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affinities of Langland's poem, and emphasise his nuanced and sustained engagement with French poetic traditions, the French language, and francophone culture more broadly. Following recent reassessments, I want to argue that 'echoes to French materials' play a 'submerged but central role' in Piers Plowman, to the point of being 'thoroughly naturalized' as part of Langland's own, unique poetic idiom (Galloway 2006: 228;Zeeman 2016: 300).

In what follows I will be arguing that the widely shared assumptions about Langland's 'Englishness' are to a very large extent a function of the ideological investment of successive generations of the poem's medieval, early modern, and modern readers. As Robert Adams has recently observed, the poem 'looks tailor-made for interpretive restyling', since 'Langland's undocumented life openly invites [...] critics to rework him and his poem completely, in their own ideological image' (Adams 2013: 15, 14). An important strand in recent Langland studies has accordingly consisted in debunking a whole range of Piers Plowman 'mythologies' that have emerged throughout the poem's reception history [START_REF] Warner | The Myth of Piers Plowman: Constructing a Medieval Literary Archive[END_REF]Benson 2010: 1-107). Despite such demythologising manoeuvres, Langland continues to be widely viewed as a quintessentially English, insular poet.

The fabrication of Langland's 'Englishness' begins early, and a number of different factors contribute to its enduring success. These include Langland's use of the alliterative long line that had emerged in Anglo-Saxon England; the wealth of localised geographical and historical references in his poem; the topicality of the poem's allegory, often inviting and examination of the state of late fourteenth-century English society; and the poet's real or imagined social radicalism, often associated with unmistakeably localised, English forms of public insurgency and religious dissent.

Surviving evidence suggests that the perceived social radicalism of Piers Plowman was the earliest and most important factor facilitating the emergence of the myth of Langland's 'Englishness'. Already during Langland's lifetime the poem became associated with domestic political developments and controversies. In letters sent to his fellow insurgents in preparation for the Peasant's Revolt of 1381, John Ball, one of the leaders of the uprising, famously 'biddeþ Peres plouȝman go to his werk'.

Much about the precise circumstances and wider significance of this mention remains unclear: Langland's poem exists in three different versions, the A, B, and C texts, the first two of which are known to have circulated before 1381, and Ball may well have been alluding to some of the more socially radical and revolutionary elements found in the A and B texts. A number of critics have in fact suggested that Langland's C version of Piers Plowman, usually dated to the 1380s or even 90s, was specifically designed to mitigate the potentially seditious and heterodox ideas found in the earlier versions. Other critics, by contrast, have suggested that Ball was not alluding to Langland's poem at all, but rather to a wider, pre-existing, and largely oral 'Piers Plowman tradition'. 1

Regardless of the precise circumstances behind John Ball's invocation of 'Piers the Plowman', this event shaped nearly every subsequent response to the poem over the 1 There is a vast amount of critical literature on the subject. As a starting point see e.g [START_REF] Hudson | Piers Plowman and the Peasants' Revolt: A Problem Revisited[END_REF]and, more recently, Johnston 2016: 29-74. following two centuries. Langland's poem as well as its titular character became inextricably associated with specifically English ideals of communitarian social justice. This marked the beginning of a process that would turn Langland into 'the literary father of English dissent'.2 This close association of Langland's poem with ideals of radical social reform is particularly evident in the so-called 'Piers Plowmantradition' that develops from about 1400 onwards and begins to subside just before 1600 (Barr 1993;[START_REF] Barr | Signes and Sothe: Language in the Piers Plowman Tradition[END_REF]. All poems in this group of otherwise unconnected texts are written using the alliterative long line, they employ the figure of Piers the Plowman for purposes of social satire, and are often marked by a strong anti-clerical bias. The popularity of the figure of Piers the Plowman appears to have increased further after about 1530, when he reappears as a character in a number of Protestant polemical tracts that often drew inspiration from Lollard writings and ideas, and when the poem went through four printed editions, three by Robert Crowley in 1550, and one reprint by Owen Rogers in 1561 (Kelen 2007: 43-76). In the context of England's break from papal authority under Henry VIII, the rise of Lollardy and anti-papal sentiment in late fourteenth century England came to be viewed as an event foreshadowing and prophetically announcing the later English Reformation [START_REF] King | English Reformation Literature: the Tudor Origins of the Protestant Tradition[END_REF]Hudson 1988).

