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ABSTRACT

then Clement i%rot gave the title Idoles to a group of 
poexos published in the ouite de Iridescence Clementine, in 1532, 
he was the first poet to give this title to a poem, or poems in 
i rench. Harot*s first group of Klegies were in fact quite singly 
love epistles, and in order to study the birth of the Elegy in 
France, we have therefore stiMied the origins of the !::r&tre 
/igK>ureu3e. and its growth in popularity from I5OO, until î arot's 
creation of the iledle. *«e have shewn how the love epistle 
Omæd its wide diffusion to the influence of Cvid^s Heroides. 
and more particularly Octovien de Saint-Uelais ' translation of 
them. Las Xll x̂xistres d*Ovide.

me have further shown that althou^ Ovid's influence was 
decisive in the creation of the genre, Marot himself does not 
imitate him textually to a large extent, rwr does he imitate (as 
has sometimes been claimed) libuHus and Propertius. «0 have 
shown how ̂ larot draws largely from the traditions of mediaeval 
love poetry for the genre which he chose to give a title 
used by the authors of Antiquity.

*«e have studied the various elegies written up until 
155c, since howver arbitrary this date may be, it does mark a 
certain break between tfw ascendancy of liârot and his imitators, 
and the Pléiade. we have shown how, althou^ the various poets 
who wrote elegies in the period between the creation of xiarot’s



elegies and 15$C, were undoubtedly influemed by î ârot in their 
adoption of the genre, there is a large degree of difference in the 
way each individual poet interpreted the genre. Nevertheless, as 
we have shown very briefly in th^ Conclusim* the pattern that 
h)srot created was in fact a durable one, which had a certain 
influence evcm up to the end of the century.
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1.
CHAPTER 1 

IlfmoiiUCTIOR

vhen Marot published a group of poemo in the Suite do 1'Adolescence
1)Clementine under the title of "El&;iea", he was the first î*rench jx>et 

to use this title, however, on closer scrutiny of the poems that Marot 

called in this, and subsequent editions^^of M s  works, it

Isecomes cleer that the jxjet himself had a very ill-defined idea of the 

nature of the Elegy; and it is this initial vagueness on the part of the 

so-called inventor of the genre that gave rise to the ambixpiities which 

surround the el©» des of the poets of the early sixteenth century. Injiring 

the period between biarot's creation of the elê -ar, and 1550, althou?;h 

the majority of the pieces baptised as elegies deal as do Marot * a with 

either love or death, there are some very weird exceptions#^^ Later on, 

for the poets of the Pléiade the genre is still a very ill-defined one,

1) C.A# l%yer# Bibliographie des Oeuvres de Cléiont Marot. Droz, Geneva, 
1954# Vol.I* «anuscriptBî Vol.II Editions. Vol.Il, no.15*

2) The elegies published in the Guite de l'Adolescence Clementine 
towards the end of 1553 were all love poems. In 1558 Marot added 
six more poer̂ is to the group of elegies, two of which had earlier 
appeared as ComplMntes. T M s  meant that the p̂roup of elegies in
cluded three poems which were laments on the death of various 
indlviduMs*

5) These elegies are dealt with fully in the sections on Saf;on, Charles 
de Ssinte-Marthe and Gilles d'Aurigny.
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and for Konsimt in pcrticuler it is almost infinitely e l a s t i c . I n

g\the various Arts Poétiques 'which appear in the two decades following the 
publication of Marot*s elegies, the definition becomes even more confused 
arid complicated. The solution to some of these pi-oblems has already 
been touched on by V.L. Saulnier,^^riamely the Influence of Ovid, and 
more particulaiiy of the Heroides on Marot. It is from this point of 
view that the birth, m d  subsequent development^of the elegy in France up 
until 1550, can most useiiilly be studied.

It Is in the li^it of the influence of the Heroides that we should 
consider the passage in Sebillet’£> Art Poétique, where he points, seemingly 
rather mysteriously^to Ovid as a model for the elegy, as paradoxically, it

1) konsard* o Elégies are a veiy mixed bag indeed. For a good discussion 
of them see H. Chemard, Histoire de la Pléiade. Paris 1959-40. 4 Vols, 
Vol. Ill, p.26. Man,y of Honsard’s elegies are simply verse epistles.
It is possible that Ronsard in some cases simply wished to avoid 
giving aStitle to his poems Epître. the genre in which Marot had 
gained such fame. However, 0 discussion of Ronserd’e elegies is 
outside the scope of this st.udy.

2) T. Sebillet, Art PoetlQue francoys. Gaiffe*s edition, S.T.F.”., Paris, 
Droz, 1952.
B. AneaUt Quintil sur le premier livre de la defense et illustration 
de la lanmie francoise, et la suyte. (wj th Sebillet * s Art Poétique). 
Lyon, Jean Temporel, 1556. Brit. Mus. 1088. b. 19•
Claude de Boissière. Art Poétique réduit en bonne méthode.
(follows Quintil Horetian in aboveeditlon.)
J. Du Bellay, La Beffence et Illustration de le langue frencoise.
Chemard’s edition, 8.T.F.H «, Pari s, 3 948«
J. Peletier du Mans, L*Art Poétique. Edition of A. Boulanger, Paris 195C

3) V.L» Seulnier, Les Elégies de Clément Meuot, Paris, 1952.
4) Sebillet. Or. cit. Fart II, Ch. VII, ùe l*Epistre et de 1*Elégie, et |

de leurs différences. !



is not the more elegiac works of Ovid which seem to have influenced 
?4orot here# It is not the stores or the :ristia. but quite sinply Ovid's 
letters from the heroines of Antiquity, whose husbands or lovers have 
deserted them, fiebillet is aware of this fact, and is at pains to explain 
why Marot called elegies, poems which were in fact basically the same as 
the Epîtreg Amoureuses of Ovid# After remarkinèï that the epistle nay 
have a wide ran-e of subjects Oebillet continuesi

L*élégie n'est pas sujette a télé v riété de augeti 
et n'éMimet pas lés difféi’cnces des matières et 
légèretés communément traittées aus épictresi ains ha 
je ne say quoy de plus certain# Car de sa nature 
l'KléM® est triste et flabile et traitte singulière
ment lés passions amoureuses, lésquelc tu n'as guéres 
voues ni oyes vuides de pleurs et de tristesse* t 
si tu me dys que lés épistrès d'Ovide sont vrayes épis- 
très tristes et amoureuses, et toutefois n'admettent le 
nom d'élegiei enten que je n'exclu pas l'/iiaour et sés 
passions de l'Epistre, corme tu peus avoir entendu au 
coiinnencement de ce clmpitr© en oo que je t'en ay dit:
Hais je dy que l'Elégie traitte 1'Amour, et déclare 
ses désirs, ou plaisirs, et tristesses a celle qui en 
est la cause et l'obget, mais simplement et nu&âent: 
ou l'epistre garde sa forme de sui^orscriptions et 
soubzscriptiona, et de stile plus populaire. Or si 
tu requiers exemples d'Elégies, propose toy pour 
formulaire celles d'Ovide escrittes en ses trois 
livres d'Amours: ou mieus ly les élégies de iarot: 
deoquéles la bonne part représente tant vivement l'imâ ?e 
d'Ovide, qu'il ne s'en faut que la parole du naturel# 
iren donc l'élégie pour epistre Amoureuse: et la fay de 
vers de dis syllabes tousjours: lesquels tu ne requerras 
tant superstieuscment en l'epistre que tu ne la faces 
par fois de vers de huit, ou moindres: raais en l'une 
retien la rymc platte pour plus douce et gracieuse# l)

Sebillet, having first tried to differentiate the elegy from the epistle

l) Sebillet. ip* cit*. pp.154-155*
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by remarking that it treats less varied themes, and principally love, 
is then hard put to it to explain the difference between the ele^^, and 
Ovid's Heroides. He attempts to do this, first by conceding that the 
epistle may have love as its subject, and then by introducing the curious 
distinction that the epistle retains "superscriptions et soubsscriptions", 
end tîmt the elegy does not. He finally capitulates, and concedes that 
there is in fact very little difference, and that the elegy is in fact an 
hpitre Amomouse, closely modelled on Ovid, and more particularly influenced 
by the Heroides. At the seme time Sebillet insists on sadness as the 
distin.;uiohing note of the elegy, and althou^jh this is indeed character
istic of Ovid's Heroides this docs not necessarily liold good for Marot's 
elegies. In discuosin^c the elegy here Sebillet docs not mention Marot*3 
elê ^ies on death. However, in his chapter Be la Déploration, et 
C o m p l a i n t e ^ further complicates liia definition by remarkingi

Complaintes et déplorations sembleroieat estre comprises 
eoubz l'élégie, qui ne les sonderoit au vif. Car l'élégie 
propreiiîent veut dire complainte. Hais les usages et 
différentes aortes d'icelles lae contraignent t'en faire 
traité particulieri et t'aviser au reste que trouveras chés 
Marot et autres clore F6étos des complaintes et déplorationsi 
les unes faites en forme d'epitaphea, coimne la pluspart 
dés epitanheo qui ae font aujourd'huyi les autres en forme 
d'élégie, comme celle de Marot sur la mort de Samblançsy.

Xhue it is that in his attempt to define the elegy, Sebillet admits that 
on the one hand the elê iy and the epistle are so close as to be almost 
indistinguishable, and that on the other hand, the elegy is practically

1) Sebillet, Op. cit., pp.178-179#
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aynonynwus »lth tlie Ctim)lnintB.

>hen Du Bellay tra&ts the elegy. In his chapter on the gonros 
that the poet should cultivate,makes  no mention at all of arot's 
ele,< ies, but simply advises which autliors should bo Imitated.

Mstile avoc un style coulant et non scabreux ces pitoyables 
élégies à 1 'exemple d'un Ovide, d'un iibulo ot d'un Properce, 
y entrcmeslant quelquefois de ces fables anciennes, non petit 
ornement de poësie. 2)

However, in hie remarks on the Epistle, Bu hoi lay condeazns this genre as 
unwortliy, but cannot ©scape from the fact that the Epxtre Azmureuse owes 
much to Ovid.

guant aux épistrès, ce n'est un poSme qui puisse grandement 
enrichir notre vulgaire, pource qu'elles sont volontiers 
do choses familières et domestiques, si tu ne les voiâoie 
faix!*e a l'iiaialtation d 'elegies, comme Ovide, ou sentencieuses 
ôt graves comme Horace. 5)

Bu Bellay's attitude ia explained by the fact that he wished to discredit 
Harot, but realised at the same time timt he could not reject Ovid as a 
model for both the elegy and the epistle. The definition is further 
complicated by Barthdleo^y Anoau in M s  reply to Du Bellay, C/uintil 
Horatian. à m m  seems to consider the elê ŷ as a form of the epistle, 
which necessarily ĥ is unîmppy love ao its theme.

1) Bu Bellay. Op. cit. Book IX, Ch. iv. Cuela jorenres de poëmea doit 
el ire le uoëtc Praucoys.

2) Du Bellay. Ou. cit. p.111.
5) Bu Bellay, Op. cit. p.115*

J
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nous renvoyés aussi à ces pitoyables Elégies 
(helas) pour alors que deiaandons à rire, 1)
nous faire plourer à la singerie de la passion 
Italian©• Lésquellas sont ouvrages de propre 
affection, de simple et facile artifice, et de 
ryne plate. 2)

Aneau pours scorn on Du Bellay*s exiiortstion to enrich the epistle by 
imitation of Ovid, insisting that he would rather loam "à parler & 
escrire à enrichir mon vulgaire, et m  langue illustrer, que tes élé̂ pies 
larmoyantes". Finally, by mls-interpretin.g a passage of Horace, Aneau 
oana^es to condemn the elegy outright as an unimportant genre.

Horace te a enseigné (si tu as voulu) que la i’oôsie 
est ooGv;i© la peinture. Or la peinture est pour plaire 
et reejouir non pour contrister. Farquoy la triste Klegie 
est une des moindres partie de Poësiet est aussi la plus 
aisée, toute place et plaitmante, qui n ’apprent rien 
qu*â plorer^ & jouër le personna^i© des amoureux & 
amoureuses.

Des lan^(oureux & langoureuses
^ui meurent le jour quinze fols. 3)

In the Art Poétique of Claude de I*oiGsiére,^^whioh follows Aneau's

1) Here Aneau soems to make this proj^uncemiit, under the impression 
which be later exp:inds, that the sole purpose of poetry is to amuse.

2) B. âneaut Quin til lloratian. (with r^blllet's Art PoétlQue). lyon,
Jean Temporal, 1556$ p.195*

5) Aneau. Op. cit., p.198. The quotation is from Marot*b first 
Coa-a-l*an©.

4) T)\q author is not identified in the 1556 edition, but F. Golffe 
identifies him, and quotes an earlier edition of the Art ioétiguo 
published in 1554* 80e Gaiffe's edition of Sebillet * s Art Poétique.
Introduction p. xxii, note 1.
De Boissière*s work on the whole follows Sebillet quite closely, 
slmpiif^'lng it. As examples, he quotes sometimes Uarot and Mellln de 
Gaint-Gelaia, and at the same time some of the lléiade poets, mainly 
Ronsoxd and Jodolle.



Huintil Horatlan in the Lyon edition of 1556, we find only a vory brief 
paragraph on the epistle and tiie elegy.

Des Epiatrès et Elegies»
Elegie et Spistres en ùaà=â  ce diffèrent, qu'une epistre 
traite diverses matières, jouxte nos divers aocidens et 
affairesI et Hlegi© traite dos tristesses d'amour» l)

Here Claude de Boissiére simply follows the notion of Sebillet, that 
sadness was essentially the distinguisblng feature of the elegy.

Jacques Feletier du Mans in his Art Poétique (published for the 
first time in 1555) devotes a long chapter to the Epistle and the Elegy. 
For the Epistle, he proposes Horace as a model. For the Elegy he is less 
precise, first of all quoting the Creek oriMtns of the Elegy as a |x»oia 
of lament for the dead, or on an uiüxappy occasion#

La pr^miei^ maticr^ de I'Kle#^^ fur^t choses trlet^ei 
com^ lajaantacions, deploracions sue les mors, 
dolecuio^s des cas pi tous: einsi mémo qué Bonnp Ifi mot 
an 'fout^focs on a gagné depuis à 1 *accoiaoder
au^j^yeus^s, c'est assavor aus propos d'iteour. 2)

Jacques Poletier enumerates some of the Latin elegiacs, praising Tibullus 
and Proxjortiuo, but condemning Ovid as "lascif” * he concludes that the 
Elegy was swlopted as a love poem, because of the sadness, rather tl-ian 
tVie joyfulness of love*

A mon avis qu^ l'hlegi,é a été transfer©^ an I'AzriOur 
nS point ooim# an consideracion d^ joyeusjî tei mais

1) Art Poétique, p.255#
2) J. Holetier du Mans. Op. cit. Part II, Gh#3, p.182 .
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plus tot de tristgo^ dont les pdvree amoureus sont 
tous jours pleins: ou pour 1^ moins par cfé qu'il i 
à tous deusj e du bien e d^ l'annui. 1)

It appears from this, that even thow^h Jacques Peletier had a more 
extensive knowledge of the authors of antiquity than his predecessors who 
^rote Arts Poétiques, this does not in fact help him to clarify his 
definition of the elegy, but rather makes it more confused. In fact, his 
definition adds little to the conclusion of Sebillet, that the elegy was 
a type of love epistle with a sad theme, or that it could on some occasions 
be a lament on death.

The insistence on sadness as a sine qua non of the love elegy 
is in fact curious. Sebillet, and probably the other theorists, (with 
perhaps the exception of Peletier) knew best as examples of the elegy 
in France, the Elegies of Marot. In fact for Marot, the love elegy 
seems to have been quite simply a long love poem, very often in letter 
form, written in decasyllables, with rimes p l a t e s . f h e  solution lies 
partly in the nature of the Epitre Amoureuse in the interval between 
Octovien de Saint-Gelais' translation of the Heroides^^of Ovid, and 
Marot's creation of the elegy; for it seems to have been the j>opularity 
and wide diffusion of Ovid's Epitres Amoureuses, which led poets in France

1) J* Peletier du Mans. Op. cit.. p.185,
2) There is one exception to this. Marot's .̂legie XVIII is in strophic 

form. See C.A. Mayer. Clement jvlarot. Oeuvres Lyriques. University 
of London, The Athlone Press, I964, p.254.

5) The earliest of the manuscripts of the translation is dated I496.
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to try their own hands at the love epistle, and subsequently led î oxot 
to write a partioulor variety of the love epistle which he baptised 
"elegy". At the same time it is worth investigating whether in fact 
Ovid's Ai:iorQS were translated, and whether they had any influence on Marot 
in liis creation of the elegy*

In order to study this problem, it is essential to trace the 
popularity of Ovid first, very briefly, throughout the Middle Ages, and then 
in the sixteenth century in France, and then having prepared tho ground 
w© will study Octovien de Saint-Gelais* translation of the heroides. and 
their subsequent popularity, and influence in France in the first four 
decades of the sixteenth century.

In hie prologue to the translation of the Heroidea* Saint-Goleis 
enumerates the various reasons for his ctioico of that particiilar author, 
and that particular work,to translate, ile stresses the qualities of 
Cvid, and his fame, which has never been eclipsed.

Après avoir tournoyé la petite libraire de mon 
entendement & visité les angletz de §x>n gazophile 
ung jour entre les autres assez curieux & ©mbeso^^é 
de savoir ne (sic) en quel endroit dresser mon 
oeuvre, je trouvay parmi le nombre des autres 
volumes les Dpistres Heroydes, par le treseloquent 
& renosEse poete Ovide, jadis compilées en forme 
latine doulce et melliflue* Et pourco que la 
matière et son art me sembla telle que laai.ue de

l) I have found much valuable information on this subject in the thesis 
of HoriQQet, Gvide en France pentxant la première moitié du
seizième siècle. University of London Thesis, French Ph.D., 19)4.
This thesis deals vdth editions, translations and imitations of 
Ovid during tliis period.
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d|racteur ne peult ferir ou atteindre contre l'eecu
de sa value, j*entens quant à réprouver la mérité de
telle îXrirsonne, congnoisuanfc aussi que la louange de 
luy avoit esté poraeverée en la bouche des hoErniee 
depuis les olimpiades lors nombres jueques aux 
modernes calendes. Cela, toute autre cause regetté, 
me donna hardement et force de ai/^iiser la
pointe de ma plume et la pierx*e fine de mon sçavolr,
pour on tirer ce que pourroye* l)

Soint-Gelais* remark that Ovid had been famous "depuis les olimpiades" 
is hardly an exoneration. During Ovid's life-tiec, despite the fact 
that the poet went into exile, and that he himself burnt his own copy 
of the Metamorphoses, and although the Koman libraries ejected hie works 
from their shelves, enovî h copies survived to ensure that his fame lasted. 
His many friends in Rome took care that he was not forgotten, and even 
during his exile, his verses were recited at Pantomime perforrmnoes, ttuit

is, accompanied by music and dancing. In the poet-Angus tan age his in-
j'O.tKjtr

fluence was chiefly on the metres used,/̂ tiian on the content of poetry.
Imrin*;̂  the Dark Ages Ovid's works disappeared, and even during the

le
5)

Caroligian period his influence was eclipsed by that of Virgil. The
so-called "aetas Ovidiana" dates from the end of the eleventh centuiy'

1) Ootovien de Soint-Wlais. Los cuistres d'Ovide, translatées de latin 
en françoist par revérend pe:^ en lieu, monseigneur d'Aiuroulesmc.
(no"name of printer"orplace), 1556. Brit. Mus. 258.k.18.
Prologue, Fol.il

2) On Ovid in general, see L.P. v iPcinson. Qvid reonllod. Cambridge, 1955* 
On Ovid's fame and influence, see especially Chape. XI and XII.

3) On Ovid in the Middle Ages see:
F» Munari. Ovid im Mittelalter. Stuttgart, I960.
K.K. Rand. Ovid t%ad his influence. LondL:n, 192$. Chap. Ovid 
t̂ iro%4:k the centuries,
I .H. Curtii^. European Literature and the Latin Middle (trans.
- '.R. Trasky, New York, 1955* passim.
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and continues right tîxrough to the thirteenth. Ovid's works were Included 
:ln the curriculum of the schools, and considered an essential element 
in liberal education. Even as early as the ninth century, there are 
glosses provided with the manuscripts of his works*

At the end of Uie eleventh century, Ovid's influence was 
particularly noticeable in the works of tkiree poets, Hildobert de Lavardin, 
Archibisbop of Tours; Mfarbod, Bisliop of Rennes, and Baudri de Bourgueil, 
Bishop of Dol*

Bildebert left a large collection of poetry, including elegies 
and epistles to his friends, and in both the manner and the matter Ovid 
is the obvious influence.^^ Marbod too followed the fasliion for poetical 
epistles to his friends, and in hkt youth wrote love ix>ems, which lie later 
apologises for. Baudri composed iiaitations of the Heroidea. a letter of 
Paris to Helen, and Helen * s reply, ana also two epistles on the theme 
of the Tristia. Florus to Ovid, and Ovid to Florus* He also wrote

2)elegiac epistles to a girl ia a convent, expressing platonic love. '

The poetry of the "clerioi valantes”, no less tlian that of 
respectable Bishops was strongly influenced by Ovid’s love poetzy. The 
collection of Carmina Burana. with love and spring as the main themes of 
the poems shows that Ovid was tlie master of many of the poets who 
contributed to it.^^

1) F.J.B. Haby. A History of secular Latin poetry In the Middle 
Oxford, 1954, 2 Vols. On Hildetcrt £oe Vol. I pp.517-329*

2) F̂ aby. Op. cit# Vol. I, pp.557-547•
5) Habv. Op. cit. Vol. II, pp.256-279*
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For tho whole of the Middle Ages, Ovid's Hetaoorphoses provided 

a sort of ho's who" of antiquity and mythology# At tho sane tiiao they 
were commontod on and Interpreted in ouch the same way as the Bible.
One of tho most famous Interprotetions was the IntoKimenta Ovidll. an 
interi^retation of the Metamorphoses in verse by John Garland. AnotMr 
exposition of Ovid, not excluding the iHrs AmtoriUjWas prepared "in 
usum nonnaruEi". Ovid was thus "moralised”. In the following century,

ti.an even more elaborate moralisation was worked out by Clirétien Legqhais, 
who subjected the iv^tamorphoses to a tlireefold explanation, historical, 
moral and theological. vid was translated too, but unfortunately the 
translation by Chrétien de Troyes is m m  lost.

