characters, not only confirms the aristocratic 

position of all the characters in Troilus, minor as well as 

major, but also elevates Cassandre as a woman. This in-

creased respect for women is reflected in the tragicomic 

scene in which female acquaintances of Criseyde visit her 

soon after her exchange for Antenor is agreed to. In their 

foolish blindness they think Criseyde's tears reflect her 

sorrow at having to break off her friendships with them, and 

they respond by weeping also (TC.IV.680-730). T. A. Kirby 

notes that "they leave after 'al this nyce vanyte'" and adds 

that "by using this phrase Chaucer tempers very considerably 

what Boccaccio calls the foolish cackling vhich most women 
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make" (Fil.IV.86).
24 

By exchanging the role of eavesdrop

ping gossip for respected and wise prophetess for Cassandre, 

Chaucer raises the level of her sex generally as well as her 

character specifically. He does the same sort of thing for 

Criseyde by deleting Cassandra's remarks about the heroine's 

social unacceptability, while at the same time the deletion 

erases words that reveal pettiness and malice in Cassandra's 

character. The effect is that Cassandre is given the sig-

nificant task of interpreting Troilus' dream while reminding 

him and the audience of the grim and inescapable position of 

destiny in the poem. 

Chaucer's intention to elevate and make more significant 

the female players in his poem may account for J. s. P. 

Tatlock's comments about the feminine minor characters of 

the Troilus: "The sketches of women (inferior or lacking in 

Boccaccio) are even more lifelike and charming [than those 

of masculine minor characters]"; and about Cassandre in par-

ticular: "Cassandra is more individual [than Eleyne] and 

even diverting. No wild sibyl but evidently prepossessing, 

she hai a gift of prophecy which is supported by knowledge 

h '1 24 of history and human perception but no sympat y. Her sm1 e 

before telling Troilus his fate has as complex a content as 

La Gioconda's, and her epigrammatic close has no mercy,--

'This Diomede is inne, and thou are cute.' Her use of the 
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symbolism of dreams is almost startling to a modern who has 

. 25 heard anythJ.ng of some modern psychology." 

Chaucer makes dramatic changes in the person of 

Cassandre, in her relationships with others, and in her con-

tribution to the storyline of the Troilus itself. These 

changes reveal the poet's efforts to artistically balance 

the first half of the poem with the last half (by shortening 

nonessential scenes like Cassandre's in the descending ac-

tion) and to present his female characters, Cassandre among 

them, in a more sympathetic light. 

Chaucer makes contrasting changes in the minor charac-

ters of Sarpedoun and Cassandre. The expanded description 

of Sarpedoun and his home, based on the Filostrato, is essen-

tially intended to reveal more of the character of Troilus. 

The radical alterations in Cassandre are used primarily to 

elevate women and to shorten the descending action of the 

Troilus. 
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CHAPTER III 

MINOR CHARACTERS APPEARING IN THE ASCENDING 

AND THE DESCENDING ACTION 

Three minor characters, Priam, Ector, and Calkas, 

appearinboth the ascending and descending action of the 

Troilus. Each of these characters has a counterpart in the 

Filostrato, yet Boccaccio's characters serve primarily as 

the bases for the additions, deletions, and revisions Chaucer 

makes in these three minor characters in his version of the 

Troilus story. Using the expanded personalities of Priam, 

Ector, and Calkas, Chaucer creates for each minor character 

new roles and functions by which the Troilus transcends the 

limits of an ordinary adaptation to become a more complex 

and integrated work than its source. 

Priam 

Chaucer first identifies Troilus as ''the kyng Priamus 

sone of Troye" (TC.I.2); and although as a minor character 

Priam has little dialog in the Filostrato (one stanz& con

tains his words) and none in the Troilusr his presence as 

the ruler of the Trojan people and as the father of Ector 

and Troilus is felt in much of the poem. One of the func

tions of Priam in both the Filostrato and in the Troilus 
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is to portray in his person the setting of the poem. The 

war which he, as the Trojan king, is waging against the in

vading army of the Greeks comes to mind when he appears on 

the stage or when he is spoken of in dialog. ·It is from 

the public life and demands of the war that Troilus, in 

particular, and Criseyde, to a lesser extent, take refuge 

in a private world of love. A second function of Priam is 

to contribute to the development and the elaboration of the 

ma1n characters of the·poem, especially Troilus. 

Because it is often assumed that a father's personality 

traits are reflected in his son, the audience reaction to 

Priam is significant. Not only does the king represent him-

self but in many respects sheds light upon Troilus with 

whom the poem 1s most concerned. Such a role of complement-

ing the principal character of Troilus explains the various 

changes, additions and deletions which Chaucer makes in 

his characterization of the Trojan king. Boccaccio, for 

example, depicts Priamo asking, almost pleadingly, for a 

truce from the Greeks: "Priam besought a truce and it was 

granted him" (Fil.IV.4). The word "granted" suggests the 

upper hand the Greeks have at the time, and Priamo seems in 

this situation not to be in a bargaining position of 

strength but 1n an asking position of weakness. Chaucer, 

on the other hand, says: "Of Priamus was yeve, at Grekes 

1 
requeste, I A tyme of trewe" (TC.IV.S?-58). F. N. Robinson 
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points out that "both Benoit and Guido say that the Greeks 

sent Ulysses and Diomedes as legates to seek a cessation of 

fighting for the burial of the dead .•.• Chaucer's state

ment differs in the different MSS.: .•. perhaps the first 

version agreed with Boccaccio, and was revised later under 

the influence of Guido or Benoit." 2 By choosing to follow 

Guido or Benoit, rather than Boccaccio, Chaucer also delib

erately chooses to g1ve Priam the status akin to that of the 

victor. It is his permission that allows the truce to go 

into effect, and his willingness to cease the fighting for 

a time contributes to his characterization as a powerful, 

yet temperate and compassionate, monarch. Such attributes in 

Priam elicit a positive response from the reader-listener 

not only to the king but also to his heirs and specifically 

to Troilus. 

Sanford Meech notes that in the Filostrato the Italian 

word for discussion, parlemento, could easily explain 

Chaucer's addition of a parliamentary session to the Troilus 

(TC.IV.l76-217) which the Filostrato does not have. 3 Troilus 

attends the parliament with his father and brothers as mem

bers of the royal family. The sharing of power betwe~n the 

monarch and the parliament is a great deal more like medieval 

England than ancient Troy. Priam is, therefore, not an abso

lute monarch, and he rules not out of overwhelming military 

power over his subjects but as the result of his proven 
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wisdom in governing. By allowing another seat of authority, 

however limited, and by giving audience to opinions other 

than those of his own or his family, Priam is characterized 

as more forbearing, tolerant, and beneficent than he would 

be otherwise. Chaucer's misunderstanding the Italian word 

parlemento does not, however, account for Priam being totally 

overshadowed by the parliament and its rude and impulsive 

rejection of Ector's chivalric wisdom, which, one assumes, 

he speaks with Priam's approval. 