In the aftermath of the 1536 Act of Supremacy, then, protestant readers like John Bale, Robert Crowley, or Stephen Bateman would not hesitate to identify the Protestant, English 'national' Church with the original apostolic Church, engaged in an apocalyptic struggle with the papal church of Antichrist. Within this prophetic and apocalyptic framework, it was felt that both Langland's poem and the wider Piers Plowman tradition were saturated with prophetic significance, and texts were carefully scrutinised in the search for clues about the unfolding destiny of the True English Church during the Last Days [START_REF] Horobin | Stephan Batman and His Manuscripts of Piers Plowman[END_REF]. As Sarah Kelen observes, 'For John Ball, Piers Plowman authorized the 1381 rebels; for John Bale, [...] Langland authorized the Reformation ' (2007: 41). The poem's first printer Robert Crowley therefore identified Langland as a disciple of John Wyclif, and supplemented the poem with a collection of strongly partisan Protestant glosses. Whereas the larger question of the actual historical relation between Langland, John Wyclif's writings, Lollardy, and the early reception of Piers Plowman before and after the Reformation is formidably complex and continues to be debated, it is evident that for sixteenthcentury readers Langland had already become inextricably associated with this quintessentially English heresy and the unfolding of the English Reformation.3 

In the context of these antiquarian and revisionist endeavours, the poem's archaic language, characteristic of alliterative poetry more widely (X-REF Warner Chapter), helped to compound a sense of its historical authenticity and clearly localised 'Englishness'. This link with the land was further reinforced by the specifically agricultural activities of its titular character: 'Piers represents England's past, and his antiquity implicitly authorizes his perspective. Piers's agricultural labor also marks him as being "of England," a true native of the land' (Kelen 2007: 48). This sense of a clear historical and topographical localisation was reinforced by the numerous geographical indications that anchor Piers Plowman in a recognisably English Despite the long hiatus in the critical history of the poem between Tudor times and the Enlightenment, the notion of Piers Plowman's quintessential 'Englishness' resurfaces in the later Eighteenth century. Antiquarian-critics such as Thomas Percy and Thomas Warton (see [START_REF] Percy | Reliques of Ancient Poetry: consisting of Heroic Old Ballads, Songs, and Other Pieces of our Earlier Poets[END_REF]Warton 1774-81) began to associate the poem more explicitly with the alliterative versification of the Anglo-Saxon, preconquest period, and it was not long before this feature was appropriated to support a nativist narrative of Anglo-Saxon resistance to the mounting influence of Norman, i.e. francophone language and culture. 5 The poem's first modern editor, Thomas Whitaker, in 1813 described the poem's language as being 'uncorrupted by additions since the conquest' (Langland 1813, p.xxxii 5 For all pre-twentieth century criticism on the poem I refer, wherever possible, to the summary description of items available in DiMarco 1982.

and not Gower's and Chaucer's, is a well of English undefiled' (D'Israeli 1841: 302;DiMarco 1982: 43), alluding to Edmund Spenser's famous words in praise of Chaucer (Faerie Queene, IV.ii.32.8). Even Walter Skeat, the most enlightened and sensitive early editor of Piers Plowman, notes that Langland 'loves best to exercise his shrewd English common sense upon topics of everyday interest' (Langland 1867: v;DiMarco 1982: 51). Similar examples abound at the close of the century: 'Nowhere had the English mind found so real an opportunity of poetic utterance [...] as in Langland's unique work, national in its allegorical form and its alliterative metre' (Ward 1880: 174); 'It was the glory of England to have produced such a thought' (Gardiner 1980: I.259); 'in returning toward the Old English standard in the structure of his verse, Langland was [...] rejecting the newer French fashions' (Hopkins 1894: 279-80;DiMarco 1982: 78).