In. the thirteenth century, the most striking example of tlie
influence of Ovid la the Roman de la Guillaume do I*orria, the
author of the first part of tiie poem sfiya that it is a work "ou l'Art
d'Aîaours est toute enclose”. T h e  Roman is in fact a sort of Are Amandi.
Jean de üeun, who completed tiïe Homan was both more of a scholar and more
of a satirist than d© Lorris, and he draws even more heavily on Ovid's
cynical comments on love. In particular, the "sarmon" of the Old '"'oraan

x)to the Lover comes almost entirely from the Ars ihnandl.'̂ ^

1) Guillamw de Lorris et Jeazi de Heun. Le Homan de la Rose, publié
d'après les manuscrits par F. Lan^^lois, 3.A.T.F., Paris, 1914* 5 vols.
F. Lan^Xoia. Ori^iines et sources du Eoïiaan de la Hose. Paris 1891* 
cf. Part I, Chops. II and VII, and Part II, Chap. III, on the influence 
of Ovid on the two poets.

2) Roman de la Hog©. 11.37-58.
3) Roman de la iiose, 11.12555-14546.
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Chaucer in his turn knew his Ovid well, partly directly, and 

partly through the works of }k>ccfiCCio, and the Roman de la P,ose. In 
Italy the influence of Ovid on Dante vea considerable. Dante^^placea 
Ovid, together with Homer, Horace and Lucan in the limbo. With Virgil 
they form ”1© bella scuola Di quei signor dell*©Itiesimo canto”
According to Toynbee, Dente only actually quotes from the Métamorphosés 
and the hemedie Amoris. but thatrhe was also indebted to the Heroidea 
aî d the Ars Amatorls. In his turn Petrarch took many of hie details of 
raytholoéiy from the Métamorphosés. His TrionfO d'Amo re was inspired by 
the Amo res. Boccaccio derived ports of the Flammette from Cvid, and 
much too for the Decemerone.

During the later Middle Ages Ovid's poptiiarity diminished not 
at ell. He is the favourite author of many of the "Grands Rhétoriqueurs.”^̂  

However it is the Metamorphoses and the Ars Am&toria which appeal to the 
Hhetorlqueurs rather than any of Ovid's more lyrical compositions. This 
is true on the whole of the entire Middle Agee. Ovid owed his fame to 
the Metamorphoses, which were both a useful compendium of mythology, and 
at the seme time offered a unique opportunity for allegorical inter
pretation. The Heroides were nevertheless by no means forgotten, and

1) See Psfret Toynbee. Concise Dictionary of 1 roper Fames & Koteble Matters 
in the works of Dante. Oxford, 1914. Article on Ovid, pp.599-400.

2) Dante. Inferno. IV, 11.94-95.
5) H. Guy. Histoire de la poésie française au XVIêae siècle. Paris, 1910.

Vol. 1. L'Ecole des Rhétoriqueurs. On the claselccl sources which
the Rhétoriqueurs were most familiar with (and Ovid woe one of the 
Latin authors they knew best). See pp.10-11.
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although there were no mlmllar collections of letters, the individual 
epistles were widely known and imitsted. A- art from the tu«e that 
Petrarch made of them, the Ancres seem to have been very largely unknown, 
or at leeat neglected.

The popularity of Ovid in the mid and late fifteenth century is 
attested by the large number of editions of his works. In the 
BlblioATafla Uvidiana.̂  ̂ there are listed from 1470 until I500 over forty 
editions of the Heroides. more than twenty of the Metemorphosea. end 
about the seme number of the Ai's Amatoria end the i emedia. There ere 
a dozen or so of the complete works and the Fasti. The bibliography 
only cites two editions of the Trietie, end none at all of the Ex Ponto 
or the Affiores. With this information in mind, it is scarcely surprising 
that Saint-Gelais chose the Heroidea to trai,slate, a favourite work of 
a well-loved author.

The exact date of the translation is difficult to establish.
The earliest of the manuscripte of the work is dated February 16th

2)1496.  ̂ This however gives us merely the date of the transcription and

1) E. Par at ore. Blblioigr&fia Ovldiana. Bulaons, I96O. This list does 
not include translations of Ovid, but is simply a brief survey of 
the early printed editions.

2) Bibliothèt]ue Rationale Fr. 875, Les Epistres d*Ovide, translatées 
de latin en françoys, le xvi Jour de febvrier mil CCCC IIII^^^XVI, 
par le Revererid Pere en Dieu, maistre Octovien de Saint-Gelès, à 
present evesque d'Argoulesme.
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not the composition. In his work on Saint-Gelais, H.J. Holinior^^ 
eugiçeBts that the translation dates from 1492.

The translation was c&iTied out, according to the title of
2)one of the Manuscripts "par le oom^ronuement du feu roy Charles 

septiesroe (Vlll), dont Dieu ayt l'âme". If Molinier's chronology is 
correct, it would seem that this was one of the earliest works of 
Octovien de Saint-Gelais. Our translator was bom in I468 in Montlieu, 
Cognac. His family was an illustrious one, which held many of the more

5)influential posts at the court of Cognac. ' Octovien himself studied in 
Paris at the College of Sainte-Barbe, where he applied himself to learn 
"les reigles de gramineire, puis Poesi© et Rhet o r i q u e " . Later, with 
the help of his illustrious family, he was able to gain an introduction 
to the Court at Cognac* There he seems to have had a considerable

1) H.J. Mo11nier. Essai Biogrenhimie et littéraire sur Octovien de 
Saint-Gelal8. Evêque d'Angoulême. Paris, I9IO.
cf. p.67 "C'est vraiaemblableaent vers 1'année 1492 qu'il le (cet 
ouvrage) composa, alors que la composition du Séjour cl*Honneur 
touchait à sa fin".

2) B. Bat. Fr. 874. Les Euistres d'Ovide.
5) H. de Meulde La Clayière. Louise de Savoie et François 1er. Paris,

1893. p 3 %  "Ils (les Saïrt-GelaiB) abondaient â la Cour de
Cognac. On en trouve trois, écuyers en mê?ne temps, Jacques, Baud 
et Tranchent. Jacques se fit députer près du roi en 1471, par
Marguerite de Eohan. Baud passe 0 la cour de Louis XI, où 11 devint
chambellan pensionnaire et capitaine".

4) séjour d'Honrieur. 1319, Bock iv., fol. T. i. B. Hat. Rés.
Ye. 296.
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success, composing romîecux and bellades for the ladies of the couit.^^
At this time too, he transiLted the Ystolre de Kurlfalus et de I.ucresse 
from the latin of Aer.eae Sylvius Piccclomlnt, and composed hia long 
allegorical poem, the Séjour d*Honneur, which deacribes the journey 
of the hero to tlie Court, where the King, and naturally, honour reside.

2)According bo Molinier 'it was his séjour d * Honneur. and his tranolatlons
of Piccolomini and of Ovid's Heroidea that won him the favour of
Charles VIII, and subsequently his Bishopric, rather than any ecclesieatio
merit. Much has been said about Saint-Gelais* translation of the

3)Aeneid 'and his rendering of the first lines as,

J*ay ©ntreprins tie ctucher dene mes vers,
L© cas de Troye, qui fust rais© en l'envers...

Hi» translation of the Heroid©s, althou^ an earlier work, does not 
fall quite so blatantly below the original. However, since Ovid was 
above all a stylist, it Is inevitable that any trarslation should lose 

the qualities of the original. The Heroides are e curious collection 
of letters, sunposedly written hy a selection of the heroines of antiquity 
to their absent husbands or lovers. Part of their effect resides in

1) Scjou * d*honneur, fol. A iv ^
Des dames lore estoye recttoiXly 
Entretenant mes Coulees amourettes 
Afiiours Ej'avcit son servart accueil ly.
Portant bouquetz do bcnatons et fleurettes.

2) Molinier. Op. Cit. p.115, Ch.VÎ, Protonotoire, en attendar.t un évêché.

5) cf. H. Guy. Op. cit.. pp.152-154.
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their irony, since we know that in many caees the ploaa of the heroines 
will be in vein. Tlie clumsiness of S&int-Geleie* translation misses 
some of the finer points of the latin, bat he is reasonably faithful 
to the original. The whole device of the letter form for what ia in 
fact a tragic or elegiac monologue, though it may seem strange to us, 
appealed aa much to the conteaporariea of Octovien d© Saint-Galaia, as 
it had done to the Romans, if we are to judge by the nimber of editions 
of his translation, end by the various efforts to Imitate it.^^

Naturally enough, Octovien*s translation is in many places 
fai' more lengthy than the original. For example, of the first two lines 
of the first letter, from ienelope to Ulysses, Octovien makes five 

in French,
Hano tua Penelope lento tibi mlttit, Ulixe -
Nil raihi rescrlbes tu tamen; ipse venil 2)

Puisque tu es de retour pfresseux 
0 Ulixes, de cueur tresangoisseux 
Penelope caste apistre t*envoyé,
Affin que tost tu te mettes en voyei
Ke rescriptz rien, mais pense de venir. 3)

In the same way, Saint-Gelais lengthens the dramatic and cryptic epitaph,
which Phyllis composes for herself, and inserts at the end of her letter
to Demophcon.

1) cf. G. Duplessis. Essai bibllogrephlque sur les différentes éditions 
des oeuvres d'Ovide, ornées de planches, publiées aux XVène et
XVIème siècles. Paris, 1889.

2) neroiaes, I, 1-2.
3) Le. AAI gpistre.. 1538 Edition Fol. ill ^
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Phyllida Demophoon leto deiiit hoepea aman tern; 
llle necis cauaam prsebuit, ipaa manum. l)

Cy gist Phylis laquelle Deraophon 
A fait moui'ir en piteuse des tresse*
Trop le chérit coimae aongneus© hostesse
Dont de ce crime et mal qu'elle porta,
Il bailla l'heure et elle 1'exécuta. 2)

Inevitably too, Saint-Gelais caivnot convey the virtuosity of Ovid in
such lines as:

Domophoon, ventis et verba et vela dedistij 
Vela queror reditu, verba ce,rare fide. 5)

which he trenalatos rather clumsily as*

0 Demophon tu as doresnavant
Tes promesses & voiles mises au vent;
Tee voilles blasme pour leui’ grande absence 
Et tes promesses pour leur gi'snde aecevance. 4)

Kcvorthcless, there are moments when Octovien do Saint-Oolais manage» 
to convey the tone of the original quite successfully, aa for Instance
when he* translates the letter from Hero, replying to the protestations

of Leender.
0 Leender, moult desix’e et vouldroye 
Que tu te misses incontinent en voye 
Affin que j'eusse au vray, non par escript 
Le tien salut, que ta lettre ra*escript.

1) Heroides. II, 11.147-146.
2) Les XXI Fuistrès fol. xiii.

5) Heroides. Il, 11.23-26.
4) Les XXI Kpiatres. fol. ix.
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La demeure, tant soit ores petite,
M'est ennuyeuse: car me, joye déshérité.
Si je te dy mon entier pansement,
Pardonnes moy, j’aime Ijnpaciemment,
Tous deux brusions d’une flambe pareille, 
ting mesme feu amour nous appareille,
Mais me force n’est pao peur porter fais
Aussi pesant, certes, comme tu fais. 3)

if in places we are tempted to condemr; Octovien de £alnt-Gelais' trans
lation as melodramatic, it is well to remember that Ovid's original 
Epistles trod a difficult pathway between tragedy, pathos and bathos. 
At the seme time, much of their appeal to a Roman reader lay in Cvid*a

2)linguistic end rhetorical skill. ' If lines like the following seem 
to U3 rather en unfortiniate translation, we should beer in mind the 
nature of the original Latin.

Et si seroit Dido habandcm*ée 
Que par ta frauldo eurois k nort donnée 
Loro paioistroit au devant de te veue 
L'yoïalge froide de ta femme deceuej
Triste, dolente et les cheveulx eper»
Taincte de sang, navrée en toutes psrs. (...... .)
Las je t'esoripta & j'oy près de ma main 
Ton èspée qui B*occira demain.
De nos larmes le piteux glaive j’arrouse,
Qui maintenant en mon giron repouse,

1) Les XXI Epiatrès, fol. cxxiiii.
2) cf. L.P. Wilkinson. Ovid Recalled. Chapter on the Heroides. p.97 

Dolor ire mixtus. "Ve may be fairly sure that his audience read 
these poems es comoisseurs of rhetoric; they did not weep for Ovid’s 
Dido as Augustine was to weep for Virgil's. They would derive 
particular pioasurc from recognising the details of the traditional 
story, and observing how dexterously Ovid had made use of them; they 
would buret into applause at a telling couplet; and of course they 
would delight in the easy mastery of the verse, the ingenioue tricks 
and periphrases, the grace, the inevitability. The Heroides were 
probably not intended to move, they are a display of virtuosity, 
designed to entertain".
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Kt tost sera en lieu de pleura et lermes
Tainct de mon sang i>ar tes rigoureux tenries. l)

Protinus occurrent falsae periuria linguae 
St Phrygia Dido fraude coacta mori;
Coniugie ante oculos deceptae stabit imago 
Tristis et effusis sanguinolents oomis* (.....)
Adspicies utinam, qjjiae sit scribentis imago!
Scribimus, et gxemio Troicus ensis adeot,
Perque genaa lacriraee strictuii lebuntur in ensem,
Qui lam pro Iscrimis ser»guine tinctus erit. 2)

As e translator, Seint-Gelais has certain merits. In his translation
of the Beroides he is fairly faithful to Ovid's original Latin. His
worst faults are clumsiness and prolixity. Nevertheless, his version

5)reads easily, if somewhat quaintly at times. '

The success of his translation is attested by the large number 
of i^enuscripts and editions of his Kpistres d'Qvlde which appeared 
during the next half century. Between the first printed edition of the

1) I.es XXI Ecistree. VII, fol. zllili ^  and fol. xlix.
2) Uaroldea. VII, 11.67-70 and 11.18>-106.
3) G. Colletet, Vie d'Cctovien de Saint-dlelais, publiée par Oellibert

des Séguins, avec des Remarques de Musèbe Casteigne, Paris 1863,
pp.12-13. "Car encore qu'il n'ait pas les grâces de la belle 
poésie, on peut y rencontrer celles de la fidèle interprétation.
Et après tout, c'estoit beaucoup faire en ce temps là que de se 
faire entendre clairement; car notre langue estoit alors tellement 
obscure et embarrassée, et si rempli® de phrases latines et des 
autres élocutions étrangères, que le meilleur orateur de ce siècle- 
là n*estoit qu'un pur artisan du plus fin geliraathias du monde.”
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Il£i St res d* Qylde ,^^whl ch dates from the turn of the century^ until 155G, 
there were nearly tweiity editions, ty various printers in Paris, Lyon 
and Kûuen# After 1550, a new translation was made of the first ten

piHcroidea by Charles Fontaine, and the edition contained these ten in 
the new translation, and the remaining epistles in the original version 
by Saint-GelEis. There were something in the region of ten^of this new 
edition before the end of the century. A  further proof of the success 
and popularity of Soint-Gelais' translation is given in the various 
attempts by poets in France to write epistles in the manner of Ovid.
On the one hand, at the very beginning of the century, there were a 
series of very direct imitations of the Heroides. ana on the other bend 
a large number of rather less direct imitations, which were love letters 
with unhappy or unrequited love, or absence as the theme. The first 
of the more direct imitations was by André de La Vigne, who included In 
his Vernier d*Honneur» Quatre Bpistres d'Ovide, nouvellement falotes.

1) Les XAÎ Epistres d'Ovide, translatées de latin en françoya par 
reverend père en ûieu monseigpneur l'eveoque d*Angouleame, imprimé
è Paris par Michel le Poir, l'ai mil cinq cens, le vingt et neufyiesme 
joui" d'octobre.
cf. J.C. Brunet Manuel du libraire et de l'amateur des livres, Paris, 
1B60-65* 6 Vols. & supplement. Vol 4, col.289*

2) Les Epistres a»Ovide nouvellement mises en vers francoia per K. Charles 
Fontaine....Plus il y a la réponse à icelles "(par M. d♦Amboise).
Lyon, 1552.

3) For a fuller accourt of the various editions of the Fpistres d'Ovide 
see Bibliography.

4) Ardré de la Vigne. Le Vergler d*Honneur, nouvellement imprimé à Paris... 
Ensemble plusieurs autres choses faictes par M. ( ctovlen de St. Gelais 
et par Meistre Ardré de La Vigne. Pécris, A. Vérard, go th. no date.
B. Fat. Hés. L.b. 28/15»
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In trying to imitate Saint-Gelais' translation of Ovid, Andre 
de le Vigne brought out all the inherent faults contained in Ovid's 
own device, of presenting elegiac monologues as letters, where Ovid 
was able to reduce the necessary narrative in the Beroides. because he 
could rely on a wile knowledge of mythology in his readers, André de 
La Vigne could assume no such knowledge of his heroes and heroines in 
his readers. Consequently the fiction of letter writing is very strained 
indeed, as the author has to devote long passages in his four epistles 
to complicated narrative. At the seme time, the episodes described, 
or alluded to by Ovid in the letters from his heroines,however fantastic 
are widely enougii diffused for us to accept them. In the Quatre Epistres. 
we are continually distracted, both by the artificiality of the form, 
and by the extraordinary nature of their content.

In the first Epistle Ue Philistine à Elinus. the heroine is the 
daughter of the King of India. Elinus, the son of the King of Persia, 
had won her admiration and love by his valour in tournaments. When 
Philistine's father discovered that the young couple were lovers, he 
forced Elinus to flee, killed his wife vdio had defended the lovers, and 
threw Philistine into e hideous dungeon. There she is only saved from 
death by a huge lizard, who protects her from the serpents In her prison. 
Finally it appears that Elinus has been caught and killed, and Philistine 
is committed to the open sea in a small boat with the body of her lover. 
Consequently, she is writing her letter to her dead lover as she con
templates his body, end meditates on her i;minent death.
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Ma destinée ordonne et veult que fece
Une eecriptoire des deulx yeulx de ma face
Ou plongeray la plume de mon cueur
Bs doulces larmes et la moite liqueur
Yeser.t diceulx, car je n'ey point d'autre encre
Près mon amy mort ou suie à l'ancre.
Papier feray de se face pallie
Incontinent que la larme saillie
Sera de l'oeil sur luy dégouttera
Qui pour empreintes dénotera
Que fais mes plains, ses douleurs et mes cris
Pour le papier dessus lequel j'escrips. l)

In the second letter, i?e Cloacus à Clibane the story is less 
complicated and consequently the letter form is somewhat more plausible* 
The young men who writes the letter, Clcacus, came from Asia, and fell 
in love with Clihane, who lived in the most wretched poverty. He spends 
ell his money on her, despite the fact that he has a wife at home to 
support. His complaints are ell the more bitter because of his guilty 
conscience. Clibane accepts ell his gifts, at first 'Moulce nourriture”, 
and then fine clothes, and finally a diamond, end all hie "rentes, 
possessions et heritages". Vhen «he has obtained all this, she oasts 
her lover aside, aid even senos his. away when he comes begging at her 
door. This is the opening passage, where Cloacus looks back, and laments 

his folly.
Se pour gemir, pour plaindre et souspirer 
Possible estoit esteindre et expier 
Mes grans labeurs et diverses complaintes 
Ensemble aussi maintes lermes qu'ont plaintes

l) Les XXI Epistres d'Ovide, translatées par Octovien de Saint Gelais, 
nouvellement reveuea ot corrigées. S'ensuivent quatre Epistres, 
faictes et composées par A. de ha Vlgn^ (no^^e of printer),
1558. 8 .̂ Brit. Mua. 258. k. 18. Fol. Ü.V
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Sedges personnes de mon mal radiées,
Saiche pour vrey, deBloyalle Clibane,
Qu'au flot marin feroyc une cebsmc
Pour Jour et nuiet apprendre à stiller
A faire pleurs de meg yeux distiller
Et de mon cueur faire yssir sans fin
Eaue decourant, ysaant de mon sang fin. l)

The third Epistle is more directly reminiscent of Ovid, as the writer 
of the letter, la belle Am&zone,^^finds herself in the same position 
as Ariadne, left on Naxos by Theseus. Like Ariadne, she hen left her 
family and her native land, and fled with her lover Cézias. They go to 
sleep in a wood, and when she awakes, Cézias has disappeared. She 
searches distractedly for him, and beers his child on the bare earth.
She writes the letter while awaiting certain death, for herself and her 
child, among the wild animals in the wood.

There is a similar parallel in the fourth epistle, entitled 
De Gynaras à son faulx et uesloval saw Celius. Cynaraa had been promised 
marriage by Celius. Nov he has loft her. Like Penelope, asking for 
news of Ulysses from every stranger who visits the shores of Ithaca,  ̂

Cynaras waits mid watches on the shore for news of her faithless lover, 
finally she discovers from a fisherman that Celius has won a tournament, 
and hence the hand of the Princess in Thessaly. She laments his unfaith
fulness, and then hopes that he may make a voyage, and end up shipwrecked 
on those very shoi*ôs to see her wretched plight.