John McCall and George Rudisill, in attempting to ex

plain why the role of the parliament is so significant during 

the negotiations of the prisoner-exchange in the Troilus (in 

contrast to the Filostrato), point to the English Parliament 

of 1386. They discount influence from the Peasant's Revolt 

of 1381 since the parliament in the Troilus is not a mob 

meeting but an organized legislative assembly with a presi

dent, working with the sanction of the king. 4 The Parliament 

of 1386 became an instrument of political revenge, and McCall 

and Rudisill draw the following conclusions: "Astounded by 

the vindictiveness of his friends' political adversaries, 

and being a witness to the foolish workings of the parliament 

he [Chaucer] attended, he altered the sources he was then 

using; he took what had been said about a parliament in a 

vague and general way by his sources and adapted it in a 

specific, philosophical and melancholy way to suit the 



contemporary scene and to provide a more immediately dra

matic background for the action in his poem." 5 
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It is important who in the Trojan camp finally agrees 

to the prisoner-exchange of Criseyde for Antenor because of 

the subsequent disasterous results to the city of Troy and 

to the love affair between Troilus and Criseyde. The effect 

of Chaucer's addition of the parliamentary decision, over

riding the best efforts of Ector to the contrary, is clear. 

The responsibility for the consequences of the exchange, 

Antenor's treachery and Criseyde's unfaithfulness, is 

shifted from Priam and the royal family to the parliament. 

Although, of course, no one can be personally accountable 

for Antenor and Criseyde except Antenor and Criseyde them

selves, the audience blames to a degree those persons who 

help create a situation which ends tragically. In the face 

of the catastrophe which the exchange precipitates, Priam is 

exonerated, and the blame falls upon the people of the 

parliament. 6 

The parliamentary scene serves not only to illustrate 

what sort of king Priam is but also to demonstrate how the 

public life of Troy infringes upon the private lives of 

Troilus and Criseyde. It is the maintenance of reputation 

in the public sight that requires the secrecy of the love 

affair, and Troilus' appearance at the meeting of the 

assembly is in fulfillment of his public duties as the 



second son of the king. Further, the exchange of Criseyde 

for Antenor regardless of her private wishes is agreed to 

in order to benefit the public good. 
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Following Boccaccio almost word for word, Chaucer's 

Troilus laments after the prisoner-exchange is arranged that 

fickle Fortune has not taken the life of Priam, Ector, or 

others dear to him rather than removing Criseyde from Troy 

to the Greek camp (TC.IV.274-80). Troilus' wish, certainly 

not reflecting hatred for his father, is an emotional outcry 

against a tragic fate but is, nevertheless, an "unpleasant 

indifference to family." 7 Chaucer's retention of such in

difference in the ~roilus is perhaps based on an attempt to 

reveal the terrible state of Troilus' mind at this point. 

Troilus also considers ''to axe hire [Criseyde] at my 

fader, of his grace" (TC.IV.555) but realizes doing so would 

mean the violation of the courtly love code. "For Troilus 

to seek Hector's aid or Priam's in the matter and get the 

exchange officially quashed would have been to betray his 

relationship with his mistress, to break secrecy, to sell 

her honour, to put the enjoyment of his lady above.the ser

vice of her reputation." 8 Although under normal circum

stances Troilus could expect his father to grant such a 

request if Criseyde agreed, the hero knows that entreating 

that Criseyde be allowed to remain in Troy would be futile: 

"For syn my fader, in so heigh a place I As parlement, hath 
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hire eschaunge enseled, I He nyl for me his lettre be 

repeled" (TC.IV.558-60). S tanzas 67-70 of Part Four of the 

Filostrato are obviously the source of much of Troilus' 

reasoning in lines 547-74 of the Troilus, except that in 

stanza 69 Boccaccio's Priamo is said (according to Troilo), 

to desire "a lady of royal lineage" for his son's wife. 

Priamo would, as a result, see Criseida as beneath his son 

and, therefore, be disinclined toward her. 

Chaucer chooses to omit this offensive air of superi-

ority in Priam's character as Boccaccio draws him. Priam's 

insistence on a woman of royal blood for a daughter-in-law 

can be sympathized with by Chaucer's audience, but not at 

the expense of Criseyde. In order to retain an audience 

favorable to Priam, Chaucer consequently makes no mention 

of Criseyde's social unacceptability. T. A. Kirby attrib-

utes this deletion to Chaucer's medievalization of the 

9 poem, and Meech sees it as part of Chaucer's "process of 

elevating the heroine." 1° Criseyde's elevation will also 

explain Chaucer's deletion of Boccaccio's detail that 

Criseida is angry with the Trojan monarchy and people at her 

departure. Thus.Chaucer's Priam is less of an authoritarian 

and aristocratic snob than Boccaccio's, and along with the 

almost irresistable influence of the parliamentary crowd, 

is as much a victim of Fortune as Troilus, although in a 

much less tragic sense, of course. 



Interestingly, neither Troilus nor Pandarus nor 

Criseyde questions the wisdom of Priam's decision implicit 

in the decision of the parliament. Although the exchange 

is creating havoc in their personal lives or, as in the 

case of Pandarus, in the lives of persons he loves, each 

of these characters acknowledges the exchange as one best 

for Troy. Pandarus tells Criseyde: "The kyng with others 

lordes, for the beste I Hath mad eschaunge of Antenor and 

yow" (TC. IV. 877-78). 
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Pandarus reveals indirectly the good will Priam's sub

jects hold for their king in a statement he makes to 

Criseyde. In an effort to calm her grieving before she and 

Troilus meet secretly for the last time, he says: "For 

wiste he that ye ferde in this manere, I He [Troilus] wolde 

hymselven sle; and if I wende I To han this fare, he sholde 

nat come here I For al the good that Priam may dispende" 

(TC.IV.918-21). Normally, in this construction whatever 

follows the for in line 921 is of inestimatable value, some

thing many men would want or desire, i.e. "all the money in 

the world," and of indescribable volume, i.e. "all·the tea 

in China." Pandarus speaks, therefore, of the good Priam 

does as abounding in quantity and worthy of respect. Pandarus 

reveals that Priam is known for his goodness among this people. 

The inclusion of a parenthetical detail like Pandarus' 

proverbial remark about Priam's goodness, the addition of 

. . . 
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the parliamentary scene, the revisions in the truce request, 

and possible objections to Criseyde by Priam, all reveal 

Chaucer's deliberate characterization of the Trojan king. 

Each change has the effect of making Priam more beneficent, 

more worthy of respect, and, as a result, more acceptable 

to medieval as well as modern audiences. Priam functions 

in the Troilus essentially as he does in the Filostrato. 

He is drawn with more detail by Chaucer than by Boccaccio 

and thereby functions to reveal more thoroughly Troilus' 

character; Priam also functions within the cast of charac

ters as a representative of the setting surrounding the love 

affair and of the ever present Trojan war from which Troilus 

and Criseyde would like to escape but cannot. 

Ector 

Ector, another minor character in Chaucer's Troilus, 

fulfills functions similar to the functions of Priam. 

Ector's main roles are seen as he bestows friendship upon 

Criseyde, as he speaks against Criseyde's exchange for 

Antenor in the Trojan parliament, and as he is spoken of 

by the other characters and by the narrator in the poem. 