Arguments about Langland's Anglo-Saxon 'purity' intensified in the build-up to the Second World War, mixing nostalgia for a bygone era of peace and harmony with increasingly stark forms of nationalist pride. For Christopher Dawson Langland owes nothing to the courtly tradition with its gay rhymed measures and its cult of love and romance. He looks back to the forgotten Nordic World, and to the grave Christian poetry of Saxon England. He uses the old alliterative accentual measure which was the native speech of English and Teutonic poetry and which now arose, as it were from the dead, as a sign of the Renaissance of the English spirit. (Dawson 1954: 210) Increasingly, Langland's Englishness is invoked as part of a defensive and militant identitarian rhetoric, as in R.W. Chambers's collection, published in 1939, '[i]n a time of danger and responsibility'. Chambers observes that 'in Piers Plowman we find the English spirit as it still exists', and goes on to cite the (unreferenced) observations of Stanley Earl Baldwin, former Prime Minister of Britain (Chambers 1939: 15): '"How much the less man you, if you do not know Piers Plowman? For therein is to be found the key to the Englishman of to-day, with the same strength and weakness, the same humour, immutable."'Also writing in 1939, Stanley B. James exhorts English readers to turn towards Piers Plowman in the attempt bolster a sense of national pride, insisting on the importance of doing so at a time when England is confronting 'other peoples whose racial consciousness has been quickened by recent tendencies'. He adds that

[i]f it is desired to discover the basic element in the racial character [of our typical Englishman], we shall have to pass over the centuries during which he was in process of becoming "a good European" [...], a time preceding even that which saw the intermingling of the original Anglo-Saxon blood with the imported Norman strain.

In a striking rhetorical elision of three centuries of English history, he concludes: This is my apology for dealing with William Langland, author, as is generally supposed, of Piers Plowman [...]. Though Langland lived in the fourteenth century, he represents the older strain in the national life, and voiced a tradition which was then beginning to disappear. (James 1939: 189-90) Such views are characteristic of a more widespread tendency to view late medieval alliterative poetry as a manifestation of a fundamentally Anglo-Saxon mindset. Randy Schiff has provided a powerful and nuanced analysis of this recurrent phenomenon, analysing how late nineteenth-and early twentieth-century perceptions of late medieval alliterative poetry are shaped by a complex set of implied cultural values and ideological assumptions. According to Schiff, such 'revivalist fantasies' postulate the post-conquest survival of a nativist, atavistic, distinctly Anglo-Saxon poetics that is gradually sidelined and eventually driven underground by the accumulating detritus of a foreign poetic tradition, characterised as French, courtly, and implicitly effeminate. For twentieth-century 'revivalists', then, alliterative poetry as a whole thus comes to embody a more authentic linguistic, cultural, ethnic, and political 'Other', eventually marginalised and submerged by the rise of a more inclusive, urbane, internationalist, and pluralistic Chaucerian literary aesthetics [START_REF] Schiff | Ohio State UP)[END_REF]. Instead of exploring such wider affinities, however, Bloomfield emphasises Langland's highly individualistic and idiosyncratic artistic genius: 'Langland is extremely original', and his '"conscious borrowing from the French strain appears to be very slight" ' (1939: 230, 229). 6 This insistence on Langland's incomparable uniqueness and originality is not without precedent, and is widely attested among earlier critics who had taken pains to discuss Something of this tendency to emphasise Langland's uniqueness and fundamental difference from any potential French models survives in modern scholarship, and can be discerned even in the work of some of the most astute and perceptive Piers Plowman scholars. In her influential study of Langland's 'bibliographic ego' from 1997, for instance, Kathryn Kerby-Fulton reviews different modalities of authorial self-presentation available to fourteenth-century European poets, from those of Jean de Meun to those of Petrarch and Gower, and concludes that '[t]here is no doubt that Langland's authorial self-concept was much more traditionally Anglo-Saxon in character. [...] In the A-text the authorial role projected into the text is virtually that of the alliterative scop' (Fulton 1997: 104). 7 Andrew Galloway provides a more nuanced 7 Kerby-Fulton does however suggest that Langland's authorial self-representation evolves across the three versions of his poem. In the C text apologia (Piers Plowman C V.1-108) Langland's poem manifests the 'intricate meshing of narrative levels