1) Quatre Erdstres d'Ovide, Fol. X ii
2) La Belle Amazone à son aav Céziaa.

3) Heroides I, 59-63.
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Theae first attempts to adapt Ovid'a forui to a new set of 
characters and circumstances, although in faot very naive,^^dld give 
the idea of the Bpitre amoureuse to the next generation of poets. The 
ingredients provided by Ovid, the somewhat clumsy device of presenting, 
whet is in fact a monologue, as a letter, and the themes of unhappy 
love and death were edopted end manipulated in various ways# On the 
one hand there were Epitres Amoureuses, which followed the pattern of 
Ovid extremely faithi'ully in both fo?*m and content (of. the Contrepietres

2)d'Ovide of Michel d'Amboise and on the other hand, Eoitres Amoureuses» 
which whilo they drew the letter form, and some of the themes,from the 
Latin poet, were no longer in fact Heroidew. (cf. the Bpitres Amoureuses

5)of Bouchet. ^). Miss Morisset devotes a chapter of her Thesis, to the 
indirect influence of Ovid, examining various Epitres Amouieuses^^ 
without however concluding that these epistles led on to the elegy.

1) cf. Ph. Aug. Becker, Andiy de La Vigz*e, Leipzig, 1926.
sind die ersten selbsterfundenen Heroldenu^pioteln 

nnch deœ Muster Ovids, die in franzhsischer Spr?che 
goechrieben warden sind. Das muss #an sich gegenwârtig 
halten, urn ihre grosse Neivitfet ertrëglich zu finden.

2) Michel d'Amboise* les Contrepisires d'Ovide. Ï). Janot, Paris, 
1541. "ë"! Brit. Kub. C.4Û. B. 51' (2)̂

3) J» Bouchet* Bniatre* Morales et Familières. Poitiers, 1545.
J. & E. de Marnef. Although these letters were not published in 
a collection until 1545» most of the separate epistles were 
comj>osed and published much earlier.

4) P.M. Morisset, Thesis, Gh.5* p.143.
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Following André ae La Vigne, in his i.'iatation of Ovid's Vferoide^ 
is a curious composition, by Mace do Vlliebresme, which Guy scornfully 
describes as a "bouffonne h é r o i d e " , I'Kplstre de üleriande la Romaine 
à Kegdnus. son concitoyen, le centurion. 11 e Gvid's heroines, the 
writer of this letter, ClerirndG, is wrilin̂ . to her nbsent lover, without 
knowing his whereab uts. ihe same problems that arose for André ie 
La Vigne, here vex M&cé le Villsbrcsme, as the story is not a well-known 
one, much of the epistle is taken up with complicated narrative. The 
story is in itself highly melodramatic, and becomes almost farcical at 
times. Cleriande begins by reminding her absent lover how happy they 
had been before the time of the proscriptions, and then curses the 
Triumvirate for threatening the life of Heginus. She relates how Heginus 
had fled from their wroth, and how she had sheltered him in her "manoir". 

In order to facilitate his escape, she disguises him as a "charbonnier". 
After touching farewells, Keginus leaves to join Brutus mid Cassius.
Since then, there has been no news of him and she imaf^lnes that she will 
die of grief. Like the heroines of Ovid, Cleriande composes her own 
epitaph, and imagines the viuit of Keginus to her tomb. She promises 
to pray for his military success as soon as she is in heaven. Thus in

1) H . Guv. Histoire do la poésie française au XVI siècle. 2 vols.
Paris, 1910. Vol. I, L'Ecole des Hhétorioueurs. flfll*

2) The full title is, liisloire Lomaine de la belle Cleriande. laquelle 
maul va la vie à son m y  Heginus le Romain, ei. habit de charbonrder} 
avec la plteuee mort de Cicero* KGuiffrey's editiori**is taken partly 
from the original edition in the B. Nat. (Res. Y 2 1283 Paris, s.d. 
G.L.,A. Lotilan) partly from the Arsenal manuscript, 5116, where 
it is together with Harot's Kpietre de Maguelonne.
y (kriS, )«7S
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pattern, the story follows Ovid fairly cloeely, but like De La Vlgr.e, 
Macé de Villebreaee's poetry falls far short of his nodal. Here, for 
instance is the touching farewell scene, which tends to arouse the 
reader's sense of the ridiculoue, rather them to convey pathos.

Te souvient comment en mon mer cir 
Je te taignys le visage tout noir,
Après üvoir tes, habita dcspouillez,
Et revestu d'aures noire et souillez,
Tant que tu fuz semblable eux charbonniers,
Qui ça et là vont, querans les deniers,
De leur charbon, afin qu'en sorte aucune 
Sçeusses panser l'yre de ta fortune?

2)

Nos bouches lors n'osèrent ung mot dire,
Car trop nos cueurs leur sçeurent contredire.
Ta claire face, alors noire et honye,
Longue sayaon fut à la mienne unye. l)

Herot bimeelf tried hie hand at this genre uirectly derived from the 
Uoroidea. but where cvid had used the heroines of antiquity, and Mecé 
de VillebresRie fouiiCi Cleriandc in a translation of Appian's Civil Wars. 
Marot bases his epistle on a mediaeval prose tale, Pierre de Provence 
et la belle Hg^meionne» The absurdities of the Kr-lstre de Mwmelonne 
have been noted mauy times, ' and they are essentially the same ones

1) Edition of Guiffrey, p.22.
2) of. Guiffrey's introduction to the Kristre. where it is stated to

bo based on a prose translation by Claude de Ssysoel of Appian'e
Civil W w s .

3) See C.A. Flayer, h m  Epitres de Clément Marc t. édition cil tique.
University of London, the Athlon# Preeo, 1958. p.51* also J. Vieney,
Lee Epltree de Marot. Pails, 1935. pp.34-35*
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which arise in the epistles of André de La Vigne, end Macé de Villebresme.
Since the story of Pierre de Provence end Maguelonne is relatively
unknown, much of the epistle is taken up with narrative, end the
situation in which Meguelonne addresses the letter to Pierre, without
knowing where he is, is again a weakness. The interest of this epistle
lies in the fact that it indicates Marot*e interest in the Heroides In
particular.At the same time, the similarity of the scene in the wood,
where Kaguelonne awakes and embraces the brsriChes instead of Pierre, is
strongly reminiscent of e corresponding scene in one of André de La

2)Vigne*B epistles, 'thus suggesting that Marot knew of the earlier attempts 
to imitate Ovid's Heroides. At the sane time, the presence of Marot's 
Epiatre de Meguelonne side by side with the Kplstre de Clerlende in the 
sane manuscript, does suggest that Marot was well aware of other attempts

1) cf. V.L. Saulrier, Les EldfTies de Clémei t Marot, on the influence 
of the Heroides on Marot* s elegies.

2) André de La Vigne, Quatre Epistres. III. l>a Belle Amazone à son 
amy Cezias. Am&zone's awakening is almost identical to that of 
Marot'8 heroine. She too, grasps the branches instead of her 
lover, Cezias, though he has wilfully deserted her, and Pierre's 
apparent desertion is unintentional. In her comments on this 
parallel, G.K. Morisset suggests that the similarity is pure coincid
ence, but the similarity of the two scenes does strongly suggest that 
Marot did know De La Vigne's Rpietle.
cf. C.A. Mayer, Clément Marot. Oeuvres Lyriques, University of 
London, the Athlon# Press, I964. l'Kpître de Kaguelonne, p.118, 
note 1.

,J
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1)

In the seme line of direct imitation of the Heroides. are the
GonjLrepiotyies d'Ovide, of Michel d'Aaboise. Although in fact, it seems
likely that there was no earlier e.lition of these replies to the letters
of Ovid's heroines before 1541, and they can t erefore have had no
direct influence on Marot* s elegies, they do show in a striking manner,

the continued interest in Ovid's Heroides right up to the middle of the 
2)century. There are fifteen of these epistles, the replies from those 

of Ovid's heroes who do not reply in the actual collection of Ovid.
In his preface to Charles de Valois, Due d'Orléans, Michel d'Amboise
explains hie purpose.

Conmie le roi de Parthe, personne ne vient saluer sans
quelque présent. Aii.si très Illustre prince, te voulant
saluer, je t'apporte ce petit livre que j'ay intitulé 
les Contrepistres d'Cvide, pourcequ'en chacune des 
epistres je lepondg (sic), cornse anciennement avoit feict 
le poète Quinti&nus en ses vers latins, lesquels nous 
a osté le temps aissipateur des oeuvres humaines, qui

1) cf. Ih. Aug. Becker, Clé:mnt M&rot. sein Leben und seine Mchtung. 
Munich, 1926. After discussing De ta Vigne's Epistles, Becker 
continues, (p.194)» ”Im gleiche# Sinne 1st euch Marots Eplstre de 
M&auelonne eine Heroiaenepisteî, d.h. des Sendschreiben einer 
S&genheldin an ihren Mithel&en, uni xwar eine moderne Heroide, die 
ihren Stoff, nicht eus des Altertuœ, aondem sus einer beliehten 
sphtraittelalterlichen Legende schUpft. In dieser Finsicht hat sie 
ihre Criginalitftt. Wenn Maret amsser Ovid, der ihm vielîeicht 
nicht 80 gar z nshe leg, eine Anregang erfuhr, so kam sie
an; wahrscheinlichsten von Villehreame her; keraixeichhend 1st es 
jedenfalls wenn wir in der Arsenalhandschrift 5116 die "Spistre de 
Mfiguelonne" mit der "Epistre de Cleriande" uikI der Verserzfihlung 
"De Pelamon et Arcita" vereinlgt finden. Die Fandscrift 1st eine 
Widmung an Kdnigin Klaudia.** .

2) For a fuller analysis of the Contrepiatres. see G.K. Morisset. -Gp. & t ., 
Ch. 5»
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pour donner quelque» allégements de l'espoir tant 
attendu aux cendres des Dames royales, qui par cy 
devant ont escript à leurs amys, a suscité et esmeu 
aucunement ma plume à répondre, tant pour leur 
satisfaire, que pour effacer le blasme de tant 
de Vaillants hommes, saxis cause chargés d'ingrat
itude et desloyeulté eiiver» elles* ce que j'ay fait 
en poésie frsnçoyse comme j'ay peu. l)

As O.H. Morisset remarks, it does not seem to have stiuck Michel d'Amboise
what a Herculean task he was undertaking, in following Ovid so closely
0X1 his own ground. The letters are on the whole carefully thouf̂ ht out
replies to the reproaches of Ovid's heroines, and Michel d'Amboise
appears to have an excellent knowledge of mythology. In reply to the
complaints of Ariadne left on Naxos, the Theseus of Michel d'Amboise
defends himself by insisting that he had intended to return, but that
since Ariadne had betrayed him with Bacchus, he bed not therefore
done so. When Michel d'Amboise provides the answer to Penelope's letter
to Ulysses, he makes Ulysses open his letter, by answering Penelope
point by point.

Penelope, en regardant le tiltre 
De te tent triste & douloureuse epistre 
J'fiy tost congr.eu & m'en suie bier pris garde
Que de me veoir grandement il te tarde.
Pareillement, que ma longue demeure
Te faiet gémir et pleurer è toute heure,
Te falot mauldire & Paris & Helaine
Ores par qui tu portes tari de peine;
Par qui es sans avoir les desduiotz 
Qu'avec moy eusse© eu tent de nuyctz;
Te faiet doubter aussi de ma s&nté. 2)

1) Michel d'Amboise. Lee Contreristres, Prologue, Fol. A. il.
2) ilichel d'Amboise. Le© Contrepistrea. p.3
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The worst fault of the letters Is their prolixity, as in nearly ©very 
case, they are considerably longer than the equivalent letters from 
Ovid's heroines. They lose too some of the elegiac qualities of the 
originals, and tend to be more narrative, as the horc^es descriW the 
oircuamtajfices which explain their absence, tmd try to justify themselves.

During the first half of the century, the heroides had thus 
been closely imitated, replied to, end finally they received the treat
ment accorded to most of Ovid's works In the Middle Ages, they were 
"moralised”. François Hebert, who also translated the Metamorphoses, 

published^in 1550, Les Epistres Heroides. très salutaires pour servir gtvyU.
â toute âme fidèle.2)

1) cf. Les XXI Epistres. Fol. iii
Fuie que tu es de retour paresseux 
0 ülixes, de cueiu' tresar goiaseux 
Penelope ceste epistre t*envoyé 
Afin que tost tu te mettes en voye.
Ne rescriptz rien, mais pense de venir.
Seule à toy suis, ayes en souvenir.
Troye gist bas & remise en foiblesse 
Tant haye des pucolles de Grec©;
Pas ne valloit ne Friam son grw t roy 
Que tant de gens y tinssent leur arroy 
Si longuement pour faire vivre en crainte 
Les nobles grecs, dont en est morte mainte.
0 pleust à dieu que le trenbeeu Paris 
Luy et ses gens fussent morts et péris 
Four entailler le gracieuse Helaine 
Car s'ainsi fust, froide dars moî* lict 
Ke fusse pas, et seulle sans delict.

2) Los Epistres Heroides. très salutaires, pour servir d'exemple A toute 
âme fidèle. Avec aucuii© épi&r&mmes, cantiques spirituel» et Alphabet 
moral pour l'instruction d'un jeune prince ou princesse. Paris,
N. Fezendet & Hobert Granjon, 1550. Chantilly, III, B.26.
There is also a second edition, Les KPistres Heroides. peur servir 
d'exemple aux Chrestiens. Pnris, M. Pezfmdet, 156O. B. Nat.
Kés. p. Ye. 243.
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rneoo curious oowpoaitlona do contain come 3tories of unhappy love, but 
on the whole their main ressemblance to the Heroides is that they are 
©imply letter©. They all have a highly moral purpose, from the Epistle 
from Saint Margaret to her n u r s e , t h e  Zplstre d'une âmoys&lle à 
ime sienne saur, contenant la piteuse mort de qa fille. T ? i e  epistles 
are exhortations io virtue, and stories of vice duly pubished. The taost 
curious of them cai io tha Epistre de Dieu le Pére à la vierge Marie.
The irreverence of thin Approach does not disturb P.absrt in the slightest, 
In on© poBosge, Habert even goes as far as letting "Meu le père” compare 
himself with Jupiter, and, rejecting the pagan Ond's way of appearing 
to mrtal women in tlie shape of a swan or bull, he decides to appear in 
a more pure and abstract forir.#̂ ' %ith François Habert, we seem to have 
reached the extreme limit of imitation of Ovid in form, and estrangement 
from the Latin elegiac poet in content*

The opltrcss Amoureuses, which although drawing the letter form, 
and some of their themes, froai Ovid, are no longer in fact Heroides. and

1) Lee -Ppistres Heroides, I56O Edition* p*4« La prémiôre Epistre de 
ÏÏainte Marguerite* estant en prison, à sa nourrice.

2) Dp» cit. p«26* La llll Epistre d'une dasioyselle a une sienne seur*
3) 0^. oit, p. 100* Epistre XX De Dieu le Père & la vierge l̂ urie,
4) ï>or further ooimentary of t>iO lisroldea of François Hubert, see

G.M. Morisset*8 thesis, Ch. 5#
cf. also dans Wichert# François liabert tmd dor ô iristliche Humnisaus. 
Thesis, Bonn 1929*
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are extremely nunerou© during the first three decades of the century.
jjetween the publication of the first edition of Octovien de Saint-Gelaie »
translation of Ovid, and Marot'a publication of hie Elegies, tlie Epistle
seems to have been one of the most popular vehicles for love poetry.
host of the later Rhétorlquem^s have left a certain number of Epitres
Amoureuses. Jean Moire de Belges, for instance, in his two Kpistreg

2} .de IMLniaat Vert 'skilfully combines the themes of unrequited love and 
death, in imaginary missives from the parrot to his mistress Marguerite 
d'Autriche.

Among the Epistres Morales et fqailièrea^^of another of the 
Hhdtoriqueurs, Joan Bouchet, we find several examples of the love epistle, 
DThey are not personalised love letters, but are supposedly written by a 
variety of lovers, or their ladies. Their themes arc unrequited love, 
absence and death. Q n  the th of absence Bouchet conveys v/ith a

1) cf. <;»H. %orl#8st* Thesis, p. 146. "Les dpltroB purement amoureuses 
sont très nombreuses. Elles n'expriment pas souvent la passion satis
faite. 11 est en général question d'amour non partagé, ou do passion 
controrléo par des difficultés que les coî*r©spondants ne peuvent 
vaincre. Nous pouvons ajouter qu'elles sont d'une manière générale 
ennuyeuses, et que les auteurs du temt&s ne brillent pas daim ce 
genre de littérature, si recherché qu'il soit.'*

2) boa Epi très de l'Amant Vert# édition critique publiée  ̂ar Joan 
Frappier, Textes Littéraires Français, Geneva, 194B.

5) Les Epistres Morales et ]^amilière$. J* & E. de Mamef, Foi tiers, 154$. 
Brit. rus. 63. h. $.

4) of. PjEîSli.
Epistro envoyée par img .jeune gei^rieur à celle qu'il attendoit 
GGpoüser; en Quoy fut supplanté car ung sien voisin. Fol. vii
Aultro Epistre d'une fiancée, envoyée à son fiancé absent du 
ro./aulme. Fol. viii V'M
Krlstre en ouulvocuos. au non d'une Moroldro du Palavs de Poictiers; 
üul follement laissa son mary et s'aMenta. Fol. ix.
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cei’iain amoimt of vividnoss, the feeling© of a young woman absent from 
her lover.

Hi roesignolz, chantres, musiciens,
Fluotes, tambours, et les dieux anciens 
Bntreprenolent do me faire joyeuse,
H z  ne pourroient, car trop suis ennuyeuse,
Trop triste suis et meroncolique,
Malheur m  poing^t aigre soucy me pique,
Ardent désir sans fin me donne assault,
Mon pauvre cueur cent fois le jour tressault 
Du treegTsmt dueil que secrètement porte, 
üncquos ne fut douleur de telle sorte* 1}

In another of Bouchet's epistles,^"jeune seigneur" laments his fate* 
he was hoping to many his loved one, and found himself supplanted by
one of his neighbours. Ha feels Umt he will die of ĵrief, and like

i )Ovid's heroines, makes up his own epitaph# '

Jo voue supply qu'en bien grosse eaoripture 
Soit engravé dessus na sepulture;
Cy dossoubz gist ung enfant de renom 
Oigne d'avoir sur tous glorieux nom.
Car il mourut pour trop en a’aor une
Qui ne luy fut sur la fin opportune. 4)

This is the type of theme most commonly exploited by Michel d'Amboise in 
his Epîtrea Amoureuses* A collection of these appeared in 1$29 in

1) J. Bouchet* Op# cit. Fol. vil!
2) Kpistre envoyée par ung jeune seigneur à celle ou'il attendoit oapousor

Fcri VU
3) ef* Heroides* II, where Phyllis in her letter to Damophoon comjioses 

her epitaph, and VII, where Dido writes hers in her letter to Aeneas.

4) J* Bouchet* OP. cit. Fol. viii*
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I'oGciavG In the poot ooacemtr&t&@

exclusively, and raorbxdly or* unrequited, love, on Its torments, and on
the difflculti^iS of obtaining M s  lady'a favours* Bis roquosto for her
"favours” ai*o oou&hBd in varying dggreea of intensity and urgency. In

2 )the first Epiutro Vonerionno ^the letter is sliaply asking for her "bonne
3 )graeo", whereas in the sevonth"^'his request i« more cU.i*eotly "â une ftuae. 

pour avoir jouygi^anoe do ea pez'CfOmm”. Inhere ia hcn/ever one notable 
exception in the:A. The fourteenth letter h m  m  Its title Epistre 
envoyée d'une dmoynelle à eon mary, estant absent d'elle. here wo 
are very close Indeed to the thenw of %\m Heroides* The lady in question 
suspecte hcr husband of unfaitlii'MnoBS during M s  abaonce, and thle 
.grieves her bitterly#

0 quantoa fois, amy, pemant oooy 
bleina de doute ot pleine de soucy 
J'ay falot de pleure à m n  vis lavement 
Bepiiia que fi» de moy ton pertement#
Combien de nuictz j'ay falot ciel à ma couche 
De r̂roa eoupplrs provenant do ma bouche 
Remémorant en m  pomêe hontouce 
Dont ta dorieum estoit tant oultroigeiiso;

1) Michel d * Amboiee# log Complaintea de.l'eacleve fortune. Avocques 
vjjR̂ t Mpietre» et trente Rondeaulx d'Aaowre nouvellement imprimez. 
Jehan Ut. Denis, Paris, 1$29* B* Nat. Ma. 1627*
: m m  twenty letters reappear as the :';plstroa Veneriennes (vîith a 
further ton added) in 1532. A. Lotrian à D# Jonot, fnrla, B. Hat. 
Rés. 1622.

2) The edition X haxve ooneulted most consistently is4 Los huiatreo 
Venerlmmea de l'caclave fortua#.# Gilles Corroaet, Parie, 1536. 
frit. Mw. 24i.g. 33* cf, Fol. 1.