The most important functions of Ector appear to be those 

of representing the Trojan war, which is the poem's back

drop; of contributing to the medievalization which Chaucer 

gives the Troilus story; and of helping to reveal and more 

fully develop the personality of Troilus. 
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C. S. Lewis has called Ector "the noblest minor charac

ter in Chaucer,"
11 

and certainly he is the epitome of 

chivalric courtesy in his assurances to Criseyde in Book I 

(TC.I.ll?-23) and in his protestations against her exchange 

for Antenor before the parliament in Book IV (TC.IV.l76-82). 

Edward Wagenknecht says that "Troilus and Hector are typical 

knights, strong, bold, young, and fresh, marked by 'alle 

trouth and alle gentilesse, I Wisdom, honour, fredom, and 

worthinesse,• [(TC.II.l60-61)] ... and in Hector's case 

there is a special emphasis on virtue [(TC.II.l76-80)] ." 12 

Acknowledging that Chaucer develops Ector's personality 

from the foundation present in the Filostrato and other 

sources of tradition, J. S. P. Tatlock notes that "Hector 

is generous, considerate and gracious, as well as gallant, 

staunch, resolute, beyond him of the Filostrato. 13 

Chaucer finds in the Filostrato the basic outline for 

the minor character of Troilus' older brother, Ector. Using 

this skeleton asabeginning, Chaucer elaborates and more 

fully develops Ector. Boccaccio's Ettor has a scene in 

Part II of the Filostrato in which he extends his friendship 

to the abandoned Criseida. This scene is repeated by 

Chaucer's Ector almost word for word. The Filostrato does 

not, however, provide the parliamentary scene in which 

Ettor's nobility is emphasized, nor are there many statements 

praising this most famous Trojan warrior. 14 In the Troilus, 
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by contrast, Pandarus and Criseyde speak for several stanzas 

in Book II (TC.II.l53-83) on the praiseworthy qualities of 

Ector and, almost parenthetically, of Troilus. 

Since Ector is only a minor character in the Troilus, 

what is Chaucer's motive in devoting so many more lines to 

exalting Troilus' older brother than Boccaccio does? Vari-

ous critics have various answers, but it seems most likely 

that all the descriptive words of praise for Ector are in-

tended to exalt Troilus through repeated comparison with 

his brother. Tatlock suggests that although Ector's "value 

and valor as a warrior'' are traditionally the ideal, mascu-

line men do not appeal to the female characters Boccaccio 

creates in his earlier works. "Chaucer saw more fully than 

[did Boccaccio] that the more of a man the lover is the more 

of a tribute to Love is the grip of love upon him, and the 

more pleasing to readers (English at least) among aristo-

cratic women, romantic men, and indeed Chaucer himself on 

h . . . d "15 1s romant1c s1 e. It follows, then, that in order to 

make Troilus more masculine, Ector must be more masculine. 

H." s. Bennett, in explaining Ector's role as a reminder 

that the setting of the Troilus is the Trojan war, and for 

the most part is in the doomed city of Troy, says that: 

"Just as the gracious Hector raises the suppliant Criseyde 

in the opening scenes and bids her 'dwelleth with us, whil 

yow good list, in Troie', so from time to time the warriors 



and the rival camps are made part of the story, and . 
• • 

we are made to realize the heroic stature of Troilus, and 

his manly part in the great scene of war." 16 Even though 

such a statement recognizes the importance of Ector to the 

development of Troilus' character, Ector is far more than 

another one of the extras, paraded on stage in his suit of 

armor every once in a while to remind us there is a war 

going on. 
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In light of the military significance the character of 

Ector bestows upon the character of Troilus, Meech observes 

that Chaucer "is bent upon restoring the martial glory at-

tributed to the prince in the Roman de Troie, which was 

largely neglected by Boccaccio in his borrowing from that 

poem, and bent also upon complementing this glory with every 

other distinction to be expected of a romantic hero." 17 

Chaucer even goes so far as to associate Troilus with his 

more famous brother in a way which has no parallel in the 

Filostrato. In the only mention of Ector in Book III, the 

poet declares that Troilus is "Save Ector most ydred of any 

wight" 18 (TC.III.l775). Thus to compare Troilus to his 

elder, more celebrated brother was "the apogee of praise" for 

Troilus, and Chaucer repeats these comparisons frequently 

throughout the Troilus with resultant benefit to the hero.
19 

Ann Haskell has an interesting, if perhaps distorted, 

explanation of Ector's function in relation to Troilus. 
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This critic sees the Troilus as perhaps the best example of 

"doubling" in medieval literature. 20 Doubles are characters 

whose personalities contrast or complement each other in 

such a way that neither character would be completely re

vealed without the other. Haskell explains that Troilus 

and his brother Ector represent the simplest type of doubling, 

that of echoic or reflective doubling. 21 

The knightly brothers are such mirror doubles that 
Pandarus has difficulty extricating Troilus from the 
Hectorian aura in which he shines. For approximately 
forty lines following the first reference to Troilus 
as Hector's second (II.l57), Pandarus strives to dis
cuss with Criseyde the virtues of Troilus independent 
of his relation to Hector. Her initial reaction to 
Pandarus' description of Troilus is •God save hem 
bothe two!" (II.l63). Criseyde's soliloquy in Book 
II reveals the same tendency to think of the brothers 
as one. After about forty more lines, during which 
she considers Troilus' worthiness as a potential 
lover, she concludes with the thought that Troilus 
is, indeed, the worthiest, except for his brother 
Hector, who is the best.22 

Using Meech to support her argument of the doubling function, 

she points out that: 

Meech, writing on Chaucer's making Troilus a second 
Hector, explains that he "means a duplicate, rather 
than a lesser, paladin by claiming for him every per
fection, civil and military, which is acknowledged 
in. this brother .... A lady capable of true love 
will bestow it only upon a man whose worth is at
tested by reputation,"23 and reputation is stre~sed 
throughout Troilus and Criseyde. Since the linking 
of Troilus with Hector is the highest praise, 
Chaucer repeats the comparison frequently in order 
to maintain Troilus' high reputation. Hector, then, 
is Troilus' public double.24 



Though ~ector is only Troilus' public double, the 
person 1n whose reflection Troilus• reputation and 
fame among the outer society are earned neverthe
less, it is by the public reputation th~t the course 
of the private existence is controlled.25 

In the light of Haskell's view that Ector is a double 
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for Troilus, Ector's death takes on new significance. Since 

the role of double has been a way of life for Troilus, he 

becomes "an independent entity only after his death, when 

he is finally dependent upon the fraction or reflection of 

no other being for his existence." 26 The pattern has been 

carried even to the point of death, according to Haskell, 

because both Troilus and Ector are slain by Achilles. 27 

Although the following quotation from Haskell expresses an 

incorrect view of the theme of the Troilus as a whole, it 

explains further the purpose of Ector's death in relation 

to Troilus as a double: "This is the tale of the testing 

of Troilus' virtue, from initial temptation and fall to 

redemption and ascent to heaven. When Troilus has overcome 

his imperfection he is no longer a 'second.' Hector dies 

and Troilus, finally, a purged and perfect knight, is suf-

28 
ficientty virtuous to ascend to heaven." 