[where] the narrator occupies positions before, during, and after the narrated events' just as in Jean de Meun's Roman de la Rose (1997: 74). assessment of Langland's debt to French models in his 2006 Penn Commentary, but ultimately refrains from exploring the full depth and complexity of Langland's engagement those models: although he identifies several potential echoes of Deguileville's Pèlerinages trilogy, he finally concludes that the French allegories 'lack the uncertainties of where authority might be found that pervade and vitalize or disorder Piers Plowman' (Galloway 2006: 9). Yet more recent readings of Deguileville's poetry -long neglected and misunderstood -have insisted precisely on the conflicted status of authority in his poetry, and on its troubled and ambivalent relationship with its main source of inspiration, the Roman de la Rose [START_REF] Maupeu | Bivium: l'écrivain nattier et le Roman de la Rose[END_REF]Nievergelt 2015). As Emily Steiner observes, here 'French is an integral part of London speech, as in the hypermetric line in which shiftless labourers sing snatches of French songs (or catcalls) to pass the time' (Steiner 2013a: 10). 8 The same applies, a fortiori, to the intellectual life, as is suggested by Langland's code-switching elsewhere in the poem: having to engage in an extended intellectual disputation with the character Scripture, the scholastically inclined dreamer, Will, automatically relapses into macaronic academese: 'For, quant OPORTET vient en place il ny ad que PATI' (B X.438). 9

Langland was not only broadly familiar with French as a language of poetry, song, and intellectual inquiry, but also appears to have possessed a subtle and nuanced grasp of its expressive possibilities in colloquial everyday speech. In her discussion of Langland's 'poetics of penetration', Sarah Watson demonstrates that the poet did not only engage with the tradition of the Rose, Machaut, and Deguileville on the level of imagery, larger poetic structures, and narrative devices, but also on the level of the individual French words, word clusters, expressions, and recurrent rhymes, aware of their richly ambivalent, ironic, and at times obscene connotations. When Langland plays on the multiple, sexual/spiritual, obscene/theological resonances of the rhyming pair 'wiket' and 'cliket', inviting his readers to visualise the immaculate conception 8 For in-depth discussion of the relevance of this French song, see Perry 2016. 9 The formulations are borrowed from traditional university debates or disputationes, but have been transposed into a macaronic mixture of Latin and French. I follow Schmidt in italicising both the French and Latin, rendering the latter in capitals. This roughly translates as 'When NECESSITY is given, consequences inevitably FOLLOW (i.e. must be borne)'. through an elaborate anatomical/architectural allegory, he is in fact mobilising a range of established associations that the words had acquired in the recent intertextual history of French dream vision poetry: Jean de Meun, Guillaume de Deguileville, and Guillaume de Machaut had employed those same terms -'guichet' and 'clichet' -to describe a hortus conclusus, figuring both the body of the Virgin Mary and/or a courtly lady imagined as a gated garden [START_REF] Watson | Grace Holds the "Clicket" to the Heavenly "Wiket": Piers Plowman, the Roman de la Rose, and the Poetics of Penetration[END_REF]. Simply put, Langland recognised a sly double entendre when he encountered one in a French text, and knew how to use it in poetically and spiritually enabling ways within his own allegory.