3) QpoMt. Fol. xxi
4) OP.cit. Fol. Ix.
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Lao omy, lao, laercy mercy,
Je te supvly quo brief sols icy,
81 tu ne veulx que bien tost je trospasse* l)

2)Â âin in the works of Roger do Uolleiyo, 'we find a section of
.pistros Amoureuses devoted to the theme of unhappy or unrequited love.
The lover poet is eternally "querant et demandant sa dame par amours”^̂
or "so complaignant"^^l)ecause of tli© way his lady treats him. The same
themes are the dominant ones in two aimnymous compositions, the Epiatre
du bon frdre qui rend les arms d'Amour à sa Jeter, and the Epistre d'un/*

5)oj.iont habandonné ' where unhappy love is yet again treated in letter form<

1) Op. Git. Fol. xxii.
2) Roger do Collerye. Oeuvres, Edition avec préface et notes de Charles 

d'Wrïcauit, Paris, 185$. Se© also F. Lâchévre. Roger de Coller./e, 
un disciple de Qpqulllart* Paris, 1942.

3) Loger de Collerm. un» cit. p.21* i^pistle I, 1.'Amoureux guerant et 
demandant sa Dan© en amours.

4) Op. oit», p.25* Epistle XXI, toc Ai^uroux se complal^goant.
5) Hontaiglon. Recueil des poésies françaises des XVdme et XVIdme 

siècles, Paris, 18$$-18?8, Vol. XI, pp.20? ^ d  19$. The two pieces 
are dated as 1$2$ and 1$30 respectively.
The popularity of the love epistle continues up until 1$$0. In the 
Oeuvres of Hugues Salel there are several love epistles. In several 
of the works of François Habert, there are series of love epistles,
In the Jeunesse du Banav de Liesse, and the Suyte (Paris l$4l), 
and â gain in the Combat de Cunido avec la mort. (T gris, Lotrian 
around l$4t) there arc fourteen Epis très Cupidinictues. Most of the 
Recueils Collectifs published from 1$3$ until I55O contain Epitree 
Amoureuses. The Livre de plusieurs pièces, Gilles Corrozet, Paris,
1548 contains an .pistrc à une Dame. The Me suris de la Court.
Paris, 1$44, contains several love epistles, and so does the collection 
Opuscules d ' jlmour, Î yon, 1547*
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Admittedly, some of these themes, and their treatment in these Epitres 
Amoureuses owe much to the mediaeval tradition of love poetry, end have 
oome of their origins in Alain Chartier'e La Bello Dame Saae Merci, 
but the fact that these love poems were cast in letter fona dose owe much 
to the influence of Ovid, that is, to the influence of the ilferoides 

widely diffused as they were after Octovien de Saint-Gelais» translation.

ÏB contrast to the Heroides, Ovid's Aaiores seem to have been 
very little known at the beginning of the sixteenth century, In Pranoe.^^ 
liov'v'ever, Wtween I53O or so, and 1550, there are several trsfislations 
of individual pieces from various Woks of Ovid's /jwres. Since in 
fact these translations date in the laain from after 1532, when Marot 
published his first group of elegies, it seems rather timt Marot's 
creation of the genre in French stimulated an interest in Ovid's elegies, 
rather than Ovid's elegies having influenced ;arot.

Since however these trmmlatione of Ovid's elegies may have 
influenced some of the poets who wrote elegies between Marot's creation 
of the gexire, and 1550, it is worth loo kin/,̂  at such trcurtslationa of the 
elegies of Ovid that there are.

Probably the first of tiieso translations is the rendering of Mellln
2)d@ Saint-Gelais of Ovid's piece Dure vir. ' This piece appears in various

1) In the British Museum Catalo^cue for instance, although there are 
about 20 editions of Ovid's complete works listed from 1$00 until I55O, 
and 10 of the Heroides, there ore no separate editions at all of the 
Ag.ores in tliia period#

2) (2iâ. iïïfiSSâ, Jtook III, iv. iiara vir, l«poaito tonerae oiatode puella...
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laanusoripts, and in the I574 edition of the Oeuvre© Roétiaucg.^^ It 
also appears in tho collection of Traductions de Latin en Fronooys.^^ 
in Q version which contains a few very minor variants, with a very vague 
attribution "mise en Françoys par H#”

klellin de Saint-Gelais certainly makoa a spirited attempt to 
render Ovid into French, and his version of the elegy in question reads 
much more easily than any of Octovien's translations of Ovid's Heroides* 
Inevitably Mellin has managed to len̂ <;then Ovid's poem, which was a mere 
f. rty-eight lines, into a piece which is just over a hundred# Saint- 
Gelais here translates Ovid's elegiac couplets into decasyllablos with 
rimes plates# Here is a smple of HRsilin's translation, or rather

4)parapMaoe 'of the opening lines of the elegy#

1) I^bably the most reliable manuscript source is the Chantilly Ms# 523 
which was dedicated to Montmorenoey. It contains a large nuiaber of 
pieces by Saint-Golais, some corrected in his own hand# Its date 
seems to have been some time shortly after 1$38, since it contains 
several pieces congratulating Montînorenoey on tciking up his post as 
Connétable. (Feb. 1$38). For further information on tlds Ms. see 
■i'h# A* Becker# Hellin de Salnt-»Gelai8# eine kritigghe Btudie, Vienna, 
1924, p.44, and pp#71-72# The translation also appears with a group 
of Saint-Golais' poems in the Ms# B. Nat# Fr# 4967. Strangely 
enough, it does not appear in the 1347 edition of Saint-Celais* works. 
(Sainfelals# Oeuvres do luy....Fierro de Tours, Lyon, 1547)*

2) See C.A# Mayer, Bibliographie des Oeuvres de Cléiaent lAarot. Geneva, 
1934, Vol. II, no. 27).

)) On this translation see, H.J# Molinier, Mellin da Sglnt-Gelays 
(1490-1358). Rodez, I9IO# pp.422-42$#

4) In the Oeuvres Poétiques# A# de ïitirsy, Lyon, 1574, P*199# the piece 
is entitled EXegie d'Ovide F&r&fhraséê. This is the title that 
Blanchemain gives it in his edition of Mel 1 in de Saint-Gelais# Oeuvres 
Complètes de oelin de Salnt-Oelavs. Pîiris, 1875. 5 Vols. Vol. 2,
pp.177-181.
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0 dur lüari, bien qu'oyeo imposé#
SongnBUüO garde à ta Jeune ©spousée,
Tu ne fûîB rien; car chacune à part elle 
Be doit garder par bonté naturelle.
31 sms cont&inte aucune ect preude-feREoe,
Celle-là seule est chaste et sens diffame;
Lais s'elle laisse à venir à 1'effect
four ne pouvoir, certes elle le fait. l)

The next translations of Ovid's elegies appear in a collection 
of François Babert's poems Le Combat de Cunido avec la mort#^^ Habert 
is ali/^itly more enterprising than llollln, sad he offers his readers 
"Quatre eXe :ies d'Ovide en ses Amours, traduictes an rime K'raaoovse."^^ 
The four elegies are couched in the sane form, that is decasyllabics with 
rimes plates, and read well enough to suggest to the reader, that Habert 
was more at home translating the poetry of others, than when composing

1) Aellln de Salnt-Gelais. Blanchemain edition, p*177*
Compare this with the opening lines of Ovid's ele.gy*

Dure vir, ^npoeito tenerae custode puollae 
Mil agisI $ngenio oat quaeque tuenda suo.
BjJqua me tu dempto caste ost, ea denique casta est;
Quae, quia non licoat, non fecit, ilia facit!

2) Lo Combat de Guttido avec la m v t * A* lotrian, Paris* The volmoe in 
Sie'^Hiblioth^q ''rationale U^oWôê:4- has no date, but Brunet, Vol. ) 
Col. 3, quotes a similar one containing a I'rivilege, dated l$4l* In 
any case, it dates from before 1546# since according to Ph. Rencuord. 
Imprimeurs Parisiens, Paris, 1898, (p*249), lotrian stopped printing 
in 1546.

3) La Fremiere EleKie, oui comence^ lusta precor ouae me nuper predata 
puella est. (Amin's, I,' i T i O p 7 oitT Fol. ' Hi iii
Aultre Mlegi® d'Ovide parlant de la Jouissance de son omve Corynna. 
qui commence ; Aestua erat modiamoue ̂ e s  exOf^erat hor^. lAmores.
I, cit. Fol, H. V*
Âultre Ele#ie d'Ovide par laguello il ee diet amer Wutee leo femieç
'ooSnoncaritV Bon 'em mendosos nus.S d "(Amôres* ÏÏV'iv').
Op. cit. Fol. E» vi.
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his own. Let us look at part of mbert's translation of Amores, II, xv.

tetit anneau propice et ordonné 
Au doigt de celle à qui tu es donné 
Auquel ne fault estimer aultre chose 
Linon l'amour du donneur entre encloee.
Va veoir ma dmm en beau!té admirable 
Et luy soy don et present rtiable 
A celle fin qu'après t'avoir r&oeu 
Tu soya soubdain on ses doigts apperceu,
Desiaonstre toy si juste et convenable 
ComRie avec moy la belle est acceptable 
Et d'ung circuit juste le doigt oppresse,
De colle qui est ma dame et r^aistresse*
Bleu fortuné traicté d'elle seras 
Et mon amour vers elle causeras,
Mais je suis jà de mes dons envieuXx
Et pleuQt à dieu (affin qu'il s'en print mleulx)
Que le donneur je fusse et le don aussi 
Far art subtil, je prendroye le souloy 
De te toucher, et soubs le veotement 
La gauche nain approcher ùoulcement 
Puis de ton doirt je sortiroye la presse 
:t tuBboroys en ton soin par finesse. l)

Here are the original fourteen linos from Ovid*

Anule, formosae digitum vinturc puellao,
in quo conseaduïîi nil nisi dcintis amor,
munus eaa gratuiaî to loeta monte receptum
protinus srticulis induat ilia suiss
taia bene conveniae, quern imouni convenit illi,
et digitim iueto comiodus orbo terasi
Felix, a domina tractaberis, anule, nostra;
invideo donie iam miser ipse meis*
o utinam fieri subito mea munera possem
ai‘tibus Aeneoo Oerpathiivo senis!
tunc ego te oupiam, domina, et tetigisse papillae,
et laevaiQ tuniois insoruisso manum—
©lebar digito quamvis augustua ot haerans, 
inque sinum mira lazus ab arte cadam.

l) Aultro Mlegje d'Ovide commençant ; Anule* fqz^ocae dj jtw/* vinture 
Op. cit* Fol. R. vili.
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/Qialn, &s in tho translation by Kellln do Salnt-Celaie, Habert»© trans

lation iG somewhat longer than the latin original, but his rendering of 
all four eloglos is reasonably faithful, and relatively graceful* here 
is habert » 8 rendering of Ovid's request to hir̂  mistress that she will 
be favourable to him, and provide "materiea fell com in carmlna".^^

Demonstre toy done heureuse matière 
En m a  escripts pour to dospaindre entière;
Ainsi seras par mes vers exaltée
Gomme la belle To espouvontée
Par le taureau, et comme celle aussi
Dont .Tuppiter out le don de mercy
Représentant la semblance et figure
Du Cigno blanc, qui prent en l'eau posture;
Ou com© celle estjuit sur le taureau
Oe cil tenait fainetes cornes on l'eau
Semblableiaent nostre nom durera
Par tout le monde et ainsi florira
Et à ton nom sera le mien uny
En lûz 4 bruit durable et infiny. 2)

In the Traductions de Latin en FraooovB*^^ there are two 
translations from Ovid's Aiaores# Ooint-Cclais' piece, "0 dur mary", and

1) Ovld* Aiaoros, I, iii, 1,19#
te mihl materiom felicem in carmin© praebe—
proven lent causa cjirmina di ;na sua* 
caxîaina nomn bâtent exterrita comibus îo 
et quûffi fluminea lusit adulter ave, 
quaeqiie super pontum si aulato veota iuvenco 
virginea tenait comua vara manu# 
nos q uo que i>er to turn pari ter cantabicmr orbem 
iunota semper erunt nonina nostro, tuis,

2) François Habert, Op* cit. Fol# H. iiii
3) The edition I have used was that published in 1550 by Croulleau,

in Paris# Mayer* Bjblio/Mraphi© dee Ĉ euvree de Clément Marot, Vol. II, 
no* 273. The edition of 1$50 appears to be siriply a re-print of the 
1549 edition*
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afiother elegy which Habert had already translated, the fourth elegy from 
the second book of the Amorea, In this case, the version is totally 
different from Habert'a, and is indicated as translated by B.Ti., whom 
Laohdvre identifies as Saint-Romard.^ ̂ Ae a comparison, here are the 
opening lines, first as translated by Habert, and then by Baint-Homard*

Je m  vouldroye ceate charge entreprendre 
Les meurs qui sont trop vlcieuXx défendra 
Encore moins guerre injuste mouvoir 
De faulx honneur j>our liieo vices pouvoir,
Donc je confesse & à bon drolct j'estime 
S'il peult servir de confesser son crime,
Que folloment en mon vice Je, tombe
Et au delict confessé je succombe. 2)

Je ne veux point mes fautes excuser 
Ny de defense en iiô couvrâ it user 
Je les confesse è qui me les demande,
Car aussi tost qu'ay mon mal confessé
J'y si<ds recheu & l'ay racommencé. ))

Ap̂ îTt from those translations of isolated elegies, there was 
no attempt to translate a whole book of the JmorcB in the same way that

1) F» Lachdvre. Biblio^apMe des Recueils Collectifs de poésies du 
jCYIème siècle, Paris, 1922. pp.79-81.

2) F. Habert. Op. oit. Fol. H. vi
3) Traductions, Fol. x. vii 

cf. /jj-jores, II, iv.
Non ego mcndosoû ausim defendore mores 
f al saque pro vitiis arma roovei'e meis. 
confiteor - aiquid prodest deliota fatorii 
in niôa nimc demons orlmina fassua eo.

It can be seen from tho two samples given that in fact Hacort attempts 
to be more faithful to tho latin, but that Saint-Romard achieves a 
more Â :''8kOcful set of versos*
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Octovien do Saint-Qelais had translated the Mgroldee  ̂ and Marot and 
îTaJiçois Habert translated the Ectamoridiosos. Even during the period 
when these translations were made, it seems that the interest in the

wtm a comparatively restricted one. In the earlier period, from 
1$00 until Marot *3 creation of the Elegy, the interest seems to liav© been 
even less, if we take as tm indication the lack of editions and trfms- 
lations. Bearing this in mind, it aoQvm oven moro likely that if gforot 
was influenced by Ovid, when he baptised his poem elegies, and thus 
"created" the genre, it was not the Ovid who was the author of the Mores 
but the poet who composed the Heroides. It m m  the Heroides which 
not only enjoyed wide circulation, and a large number of editions, but 
wore also imitated widely* On the one hand, there were the various 
attempts at very cliroot imitation, such as that of André do la Vigne's 
%'istr'^s d'ovidvknd Marot's own Epictro de Wmelonne; and on the other 
the fashion for the Bpitra Amoureuse, with the themes of love not shared, 
or loot, or absence from the beloved, which in fact derive both their 
form, the epistle, and their themes from Ovld* The distinguislông feature 
of both Ovid's own letters, and these i?iiitations was essentially unsatis
fied passion* Thus the association was formed, and very often sadness 
was considered as an essential ingredient of any love epistle. This may 
well explain why Sebillot, and the other poetic theorists set tiside 
sadness as the distinguiohine? feature for the Elegy, that is simply 
because its antecedent the Ffitre Amoureuse^ ̂had adhered to this forïaula.

l) On the Epltre kmoxmnme before Marot, see also;
I!* Guy* Eoole'des ̂ * P*i06 and Fh* A* j^ocker* auq
femkreioha l'rührmmiaaanoe, Die Versepistel vor Clément Marot 
ÈuniohV" 192?7”’’'..... ..........
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Thus it is that SebilXet insists so vigorously on the sadness of the 
elegy, when this is neither neoosourily the case for Marot's own elegies, 
nor for the elegies of other poets in France in the first half of the 
sixteenth century.

am
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*îb» 'KXeĝ iee of Clcfment Marot

I)In the Suite de IVMoleecence clementine, ^published towards 
the end of 1535» Merot included a (iroup of twenty-one 'IDiey
are long, serious, though not necessarily sad, love poems. In 1538# 
however, iviarot added six more poems to the group of elegies, including 
two piece© which had previously been published under the title of 
Com; Ifiixites. Of the reiaaining new pieces tiiree were love elegies, and 
the remaining piece was entitled àleale*#De Jehan Chauvin Menestrier 
qui fut noy€» From this, it is apparent that llarot himself had no 
absolutely clear cut idea of what the Elegy should bo, or rather perliaps 
that Marot’s idea of the alegy embraced both love poetry, and laments 
on death# In studying the elegies of Marot it is essential to dispose 
of two theories which iiave long bedevilled writers on this subjecti

?)firstly that üorot owed much in his elegies to Tibullus and Propertius, 
and secondly that the elegies were personal poetry, reflecting directly 
Marot^s own exporienoe#^^ When we have discussed these theories, we

1) C*A# 'Tayer, Bibliographie de© Oeuvres de Classent Marot, Geneva,
1954* Vol# I, luuiuscrlpts, Vol. II, Editions, Vol. II, no# 15#

2) The cMef exponent of this theory was A# Kpedel in Studien su
den Kle^den Clëmnt Karotg# Inaiiguraldiasertation, Heiningen, 1898# 
(Leipzig Thesis}. ..

5) The most enthusiastic supporter of this theory was Ph# A# Becker# 
in Clement Msrote Liebealyrik, Vienna, 191? and also in ClCT^^nt " 
KÎarots Buoh der Ele^len. sein Siim und Seine Bedeutung, in Komanio&. 
a Festschrift for Dr# Fritz Keubert, Edited by R# Brtumaer, Berlin, 
1948#



46.

will then proceed to a more detailed discussion of Marot’s debt to 
Ovid, in the creation of his Elegies.

In the various studies^^of Marot's sources in his Elegies, a 
number of passages from Propertius and Tibullus have been quoted as 
being the sources for various lines of Harot’s elegies* The attempt to 
imke these ^^rapprochements" is natural enow-ii, since, as Saulnier 
remarks in hi© study of the elegies of Marot,^^when costing ai*ound for 
possible sources, "L'on pense aussitôt aux El<fgiaques latine".
Koedel in fact ^oes further, and collects a fair number of passages 
from Propertius and Tibullus,"^''compares them wi#i passages froa fjarot's 
elegies, and concludes from this evidence that lleœot owed his creation 
of the elegy, to a large degree to the Latin elegiacs. A brief study 
of these various suggestions will show us precisely what the nature of 
; arot's imitation of Propertius and Tibullus was*

o will deal firstly with the supposed imitations of Propertius. 
One passage in particular does suggest tlmt Marot liad at least some

1) A. hoodel. Op. cit. of. p.51# VorMlder.
Ph. A.'Becker. Clëmont iarot. sein Leben und seine Dichtung. z'unich, 
Ï92&. On the ElSiles "'and tlieir sot^ces^ "
H» Guy. De Fontibus Clemontis Morotl Poetae. Foix, 1098. On the 
sources pp.45^47*
H. Guy* X^s Sources du poète Clément KWrot. Foix, 1890»
1» Yilley* Lea Grands ^oriyg^ns du XVXéme siècle. Marot et Rabelais. 
Paris, 1925. On the elegies, see pp.47-54*

2) V.L* Saulnier* I m  Eldgles de Cl&ant Haro t. Paris, 1952. p. 91*
3) Hoodel* Op. cit. Vorbilder.
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knowledge of Propertius' elegias. In elegy XIIIAAhe lover daolaroo
th?it ho rdlll leave hia lady, as his efforts to win her love kiave been 
clearly umîucceséfîil. Hero, in several paass^iOs, Warot seems to 
follow Propertius, III, 21#

Magnum iter ad dootaa proficisci cogor Athenas^ 
ut me longa gravi solvat amore via*
Crescit enim assidue spectando cura puelXaes 
ipse ali^kenta sibi maxiiaa praebot amor# 
i/Tania sunt temptata mihi, quaecuraque fû cari 
i>08sit5 at Qx Omni me prerdt ipse deus#.#.
Ifnum erit auxilium: rautatis, Cynthia, terris, 
quantum oculis anlïao tarn procul ibit amor#.#
Aut spatia annorura,aut longa intervalla profundi 
lonibunt tacito vulnera nostra sinu#...

L'esloignement que de vous je veulx faire 
R'eat pour vouloir m'exempter & deffaire 
De vostre amour, enoor moins du service#
C'est pour tirer mon loyal cueur s^ms vice 
Du feu qui l'ard par trop grand amytié;

Ce mnobstant vostro je demourray;
Hais ce sera le plus loing que pourray#
Ctir que me vault veoir de près & congnoistre 
Tant de beault^, fora d'atieor & croistre 
Mon nouveau feu? J*ay tous jours oiay dire* 
Qui plus est près plus ardemment desirej

Et moy, qui n*ay espoir ne geulle attente, 
Comment feray ma pensée contente,
Fors en fuyant la cause de ©on dueil? 
là & au temps gist I’eepolr de mon vueil# 
le temps (pour vrsy) efface toutes choses.
Au long aller mes tristesses encloses 
Effacera;...................   2)

1) Cl&Kont ràarot. oeuvres kyriacea. édition critique de C.A. Uayer, 
Tjnlversity of London, the Atlilone Press, 1%4. -Mgie XIII, pp.237-239.

2) Slegy XIII, 11.1-5, 21-2$, 45-Æ9.
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In tkla particular case, it does seem poesible that Marot mad© a conscious 
effort to imitate the Latin poet* In (mother case, where Guy^^was 
searching for imitation of iroportiue, he suggests that the lines which 
follow inspired four lines of ;iarot in Rlcgy XV*

Mdta prius vasto labentur flur^ina ponto,
Annus et i n v e r s duxerit ente vices,
Quom tua sub nostro mutctui* peotore cura; 2)

Plus tost sera itontaigne sons Valide,
Plus tost la ;#r on ^rra desoalde,
Et plus tost Seine encontremnt ira,
Qua D3on amour de toy se partira# 3)

however, this is not the only source wliich has been suggested for these 
four lines of Merot,^^ and at the same time we find the same tyi>e of

1) .Ü* Guy, Do Fontibus* p#45*

2) Propertius, I, XV, 11.29*51,

3) Llê /y %V, 11.35-38.