Just as his death is seen by Haskell to support his 

doubling function, the death of Ector operates to contribute 

to other aspects of the poem. Chaucer repeats Troilus' 

soliloquizing, from the Filostrato (Fil.IV.31-32), that he 

can bear the death of family members, Ector among them, 
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better than the loss of Criseyde (TC.IV.274-80). The death 

of Ettor in Part VIII is to Boccaccio another way to link 

Part VIII to Part VII .and to aggravate the sorrow of Troilo. 

Chaucer, by contrast, uses Ector's death as "the occasion 

for solemn pronouncements on destiny." 29 Walter Clyde Curry 

sees Ector's death as another of the "dire misfortunes" 

slated by Fate for Troy and Troilus against which Ector, 

like the others, is powerless. 30 

Although Boccaccio deletes from Benoit that Ector's 

death is by Achilles, Chaucer returns to Benoit for the 

Troilus and reports that Ector is unfairly slain, being off 

guard at the time.
31 

Indisposed toward the Greeks as most 

medieval Englishmen were, Chaucer makes use of this rather 

parenthetical detail to disparage somewhat the victors of 

the Trojan war through one of their leaders. 

It is Achilles who kills Troilus as well as Ector, and 

the linkage of the brothers through this Greek warrior makes 

the lines spoken at Ector's death by the narrator (which are 

not found in Filostrato) apply equally well to Troilus: 

"For which he thynketh every manere wight I That haunteth 

armes ought to biwaille I The deth of hym that was so noble 

a knyght" (TC.V.l555-57).32 Ector's death, then, "implicitly 

forshadows Troilus' [death] ," 33 and the mourning of Troilus 

for Ector also anticipates that which will be done over the 

hero. Viewing the earth after death and seeing this sorrow 



as unnecessary and somewhat foolish, Troilus can also view 

the scene with compassion and empathy since he, too, has 

mourned for a dead brother. 
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In less specific ways, the minor character of Ector as 

drawn by Chaucer serves a third function: his character 

contributes to the medievalization of the poem. Meech notes 

that the "graciousness of address" and the "higher breeding 

and affability" which the English Ector enjoys over his 

34 Italian counterpart increases the courtliness of the poem. 

Ector's speech before the parliament (completely Chaucer's 

own, although R. K. Root says it harkens back to Ector's 

lines (TC.I.l06-26) based on the Filostrato35 ) affords an-

other opportunity for medievalizing the Troilus. G. L. 

Kittredge remarks in regard to the parliamentary interposi-, 

tion: "Hector was right, though he did not know it for he 

was acting, not from policy or superior foresight, but from 

36 an honorable scruple." Meech lists Ector's speech against 

the exchange, along with his patronage of Criseyde in Book I, 

and his assumed support of the heroine in the lawsuit with 

Poliphete as the sort of kindnesses contributing substan

tially to "the feudal ideality" of the Troilus. 37 Ector 

exemplifies the "gentilesse" of a medieval knight who de

fends the weak and powerless, especially women, against malev

olent forces. The extensive comparison of Troilus to Ector 

also has a medievalizing effect in that, under the courtly 
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love code of medieval literature, a knight has to be the 

worthiest of suitors to justify his lady's submission. In 

the medieval tradition, Troilus is portrayed as the worthiest 

suitor, to which the many favorable comparisons with his 

elder brother contribute. The same courtly love code also 

subscribes to the idealization of women, reflected in the 

words of Ector previously alluded to parliamentary speech: 

"We usen here no wommen for to selle" (TC.IV.l82). 38 

In order to allow Ector to fulfill successfully the 

functions assigned to him, Chaucer uses the sketchy portrait 

of Ettor presented in the Filostrato and adds numerous spe

cific details to create a more complete minor character. 

Ector, like his Italian counterpart, represents the surround

ing war in the plot of the poem, but he has other functions 

that his predecessor does not. Because he is an excellent 

example of the ideal noble prince, Ector contributes to the 

medievalization of the Troilus-Criseyde story; and through 

comparison and doubling with his younger brother, the Troilus 

contains the necessary revelation and exaltation of the 

hero's character. 

Calkas 

Calkas is Criseyde's father, and he participates in 

both the ascending and the descending action of the Troilus. 

After foreseeing the fall of Troy to the Greeks, Calkas 
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deserts to the enemy camp. The Greeks welcome the old 

prophet's favorable predictions and grant him asylum. Dur

ing the negotiations for an exchange of prisoners months 

later, Calkas convinces the Greeks to trade the Trojan 

warrior Antenor for his daughter Criseyde. When father and 

daughter are reunited in the Greek camp, Criseyde is forced 

to abandon her lover Troilus. Although she promises to re

turn to Troy in ten days, Criseyde lacks the courage to 

fulfill her vow and eventually proves faithless to Troilus. 

By first abandoning his daughter, Calkas makes Criseyde 

vulnerable to Troilus' love; and then, three years later, 

by retrieving her from her life with Troilus, Calkas makes 

his fearful daughter vulnerable to the advances of love 

made by Diomede. 

Calkas is a minor character essential to the narrative 

of the Troilus. He is not a character like Antigone, appear

ing in the Trojan love story for the first time in the 

Troilus; and he is unlike Deiphebus or Cassandre whose roles 

and functions are abruptly altered from those of their pre

decessors in the Filostrato. Chaucer not only restores 

details which Boccaccio deletes from his sources about Calkas, 

but he also expands the basic character of Calkas found in 

the Filostrato. Calkas ranks as the most important of the 

minor characters in the Troilus, but his functions are those 

generally associated with the functions of most minor 



characters: plot motivation, thematic introductions and 

emphasis, and principal character revelation. 

Calkas appears only three times in person in the 

Tro;lus ;n a total f h d d h' 1' 39 ____ • ____ , • o one un re t ~rty-one ~nes. 

is, however, Calkas, more than any other minor character 

It 

in the poem, who moves and influences the circumstances of 
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the narrative. He is the first of either principal or m~nor 

characters actually to appear upon the stage of the poem; 

and the first to come to life and move about. Although 

Troilus is named as the central figure of the tragedy by the 

narrator in the opening lines of the poem, he has not physi-

cally appeared to speak and act when Calkas gains the atten-

tion of the narrator and the audience with his divining 

(TC.I.64ff). It is Calkas' treason that sets in motion the 

action of the entire poem. "Calkas clearly has an important 

bearing upon the narrative: without his deserting Troy and 

his daughter in the first place, there would have been, pre-

sumably, no love match between the Prince and Criseyde; and 

without his later success in retrieving his dau9hter there 

40 would have been, presumably, no tragedy." 

It is, then, within the early lines of the poems (Fil.I. 

8-12 and TC.I.65-98) that Calkas makes his influence felt. 

Boccaccio, who revises the Calcas character found in Benoit 

and Guido, portrays the Trojan priest to emphasize the 

prophet's wisdom and to de-emphasize the god Apollo. The 
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Delphic oracle itself is glossed over. 41 As stanley Green-

field points out, Chaucer's description of Calkas super

ficially resembles Boccaccio's but with notable changes. 