Similar observations could be made, for instance, about Langland's punning on 'wine','divine', and 'divination'. In his depiction of the drunken 'doctour' of Theology, who 'on þe heiȝe dees drank wyn so faste' (B XIII.61), Langland establishes an aural/causal link between overindulgence in wine, the corruption of 'divinity', and delirious 'divination': 'For now he haþ dronken so depe he wole deuyne sone' (B XIII.90). The pun again builds on similar polysemic wordplay deployed in Jean de Meun's Rose: there too doctors of divinity indulge in endless and futile attempts at 'divination' ('devin qui an devinent / qui de ce deviner ne finent'; RR 12597-98), and the hypocritical Faux Semblant (False Seeming) compares his own liking for 'wines' to that of a 'divine' theologian: 'de tres bons morseaus et de vins / tex con il afixert a devins' (RR 11205-6). In both Piers Plowman and the Rose theological wisdom originates 'from wine' (de vins), exposing a respected doctor of divinity as a delirious, drunken 'dyuynour' (B XIII.116)-a cheap practitioner in obscure arts of divination-with further implications of blasphemy given the Eucharistic resonances of the image. 10 The larger implication of such elaborate interlingual punning, then, is that Langland was a careful and perceptive reader and speaker of French, and that he had a precise and nuanced understanding of the kind of referential slipperiness at work in the Rose and later Francophone poetry that developed in its wake: 'Langland perceived these texts as part of his own literary culture rather than as interpolations from a foreign body of literature' (Watson 2016: 223). This provides a helpful illustration of a more general point made by Anne Middleton regarding Langland's unrivalled ability to use wordplay as a springboard for more profound intellectual or epistemic reflection. This unrivalled ability to crate and interrogate multiple meanings ultimately emerges, Middleton submits, from Langland's familiarity with multiple forms of French speech and writing that cuts across a wide range of registers -from the domestic and mundane to the didactic, intellectual, courtly, patronising, playful, equivocal, subversive, and downright obscene [START_REF] Middleton | Loose Talk from Langland to Chaucer[END_REF]. Even Langland's notoriously irregular, idiosyncratic use of alliterative metre is demonstrably shaped by his familiarity with French poetry. In his recent analysis of the poem's prosody, Eric Weiskott 'turns up new evidence of Langland's formal cosmopolitanism', and demonstrates that he was keenly aware of the cultural resonance of his own alliterative poetry. Producing his poetry for a readership that was intimately familiar with the very different aesthetics and poetics of contemporary Francophone verse, Langland adjusted his own use of alliterative metre accordingly.

10 For similar puns in the Rose see also 4373-74, 17456-57. On this scene in Piers Plowman see further Middleton 1987. Compared with alliterative poetry written by other, roughly contemporary English authors, Langland's metrical and alliterative practice appears unique in its attempt to balance native traditions of alliterative diction on the one hand, and francophone metrical reflexes on the other. This 'bespeaks a poet consciously internationalising a marked verse form for an audience more acclimated to syllable-counted metres in English, French, and Latin' (Weiskott 2016: 159). Thus even Langland's alliterative practice -the feature once considered to be the incontrovertible hallmark of the poet's deep-seated Anglo-Saxonism -was informed by the dominance of Francophone literary aesthetics.

Langland's political allegory, too, refracts the contemporary awareness that domestic politics were inextricably bound up with international relations, specifically the ongoing 'Cold War' with France (Galloway 2016;[START_REF] Strakhov | But Who Will Bell the Cat?": Deschamps, Brinton, Langland, and the Hundred Years' War[END_REF]. As Andrew Galloway has argued, Langland's response to the Roman de Fauvel appears to be inflected by remarkably precise recollections of Anglo-French cultural relations and political frictions during the mid-fourteenth century -relations that may well have provided the occasion for Fauvel's circulation in England in the first place. In particular, Galloway argues that Langland's description of the trial of Meed (Piers Plowman B II-IV) is informed by his familiarity with the ostentatious, 'aggressively Francophone' court culture that crystallised around Queen Isabella. Much maligned and detested, Isabella lived a life of leisure and opulence in England after the abdication of her husband, Edward II, in 1327, until her death in 1358, and her presence became 'a magnet for international visits, lavish entertainments, and elite French prisoners detained in England' (Galloway 2016: 244, 236, passim). While it cannot be said that Langland promotes a nationalist, anti-French agenda, his portrait of a conspicuously 'frenchified' lady Meed nonetheless demonstrates a 'tendency to connect French with social pretensions but also hypocrisy, and to use it as a metonym for disingenuousness' (Zeeman 2016: 300) Langland's engagement with francophone culture is thus remarkably varied and multi-faceted, suggesting that his use of French literary 'sources' needs to be placed in a much wider and richer context. In terms of more strictly literary affinities, Anne Middleton long ago insisted on Langland's debts to the French chansons d'aventurea suggestion that has been explored further by recent discussions of Langland's familiarity with the tradition of the French lyric more widely (Middleton 1982;[START_REF] Jirsa | Piers Plowman's Lyric Poetics[END_REF]. Nicolette Zeeman has provided a thorough discussion of Langland's debt to French chivalric-allegorical romance, specifically Arthurian Grail-romances, and other readers have stressed Langland's familiarity with romance traditions in general, both French and English (Zeeman 2008;[START_REF] Turner | Guy of Warwick and the Active Life of Historical Romance in Piers Plowman[END_REF][START_REF] Clifton | The Romance Convention of the Disguised Duel and the Climax of Piers Plowman[END_REF]. The most important single literary influence on Langland's entire poetic project, however, appears to have been -pace Jusserand, Owen, and Bloomfield -the French tradition of dream-vision allegory in the lineage of the Roman de la Rose and Deguileville's Pèlerinages. Previous critics have repeatedly noted the potential relevance of this connection,11 but the details, magnitude, and significance of Langland's engagement are yet to be properly measured and understood. Given the recent surge in research examining the English reception and circulation of texts and manuscripts from this tradition of French allegorical poetry throughout the fourteenth and fifteenth centuries and beyond [START_REF] Kamath | Authorship and First-Person Allegory in Late Medieval France and England[END_REF]2012;Nievergelt 2012;[START_REF] Knox | The 'Romance of the Rose' and the Making of Fourteenth-Century English Literature[END_REF], the moment seems ripe for a more broadly-based reassessment.