4) of* Earot, Oeuvres Lyriques, p.244, note 1# "Cette expression est 
irrdtd© d'un proverbe grec pmaé on latin et qui se trouve chez 
lÆOUOOUp d'auteurs de l'antiquité (entre autres Euripide, Cicdron). 
Morot a pu le trouver dans les heroideo dh;vide, où eenonc, dérivant 
à Paris, l'assure que plutôt l'eau du Xanthos coulera vers sa source 
que son amour faiblira#

Cum Paris Oenone potorit epirere relicta 
Ad fontem Xanthi versa recuarret aqua# "
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formula in tv/o other elegies,^^ahere either the lover or his ads trees 
protest their love by suggesting tiiat the order of nature would have 
to W  reversed before they would cease loving. From this we can conclude 
that the fondula was in fact a coiMJon-place in antiquity, and that in 
!2sin̂ g it, M&irot was not following one author, Propertius, but what was 
already a literary tradition. In searching for possible imitations of 
Tibullus, Hoedel finds a fair ntLiber of possibilities* Most of the 
passages quoted are however, merely stray lines here and there. âlthou£,h 
many poets have declared that love is cruel, it is possible that Marot 
had a passage of Tlbullitô in mind when he makes this declaration in 
*.legy IV.

Sçais tu pas bien qu'ÆK)ur a de coustume 
jD'entremesler ses plaisirs d'amertume?

îïe vueilîa auloun j)aEK>yselles a^mer
S'il ne s'attend y avoir de l'aaer. 2)

1) r.le/̂ / IV, 11*18-20.
Cartes j'avois d'elle ceste fiance 
Que l'on verroit Ciel et Terre finir 
Plustost qu'en moy son ferme souvenir*

loÆV VII. 11*17-22.
Helûs (Amans) helas, se peult il faire 
Qu'Amour si grand se puisse ainsi deffaire?
Je penseroys plus tost que les Ruisseaux 
Feroient aller encontre mont leurs eauz,
Considérant que de falot no pensde 
Fie l'ay enoor (que je saoîie) offensée*

See also Saulnier* Qp« cit.p.85, on the use of this figure of speech.

2) blê ty IV. 11. 43-44, 47-48.
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Descis quid sifc amor, iuvsïds, si ferre récusas 
irrnnitesri dominam Goniugiujÿ^'erur;, l)

In the third elegy, it may well be that Horot was remembering a 
passage from Tibullus, when he protests his faithfulness to his lady,

I
and insists that he could resist even the most beautiful heroines of 
Biythology, Tibullus merely mentions Venus, but Marot adds Helen to the 
list.

Kune licet © caelo raittetur arnica Tibullo 
mittetur frustra, defioietque Venus. ?)

Quant est de moy, vienne Helaine ou Venus,
Viennent vers moy ra'offrir leurs corps tous nudz,
Je leur dirsy* retirez vous, Beessesl
En meilleur lieu j*&y trouvé mes lyessest 3)

Koedel suggests that the passage in Elegy XVII, where î̂ arot (or more 
probably the "chevalier" who wants to exchange his lance for the 
shepherd's crook) desc-ibes the joys of an imagined mstic idyll with 
his mistress, is inspired by a passage in Tibullus, I, 2, 11.71-74*

Ipse hoves mea si tecum modo Delia possim 
lunger© et in solito pascere monte pecuB,
Et te dum liceat teneris retinere lacertls,
Mollis et incultft sit mihi somnus humc.

S'ainsi estoit, pour 1‘aller veoir seulette.
Souvent feroys de ms Lence Houlette,

1) Tibullus, III, 4, 11.73-74*

2) Tibullus, ill, 19, 11.13-14
3) Elegy III. 11*73-76.



51.

Et ovïiâuli'oyHf en lieu r.rands Années,
Brebis &ux Champs cosioyez de rcmées.
Lors la verroys seart sur la Verdure,
Si luy diroys la peine que j * endure
Pour sor a m o u r l )

Here again, ve have e situation w\&re aîiciher source has ceen suggested
2)for precisely the same passage. Becker sugge^^ts that Horace's Epode II, 

is the source for this ptjrticuler description. Again, it seese that 
in all probability Marot was not particulierly imitating either author, 
but rather following & literary tradition, since both in the literature 
of Antiquity, and in mediaeval literature, the idealisation of the 
rustic life is a common theme.

In the sixth of Kisxot's elegies,the poet describes how the
god of love came to him in a dream. P.oedel suggests as the source for
this passage, a passage frcm Tibullus, III, 4, where the Latin poet
gives an elaborate description of the arrival and the appearance of the
god while the poet is sleej ing. Here again, there are other sources

4)to be found in the Latin elegiacs, 'and Marot may have known all of the 
possible sources, or none of them. In fact, he may be rather using 
the technique of the Hhetoriqueurs, who in their poetry often nake 
allegorical, or mythological figures appear to the poet in a dret®.

1) Elegy XVII. 11.57-6}.
2) Ph. A. Becker, Clement Kaiot. sein Lebeii und seine Dicfatung, p.251
3) Elegy VI. 11.9-28.
4) of. H. Guy. De Pontibus, p.45. The theme of the lover’s dream 

was a frequent one in the work's of the l&tin elegiacs. See 
Fropertius, Elegies, 11, 25 and Ovid, Amores, III, 5*
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From this examination of the various parallels suggested 
■between Marot and Propertius and Tibullus, severol oc/ncluslons can be 
drawn. The first is, that despite the diligence of Hoedel end other 
critics to make these "rapprochements", thei: total number is in fact 
veiy small. Secondly, the nature of the so-called imitations is 
highly suspect, a line is remembered, end reproduced completely out of 
context, or quoted to an entirely different end. We have too, the 
situation, where different critics suggest different sources, for lUegy 
XVII, for example, and we realise that in fact, these are not precise 
sources, but simply themes and variations common to all lyrical poetry. 
This is particularly striking in this case, since the idealisation of 
rustic life was a favourite one of mediaeval poetry. The truth of the 
matter ia that any poet moving in the narrow circle of lyrical love 
poetry is bound to appear to repeat the themes and treatment of his 
predecessors, whether he does in fact directly imitate them or not.

One of the first attc: pts to present the Elegies as personal 
poetry, directly related to Marot's own experience was made by Lenglet 
du Fresnoy in his edition of Msrot.“  ̂ The commentary which he provided, 
assuring the reader that the elegies were addressed to four different 
ladies, including Diane de Foltiers, and Marguerite de havarre, was subtle 
but completely unfounded. Further attempts at this type of identification

1) Oeuvres do Clément Marot, The Rogue, 1731, 4 Vols. The elegies are
in Vol. I, pp.279-356.
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were made by Birch-Hirschfeld^^and then by his pupil Roedel.
Hoedel concluded that the Elegies represented two of the loves of -arot,
1 Bateau, to whoin the more direct, and supposedly erotic pieces were
addressed, and Marguerite de K Avar re, for whom the more lofty pieces were
intended. In his turn, Becker developed several theories, twice changing
his mind. His first theory waa that the elegies reflected & single love

2)of the poet, and had a profound unity. ' His second theory tended to 
explain the elegies as a literary 'with no necessary cormection

1) A. Birch-Hirachfeld, Geschichte der franzGsischen Litteratur aeit 
Anfen-g aes XVI. Jahihunderts. Vol. I, Stuttgart, 1889. On the 
elegies see pp.140-143.

2) Ph. A. Becker, Clément Marots Liebeslyrlk, Vienna, 1917* p.5.
"Gelingt ee uns su &eigen, das® die Eleglen in Ihrer Hauptraasse 
eine Kinheit hi1den, d&sa sie an eine Person gerichtet sind und im 
wesentlichen in den zwOlf Monaten geschriobon wurden, die der 
Sohlacht bei Pavia voi’aupgingen odor folgten, und gelingt es uns, 
die in Verwirrung geratene Gninung auf wethodischem bege wieder- 
herzus telle)!, so warden die bisher so rLtselhaften Isleglen für 
diese Zeitperiode das foste GurUst z\m Aufbau licfem, in den wir 
dann die sachlich veivardten Kleingodlchto der Adolescence und der 
Suite ohn© Schwierigkeiten eingliedern Eônnen."

3) In Clément Marot, sein Leben und seine Dichtun^. Munich, 1926,
Becker disproves his asrHer theory of the personal element in the 
Elegies, and concludes; p.250.
"Des Hand 1st nicht ©In einheitlichee Erlebnia, sondem der Gattungs- 
beip-lff, und dlesen hat te der Dichter augenscheinlich von Ovid, 
uGsseu Ai-norum Llbrl Trcs ©bcnfalls aus &legi,en gebildet sind. 
Liebesepisteln sind os gleichviel ob im eigenen Oder in fremdem 
hamen ĝ ŝohriel̂ en, class helBSt dlrektw Mltteilungen an die Geliobte, 
Bots oh aft en an sie, Bitten, Fl&gen, Trostschreiben, Oder euch 
Trostïichroiben an andere, die durch die Liebe geprUft sind, aber in 
diesem Falle nioht für den Leeer geacnrieben, sondorn fÜr den 
Bateiligten, urn auf dasaon Verhalten und auf dossen Entschlttsse 
einzuvirken."
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with the poet’0 private life, or experiences in love* However, Becker's 
last words^^on the subject attempted to modify the position yet ©gain*
His conclusion is that some of the elegies were indeed based on the 
personal experiences of the poet, and that those which are not, are 

written in the King's name, and tell the stoiy of IVançois ler's love for 
Anno de Pisseleu. Both the attempts to interpret the elegies es personal 
poetry, and the attempts to identify Marot's various mistresses have 
created far more pioblems than they solve. Apart from the fact that most 
of these attempts have been accompai ieci by divisions of the El égies 
into cycles of the most arbitrary and useless nature,^^if we accept the 
fact that Marot is speaking for himself in all the elegies, we then have 
to explain a number of points. If the elegies were personal poetry, 
how could we explain the fact that two of the elegies, Elégies XVIII &
XX, are written from e women's point of view? How could Marot himself

1) cf. Clement Marote Buch der Elegien, aein Sinn und seine Bedeutung, 
in Romanflca, pp.9-54. See p.34.
"Unsere bisherige Untersuchung hat uns zu der Erkenntnis geftthrt, 
dass Karota Buch der Eleg!en, wie es als Bestandteil der Suite de 
1 * Adolescence Clémentine erschienen ist, eine zeitlich geordnete 
Sammlung von Liebesepisteln ist, die dem Erlebnis nach zusammen- 
gehbren und der Wirkliohkelt entsprungen sind* Sie umspannen die 
Jchre 1524 bis etwa 1532; sie bilden jedoch keine geschlossene 
Einheit, Inmofem El. 1-4 «in pcrsUnliches Erlebnis des Mchters 
wiederspiegeln, das sich in den Jahren 1524 und 1$25 abgespielt hat 
wehrend die übrigen Klegien von fttnften an, auf das I.iebesabenteuer 
des Kdnigs mit Anne de Pi^suleu Bssug haben."

2) For a fuller account of the various attenpls to divide the Elégies 
into cycles, of. Saulnier, Les Elégies, pp.125-134*
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ever declare, as does the writer in Elegy ix, that;

Sept ans y a que ma main se repose
SftjTis VOulenté d'escrire è nulle femme  ̂ l)

When in Elegy XVII, Marot speake of chfmging his Iwvce for a shepherd's
crook, it is fatuous to suppose that he is speaking in his own name.
The first elegy too, which contains the references to the battle of 

2)Pavia 'is written for a "chevalier", as the manuscript title shows.

Ono of the elegies which Marot added in 1538 has for its title, Elégie 
pour Monsieur de Barroya. à Ma Damoyselle de Ruban, end it may well be 
that Marot speaks not for himself, but simply on behalf of either real or

5)imaginary lovers, to their mistresses, in nearly all of the elegies. '
In fact in this respect, Marot is much closer to Ovid's Heroides. and 
to the tradition of the Epitre Amoureuse, when very often the author 
writes not for himself but on behalf of the lover to hie lady, or vice 

verea.

1) Elegy IX, 11.12-13.
2) In all four manuscripts of this elegy it is entitled I.'Epiatre du 

chevalier pris et blecé devant Pavye. falot per Clement Marot.
On this question, see C.A. Mayer. Edition of the Epitres of Marot, 
University of London, the Athlon© Press, 1958» Preface, p.?.

3) of. Marot, Oeuvres Lyriques, p.34, note 3.
"La seule pièce qui fait exception et dans laquelle Marot nous livre 
probablement ses vrais sentiments est l'élégie XXIV. En vue de 
notre discussion il est tout à fait significatif que ce poème 
personnol ne fut jamais publié au XVIèae siècle, mais trouvé de nos 
jours dans un recueil manuscrit sous le titre Kpistre faiete par 
Marot."
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It is in fact in this sense that Marot owes a debt to the author 

of the Heroides in his own elegies. Marot*s elegies, like Ovid's 
epistles from his heroines, exploit to the furthest degree the themes of 
separation, or of unrequited love. Like the Heroides too, which lose 
some of their emotional impact as we stop to admire the skill of the 
heroines at argument ana debate, Marot's elegies sometimes revolve around 
discussions, which Chamard neatly terms "métaphysique gelante".

Marot himself points out Viis affinity with Ovid, when in Elegy XX, 
the unhappy women exclaims:

Las, je me plains, non point comjrie Dido 
Frappée au cueur du dard de Cupide.
Ja ne m'orriez alléguer en mes plainctes 
Le mien Amant, comme Sapho et maintes.... 2)

Here indeed is a clear reference to the heroines, whose letters are 
gathered together in the Heroides. Dido's letter to Aeneas, Sappho's 
to Pha^n, end many others. Hot only this letter, where the unfortunate 
woman is bemoaning her fate, but in all probability most of Marot's 
elegies, bear about as much resemblance to Marot's own personal life as 

the Heroides did to Ovid's.

From this it emerges that Marot's debt to Ovid does indeed exist, 
in the sense that the Latin poet provided the framework for a form of 
elegiac poetry, which was not necessarily personal, and which used the

1) H. Chfijtiard. Histoire de la Pléiade, Vol. 3» p.28.

2) Elegy XX. 11.15-18.
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epistolary form. Marot already had considerable knowledge of this 
type of poetry vben he composed the Epistre de Maguelonne, using the 
framework of the Heroides. but using characters from a mediaeval tele.
In the elegies, Marot has moved one etep further away from Ovid, but 
retains nevertheless the idea that elegiac po<.try need not necessarily 
be a reflection of personal experience, and that the most suitable form 
for the elegy, is that of an epistle. It is possibly for tliis reason,

i)that Sebillet insists on the influence of Ovid on Marot*s elegies, 
knowing that they had as ancestors Ovid's Heroides. when in feet if we 
search line by line for imitations of Ovid, we do not find a great deal 
of parallels. We will however examine such parallels as there ere, and 
also comment briefly on &ny other debts of Marot to writers of antiquity.

In Elegy XII, when the poet is describing how he wrote his letter 
during a sleepless ni#it, several lines suggest a reminiscence of the 
Heroides.

Mais lors Amour de rigueur m*a usé.
Car le dormir du tout m* a refusé,
Me commandent de composer tistre
Toute la nuyct ceste petite Zplstre, X)

Haec tibi me in sonnis ieculetrix scribere Phoebe;
Reec tibi me vigilem scîbere lussit Amor. J)

Similarly, in Elegy XIX, in describing the Insipidity of unalloyed

I) Âfb kéKgwa PtrcuÂe,Cfĵ, p. f55 
X) Elegy XII, 11.29-32.
g) Heroides. XX, 11.229-230.
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pleasure, Marot evokes a passage from the Amores.

Brief, sms ennuy, trop fade seroit 1* aise;
Et tout ainsi que les fades viandes 
Avec aigreur on trouve plus friandes.
Ainsi plaisir trop doulx & vigoreux
Meslé d*ennuy semble plus savoureux. l)

Pinguis emor nimiuij^potens in teedie nobis 
vertitur et atomecho dulois ut esce, nocet. 2)

It is possible that when, in Elegy VI, the lover begs his mistress not
to let the god of love seem a liar, Mai'ot is remembering s similar plea
in the Amores »

liors prins la plume et per escript fut mis 
C© songe mien que je vous ay transmis,
Vous suppliant, pour me mettre en grand heur^
Ke faire point le Dieu d'amours menteurj 4)

Two lines of Elegy XII seem to trenelate a line from the Amores (I, 6, 31)*

Que pouna il faire à ses Ennenys
Quand il veult nuyre à ses meilleurs Amys? 5)

Quid facies hosti qui sic excludis amantem?

1) Elegy XIX. 11.6^6%.
2) Amores. II, 19, 11.25-26.

3) Amores. Ill, 2, 1.59.
Quod dee (Venus) promisit, promittas ipsa, rogamus

4) Slegy VI. 11.29-32.
5) Elegy XII. 11.17-18.
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We have already seen, in dealing with Marot* s borrowings from Propertius, 
that it is possible that Marot may have used a passage from Ovid* s 
Herpidea, when he makes the lover in Elegy XV protest that rivers would 
have to flow backwards before he would case to love his lady.^^ The 
examples we have cited here show in fact that textual imitation of Ovid 
in Marot* s elegies does exist, but o; ly in a very limited measure, and 
that Marot uses Ovid in fact more as e framework, in that he uses the 
form of the Heroides, but that the construction on this framework does 
not depend on Ovid for its details.

In his elegies Marot owes little, except for a few sentences to
2)Virgil. ' If the description of rustic life in Elegy XVII is too vague 

to ascribe to any particular source, nevertheless, the similar, but more 
detailed evocation in Elegy I could well have been imitated from Horace, 

Erodes. II.
II vault trop ffiieulx en ung lieu solitaire.
En Champs ou Boys pleins d*Arbres & de fleurs 
Aller dicter les plaisirs ou les pleurs 
Que l'on reçoit de sa Dame chérie;
Puis, pour oster hors du cueur fascherie,
Voiler en Pleine, et chasser en Forest,
Deeeoupler Chiens, tendre Toilles et Kheta;
Aulcun^ois, après les longues Courses 
Se venir seoir près des Ruisseaux & Sources

1) cf. Supra, pp. A ï " 49'
2) Elegy III. 22. "Certes je croy (A ma foy n'est point vaine)....;

appears to translate Aeneid. IV, 12.
"Credo equidem, nec vena fides."

It has been suggested that the portrait of fame in Elegy XIV owes
some of its details to the portrait of fame by Virgil in Aeneid.
IV, 17).
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Et s’endormir au son de l'eau qui feruyt,
Ou escouter la Musique & le broiy t 
Des Cyselletz painctz de couleurs estranges.
Comae Mellart', Merles, Meuvia, Mesanges,
Pinsons, Pivers, Passes et Passerons?
En ce plaisir le Tempe nous passerons^ l)

Libet iacere modo sub antique ilice,
Modo in tenaci gramine.
Labuntur altis intérim ripis aquae,
Queruntur in silvis aves,
Fonteeque lymphis obstrepimt menant!bus,
ScmnoD quoi invitet levic.
At cum tonantis annus hibeinus lovis 
Imbres nivasque comparât,
Aut trudit acris hlnc et hinc multa cane 
Apros in obstantis plagas,
Aut amite levi rara tendit retia,
Turdis eUacibus dolos,
Pavidumque leporem et advenam laqueo gruem 
lucunda cap tat praeoiie.
Qui 8 non mal arum, quas amer curas h abet,
Haec inter obliviscitur?

In these two passages, there are enough similarities of detail to justify
Hcracesthe teiTR direct imitation. Marot adapts description of the sound

of running water, which invites sleep, and also the description of the 

techniques of hunting, and of laying nets. Apart from this one example, 
Marot does not seem to have used Horace as a source of Inspiration else

where in his elegies.

From this survey of Marot* s use of Ovid, and of one or two 

other Latin poets, we can conclude that Marot* s textual legacy even from 

Ovid was not enormous. We saw earlier, that on examination, Marot*s

1) B S S L l »  11.110-124.
2) Horace, Enodes II, 11.23-38.
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borrovingB from the Latin elegiac poets, Tibullus end Propertius,were 

in fact by no means comprehensive, and that many of these apparent 

borrowings were in fact simply Marot* a re-iteration of the common

places of lyrical love poetry# Further than that, if we examine the 

elegies still further, we find that there is much in them which comes 

rather from the mediaeval tradition of love poetiy# Thus ironically, 

Marot, as it will be seen, in introducing the elegy, a form which would 

suggest a return to the Latin elegiacs, stays much nearer in the content 

of the poems in question, to the themes of mediaeval love poetry.

In fact, in many passages of the elegies, in his choice of themes 

and his treatment of them^Marot is much closer to the Homan de la Rose

l) of. Marot. Oeuvres Lyriques « Introduction,
"II semble que pour ce genre nouveau, Marot n'ait pas eu de source 
précise, mais que, prenant ses thèmes dans le fonds de la poésie 
d'amour médiévale, il ait tâché, peut-être sous^^influence 
d'Ovide de les exprimer sous uns forme poétique^antique."