Boccaccio's man of "science" becomes, what Greenfield calls, 

"a triple-threat man: a great temporal authority, a great 

religious authority, and a great man of science." 42 Chaucer 

reintroduces the Delphic oracle and elaborates upon the ex

pertise of Calkas. The foreknowledge of Calkas of the 

impending defeat of the Trojans, for example, is the result 

of astrological computation or "calkulynge," the responses 

of Apollo's oracle, and "sort," the casting of lots or the 

chance opening of sacred books. 44 

In the Filostrato, Boccaccio's Calcas learns of the 

inevitable destruction of Troy as the result of what is 

described as forthright curiosity, "wishing to hear the 

truth regarding the future." Calcas' ability to learn the 

future appears to be a gift he has earned in some way or 

deserved to receive, "whose high science had already won 

the right to understand every secret of the great Apollo" 

(Fil.I.8). The emphasis seems to be that Calcas discerns 

the future not out of fear for his own life but out of his 

desire for the truth. His secretly planned exit from the 

city becomes, as a result, the logical outgrowth of his 

prophetic knowledge: "He therefore in his foresight and 

wisdom planned secretly to depart. And having chosen time 



and place to flee, he took his way toward the Greek host" 

(F il. I. 9) . 

Chaucer's Calkas, on the other hand, appears to be 

motivated from the beginning by self-preservation. He has 

remained in Troy until this point only because he has been 
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waiting to learn with which group to take a side: "So whan 

this Calkas knew • • • that Troie moste ben fordo, I He 

caste anon out of the town to go" ( TC . I . 7 1 , 7 4 - 7 5 ) . Green-

field sees ironic ridicule in Chaucer's depiction of Calkas' 
\ 

"worldly-prudent behavior" as he "steal[s] away softly and 

secretly (11.80-1), whereas Boccaccio's priest had only been 

careful in his planning." 44 

Although Calkas in both the Filostrato and in the 

Troilus commits treason, Boccaccio's attitude is more sym-

pathetic to the old seer than is Chaucer's. The reaction 

of the Trojan people to Calcas• treason in the Filostrato 

appears to be swift and angry because, when they learned of 

his desertion, a "great noise arose." Boccaccio defuses 

the situation, however, by using restrained phrases to de-

scribe the people's further reactions. The Italian poet 

says that "comment was passed upon it [Calcas' deed]," 

suggesting that the treason was merely mentioned in every

day conversation. The statement, "It was agreed that he 

[Calcas] had done amiss," understates the seriousness of 

the crime itself. Even though some Trojans "barely 
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refrained from going with fire to his [Calcas'] house," they 

are not a wildly excited throng (Fil.I.lO). 

The reaction of the Trojan people in the Troilus is 

based upon the Filostrato, but Chaucer creates a truly out

raged Trojan mob wanting revenge. The tempo of the words 

as they follow each other in the lines of Chaucer's descrip

tion accelerates to suggest excited movement. Chaucer also 

uses colloquial diction, indicative of the masses, to report 

that the people "seyden he and al his kyn at ones I Ben 

worthi for to brennen, fel and bones" (TC.:n:.90-91). 

Chaucer's harsher attitude toward Calkas' treason is perhaps 

the reflection of the audience for which tfue Troilus was 

written. Chaucer's courtly audience could personally iden

tify with the threat created when a high official of a nation 

commits treason in time of war. In view off his audience, 

Chaucer wisely affords Calkas little sympatthy. 

Greenfield sees what he calls "charactter deflation" in 

Chaucer's description of Calkas, which is mot present in 

the description by Boccaccio. Calkas' foreknowledge is 

"more personal, more solipsistic" in the Tlr.oilus, with word

ing such as, "by answere of his god" (TC. I. 6)9) ; with tl:le pun 

on "calkulyne," (TC.I.71), again drawing attention to the 

prophet himself; and with the repetition of "by answere of 

this Appollo'' (TC.I.72). 45 There is a secmnd pun in the 

line, "He caste anon out of the town to go"' (TC.I.75); and 



there is the suggestion of a third pun in the "Troy

destroied" collocation in these same lines (TC.I.68,76-77) 

because of the presence of Troy in the word destroy. 46 

These puns and repetitions connote a puttering about 
after self-assurance that tends to denigrate Calkas. 
There is also the rather strange syntactic sequence: 
"Knew wel .... By answere of his god .... So 
whan ..• by calkulynge, and ek by answere of this 
Appollo .... For wel wiste he by sort •... " 
(11.68-76)--either this is some of the poorest verse, 
syntactically, that Chaucer ever wrote or it is in
tentionally a device for such character deflation. 
• • . Calkas becomes something of a Polonius figure, 
something almost laughable.47 

The matter may be better stated, perhaps, in 
linguistico-critical terminology: the lexis in which 
Calkas's learning about the future destruction of 
Troy is presented associates him firmly with the aura 
of destiny in the poem; but the rhetorical repetition 
and paronomasia and the syntax in which the lexical 
items are embedded devaluate the seer's activities 
and imply the Boethian attitude the reader-listener 
should adopt to one overly concerned with his own 
involvement in the fortunes of men and cities.48 

These lines wherein Greenfield sees much irony also 

point up Calkas as villain. Neither Boccaccio nor Chaucer 

disparage the foreknowledge which inspires the treason, and 

Chaucer's elaboration about the various sources of Calkas' 
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insight gives the seer's knowledge greater circumstance and 

more imposing authority. As Meech notes: 

Though he [Chaucer] emphasizes necessity with respect 
to the town, he does not for the prophet, and, indeed, 
suggests that his flight was a free act by stigmatiz
ing it as "this false and wekked dede" [(TC.I.93)]. 
The difference in interpretation is artistiCally 
expedient. If the great city was subject to fate, it 
follows that even so exalted an individual as Troilus 



might be too. The priest, on the other hand, must 
see~ mo:ally responsible to qualify as villain, and 
a v1lla1n he must be to insure maximum pity for the 
daughter left behind.49 
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Calkas as treacherous prophet fulfills a second impor

tant function in his first appearance in the Troilus. The 

emphasis Chaucer gives to the various methods employed by 

Calkas to know the future introduces the theme of destiny 

to the narrative. "This Chaucerian stress on Calkas's 

various soundings of the current tactical situation (which 

occupies two stanzas to Boccaccio's one) serves to introduce, 

as well as to link the seer to, the brooding destinal ele-

ment in Troilus and Criseyde, an element ultimately to 

50 involve not only Troy but the two Trojan lovers." The 

doom destined for Troy is present in the Filostrato, but the 

foreknowledge of Calcas is not so featured, so particularized, 

. . . h '1 51 as 1t 1s 1n t e Tro1 us. Curry makes this analysis of the 

mood and tone of the poem which Calkas introduces: "One is 

made to feel--by means of reference to this or that planet, 

by striking suggestions of destructive influences hanging 

over the doomed city of Troy, and by mysterious intimations 

of tragedy announced by dreams, oracles, and divinations--

that the days of Troy are numbered and the cloud of fate 

hovering over Troilus and Criseyde will presently overwhelm 

them in the general disaster."
52 

A second theme introduced by Calkas in his first appear

ance in the Troilus is found in the alliterative antithesis 
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in the reference to Calkas as "hym that falsely hadde his 