Recent discussions of this corpus of French allegorical literature concur in suggesting that many English readers -including Chaucer and Langland, but also Gower, the Gawain-Poet, Hoccleve, and Lydgate -were not only aware of both Rose and Pèlerinages, but also had a nuanced understanding of the troubled intertextual conversations obtaining between these two French allegories, pitching a poem of erotic devotion against a spiritual quest narrative. These two poems jointly define a wider space for Langland's encounter with further francophone poetry that emerges in the wake of the Rose, such as the exuberantly satirical Roman de Fauvel or the subtly playful poetry of Machaut. Langland, then, is not only distantly familiar with the tradition of the Rose and the Pèlerinages, borrowing occasional details from specific texts: rather, this tradition defines the very paradigms of poetic vision and poetic craft that Langland himself adopts, explores, and theorises. Langland's own, seemingly idiosyncratic poetics is in effect best understood as emerging out of his sustained, indeed obsessive conversations with a number of influential francophone texts in the tradition of dream vision poetry. 12 As part of an effort to recalibrate critical approaches to a 'European' Langland -and as a fitting conclusion for a chapter in the present volume -it is worth adding that the tradition of French dream vision allegory is not, strictly speaking, a 'French' poetic tradition at all. Deguileville's Pèlerinages or portions thereof circulated widely, and were adapted or translated into nearly every Western European language apart from Italian (Kamath and Nievergelt 2013;Kablitz and Peters 2014), and the success of the Roman de la Rose too is best seen as a pan-European phenomenon. 13 See e.g. David Wallace 1985: 61-67;Bel and Braet 2006. 

  landscape, both rural and urban. The dreamer's vision famously begins on 'Maluerne Hulles' in the West Midlands (B/C Prol.6), and in the C text Will later awakes the middle of London, 'whan Y wonede in Cornehull' (C V.1). 4 While much of the poem is played out in an unspecific dream world, then, many episodes nonetheless situate the poem in a realistic English land-and cityscape, from St Paul's Cathedral (B XIII. 65) and the 'Westmynstre' of Meed's trial (B II.161), to wealthy merchants 'in þe Cite of Londoun' bearing gold chains around their necks (B Prol. 160), or the irresistibly demotic surroundings of a London tavern, full of local colour with characters such as 'Clarice of Cokkes Lane', 'Peronelle of Flaunders', 'Godfrey of Garlekeithe and Gryfyn the Walsh' (B V. 311-16).