H. Chamaid. Histoire de la Pléiade# Vol. ), p.27»
"Marot les (les élégies) adressait à des femmes aimées, Anne, 
Isabeau, d'autres encore sans doute. Mais il les rédigeait 
parfois pour d'autres amants que lui-même, se faisant volontiers 
1'interprète d'un seigneur désireux d'apitoyer sa dame, et 
tenant la plume à sa place. Quoi d'étonnant dès lors que ces 
épi très, badinages d'amour gracieux, mais un peu vides, faits de 
galanterie et de préciosité nous donnent l'impression d'une 
poésie tout à la fois courtoise et courtisane? Dans cette forme, 
soi-disant reprise aux anciens, c'était l'esprit du Moyen Age 
qui survivait, J'entends l'esprit courtois, celui qui Jadis 
animait les chansons et les Jeux partis; un pas de plus et 
1'expression des sentiments dégénérait en discussions d'ordre 
subtil sur de menus problèmes de casuistique amoureuse."
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and to Alain Chartier, than he la to the Latin elegiacs. In the

second elegy,fox ezaaple, when the author declares himself to be the
slave of love, we have the courtly theme of the testing of love a

period of waiting. In the same way, the theme of the rejected lover,

who continues his pleas to an apparently impervious mistress, which was

exploited to its utmost in the Belle Dame sazis mercy Alain Chartier,
2)appears in several elegies. ' In Elegy X the lover praises his mistress

for her Wauty, end in the tradition of the mediaeval lover offering his
submission, pleads that she who is perfect in every way, should not have 

that one fault, a hard h e a r t . H e r e  we go back, not only to the lover 

of Alain Chartier, pleading with his lady, but also back to the 

tradition of the troubadour, attempting to win the love of his

1) mefy II. 11.21-26.
Ung an y a que par toy commencée 
Fut l'ai^tié &, ôaciiant te pensée.
Esclave & serf d* Amour fus arresté.
Ce que devai t jamais n'avcys esté.
Ung an y a (ou il s'en fault bien peu)
Que par toy suis d* Ksperar.ee repeu.

2) EleigLes VIII. XVII, XVIII.

3) Sle^ X . 11.11-15.
0 dcncques vous, du Monde la plus belle,
Fe cachez pas ung Cueur dur et rebelle 
Soubz tel beau!té; ce seroit grard dommage;
Mais à mon cueur, qui vous vient faire hosasage 
Falotes recueil; je vous m  fais present.
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mlatrese.^) Despite the references to the heroines of Ovid, In Elegy XX,

the theme is essentially a mediaeval one, the "plaintes" of the women

who is "la mal mariée". Elegy XVIII treats the dangers of losing one's 

good name, yet another theme from the mediaeval tradition of love 

poetry.

In not only the themes which he choses, bat also in the way he 

treats them, Marot remains close to the tradition of his fore-runners 

in France. In several of the elegies, he uses allegory, like the Grands 

Hhétoriqueure, but in a much lees exaggerated manner. In the first 

elegy for instance, the poet is trying to write his letter, when he is 

assailed by "Doubte", who attempts to dissuade him from writing. Next 

appears "Feme Amour", who encourages the poet to continue his epistle.

Voyla comment Amour forme t'excuse
De ce de quoy Doubte si fort t'accuse|
St m'ont tenu longuement en ce poinct.
L'ung dicti esory; l'autre diet* n'escry point;
Puis l'ung m'attraict; puis l'autre me reboute;
Mais k la fin Amour a vaincu Doubte.
Doubte vouloit lyer de sa cordelle
Ma langue & main; mais, tout en despit d'elle,
Amour a falot ma langue desployer
Et ma main dextre à t'escrire employer..... 2)

In Elegy VIII, the lover fears that his lady's love has been cooled by

1) of. AtPiaget. Edition of the Belle Dane sans mercy. Paris, 1949, 
T.L.F. Introduction, p. ix. "Chez les trouvères du XlIIèm© siècle, 
la femme aimée est toujours la plus belle et la meilleure de France, 
n'ayant qu'un défaut; elle est sans merci."

2) aUia 1. 11.47-̂ .
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"Danger" and "Crainte", ana that It le for this reason that she is 

fickle•

......Qui vous falot donoq changer
81 bon propos? Seroit ce point Danger?
C'est luy, pour vrsy. Danger par Jalousie 
Chasse l'amour de vostre fantasia,
Et en son lieu toute craincte y veult mettre.
Ce que ne doibt ung gentil cueur permettre#
Craincte est obscure, Amour est nette et blanche;
Craincte ent servile, Amour est toute franche;
Amour falot vivre, & Craincte falot mourir# l)

"Dangier", "Maubec" and "Jalousie" appear in Elegy XI, conveniently

asleep so that the lover may carry on his amorous enterprises on

Christmas night#

En ceste nuict le âieu d'Amours resveille 
Ses serviteurs, et leur va commandant 
De ne dormir, mais rire, ce pendant 
Que faulx Dangier, Maubec et Jalousie 
Sont endormie au ilet de Fantafsle# 2)

A more extended use of Allegory is found in Elegy XIV, where the author 

threateiâS to write a "libelle" about the vdckedness of his treacherous 

mistress, and give it to "Renommée ou Fame" to publish far end wide.

1) Ele*D' VIII# 11.17-25#

2) Elegy XX# 11.4-8.
For the use of allegory see also;
Elegy I# "Fortune variable", who sometimes favours lovers, end 
sometimes pex̂ seoutes them.
Elegy III. Both lovers will follow the standard (le grand guydon)
of "Fermeté", and triumph in the battle against "Envie".
It is significant to note that these struggles between the allegorical 
characters often take the form of the Débet# a very popular mediaeval 
form.
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Incontinent, desloÿalle foaelle.
Que j'auray falct et escript ton (Libelle,
Entre les sains le asettray d'une femme.
Qui appellée est Penomée ou Fame,
Et qui. ne *iert qu'n dire par le Monie 
L© bien ou mal de ceuk où il {M abonde.
Lors Lenommée avec ses d^es painctes 
Ira volart er. Bourgs et Vlllea maintes,
Bt sonnera se Trompette d*Arpent
Pour autour d'elle assembler toute gent^ î)

It is not only in the use of allegory thfit HeroI harks back to the 

techniques of the Hhetoriqueurs and mediaeval poetry, but also in his 

us© of the "Songe" (Elegy VI) In the same mould too is the form 

of the Jlebate, or dialogue of the poet with his own heart in Elegy VI. 
It has been suggested that Marot*s use of certain images is due to the 
influence of Petrarch, or Petrarchism, but apart from one concetto^^

1) Ele^y XIV. 11.33-42.
2) This is the elegy for which several sources in the Latin elegiacs 

have been suggested. See Supra, p.5̂/. However, in view of the 
extensive use of the dream by the Khetoriqueurs, it seems that 
Marot, when he describes how the god of love appears to him in a 
dream, may be thinking rather of the poetiy of the Rhétorlqueurs, 
than of that of the Latin elegiacs.

5) Elegy XVI. 11.59-64.
Mais si de voue j*ay encor quelcque Lettre,
Pour Ifi brus1er ne la fauldra que mettre 
Pres de mon Cueur; là elle trouvera 
Du feu assez, et si ©éprouvera 
Combien ardente est 1* anoureuae flamme 
Qui mon las cueur pour vos vertus enflamme.

cf. Tebaldeo. Sommet 112.
Volentier per un di te porterai 
Sopra la camg. mia, ma ancor si forte 
M'aide, ch'io temo che te brusarei.
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which has been identified, end traces of the Influence of Petrarch's 

Trionfl in two elegies,there is little evidence of this. V.L. Ssulnier 
remarks sagely;

"On connaît déjà Pétrarque: on ne pétrarquise pas encore.
Nous sommes entre le Jardin de Plaisance et Maurice 
Scève, l'auteur de Délie." 2)

So far we have examined solely the love elegies of Marot. They are 

love epistles, though not necessarily concerned with sad themes, which 

deal mainly , though not exclusively, with the themes of absence or unrequ

ited love. A1 thrugh the veiy name elegy sug&rests a return to the litera

ture of Antiquity, the elegies do not represent an attempt to imitate 

directly the Latin elegiacs, but follow rather in form, the Heroides 

of Ovid, and in content, to a large extent, the traditions of mediaeval 

love poetry.

We nov turn to the study of the tiiree "élégies déploratives", 

which by their very nature form a separate group. As we saw earlier, 

Marot hesitated in their classification, but we should nevertheless con
sider them under the heading of "élégies", since at a particular moment 

in time, this was the title that the author himself chose to give them.
In view of Marot*8 own hesitation in classifying the three poems, it is 

not surprising that Sebillet*s attempt to clarify the situation is

1) Slegies XIII and XIV. cf. Ceuvies Lyriques, p.2)9, note 1, and 
p.241» note 1.

2) V.L. Saulnier. Les Elégies, p.98.
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somewhat muddled.After first declaring that "Complaintes et deplo; 

étions sembleroient eetre comprises soubz l'élégie", Sebillet finally 

chooses the explanation that the Complaints can be couched "en forme 

d'élégie, comme celle de Marot sur la mort de Saablançay". The elegy 

in question was published in the section of Complaintes, in the Cimetièn 

in 1533» as was the piece on the death of Anne L'Huillier, and the two 
pieces then appear in 1536,^^side by side with the lament on the death 

of Jehan Chauvin, as elegies.

It is difficult to ascertain why Marot chose these two particular 

poems to figure %fith the piece on Chauvin, end maintained the title of 

Complainte for other pieces. The possible criteria suggested by Saulnier 

are ingenious but not entirely convincing.It is possible that length

1) Sebillet. Art Poétique, p.178

2) In the Suite de l'Adolescence clémentine, cf. Meyer. Bibliograidiie.
Vol. II, no.15. The piece on Semblançay was originally published
separately with the title, La CoBPlaincte du riche infortuné Jaques
de Besune. seigneur de Saablancay. cf. Bibliojgraphle. Vol. II, no.4.

}) In the 1538 edition of Les Oeuvres. Bibliographie. Vol. II, no.71.

4) Y.L. Saulnier. Les Elégies, pp.44-45*
"Quant aux déplorations sérieuses, écrites le plus souvent en 
décasyllabes ou en alexandrins, les plus amples et savantes sont 
classées comme Complaintes; ainsi des pièces sur Florimond Robertet 
et Louise de Savoie; les plus brèves (sur Longoeil, sur Cretin, sur 
le Dauphin François) sont classées dais le Cimetière. A ces 
dernières sectlore, les Elégies ajoutent un nouveau cadre. Nous 
semblent ici classées les pièces funéraires du registre sérieux 
qui, sans avoir l'ampleur des CoRTlaintes dépassent la forme épig- 
rammatique qui caractérise depuis 1538 le Cimetière1 et A condition 
qu'elles présentent le sort du défunt comme deplorable. La plus 
longue des pièces sur Jean Cotereau ("Celluy qui gist") ne sera pas 
placée parmi elles; c'est qu'au fond le défunt jouit d'un long 
bonheur."
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fâoy have been one of the criteria, since the pieces which Marot maintains 

as are all auoh longer than the poems eventually classified
as elegies# At the sarae time it is possible tiiat fora was one of the 
criteria, since several of the poeas which remain as Coapleintes^^are 
in strophic form, while the three pieces classified as elegies in 1538 
are all in the same fora as the love elegies, written in decasyllabics with 

riries plates. Again, wliy Marot considered giving the title of kiddie 
to funerary pieces at all is a problem, wiien his original idea of the 
elegy was obviously that it was a type of love epistle. It is possible 

that in the interval between the publication of the love elegies, and 

1538, Marot became aware tiiat tiie elegy could be, and had been for the 

Latin ele^BQs, a lament on death, as well as a love poem. Ovid included 
in his mores not only love elegies, but also a lament on the death^^of 

Tibullus, and a rather ironic piece on the death of Corinna'o parrot. 

Catullus too loiJiented the death of his mistreos' sparrow in his elegies, 

as well as using them as a vehicle for erotic poetry# Thus it seens 
possible that Marot may have become aware, throt#i the Latin elegiacs, 

of the possibility of calling some of his laments on death ”élégie&*\ 
Ho^mrerp as in the case of the love elegies, he does not seem to have 
imitated the hutins in detail.

1) The Complaincte d'une Hiepoe. our la Mort de ma Tante is cofâiXîsed in 
verses of eleven lines, and the Cowplaiacte du Baron de Ilallevllle has 
alternate verses of eleven and thirteen lines. Both pieces are written 
in docesyllables, with rimes croisées.

2) Amores III, 9# The lament for the parrot is in AEx>ros II, 6.
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In the poetry of the Hhétoriqueurs, the laments on death,

nrhetlier tlioy are called Conplalntes or Déplorations^ are long elaborate

pieoes which make frequent use of the dream, and of allegory. Marot

moves avay from this ^ype of poetry even in the Complaintes which were

moved to the section of };id^es in 15)8. Nevertheless, in the elegy on

the death of Semblançay, he does owe a certain amount to his predecessors,

and more particularly Villon# The elegy in question contains a long
2)passage which follows a section of Villon's Ballade dos I endue 'quite 

closely. It seems too, that the idea of casting the poem in the form of 

a monologue spoken by the dead man, also came straight t n m  Villon.

Finally, the ending of lîarot's elegy, when the dead man asks the passers-by

1) See for instanoe Molinet's lengthy poem on the death of Philippe le 
Bon, Le Throsne d'Honneur, and Cretin's Plainte sur le trespaa de 
Guillaume de Bysoipst# Both poems are several hundred lines long, 
and make extensive use of allegory and personification. In the 
Throsne d* honneur, the poet falls asleep, and sees in a dream how 
Philippe is roooived and enthroned in the "septiesme ciel".

2 ) of# Villon# oeuvres. Poulet's edition, C#F.M.A«, Paris, 1932, p#96*
La pluÿc nous a débuéa et lavés.
Et le soleil desseohdoL et noircis;
Pids, corWauk, nous ont les yeux cuvés.
Et arrache la barbe et les sourcils.

Ele^Ae du riche infortuné Jacques de Beaune# Soigneur de 
SMblansay# 11.39-50#

Là où le vont (quand est fort et nuysible) 
lk>n corps agite, et quand il est paisible,
Barbe et Êheveulx tous blancs me falot branler 
Ne plus ne moins que fusilles d'arbre en l'Air.
Mes yeux, jadis vigilano de nature,
De vieulx Corbeaux sont devenus pasture ÿ 
lk>n col, qui eut l'acool de Chevalier,
Est accolé de trop mortel collier;
Mon cor jadis bien logé, bien vestu.
Est à pi sent de la Creslo battu.
Lavé de Pluye, et du Soleil seiohé,
Au plus vil lieu qui peulst estre ohercW.
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to prsjf Tor him comes frcHa the same sourcs#^^ In his use of eomplicatsd 
liiÿKKiS, and the play on certain mjrds, m  ore reminded of the poetry of 

the Rhdtoriqueurs, though hz Gos^arism %itb the Coaplaintes of the 
hhdtoriqueurSf the elegy on the death of Semblançay Is a comparatively 
i^deet piece of sixty-six lines* The play on vords is used too, in such 
a wey that it draws attention to the horror of the situation, and is not 
simply a point of complicated technique*

Et de ma mort tant laide fut la voye,
.iue mes Enfans, lesqimlz (holes) j*avoye
llault eslevé en honneur et pouvoir,
llault eslevd au Gibet m ’ont pou veoir. 2)

ühe other two elegies are of a very different nature* In 

both cases Marot imagines a fable to explain the death of the person in 
question* For the elegy on the death of Anne 1 ’Euillier, ̂ ^who died in

1) cf. 11.62-66.
Friez à Dieu (o Peuple venerable).
Que l’Ame soit traictée, sans esaoy,
Mieulx que le corps} êt ccngnolsBez par moy 
Qu’or et Argent, dont tous plaisirs procédant 
Causent douleurs qui tous plaisirs excédant*

2) ll.S^12. cf. also 11.23-26.
Car elle (justice), ayant le mien criminel vice 
Mieulx esplucW que mon passé service.
Près de rigueur, loing de nisericorde 
Me prononça honte, misère et corde^

see also 11*45^46*
3) The full title of the earliest edition was, Complalncte sur la laort

de Arme Lfauilder d’Orléans. laguelle car fcrtime fut brusl^e dormant cn 
son lict. Mellln de Saint-Gelsis also wrote a dizain on Anne’s 
death entitled Kn la mort d ’Anne Hoillier* gui se brusla avec ues sa 
ruiieon. (Ed* Blanoherssin, II, 157)# ' ' " ..
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the fire which destroyed her bomef Harot Invents a somewhat complicated 

piece of psoWc-qythology. In spite at discovering Anne’s Ineensihility 
to her powers, Venus chilled on Vulcan to avenge her by setting lî l̂it to 

Anne’s bed. The invention is ingenious, perhaps too much so.^^ Marot 

adds to the already rather melodramatic effect by remaiicing in conclusion

Or vit son Arne, & le corps est pery
Par feu ardant. Mala qui de son Mary
Eust eu alors les larmes qu’espandues
Il a depuis, pas ne feussent perdues
Gosm&e elles sont; car de ses yeux sortir
En fait ofisés pour ce feu amortir. 2)

For the elegy on ^ e  death of Chauvin (the only one of the
three poems which was originally published as an elegy) Marot iaatiined a
rather more graceful iqyth. So sweet was the music of Chauvin, and so
great was its charm for the Kaiad^s of t W  Seine that the river gods

became jealous %

Chauvin, sonnant sur Seine les Aubades,
Donna tel aise aux gentilles Hayades, 
que l ’ung pour tous des aquatiques Dieux 
Parla ainsi; Le son îælodieux 
De ce Chauvin, Freres, m m  pourroit nuire.
Par traict de temps et noz fesnes scduire 
Jusqu’à les faire yssir de la ciere undc 
Pour habiter la Terre large et ronde.
Ne feit, au chant de son Psalterion,
Sortir des eaux les Bsulphins Arion? 5)

1) V.L. rraulaler* Les Elé^-jes. p*24. "....avec une préciosité un peu
lourde, Marot suppose qu’il faut accuser les fraudes vulpines de 
Vénus."

2) 11.33-3Ô*
3) lyie^e de Jehan Chauvin Menestrier. 11.1-10.
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In view of this threat, the jealous river gocls overturn Chauvin’s ship, 

and (irown iiim. T W  ?>aiacî o, however, 3%  turn his lx>dy to his friends on 
shore, and he is given m  honourable burial* In tills case, the iqyth 

that Marot has invented seems far less artificial, and it is possible
that Marot had in mind two episodes in Latin poetry# One of these
sources is the episode of Misenus in Virgil’s Aeneid*^^

Sed turn, forte cava dum personal oequora oonclia,
dejûsnBf et cantu vocat in ce;.tenina divos,
Acmulus e^côj^tum Triton, si credere dignum est.
Inter saxa^spumosa ifsaersârtrfunds#.**#*

Another passage, which Marot may htive had in mind is from one of 

Propertius’ elegies*

0 centum asquoroae %ereo geritore puellae,
Et tu matemo tracta dolorc Thetis*,
Vos docuit lasso supponere braccMa men toi 
Hon potorat vestras illo grsvare manuei.* 2)

In this case it does seem likely that Marot thought out the broad outline 

of his pseudo-nyth, helped by the knowledge of the episode in Virgil, 

and possibly that in Propertius too* If w© ocmnot conclude tiiat Marot 
imitated definite classical models for these two elegies, it is neverthe

less true that he moved away from the Hhétoriqueurs ’concept of the 
Complainte, a long paneg^Tlc with allegorical trappings* In the elegy 

on the doatii of ëejnblançsy iiowever, the predominant influence is the

1) Vir̂  11. Aoneid. VI, H.1%-174*
2) Proijertlus. fXegies. Ill, 7̂
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nediaoval one, thoH jb it is that of Villon rather than that of the 
lîhé toriqueurs .