feith so broken" (TC.I.89). By breaking faith with the peo

ple he has served for years, Calkas presents for the first 

time in the narrative the "falseness-faith dichotomy" that 

permeates the poem. 53 

Calkas' second appearance, like his first, is pivotal 

to the course of the narrative. In Boccaccio's poem Calcas 

gains his audience with the Greeks by his changed facial 

expression and by "hoarse crying" (Fil.IV.4). Chaucer makes 

Calkas a little more dignified by deleting his noisy out-

burst to get the attention of the Greeks for his request of 

a prisoner to be exchanged for Criseyde. Calcas merely 

assures the Greeks of their eventual victory, while the 

assurance of Chaucer's Calkas is accompanied by specific 

details of the ways by which he has learned Troy's fate, by 

"astronomye," "sort," and "augury." Calkas repeatedly pro-

nounces the predictions to be true, suggesting that his 

falseness to Troy will always affect his credibility with 

the Greeks. 

Calkas, like his Italian counterpart, reminds.his audi-

ence that he gave up all he owned in Troy to defect to the 

Greek camp. Boccaccio's Calcas dismisses the material 

wealth he forfeited with the single sentence: "And naught 

brought I with me but left behind all that I had" (Fil.IV.7). 

In the Troilus Chaucer increases the length of the old seer's 
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speech about his financial loss. His words testify that he 

has given up his estate with regret: "Havyng unto my tresor 

ne my rente I Right no resport, to respect of youre ese. I 

Thus al my good I lefte and to yow wente, 1 Wenyng in this 

yow, lordes, for to plese. I But al that los ne doth me no 

disese. I I vouch-sauf, as wisly have I joie, 1 For yow to 

lese al that I have in Troie" (TC.IV.85-91). The self

condemnation for abandoning Criseyde spoken by Boccaccio's 

Calcas is repeated by Calkas, as are the tears the old man 

sheds and his protestation of a willingness to die if not 

granted his request. The success of his appeal to the 

Greeks for a pr1soner to be exchanged for Criseyde makes 

Calkas the motivator of the descending action of the Troilus, 

just as he is the motivator of the ascending action of the 

poem when he deserts Troy and abandons Criseyde. 

Calkas' second appearance also has the effect of re

introducing or emphasizing the themes which his initial 

appearance sets in motion. First, his speech in the Troilus 

with specific details about his divination and the animosity 

of Phebus and Neptunus toward Troy underscores the·"determin

istic atmosphere'' of the poem. Calkas strongly identifies 

himself, as a result, with the destinal agents. The refer

ence to the gods' revenge in the Troilus replaces the more 

emotional forecasting of Etter's death in the Filostrato 

(Fil.IV.ll). There are three references to the destruction 
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of Troy in the Troilus (TC.IV.ll2;118-19;126), compared to 

one in the source (Fil.IV.S); and each of these adds to the 

aura of doom which will overtake Troilus and Criseyde as 

54 
well as Troy. Second, Calkas, who is already a traitor 

to his city, is given the prisoner Antenor to exchange for 

Criseyde. Criseyde subsequently proves faithless to her 

love for Troilus, and Antenor will sometime in the future 

prove to be a traitor to Troy himself. This artistic irony 

of circumstance plays upon and effectively echoes the 
\ 

falseness-vs.-faithfulness theme of the poem. Greenfield 

sees the scene as a continuance of Chaucer's deflation of 

Calkas' character: 

Chaucer, in the process of linking Calkas lexically 
with destiny, had rhetorically and syntactically 
undercut the priest's dignity. The hyperbole in 
making the association is a contributing factor. An
other is the succession of "truth-witnessing" state
ments Calkas utters: "I shal nat lye ... told it 
feithfully ... trewely ... and dar wel say ... 
for certein" (11.113-20). Perhaps this latter is not 
so much a syntactic effect as a counterlexical one; 
but it has force. So has the rhetorical question 
with which Chaucer ends the scene, with Calkas gain
ing Antenor for his purpose: "But who was glad 
ynough but Calkas tho?" (IV.l34) ...• [Calkas] for 
all his foresight, for all his calkulynge and.correct
ness in assessing the local tactical situation, is 
implicitly, in the ultimate Boethian panorama of the 
ending, blind. He may be the Ptolemaic wise maL who 
11 rules the stars" through his astrological computa
tions: as such he can see the truth about general 
matters like the fall of Troy; but he is not the man 
of character of Boethius or St. Thomas, who rules 
them by governing his own passions, as his admitted 
11 0Versight" in leaving his daughter behind when he 
stole out of Troy testifies.SS 
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Tatlock finds in Calkas' words to the Greeks {TC.IV. 

82-91) as well as in other lines of Book IV {667-68,1366-

1414) "touches of degradation not in Boccaccio." 56 The old 

seer's own words unconsciously verify what other characters 

think and say: "Calchas is an abject; a great and skilled 

lord whose compliance with the will of the gods learned from 

his science does not save him from the degeneration caused 

by violation of human honor, or from his daughter's dis

respect."57 

The last appearance of Calkas occurs when he and 

Criseyde are reunited in the Greek camp after the prisoner-

exchange. The scenes are very similar in the Filostrato and 

the Troilus, although as usual Chaucer's account uses more 

specific details than does his source. Calcas' joyful wel-

come becomes an embrace and twenty kisses in Chaucer's 

adaptation. Boccaccio's explicit comment that "such show of 

affection lay heavy upon her" {Fil.V.l4) becomes implicitly 

obvious in Criseyde's behavior in the Troilus when she "stood 

forth muwet, milde, and mansuete" (TC.V.l94). Criseyde does, 

however, break her sad silence to say she is glad to see her 

father. Greenfield states that: "Our last glimpse of Calkas 

{V.l90-6), joyous in reunion with a non-commital Criseyde-

quite a different presentation from that in Benoit, where 

daughter lectures father on the theme of lost honour--empha

sizes the pathos of his particular human blindness: the 
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lord of great authority, the great divine, the wise astrol

oger, is reduced to the paterfamilias, not knowing even his 

own daughter's heart." 58 

In the course of moving the narrative forward and in

troducing and emphasizing certain themes central to the 

Troilus, particularly in his first two appearances, Calkas 

also functions to reveal the personalities of the principal 

actors in the poem. As they react to and speak about the 

aged prophet and his deeds, the four main characters also 

make their own natures more apparent. Although she hears 

of "hire fadres shame, his falsnesse and tresoun" (TC.I.l07), 

Criseyde, for example, never verbalizes condemnation of her 

father or his act of treason until Book IV, after the 

prisoner-exchange is arranged. By remaining silent, 

Criseyde is spared the disparagement of being vindictive and 

unloving toward her father, even though he deserves such 

treatment. Her magnanimity characterizes her, therefore, as 

a lofty, courageous, and forgiving spirit. 