  ]; DiMarco 1982: 37-8; Kelen 2007: 107-26), while in 1841 Isaac Disraeli observed that '[t]his volume [i.e. Piers Plowman], 4 I use the parallel text edition, Langland 2011.

  (X-REF V.4 ??)Even though post-war criticism largely abandoned the explicitly nationalist agendas of nineteenth-century philology, the mythology of an English, and more specifically Anglo-Saxon Langland appears to have had a durable impact on the work of later scholars, albeit one that is difficult to pinpoint and quantify. In particular, Piers Plowman scholars have consistently played down Langland's debt to francophone literature and culture. A case in point is Morton Bloomfield's important and influential survey article from 1939, which is often seen as marking a watershed moment in the modern history of Piers Plowman criticism, ushering in a new era of historically rigorous scholarship free from partisan cultural agendas. On the one hand Bloomfield clearly distances himself from earlier generations of critics by declaring that 'the belief [...] that Langland was essentially Germanic in tone, thought, and Language' was untenable, since '[t]he use of such a term as Germanic is unscientific'(1939: 229). On the other hand, however, Bloomfield appears strikingly reluctant to contemplate the possibility that Langland would, or even could have engaged with francophone literature and culture in any sustained and productive fashion:There is no evidence that Langland knew any French, for the French expressions he employs are those that any one living in England, at the time, would know[...]. The closer resemblances are the result of the closer traditions of mediaeval England and mediaeval France.

  Langland's relation to his sources, including French ones. At the end of the previous century Jusserand had already observed that Langland has read Rutebeuf's "Voie de Paradis," the "Pèlerinages" of Deguileville, the "Roman de la Rose"', borrowing 'tools and brushes from the workshop of Lorris and Meun'. Yet he concurs with Bloomfield in stressing that 'Langland uses such elements to paint a quite dissimilar6 Bloomfield quoting Cazamian 1930: 85. picture', and ultimately 'showed himself the better artist'(Jusserand 1894: 173-74). In 1912 Dorothy Owen similarly argued that: 'Piers Plowman reveals a personality very different from the ingenious writers of French allegories'. What differentiates Langland's work, for Owen, is 'a strongly marked individuality [...], an individuality that stands out clearly in comparison with the French writers'. The implication is again that anything provided by the French sources lacks the artistic and poetic value of Langland's poem, since 'it is in Piers Plowman alone that we find the allegory used to record the writer's mental and spiritual experience'(Owen 1912: 130-31).

  Recent work is beginning to point up the inadequacy of many established assumptions about Langland's lack of serious engagement with French poetry. Firstly, it is worth pointing out that Langland's engagement with French goes far beyond his creative reworking of individual literary sources, and embraces his wider attitude to French language and culture as a whole. Despite the adoption of an Anglo-Saxon verse form, Langland's poem is written in a language that attests to the inextricable interpenetration of English and French as they would have been experienced in real life by a late fourteenth-century Londoner:Of alle lybbynge laborers lopen forþ somme -As dykeres and delueres þat doon hire dedes ille And dryueþ forþ þe longe day wiþ 'Dieu vous saue, Dame Emme!(Piers Plowman B, 

  . Meed's arrival at court thus provides an almost perfect illustration of how Langland counterpoints the romance vocabulary of courtly pleasure, pomp, and obsequiousness with the far more austere, monitory sounds of alliterative diction of Anglo-Saxon derivation: Curteisly þe clerk thanne, as þe king hiȝte Took Mede bi þe myddel and broȝte hire into chambre. Ac þer was murþe and mynstralcie Mede to plese: That wonyeþ at Westynstre worshipede hire alle. Gentiliche wyþ ioye þe iustices somme Busked hem to þe bour þer þe burde dwellede, Conforteden hire kyndely by Clergie's leue, And seiden, 'Mourne noȝt, Mede, ne make þow no sorwe, For we wol wisse þe Kyng and þi wey shape To be wedded at þi wille and wher þee leef liketh, For al Consciences cast and craft, as I trowe'. (B III.9-19) Masterfully, Langland does not merely juxtapose different languages and associated literary modes or genres, but establishes a subtle dialectic between two divergent poetic soundscapes and their respective cultural resonances and ideological affinities.