From our study of both the love elegies, and fee "éléigies 
déplorâtives" we con draw several conclusions* The love elegies are long 
serious love poems, couched in the fors of the epistle* Since Saulnier’s 

study of larot’s elegies, the various myths about the possible mistresses 
who could have inspired them have been exploded# The love ele*^es are imt 

intended to be personal poetry, based on the poet’s o«m experience, and 
expressing his own emotions and aspirations* They represent rat-her, 

an im|>ersonal form of lyricism, where the poet speaks not for himself, 

but more often than not for another* The fora and content of the elegies 

merely continues t W  tradition of t M  & lt%e Aacureuse* which enjoyed 
such enormous popularity from the beginning of fee century up to, and 

beyoM the tirjo when /4arot created his elegies* His elegies are best 

viewed in the light of his interest in the ?îeroides. and bis attempt 
to "naturalise" this form In his own cuistre de : o^Tueloime. The natural 

sequel to this attesçt, was Marot’s own Bnltreo Amoureuses.̂  ̂ which he 
chose to call elegies, and which in his case differentiate them from 
M s  Kpitrea, which are all to friends or patrons and are never love 
epistles* The temptation for the critic has been to assume that since 

% r o t  called his love epistles ele#Gs, M  must necessarily have also

1) of* F* Villey. llarot et Rabelais, p.47* "Car les élégies m  sont 
qu’un rameau détaché du genre de l’épltre. Au début au moins, Marot 
no classe sous ce titre que épi très amoureuses*"
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followed the Latin elegiac poeta closely, and made large amounts of 

textual Imitations and hoiTOwlngs xrcea them. As vie liave seen, Marot’s 

imitation of Tibullus and Fz*oportius is a very bapi&a&ard affair, which 

suggests rather a casual remenbcring of a thene, or a few lines here and 

there* In the case of Ovid, although Marot may owe the idea of the love 
epistle, and its broad outline, and some of its theses to Ovid, his 

imitations of the Latin poet line by line are scarcely *3ore nmaerous 

or more methodical tlian his imitations of Tibullus mtd Propertius*^

In creating his own elegies# it is false to picture Marot deliberately 
imitating the Latin elegiacs passa;e by passage* The most we can conclude 
is that Marot had some knowledge of Tibullus and Propertius, and tliat he 

probably knew the iieroldes of Ovid very well indeed, and was fairly well 
acquainted with Uie Amores* li his creation of the "élégie déplorât!ve" 
Harot may well h /® been following the example of Ovid, which suggested 

that the Elegy could be a lament on death* Paradoxically, in both the 
love elegies, and the elegies on death, despite their name, we remain 

closer to the mediaeval tradition, than to tüat of antiquity, and the love

1) V.L* Eaulnder* Les Elégies * p. 94#
"Ht l’on peut se représenter la nature de cette influence* Marot 
n ’a certainement pas pâli sur les textes, comme fera parfois un 
Ronsard. Mais il ne s’épargna pas une lecture rapide des Elégiaqueo, 
et profita sans doute encore de l’échange dos salons, de citations 
cueillies au vol, au hasard des converi^ations lettrées* Il en a 
retenu d’un© part une assez souple idée du genre, avec quelques 
motifs amoureux plus ou moins bien aperçus ailleurs| d ’autre part, 
quelques détails p^irtlculiers qui vinrent très naturellement s’insérer 
dans son texte*"
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elogles have been quite rightly cited as one of fee more mediaeval parts 
of Harot *8 work. Finally, it is fee faot that Marot presented as elegies 
first a group of poems which were impossible to distingiiish from love 
epistles, and then at a later date added to the group three poems vlàch 

were laments on death, feich gave fee ele^ its very varied and ambiguous 
form tliroughout the first half of the century. Since the elegy did not 

seem to have an absolutely set ^ t t e m  for Harot, its creator, the 
attempts by other poets to write "elegies" were consequently of a very 

diverse and varied nature*
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lEWpretations of the SLeey bv Spuchet and iasLon

Several years elapsed between the publication of Marot*a love 

elegies and the appearance of the next volume of poems with the title 
iilevies. Curiously enou^ the first collection of poems to have this 

title were in fact poems on death* In 1555, Jean Bouchet published 

a volume entitled Epiatres. Elegies. Epigrajames et Epitaphes*̂  ̂ It 

contained a variety of pieces, which Ism^ited the death of Renée de 

Bourbon, Abbesse de Fontevreult. Boucbet’s next contribution to the
2)elegy appeared the following year in his /.r̂ îoysses et Memedes d* Amour. 

The first four pieces in this volume, which is devoted to exposing all 

the disadvantages of love, were entitled "Kle/des"* Then, in 1557, 
François Segon entitled one of his pieces of invective against Marot 

an "Elegie". Thus even before Marot had added his funerary pieces to

1) J* Bouchet et Conrad de Lommeau, Epistres* Elegies Epigremaes et
gpitaphes. Composez sur et pour raison du deces de feu tresillustre
et tresreligieuse Dame, Madame Eenee de Bourbon, en son vivant 
Abbesse du Royal Monastère et ordre de Fontevrault; avec autres 
choses concernans la Sainctete de ladicte Religion. Par le Procureur 
general dudict ordre, et par le Tr&verseur. J. & E. de Marnef, 
Poitiers, 1555* B. Kat. Rés. Ln« * 2708.

2) Les Angoysses & Rgaedes d*Amour, Du Treverseur en son adolescence.
J. & E. de Mamef, Poitiers, 1556. Brit. Mus. C. 97* h* 14.

i) Ele^ie par Francovs de Sagon. se complaignent à luy mesmes d’aucuns
qui ne prennent bien l’intention de son Coup d’Sssay, dont il frappa
Marot* Arsenal 8^ E.L. 8757, B. Hat. Fonds Rothschild, 2594. On
the date of this pamphlet, see C.A* Mayer, La Religion de Marot, 
Geneva, I96O, p.75, note 7*
This poem is reproduced in facsimile in La Querelle de Marot et de 
Sagon, textes publiés par S. Picot & F. Lacombe, Introduction de 
G. Dubosc. Société Rouennaise des Bibliophiles, 1920.



77.
the selection of elegies which appeared In 1538* two poets had already 
taken up the title* Elefd.e. and given it to varying types of poetry.

We can see from this* that if Marot* in publishing his collection 
of elegies had suggested the possibility of applying the title to a 

poem in French, he had by no means set a definite pattern to be followed* 

Again, in our study of the Elegies of Harot, we found that despite the 
name, which wes taken from the authors of antiquity, Karot’s elegies 

were one of the sore mediaeval parts of his works. situation is

even mo:e paradoxical in the case of Jean Bouchet, who used the title 

Kle^e* on the one hand for a poem on death, whife followed exactly the 
pattern of the Khetoriqueurs* Complaintes, and on the other hand* for 

four poems, which may owe sr̂ ae of their general idea to Ovid, but which 

in fact owe a great deal more to the Roman ie la Hose, and to Alain 
Chartier’a Belle Dai^ swis mercy* In the case of Sagon* he appears to 

use the title Elégie, on the strength of the fact that he is writing 

a type of epistle, in which he is ”se complaignent".

Ve will study in detail first the two collections of Elegies of 

Bouchet, and then the piece by Sagon. Ve will follow chronological 

order, and look first at the lament on the death of Renée de Bcurbon. 
R e n é e , who bed led a vigorous and active life es abbess, and who had 

directed a reform of the order died at the w d  of 1534» The two authors 

who lament her in the volume were Conrad de Lcaraoeeu, the "procureur" of

l) On Fontevrault and Renée see; Honorât de Bicquet. Histoire de l’ordre 
de Kontevrauld, Paris, 1642 m d  Bosseboeuf* Fontevrauld. son histoire 
et ses monuments. Tours, 1890. See also Caroline fuutz-Eees. Charles 
de Salnte-Merthe. Peris, 1914. FP*2-5*



78.

the order, and Bouchet,a man with an impeccable record of oithodoxy 
in religion, and e considerable reputation as a poet. The collaborators 

ere each responsible for about half the pieces in the volume. Conrad
2)de LoBimeau wrote the pros© letter to the other convents of the order, '

an epistle to Bouchet,and a piece in verse entitled Déploration de

viivdnité. religion, et clousture.̂  ̂ He is the author too, of e poem
c\called Le Hesconfort de Dame liefortnation.^which refers to Renee’s 

efforts in reforming the order. He is responsible too for a piece in 
which he interprets a dream Renée is said to have had.^^ His collaborator 

Bouchet, is the author of the longest poem in the volume, an elaborate 
panegyric, praising the life end works of Kenee. It is several hundred 

lines long, end at some times is divided into strophic form, end sometimes

1) On Bouchet see; A. Hamon. Dn Grand Rhetorlgueur Poitevin. Jean 
Bouchet. 1476-1557? Parlai 1901.
See also Abel Lefranc, Jean Bouchet, in Revue des Cours et Conférences, 
19éme année, 2ème série. No.24, 27 avril 1911, pp.289-296.

2) Bouchet & Lommeau, Op. cit., Fol. A. La lettre envoyée par le couvent 
de Fontevrault eux autres couvents de l’ordre pour leur annoncer le 
deces de feue tresillustre Dame.

3) Op. cit. Fol. B. A Melstre Jehan Bouchet de Poictiers.
4) Op. Cit. Fol. B iii. Déploration de virginité, religion et clousture, 

gouvernant le royal monastère do Fontevrault, sur le deces de tres
illustre Princesse.

5) Up. cit. Fol. C. Le Hesconfort de Dame RefoiTnation, responsif à 
le plainte des troys Dames, adressent à la defuncte.

6) Op . cit. Fol. F i L* interpretation par 1 edi et Lommeau, felcte
1© Quinzième Novembre Mil cinq cens trente deux, du songe que 
ladicte Dame avoit faiet de Troys Ferles. These throe pearls turn 
out to be, Virginité, Religion, Clousture.
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io simply long peaoa^ieo of decasyllablee with rimes plates. In the 

volume it is rarely specified, apart from in the section of the letters 

which open the voliune, which poems the authors consider Epigrams,

Epitaphs or Elegies. The reader is left to conclude that the shorter 
pieces in atrophic form which are scattered throughout the volume are 

the Epigrams, m i  the Epitaphs, and that the long lament by Bouchet, 

is in fact intended to be an elegy. This ie however not explicit any

where in the volume. However, by a process of elimination, this does 

seem to be the piece whidi Bouchet refers to in the title. Let us now 
look more closely at the nature of Bouchet’s Elégie.

In fact, nothing could be further from the elegies on death to 

be found in the works of the Latin elegiacs. The poem is exactly like 
the laments on death to be found in the works of the Rhetorlqueurs.
The poem is couched in the form of a letter to Conrad de Lommemx. After 

several compliments to Conrad de Lommeau, Bouchet first describes the 

circumstances of Renée’s death, and then launches into a long allegorical 

dream. Bouchet fell asleep, (in the best tradition of the Hhetoriqueura), 
and saw in a dream how Renée was received up in heaven, how she was

1) Bouchet’s Kleg-ie. Op. cit. Fol. C il, simply has as its heading, 
the usual form for a letter;
Au trosdiscret & tresfecond Orateur & de chaacun droit tresprudent 
interpréteur, monsieur meistre Conred de Lommeau, Licencié es 
Droiotz, seigneur de Pompierre, et procureur general de l’ordre de 
Fontevrault, Jehan Bouchet de Pole tiers, autrement nor.mé le Traverseur, 
très hupîĵ ible salut.
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praised In turn by the heroines of antiquity, then those of the Middle 

Agee, end finally by a selection of sainte. Renée le duly installed in 

a place of honour, and then Bouchet wakes up, and attempts to translate 

hie dream to paper, with many excuses about his unworthiness for this 

onerous task. In this particular case, the letter form has little to 

do with the actual form of the piece, and it is a letter in name only. 

In order to give some idea of how rooted in the mediaeval tradition of 

the lament and panegyric on the death of an illustrious person it is, 

we will examine some of the passages in greater detail. Here first is 

the passage where Bouchet relates the circumstances of Renee's death.

R'a pas deux moys & comme on me remembre
L'huytieame jour de 1 ' hyvernal Novembre
Chargee jkns non d'aultre infirmité
Que de vieillesse & grand débilité
En l'an present mil cinq cens trente quatre
Sans rien du terme à le Dame rabattre
Car mourir est une debte qu'on doibt
A Dieu puiss&nt que par naturel droit. l)

Bouchet in faot found himself so overwhelmed at the task of praising

Renée*8 virtues that he is unable to put pen to paper.

Ms main reculle & ma plume refuse
Se y employer, & plus Clio ma muse
En me disait que ao teindre ne pour roi s
A si hault 8tille ains confus demeurois. 2)

In this confused state, Bouchet lies down on his bed and falls asleep.

1) Bouchet A Lommeau, Op. cit. Fol. C il,

2) Op. cit. Fol. C iii.

il
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Kt aoy gisant sur ma couche à l’envers 
Tout aggravé, mes yeulx de pleurs ccuvers 
Me fut advls veoir grant numbre d’estelles 
Resplendis3ans en 1’tir à mon gré belles,
Dont ne sont point astrologues recors 
Car en chacune y evoit deiay corps 
Devers le hault, de femme en honneur sise 
Menstrant le nu soubs trèsfine chemise;
Et 8uir leurs chefs evoient chappesux de fleurs 
Bien ordonnez de diverses couleurs. l)

These curious stars are divided into "ordres", and the first is made up 

of holy women who are famous in history, for their virtue and good works. 
Among this order appears Renee.

Et regardant ceste progression 
11 me sersbla veoir une egression 
D'une autre estelle à moictié demye femme 
Plus reluysant que orientalle gense 
Et que c’estoit Pennée de Bourbon,
Et toutesfoys (ce que trouvay bon)
K’avoit l’habit d’abbesse ou moniale 
Mais sur le nu la chemise bissale 2)
Et sur le chef plain de virginité 
Ch appeau de Liz fait par virginité. 3)

Renée is saluted in turn by the other "star-women", firstly by "Bortense, 

Komaine treeelegante", who praises her for her royal blood, and her

1) Op. cit. Fol. C V.

2) la chemise bissale. 1 have been unable to trace en adjective 
"bissale", but according to Godefrcy. Dictionnaire de l’ancienne 
langrue française, Paris, 1881-1902, 10 vols, la bisse vas a type of 
very fine linen. Bouchet seerss simply to have created his own 
adjective from the noun.

3) Op. cit. Pol. C
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l)illustrious linesgs, which cai. be traced back to the Trojans. * She

is chaster than Luoretia, and wiser then *yinerva. Next comes forward

Blitilde, daughter of Cloth&ire, king of ^Yanoe, who praises her

numerous virtues in even more extravagant terms. Finally Sainte 
2)Hadegonde, ' who founded the "scustier clotaire" in Poitiers arrives to 

lead Renée*8 star to its place, between that of Sainte Radegonde, and 

Sainte Catherine. Lastly, in his vision Bouchet sees nine virtues^^

1) On Renee’s royal lineage, see Kuutz-Keos. Op. cit., p.4., note 2.
"Vingt-troisième abbesse de Fontevrault (1491-1554)i fille de Jean II 
de Bourbon, comte de Vendôme et descendante directe de Louis IX."

In tracing the French back to the Trojans, Bouchet is merely repeat
ing the widely disseminated legend, which Jear Lem&ire de Belges 
embroiders on in his Illustrations de Gaule et Singularités de Troye. 
cf. Jean Leaaire de Belitee. Oeuvres, publiées par J. Stecher, Louvain, 
1882-1891. 5 vols. Vol. 1. Illustrations de Gaule et Singular!tez.
Livre III, Premier Traicté. ^

2) Here again it seems that Jean Lemaire provided some of the inform
ation for Bouchet*s references to Blitilde, and also to Sainte 
Radegonde. In the "second traicté" of the third book of the 
Illustrations de Gaule et Singularités de Troye. Jean Leraaire gives 
an account of the family of Clotaire. Blitilde was his youngest 
daughter, from whom were descended "la tresnoble generation des 
Pépins et des Charles". Radegonde was his fourth wife, daughter of 
the Xing of Thuringia. When Clotaire conquered Thuringia, end 
killed her father, kadegonde was taken prisoner, and married Clotaire. 
But, continues Lemaire "il la laissa vierge à sa requests: et elle 
entra en religion et y vescut de telle sorte qu’elle est reputee 
sainte en paradis." (stecher. Couvres, Vol. 1, pp.419-421). There 
is a longer version of the legend concerning Retdegond© in Robert 
Gaguin* s Compendium supra Francorum geste, which Bouchet almost 
certainly knew also. The first edition of this work was published
in Paris in 1495# The edition I have consulted is Compendium Robert! 
Gaiiuini super francorum gestis. Paris, 1511* Brit. Mus. 1455#b.26. 
The history of Radegonde is on Fol. xvii

5) Bouchet’8 list of the nine virtues includes: Espoir, Poy, Charité, 
iumosne, Percussion, Oraison, Pauvreté, Chasteté and Obédience.
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leaving their tributes on Renée* s tomb. The tributes are in the form of 

epigrams. At this point Bouchet comes to his senses, and, ell the while 

excusing the humbleness of his pen, transfers the vision to paper.

It can be seen from this brief account of Bouchet* s "elegie" 

that his poem is singularly lacking in "elegiac" qualities. Bouchet 

owes nothing at all to the writers of Antiquity except the name for his 

poem. The problem here is why Bouchet ever chose to call a highly 

artificial type of epistle, which is a lament on death, an elegy. We 

can only conclude that after the creation of Marot*s elegies, Bouchet 

became aware of the possibility of calling various types of poetry in 

French , "elegies". Since Bouchet had some knowledge of the literature 

of Antiquity, and particularly of Cvid,^^it is possible that he knew 

that Ovid had included laments on death among his elegies, and consequently 

concluded that he might use the title for his own poem on the death of 

Renée de Bourbon. However, he hesitated to designate the individual 

piece specifically by this title, and simply included the term Elegie 

in the designation of the contents of the whole voluiae.

In the Aniroysses et lu medee d* Amour, which was published the
m

following year, Bouchet is much more precise about designating his poems 

as elegies. The first four poems, or rather groups of poems have aa a

1) On Bouchet*e imitation of the writers of Antiquity see: Hamon. 
Op. cit. pp.241-251.
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definite title in each c a r t e . I n  fact rlthou#; Ecuchet presents
the four pieces eis forming a urlform group, the"̂ e is a considerable
difference between the first two anci the last two. first

two pieces appeared originally much earlier in the century in the
2)Amoureux trensy sans espoir.*' One of the pieces was simply headed

1) Bouchet first heads the section of elegies thusi Le remede d’aymer
ciu Traverseur. cozmancant par les ele^es a’auculns amoureux indiscxetz 
A des €m;oissea & deigiera d’eiaour illicite. The first piece, which 
has as its title L’amoureux transi sfins espoii, is headed Premiere 
EleKie. p. 1. The second place I,’enfant bamiy, qui ay me par honneur 
Is de&igïiSteâ as Seconde Elegie, o. xxiii. The third piece L*ament 
secret, qui plua qu’il ne veult â yme, is called Tierce Elegie. 
p. XXXviz. The final piece is La dame se complelgnant de son dealoyal 
amy, which is the Quarte iClegie, p. xlv. The first two pieces are 
in fact groups of poems. The introauctor^ passages by the "acteur** 
are written in decasyllables with rimes plates. In the first elegy, 
the monologue by the lover is in atrophic fora, comprisea of deca
syllables, end one line of four syllables. Later in the narrative, 
a rondeau, and then a ballade is introduced. The second piece is 
simply in sii’ophic form, with verses of twelve decasyllabic lines, 
with rimes plates. On Bouchet*s attempts to vary his versification 
see Hamon, Op. cit. pp.218-227*

2) L’Amoureux tr&ney sans espoir. A. Vérsrd, Paris, (no date, probably 
circa 1503). Brit. Mus. C. 54.g*6 (1).
There were also editions of L’Amour eux tren sy. by Jeh&n Jehennot, end 
the widow of Jehan Trepperel. cf. Brunet, Vol. 1. col. 1154*
In his Preface to the Annoys ses et Hemedes, Bouchet explains how soîte 
of the pieces in the volume have already seen the li^t of day.
"Au départir de mon imberbe & folle jeunesse, appellé d’aulcims au 
secours de leurs amoureuses entreprises, les voyant d’amour improbe 
surmontez et veincuz & es destroictz des desperée (sic) rage, l’un 
d’iceux Traisi sans espoir, l*»uitre ealoigrié sans cause & accusé de 
follement eymer, et l’aultre pressé d’amour non vou:{Je, feiz à chascun 
J’eulx à leurs prières & reçues tes un lay d’amours, et aussi à une 
jeune damoiselle seduicte per un desloyal coeur. Et depuis, pour les 
destourner de si violentes & conciliables affections, commençay 
faire un remede centre leur emoureux mal.... Certain tei:ps après 
(qui fut l’an rr.il cinq cens urig) avant qu’avoir prine fin en ces

(note continued on following page)
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LVAjgK)ureuy transy s&na espoir^^and the other as Le complainte de 

l’enfant hanny, qui ajme par honneur. Both pieces are firmly rooted 

in the mediaeval tradition of love poetry. They hark beck to the 

noman de le Kose in their ovei'wheining use of allegory, and the first 

piece, in its opening passages resembles the opening of the Belle 

Datne sans mercy. The other two pieces are of a very different nature. 
They owe much more to the type of lev© poetry found in the Epitre 

Amoureuse, and a cert air amount to the direct influence of Cvid’e

(Note 2 continued from previouG page)

petiz labeurs ne es F.cgnais traversant & Loupa ravisaejis, aulcuns 
Imprimeurs de Paria... avoiont trouvé moien de retirer partie de 
mes compositions petites, et les avoient incorîectement imprimées..."

This explanation may well be true, in view of the fact that Antoine 
Térerd printed Bouchet’e T-egr.ars. end attributed the work to Sebastian 
Brent, assuming that under this supposed authorship the volume would 
sell better. Bouchet however went to tfcss. law, and eventually 
Verard was made to pay him compensation. (See Hamon. Op. cit. p.23)
It seems quite possible that the edition of the Amoureux Transy 
was published without Bouchet*© co-operation. Bouchet*s explanation
too gives the reason for the title Angoyeaes du Tr&verseur en
son Adolescence.

1) L’Aatoureux transy, Fol. s li

2) L* Amoureux transy« Fol. e i.
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Herol-iea.̂  ̂ The Tierce Elegle Is the monologue of the lover, who knows 
ell the evils of love, and yet cannot stop loving his lady, who is e 
paragon of all virtues, but lacks that onç^uality "merci". The Quarte 

Klegie follows very closely the theme of the Heroides. The woman bemoan- 
ing her fate, first justifies her complaints by quoting e comprehensive 
list of the heroines of Cvid’s letters, and then launches into her own 
sad story. She was led on by her lover, seduced, and then left when 
she became pregnant. In both cases, the form of the third and fourth 
elegies ie much simpler than that of the first two. They are both 
uniformly in strophic foiia, with decasyllabic lines. * Apart from the 
fact that they are not specifically presented as letters, they are very

1) In the part of the volume indicated as the Angoysses d*Amour, which 
is made up of the four elegies, of a monologue Pallas, aultrement 
appellee Kalson. que c’est folle amour, and various other pieces 
describing the ill effects of "folle amour", Bouchet in fact imitates 
Ovid relatively little, except where indicated in the fourth elegy.
In the second section of the volume, Des Ksmedes contre folle amour, 
as the title suggests, Touchet follows Ovid’s Reaedla Amoris quite 
closely, using and adapting many of the Latin poet’s precepts, for 
instance Ovid’s exhortation to avoid leisure, Remedia Amoris. 
11.135-168 which becomes a section Contre oysivete & paresse. He 
also paraphrases whole passages of Ovid or miapts them to his own 
purpose. Bouchet’8 intentions are however radically different from 
Ovid’s. Bouchet considers as "folle amour" any love which is not 
married love, or the love of God. Bis conclusion is in fact, that 
the best remedy against "folle amour" is to be found in the love of 
God, and in frequent prayers and supplications.