Calkas does not appear and is not mentioned in Books II 

and III of the Troilus, but Calkas' proposed exchange of 

Criseyde for Antenor in Book IV provides opportunities to 

observe the heroine and the hero as they r(eact to their 

~inent separation. Criseyde displays the ambivalence of 

feelings inherent in human nature when she says in soliloquy, 

"O Calkas, fader, thyn be al this synne!" .(TC. IV. 7 61) ; and 
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then later she says to Troilus at their last meeting, "Whi 

trowe ye my fader in this wise 1 Coveyteth so to se me, but 

for dred I Lest in this town that folkes me despise 1 Because 

of hym, for his unhappy dede?" (TC.IV.l338-41). She realizes 

that her father's shameful disloyalty to Troy will separate 

her from Troilus, but she cannot believe anything other than 

true parental concern for her well-being prompted Calkas to 

seek the exchange. Even the strongest words of Criseyde 

against her father are gentler than those of Boccaccio's 

Criseida, who wishes her father dead and "in the vale of 

Hell" for arranging the exchange (Fil.IV~93). 59 

During their last night together, Troilus and Criseyde 

discuss what their strategy wil~ be. Criseyde urges Troilus 

to allow the exchange because she feels confident that she 

can maneuver her father into permitting her to return to 

Troy. In the Filostrato Criseida's assurances to Troilo 

about how she will persuade her father take only one stanza. 

Criseyde's similar dialog extends through seven stanzas. At

tributing his avariciousness to old age, she first says she 

will ~take some of her own "moeble" or valuables with her to 

the Greek camp. She will pretend that a Trojan friend 

wishes to transport his wealth to the safekeeping of Calkas 

and wants to use Criseyde as the messenger (TC.IV.l368-86). 

"Criseyde proverbs like a merchant" when she notes to 

Troilus that spending part to save the whole is justified 



(TC.IV.l373-76}.
60 

"The needless explanation appended to 

the metaphor is reminiscent of her uncle's pedantries.•• 61 

Criseyde's second proposed argument to Calkas will be 

that she can restore Calkas to Priam's favor through her 

influence at the court (TC.IV.l391-93}. She also intends 

to distract him if he should attempt to divine if she is 

telling the truth. Counting on his love of gold to blind 

him, Criseyde proposes to discount the reliability of the 

gods and to shake his faith in them (TC.IV.l394-1414). 62 
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"The dismissal of the gods as mere figments of the mind is 

wholly incompatible with her fervent addresses to pagan 

deities this same night as well as on other occasions. Yet 

doubt of her father's modes of knowing must be genuine, how-

ever wishful; were it not, she could but accept the fall of 

the city and all its consequences, among them permanence of 

separation."
63 

Criseyde's conversation about her father re-

veals other aspects of her personality besides her doubts 

about the gods, an outgrowth of her basic skepticism. To 

her credit, Criseyde displays an ability to judge even her 

father's character objectively. She also exhibits self-

confidence about manipulating Calkas, and perhaps other per

sons, to have her way. When speaking of Calkas, Criseyde 

does, however, also reveal self-deception, a trait more 

typical of Troilus than herself. Criseyde similarly reveals 

an overestimation of herself, both in her ability to influence 
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her father and in her courage to carry out her plans once 

she is alone in the enemy camp. Criseyde also underestimates 

the gravity of her father's crime if she seriously thinks she 

can influence the court to allow Calkas to return to Troy. 

She is, after all, only friends with the royal family, not 

royalty herself. 

Reluctant to believe that Calkas can so easily be tricked, 

Troilus, on the other hand, displays a better understanding 

of the old prophet than does the heroine. Unlike Criseyde, 

who dismisses her father too lightly, Troilus shows a justi-

fiable respect for the abilities of Calkas by say1ng, ''Youre 

syre is wys" and "Youre fader is in sleght as Argus eyed" 

(TC.IV.l455,1459). Although Troilus (in Book V) excuses 

Criseyde's delays as the fault of her clinging old father, 

the hero's overall evaluation of Calkas is clearly more 

insightful than that of the heroine. Meech notes that 

Chaucer "permits Troilus to burlesque her [Criseyde's] style 

while disputing her thought--to deny as proverbially that 

she can outwit her father as she has asserted this capacity, 

64 
to match her wolf and wether apothegm" with a homely pro-

verbialism of his own, which "exposes presumption with de-

1 . . . .. 65 g amor1z1ng 1rony. Like the Troilo of the Filostrato, 

Troilus anticipates that Calkas will dissuade his daughter 

from ever returning to Troy. 
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Greenfield sees the function of Calkas in relation to 

Troilus as one of thematic and structural counterpoint. 

Calkas and Troilus represent, in contrast to each other, 

experience-vs.-nonexperience and foreknowledge-vs.-blindness, 

and each sheds light on the other by being opposite in char-

acter. In the Troilus the introduction of Calkas, man of 

foresight about the future of the war, is followed by the 

first appearance of Troilus. Troilus is experienced in war 

but inexperienced in love. Letting his whereabouts be known 

to his knights in Book III is Troilus' only instance of fore-

sight in the poem, according to Greenfield. Troilus goes to 

the temple of Apollo to be alone and appears to be in medita-

tion while, in fact, he is thinking of Criseyde. When 

Pandarus wishes to find the hero, Troilus is easily found. 

"There is obviously great irony in this 'foresighted' pre-

tended devotion to Apollo, the same astrological god who had 

66 
made known to Calkas the doom of Troy." 

In contrast to Calkas, Troilus remains "quite blind to 

his particular fate and pessimistically deterministic in his 

outlook."; 67 and yet, as Greenfield points out, "For all his 

short-sightedness Troilus is noble in nature and tru€ in 

68 
love to Criseyde and in war to Troy." It is, on the other 

hand, Calkas' "clear-sighted and optimistically determined" 

attempt "to rule the stars for his personal benefit" that 

leads him to betray Troy. Later, when he is successful at 
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obtaining an exchange of Antenor for Criseyde, Calkas unwit

tingly begins a chain of events and forces actions of char-

acters associated with falseness. Antenor's "active 

treachery inside Troy will be more serious than Calkas's 

simple defection." Criseyde, as a result, is placed "under 

the force of external circumstances beyond her coping, lead

ing to her disloyalty to Troilus." Even Calkas' last appear-

ance introduces Diomede, "whose character has undergone a 

sea-change from the Italian to the English poem so that he 

has become the arch-symbol of falseness in love even as 

. . ,,69 Antenor 1s 1n war. 

Calkas, then may see destiny steadily, but he does not 
see it whole in a Boethian sense. He responds to his 
perceptions actively and successfully in terms of this 
world--which involves betrayal. Troilus, on the other 
hand, sees nothing steadily or whole and is on the sur
face faintly ludicrous in his prostrations before the 
turnings of Fortune's wheel; but in contrast to the 
implicit undercutting of Calkas's foresight throughout 
the poem, after his death Troilus receives hindsight, 
a perspective on the relative merits of heavenly and 
earthly felicity, from the vantage point of the eighth 
sphere {V.l814-19). Calkas, therefore, may be viewed 
thematically and structurally as the antithesis of 
Troilus.70 

In relation to Pandarus, Calkas may be seen as an antic-

ipatory character. The uncle ''who is likewise astrologically 

oriented" is in control of the narrative of the poem between 

the defection of Calkas and the exchange of Antenor for 

Criseyde .. "But where Calkas simply reacts to the knowledge 

"71 he gains by his scientific lore, Pandarus acts. 