  Langland's careful and varied attention to the manifold aesthetic, socio-political, and ideological resonances of different types of francophone language, poetry, and culture suggests a very different kind of author from the reactionary, monolithically Anglo-Saxon Langland constructed by his early critics. Instead of a cantankerous and xenophobic malcontent, a crusty agricultural worker displaced from the idyllic surroundings of the Malvern Hills to the grubby streets of London and venting his sense of injustice in an uncompromisingly localist, nativist, earthy verse, this Langland appears to have been a careful and discerning observer of both elite and popular culture. Such a picture fits remarkably well with the profile of the most likely author candidate, William de la Rokele (Adams 2013: 77-123). From a wellestablished and well-connected gentry family, William appears to have embarked on a promising pastoral career before renouncing all worldly aspirations for a life of selfimposed humble 'poverty', probably entering the service of a noble household on the outskirts of London. As Adams has suggested, this may well have been the family of Thomas Beauchamp, eleventh Earl of Warwick (1313-1369), one of the most powerful barons of the land. Intriguingly, the presence of one 'William Rokele' is recorded also on a diplomatic mission led by Beauchamp's son in 1368, heading for neighbouring France. According to Adams' admittedly hypothetical but eminently plausible biography, then, William would have had ample opportunity to observe, absorb, and participate in the francophone culture of both English and French aristocratic elites, notably through the Rokele's historical associations with the Essex household of Queen Isabella of France herself (Galloway 2016: 236-38).

  13 Not only does the Rose circulate widely across Europe well into the sixteenth century, but much of the poem may well have been drafted in Italy by an itinerant scholar named Johannes de Magduno (or Jean de Meun). Johannes -one time ambassador for Charles d'Anjou in Naples, and later Archdeacon of Beauce in the Orléonnais -studied law at the University of Bologna between 1265 and 1269 before returning to Paris, where he 12 See further Nievergelt 2021; 2016.

The phrase comes from Middleton 1988: 6. See further[START_REF] Kelen | Langland's Early Modern Identities[END_REF] 

For an overview of the various positions, see e.g. the contributions in[START_REF] Cole | Special Section: Langland and Lollardy[END_REF] 

E.g.[START_REF] Barney | Allegorical Visions[END_REF] 

126-28; Burrow 1993: 113-18. 

appears to have previously earned the title of magister in the arts faculty. 14 This Italian connection would also explain the strikingly precocious reception of the Rose in Italy, and the vigorous early responses to it in Brunetto Latini's Livre dou Tresor, Durante's Fiore and Detto d'Amore (often ascribed to Dante Alighieri), and Dante's own Vita Nova and Divina Commedia [START_REF] Brownlee | The Conflicted Genealogy of Cultural Authority: Italian Responses to French Cultural Dominance in Il Tesoretto, Il Fiore, and La Commedia[END_REF]Tonelli 2016). French was, of course, the pre-eminent language of international culture and diplomacy at the time, and this facilitated the spread of francophone literary traditions well beyond the realm of France (X-REF Busby and ?? Ashe), particularly through the movements, contacts, and various transnational relations of multilingual and/or internationally mobile writers -from Machaut to Froissart, Chaucer, the Gawain-Poet, Eustache Deschamps, John Gower, Christine do Pizan, Thomas Hovccleve, John Lydgate, Charles d'Orléans, Alain Chartier, Othon de Grandson, and many others. Each of these poets not only responded to the Rose, but also engaged with previous and/or contemporaneous responses, becoming an additional conduit for the enlarged circulation of the Jean de Meun's allegory, prompting further discussion and exchange between readers, fellow poets, and intellectuals in different parts of Europe, and contributing to the growth and development of an intertextual conversation across linguistic, cultural, political, and temporal boundaries. Langland's own place in this complex, transnational and multilingual configuration needs to be reassessed. This will throw some much-needed light on the emergence and evolution of Langland's allegorical poetics, while opening up a number of fertile avenues for further research.

14 See especially the work of Luciano Rossi, discussed and referenced in Morton and Nievergelt, with Marenbon 2020: 14-21.