~anda::us' .various 11 Celestial" activities are put 
~nto ~ron1c p~rspective when they are linked to the 
Boeth1an Prov1dence in Troilus's awareness of "al 
th~s purve~aunce" (III.533). The implicit irony in 
th1s.e9ua~1on of Pandarus and purveiaunce yields to 
expl1c1t 1neffectuality as the drama runs its tragic 
course; and we become more and more aware of the 
ridiculousness of Pandarus's inflation of himself as 
"ruler of the stars." His kinship with Calkas is 
more than familial.72 

Even Diomede, who never once engages 1n dialog with 

Calkas, is revealed in his association with the old seer. 
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It is to Calkas' tent, the only tent distinguished from the 

others, that Diomede brings Criseyde at the time of the ex-

change, and it is within the confines of Calkas' tent that 

the words of Diomede begin to have some effect upon the 

heroine. As in the Filostrato, Diomede even cites Calkas' 

prediction of doom for the city of Troy as evidence that a 

love affair with a Trojan is futile. Diomede is worldly-

wise enough, however, to recognize the possibility that 

Calkas may be deceiving the Greeks: "And but if Calkas lede 

us with ambages, I That is to seyn, with double words slye, I 

Swiche as men clepen a word with two visages" (TC.V.897-99). 

Diomede's reputation as an opportunist in love has its be-

ginnings in the exchange for which Calkas deserves the 

credit. 

Calkas, in short, fulfills three important functions 

in the Troilus. By abandoning Criseyde in Troy when he 

defects to the Greeks, Calkas makes his daughter more 
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vulnerable to life in general and to a love alliance in 

particular, and he sets in motion the action of the poem. 

Then by arranging for the rescue of Criseyde, Calkas 

abruptly alters the course of the action to lead the prin

cipal characters to tragedy. Calkas also introduces the 

themes of destiny and falseness-blindness to the Troilus. 

These themes are emphasized by his second appearance and by 

references made to Calkas throughout the poem. The reac

tions of the principal characters as they attempt to analyze 

and, in turn, are affected by, the aged seer contribute 

to the revelation of their characters as well as to an un

derstanding of Calkas. 

The minor characters Priam, Ector, and Calkas, appearing 

as they do throughout the Troilus, make a substantial contri

bution to the movement of the plot of the poem as well as to 

the revelation of the principal characters, particularly 

Troilus. Each of the three is more than an elaborated copy 

of his predecessor in the Filostrato. Priam, Ector, and 

Calkas are carefully and skillfully created characters, who, 

although minor in status, make an important addition to the 

intricate but powerful impact of the Troilus. 
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CONCLUSION 

Each of the minor characters in the Troilus reflects, 

as do the principal characters and the plot, the conscious, 

artistic hand of Chaucer. Obviously Boccaccio's Filostrato 

furnishes the basic plot and characters, but just as ob

viously Chaucer is not satisfied simply to translate or 

even to paraphrase his source. The minor characters, like 

the rest of the poem, are the products of refurbishment, 

refinement, elaboration, alteration, and imaginative cre

ation. Each minor character illustrates one or more of 

these changes as he appears to speak or act within the 

narrative. 

In relation to the Filostrato each of the minor charac

ters reflects various degrees of change by Chaucer. 

Antigone illustrates the most obvious originality since she 

is a totally new creation with no literary heritage in the 

Filostrato. Her lyrical interlude helps to fill out the 

ascending action to balance with the descending action of 

the Troilus. The heavy concentration of Boccaccio on the 

descending action creates an imbalance in the Filostrato. 

Antigone, a feminine influence for love upon Criseyde, is 

the most important female minor character. Her character 

testifies to Chaucer's medievalization because it elevates 
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women and contributes to the courtly atmosphere of the poem. 

Deiphebus is the most original masculine minor character. 

His primary appearance is shifted from the descending action 

of the Filostrato to the ascending action of the Troilus. 

Deiphebus' dinner party provides the opportunity for the 

first interview of the lovers, and the scene generates re

freshing comedy. His interactions with three of the four 

principal characters makes further revelation of their per

sonalities possible. 

Sarpedoun is the least important and least original of 

the minor characters, yet even his interlude of diversion 

in the descending action provides insights into the charac

ter of Troilus. Cassandre has undergone the most dramatic 

alteration and revision of all the minor characters; she is 

totally unlike her counterpart in the Filostrato. Her dream

interpretation scene further elevates women because it elimi

nates the spiteful gossip in the source and presents, in 

contrast, a woman as a wise prophetess. The scene shortens 

and concentrates the descending action of the Troilus. 

Priam's character exhibits the kinds of changes which 

insure a favorable response to the Trojan king by th~ audi

ence. He is a representative of the setting of the Trojan 

war and the duties of the public life of royalty; and the 

main characters, particularly Troilus, are illumined by 

association with him. Both Ector and Calkas are basically 



the result of elaboration of characterizations found in the 

Filostrato. The extra details which Chaucer adds to each 
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character emphasize Ector's nobility and Calkas' degeneration. 

Of all the minor characters Ector ranks second in importance 

only to Calkas because Troilus' personality is often mirrored 

in the descriptions of his older brother. Ector's attitudes 

toward women medievalize the Troilus while his military 

leadership links the love story with the background of war. 

The desertion of Calkas to the Greek camp and his retrieval 

of Criseyde are actions pivotal to the course of the narra-

tive. His divination and disloyalty closely tie the plot 

to the themes of fate and faithlessness. By contrasting 

sharply with the character of Troilus, the character traits 

of Calkas provide insight into the hero. 

In the preparation of this study other areas of inquiry 

about the minor characters of the Troilus have come to mind. 

A profitable study could be based on comparing one minor 

character in all of Chaucer's sources as R. M. Lumiansky 

has done with Calkas, 1 or one could compare all the minor 

characters from another source other than the Filostrato 

with the minor characters of the Troilus. A similar approach 
. 

would involve comparing and contrasting the minor characters 

of the Troilus with later versions of the Troilus story. 

One might observe Chaucer's influence upon the characteriza

tion of the minor personalities in subsequent Troilus 
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retellings. The character of Antigone is of particular in

terest because she first appears in th~ Troilus story in 

Chaucer's version of this story. One might survey other 

literary works to discover her predecessors or descendants, 

that is, female minor characters whose songs or poems were, 

knowingly or unknowingly, encouragement to a love affair. 

This study of the minor characters in Chaucer's 

Troilus has offered further evidence for the extreme care 

and perceptiveness with which Chaucer handles his sources; 

and for his artistic genius in adapting and transcending 

his materials for his intended purpose and effects. 



CONCLUSION 

NOTES 

1 R. M. Lumiansky, "Calchas in the Early Versions of 
the Troilus Story," Tulane Studies in English, 4 (1954), 
5-20. 
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