2) The third elegy has t&a lines to the verse, and "rimes plates".
The fourth has e slightly more complicated scheme, with thirteen 
decasyllabic lines to the verse, and the following rhyme scheme* 
aabaabbccdccd. On Bouchet*s rhyme schemes see Hamon. Op. cit.
pp.219-221.
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similar in both their manner, end their matter, to the love epistles of
1)Bouchet that we have already examined. '

In view of the radically different nature of the two pairs of 
elegies, we will exfimine the first two together, end then the third and 
fourth elegise. l*he most striking feature about the first two elegies 
is their use of allegoiy. Both elegies, in this respect obviously owe 
a large amount of their inspiration to the Koman de la Bose. In the first 
elegy the lover bemoans his fete. He has loved his lady for four years, 
but without success. While he is thus lamenting, Bouchet, who is 
eavesdropping on the scene sees a chevalier come out of the woods. He is 
mounted on "le courcier de perseverance", his armour is "support", his 
lance "doulce manière", and finally "son espée estoit sans effort. De 
continuelle prier©". When the lover enquires his name, he replies*

Je suys (dist ce gentil gallant)
Bon espoir, sans plus er doubter.
Si tu me veulx ton cas compter 
Et declarer de poirct en poinct 
En amours te feray monter
Si hault que tu ne t’en plaindras point. 2)

Bon Espoir then enquires fey the lover should be thus cast-down. The 
lover describes in detail, the "chasteau" where his lady resides, which 
explains his lack of success.

1) See Introduction, pp.53-54*
2) An^oysses et femedes. p. vi
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Ceste dame cy s© tenoit 
En un cheeteau de belle sorte 
Honte Ife terrlere en gerdoit 
Et Inconvenient la porte.
Farquoy 1*entrée en estoit forte; l)

Although the lover fouiid these obstacles in his way, he ttid have some 
sucoeBD until the lady's guards drcve him away. The malevolent enemies 
were "Dangler", "Dure Eesponce", "Mocquerie" end "Keffus". Bon Espoir 
is not discouraged, and he leads the lover off to attempt to take the 
castle again. There then ensues a battle for the lady, in which the 
lover, end Bon Espoir have as their formidable adversaries "Crainte", 
"Dure Reeponce", "Dangler" and "Keffua". The battle is fierce, €md the 
lover end Bon Espoir are vanquished. To add to their sorrows "Cruaulte" 
appears on the scene and recites a triumphant Kondeau.

Allez ailleurs cercher vostr© advanture 
Car vous n'aurez soubs ceste couverture 
Le noble don d'amoureuse mercy,
Contre voetre eur chascun est endurcy 
On ne quiert fors vostr© desconfiture.
A 1'entreprinse il fault faire clousture,
Car du chemin on vous a falot rompture 
Rien ne gaignez de vous amuser cy,

Allez ailleurs.
Et fussiez vous aussi beau que nature 
En acauroyt fairei eultrement qu'en droicture 
He trouverez qui vous ayme, donq si 
Aymez a mal, & en prenez soulcy 
Confort n'aurez dedans ceste structure.

Allez ailleurs. 2)

1) Angoyssee et Heroedes. p. vil.
2) Angoysses et Kemedes, p. xx.
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The lover, suitably subdued by this, in turn expresses himself in a
l*alled, ending,

Prince, pour avoir bien servy 
Amours, on j'ay feict mon devoir 
J'ay 1© nom d'un pauvre ravy 
L'amoureux transi sans espoir. l)

The use of allegory in the second elegy ie slightly more discreet. In
2)this case, the lover blames his misfortunes on "faulc© forturie", ' 

who has caused the ruin of so many famous men. He also curses "Envie", 
who was the final cause of his separation from his lady. Here is the 
description of the machinations of "Fortune" and "Envie".

Au fort chasteau d'angoisse & de tristesse 
Environné du fleuve de destresse,
Avez tenu conseil secrètement.
Ou se trouva Envie la traîtresse 
Et vostre filz Mal eur, qui tout oppresse,
Avec Discorde & Inconvenient,
Puys trahison, flaterie, accident,
Commune fame y felt un parlement. 5)

1) Angoiysses et Lemedes, p. xxii.
2) The diatribe against "faulce fortune" gives Bouchet the opportunity 

to give the reader a sample of his skill in stringing together words 
which have scarcely any meaning, cf. Angoysses, p. xxvi
Couplet dent tous les mots se commencent f. fors la demiere ligne.

Fortune a faulx, fragille, fantastique,
Polie, fumant, follient, follatique,
Favorisant foilastres follement,
Faulce fureur, femme fUribundlcque,
Faisant frémir felonneux fortifloque.
Fortiffiant fainctifz fois faùlaement.
Peu flamboyant, fouldroyent fierement 
Félicité' faillant faclllement,

Faoille fin, frauduleux fondement.
De toy se piainet la totelle fabrique.

5) Arucoysaes et Bemedes. p. xxviii.
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The lover then has in turn to do battle with "Envie", "fame commune" and 
"Faulx rapport". He is taken prisoner, and kept in the "chesteau fort
i)e deaplaisir" where one of his guards is "desconfort". The lover ends 
his monologue with yet another diatribe against "Envie".

Yet another feature derived strai#it from mediaeval love poetiy, 
is the theme of the lady feo has incredible beauty, unbelievable virtue, 
and yet is not perfect, because she lacks "merci". In the first hlegie# 
the lover describes how he has long served his lady, without successi

Troys ans y a que traicté suys ainsi.
Et que je quiers vers la dame sens si.
Le noble don d'amoureuse mercy,
En forte r^ge.
Tant belle elle est^ tant prudente * tant sage.
Si tresplalsent de corps et de visaige 
Et tant congnois en elle d'svantaige.
Et tant de bien.... l)

In the second elegy there is a slight variation on this theme. The lover 
praises his lady in highly extravagant terms, and then describes how he 
was separated from her by the machinations of "Envie". She is "belle... 
bonne, prudente et chaste de corps". She is chaster than Lucretia, more 
humble than Penelope, and more beautiful than Rachel or Susanna.

Again, in the first Elegie. the opening passages, if not actually 
imitating Alain Chartier in detail, bear a striking resemblance to some 
of the opening passages from the Belle Dame sens mercy. Bouchet gets

1) Angoysses et Keaedes. p. ii.
2) Amoy BBSS et Kemedes. p. xxxi.
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up early in the morning, and goes for a walk. He stops near a "verd
bocaige" and a stream, and sees sitting near a fountain a young man, a
"rouvre amant, palle, maigre & transy, Heraply d'angoysses & d*amoureux 
eouloi".^^ Bouchet observes the lover, and in order to continue doing 
80 without being seen himself, he hides himself behind a bush.

Or contemplant son trespiteux affaire,
Je me mus say derrière un argl entier ( S iq)
Ou par escript mys son propos eritier 
Sans qu’il me veist, par ma subtille ruse,
Comme verrez cy après en ma muse. 2)

Here it does seem that Bouchet had in mind the verses in the Belle Dame 
sans mercy, where the poet describes how he eavesdropped on the lover 
and his lady, throu#i a "treille" of thick leaves. The chief difference 
is that Chartier overheard a dialogue, whilst Bouchet simply listens to
the monologue of the unhappy lover.

1) cf. Alain Chartier. la Belle Dame sans mercy et les poésies lyriques, 
edition of A. Piaget, Lille & Geneva, 1949» T.L.P.
Verse XIII of La Belle Dame

Des autres y ot pleine salle 
Mais cellui trop bien me sembloit 
Ennuyé meagre blesve et palle.
Et la paroile lui trembloit.•••.

2) Anjgoysses et lemedes. Second page, (before the start of the pagination)
cf. La Belle Dame sans mercy. Verse XX.

De ceste feste me 1 assay.
Car joie triste cuer travaille.
Et hors de la prèsce passay 
Et m’assis derrière une treille,
Drue de fusilles a merveille 
Entrelaces de saulx vers.
Si que nul pour l’espesse fueille 
Ne me peust veoir a travers.
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Despite the fact that the mediaeval influence is predominant in 
these elegies, Bouchet does make aô ae effort to use mythology to ornament 
them.^) In the second elegy, feen he is describing the servants of 
"faulce fortune" he mentions in his list "discorde", end illustrates the 
functions of discord with a reference to the judgement of Paris*

Sur xQoy l’ont fait les nopcee Pel eus.
Et de Thetis, qui decent Protheus 
Diecorde illec la pomme d’or gecta 
En la donnant a Pales ou Venus,
Ou à Juno, su plus beau des corps nudz.
Ce qui grand noise entre elles suscita,
Paris fut juge, & les troys visite 
Et pour Venus sentence intergecta,
Quant tous leurs ces furent par luy congneuz,
Qui pour loyer è ravir l’incita 
La belle Helene, helae dier Inÿ cousta.
Car plusieurs maulx luy en sont advenus* 2)

Again, when the lover is praising his lady’s b e a u t y , h e compares her 
with the most beautiful women of classical antiquity, but adds, in the 
usual tradition of the Middle Ages, a few names of the women of Biblical 
times* In fact, Bouchet attempts to impress the reader with his knowledge 
of the literature of Antiquity by various references to hereos and 
heroines of mythology, or to the authors of Antiquity* In the second 
elegy, he Insists that he is not the first to write about the evil

1) cf. Hamon, Op. cit., pp.242-243.
2) Aiigpysses et Kemedes. p. xxvii.
3) Angoysses et Kemedes. Seconde Klegie. p. xxxi.
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influence of "faulce fortune", other famous writers have done so before 
him.

II n’eat Vergille, ne Homere,
Marcus Tullius, ne Valere,
Qui ne parle de tes abuz.
Boeoe maints dictz en proféré 
Et Bocace assez en reffere.
En parlant des nobles perduz... 1)

If in fact Bouchet is for the most part quoting this list of authors
rather to impress his readers, rather than because he has any intimate 
knowledge of them, there is at least one on the list that he apĵ ears to
have known more thoroughly. The opening of the first elegy, has a very
familiar ring about it, and it is not simply because it is the type of 
metaphor frequently employed in epic poetry. Bouchet has simply taken 
over wholesale one of the metaphors for the dawn that Virgil uses in the 
Aeneid.

Lore qu’Aurora laisse la rouge couche 
Du Hoy Titan, & que la terre touche 
De son regard doulx et luciferant.
Et qu'aux humains lueur va préparant...• 2)
Et iam prima novo «pargebat lumine terras 
Tithoni croceum linquene Aurore oublie. 5)

In the first two elegies, Bouchet*s imitation of the authors of antiquity

1) Angoyasea et Kemedes, p.zxv.
2) Angoysses et Kemedes. opening page (before pagination).

5) Virgil. Aeneld. IV, 11.584-585. of. also XI, 11.182-185.
Aurora interea miseris mortalibus almam 
Extulerat lucem, referens opera atque 1shores.
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is rarely more profouna, or extensive than iJaese exaniples quoted* Bouchet 
incorporates some of the more well known myths into his elegies, quotes 
the names of heroes and heroines of antiquity, in combination with figures 
fx'om the Bible, to Illustrate some of his arguments, and culls a metaphor 
here and there from V i r g i l . I n  feet, both in his choice of authors 
to quote, end occasionally imitate, Bouchet continues the tradition of 
the Middle Ages, and of his immediate predecessors, the Grands 
Hhetoriqueurs•

Lot us now look at the remaining two elegies, la tierce Klegie
and la quarte Kle^:ie. Bouchet introduced his first two elegies with the
device of the "acteur", who hears the plaintive monologue of the lovers.
The third and fourth elegies ere introduced in the seme way. Bouchet,
still concealed behind his bush, sees first the "ament secret" emerge

2)from the wood, and tell his piteous tale 'end then finally Bouchet sees 
the arrival of the only woman in this quartet of unhappy loversi

1) of. hamon. Op. cit. p.242. "En dépit de ces principes excellente, il
n'imite que très maladroitement les auteurs latine, parce qu'il ne
les comprend pas. 11 s'attache aux choses purement extérieures,
eux mots, eux périodes, à quelques métaphores....... Il ne manque pas
une occiision d* étaler en vers ou en prose sa ccience mythologique 
ou historique* il fait à tout propos passer sous les yeux de ses 
lecteurs des troupes de héros et d'héroïnes, dont les noms se bousculent 
et s'entassent aux hasard» de ses souvenirs, et de la rime."

2) AnfTOisses et Kemedes. p. xxxv
Il estoit homme de grand eege,
Et se nommolt 1'Amant secret,
Aymant plus qu'il ne veult 1'ouitragei 
D'amours il dist par tel regret.
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L& lamentation parfalcte
De oest amoureux tant contrainct,
S*en alla par doulce deffeicte 
En un lieu de verdure painct.
Puys je vy le visaige tsinct
De pleurs, d’une dame excellente
Qui feit un autre amoureux plainct
Douicernent en voix morne & lente# 1)

In contrast to the two first elegies, there is no use of allegory at 
all in either the third or the fourth. In both cases, the "amant secret", 
and the woman who has been deceived, content themselves with a simple 
narrative of the course of their unhappy love, and then bemoan the 
circumstances which caused them to lose the object of their affections.
The "amant secret" who is now old, end feels that he should be wise enou^ 

to avoid the traps set by love, cannot avoid burning with "folle amour" 
for a lady.

Lee grans vertus que veiz en une dame,
Belle de corps & plus (comme croy) d’ame,
Humble, modeste, et d’un bening maintien,
K’ont faiet penser qu’il convient que je l’ame,
D’horr.este amour en la quelle m’enflamme 
Si vifvefflert, que plus je ne suys ayen.
Je dy que l’eyroe en tout honneur & bien,
Et toutefoys, quant au faiet pense bien
En ceste amour bonneste & vertueuse
Se mesle amour folle & deffectueuse. 2}

When he finally comes to declare his love to this model of perfection, 
after two years of patiently loving her in secret from afar, she rebuffs 
him.

1) Annoys see et .emedes# p. xliii#
2) An^oysses et Kemedes# p. xxxvili.
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Et sJL me dist, voue qui avez de l’eage 
Pour bien eoavolr la perte & le dommage 
Qu’on peiüt avoir pour follement a^mer,
Vouldriea voua eatre si trèsvoilage 
D’offenser Dieu, pour un tel vassellege,
Et envers tous noue faire diffamer?
Combien eeroit & vous & moy amer
Houe veolr de Dieu & de chascun blâmer
Pour un plaisir dont ne vient que tristesse?
Je vous supply faire & l’emprise cesse. 1)

The rest of the elegy is taken up by the lover’s laments# He constantly 
wishes to be near her, and must remain far away. The pangs of unrequited 
love cause him pain in both body and soul,

Or appert donq de la perplexité 
Qui de moy vient, & de ma cécité.
Et de ma chair habondant en ordme.
Mon pauvre esprit est en diversité 
Aveq la chair, o quelle adversité 
Quelle douleur mon mes chart corps endure*.
Trop longuement ceste guerre en moy dure;
Qui m’ostere de ceste peine dure?
De cest ennuy, peine, labeur soulcy?
Longtemps ne puis (sans mourir) vivre ainsi. 2)

The lady who complains of her desertion by her "desloyal aay",
begins with a description of how the young man led her on with promises
of marriage.

Las, 11 me vint courtoisement tenter.
Par dculx regers A honneste ecointer 
Me promectant que seroys son espouse.
Par chascun jour me venoit tourmenter
De longs propos... 3)

1) An^oysses et Kemedes. p. xl.
2) Angoyasee et Keaedes. p. xliii.
3) Angoyssee et l emedes. p. xlv.
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So persistent was he, arid so convincing were his arguments, that she 
gave way to him, end having first granted him her kisses, finally grants 

him all her favours. When she discovers that she is expecting a child, 
her feithleee lover, despite all his repeated promises of marrl;,ge, 
first blames her for her conduct, and then leaves her.

Quand il a veu de ce malheur le centre 
Et que portois dedans mon petit ventre 
De mon delict le mut accusateur',
Dealoyeulté deda/is son esprit entre 
Et puis en sort, & de rechief y rentre.
Et de mon nom est le seul diffamateur.

Mais fie menteur,]̂  quant il a me grot se veue
De son seul falot, & de ce faix pou^ue
Tant douloureux, s’est de moy departyt
En me laysaant d’emys trop despourveue. l)

As a just conclusion to the story, the deserted woman then curses
2)"folle amour", and its effects on the human race. '

As we can see from the brief summary of the themes of the two 
elegies in question, Bouchet owes something to the mediaeval tradition \

I

1) Antfoysses et Kemedes. pp. xlviii end xlix.

2) An/^ysses et Kemedes. p. 1.
Mauldicte soit folle amour, qui decoit 
Jeunes & vieulx A tant de maulx conceoit 
Pour deturper la gloire feminine.

Soube faulx semblant elle meet en ruyne 
Saiges A fois, pauvres A indigene,
Princes & roys, monarches & rogens, 
freux chevalliers, & gens plus droictz que sierges, 
Moynes cloistriers & docteurs rcfulgeris 
Théologiens en vertus emergens.
Femmes d’honneur, mariées & vierges.
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of love poetry. The "amant secret" is the eternally faithful lover 
scorned by a beautiful, but unyielding lady. In the fourth elegy 
too, the lady describes how in his efforts to win her favours her lover 
had presented himself as the martyr of love.^^ Nevertheless, the 
influence of Saint-Gelais* translation of Ovid’s Heroideg is very strongly 
suggested by the opening passage of the Quarte Slegie.

Si Briseys s’est plaincte d’Achilles,
Penelope du subtil Ulysses 
Et de Jason la tresnoble Mcdée;
Si Dianyre a parlé d’Hercules,
Se compleignant de luy, & qu*Creates 
Ayt Hermoinne en amour deffraudée,
Et si Dido, se complaignoit d’Enée,
Direy je rien de 1’ament deeloyal,
Qui m’a laissée en pleurs à l’ospital 
De deshonneur, de blasme, & de reproche?
J’ay bon moyen de cest homme brutal 
Faire ccmplaincte, & en parler en mal.
Car par luy suys de tout grant malheur proche. 2)

In justifying her complaints, Bouchet’s heroine cites not just 
an isolated case of a heroine of antiquity who complained of her ill 
treatment by her husbend or lover, but six. What is more, each of
the heroines quoted is the supposed writer of one of the Heroides.̂ ^

1) Arjroyssea et Femedee. p. xlvii.
Un soir bien tard, ou il me dist comment
Souffrolt d’amour, le bien voulu martyre.

2) Angoysses et Kemedes. p. xlv.
3) Heroides. III, Briseis to Achilles.

roi des. 1, Penelope to Ulysses.
Heroides. XII, Medea to Jason.
Heroides. lA, Deianira to Hercules.
Heroides. VIII, Hermoine to Orestes.
Heroides. VII, Dido to Aeneas.

.-3
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Further, in con treat to the list of the f«unoue women of sntiquity 

which Bouchet quotes in the second e l e g y , t h e  list in the Quarte Flegle 

is not combined with the names of women who were famous in Biblical 

times. 'I'ho list in question here, is purely end simply a selection from 

Ovid’s heroines, the fictitious writers of the Kpistres d’Ovids. Again, 

the whole theme of this Elegie follows very closely the general outline 

of the heroides. It is, like them, the monologue of the unhappy women 

who has been betrayed by her faithless lover. Thus, for both the general

outline, and for some of its details, lk)uchet*s Quarte Klcgie goes

directly back to Ovid’s Heroides, or more probably to Octovien de 

Seint-Gelais’ translation of them.

From the brief study we have made of the four pieces which 

Bouchet entitled egies.lt is cle&z that Bouchet had no very clear-cut

idea of what crn^îtitutcd en "elegy". The four pieces do have however

several things in common. All four have as their theme unhappy love.

They ell narrate the miseries of love, either not returned, or in some 

way lost. Although two of the pieces are very firmly rooted in the 

mediaeval tradition of love poetry, in both the actual details of theme, 

and in their method of presentation, the third and fourth Elegies, 

which were probably written at a later date, break away from some of these 

traditions. The third elegy, end more particularly the fourth reflect 

the growing influence of Ovid, and more especially of his Heroides.

l) of. i^upra. p/.
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It seems in fact, that both in the instsi.ce of the four love 

elegies, and the Elégie on the death of Renée de Bourbon, Bouchet was 

taking his cue from the fact that Marot had shown the possibilities of 

using the nafne "elegy" for a poem in French. Tïie cuiiou& detail here 

is that Bouchet who generally favoured the already outmoded genres, and 

style of the Khétoriqueurs, should have been the first to follow the 

example of Marot, and thot in a sense he enticipatod Marot when he 

applied the title "Elégie" to a lament on death. This mcy well be due 

to the fact that Bouchet, however little he understood the spirit of the 

writers of Antiquity, had enou^ knowledge of them, and probably of 

Ovid in particulai', to consider using the term elegy for & lament on death 

in the same way that Ovid had done.

If in the case of Bouchet*s elegies, despite their distance from 

the elqgies of the Latins, it is easy to see why they have certain 

"elegiac" qualities, Sagon’s Kle^ie presents more problems. For this 

poem is neither a lament on death, nor on the pangs of unhappy love.

Sagon appears to adopt the title Elégie because he is voicing a series of 

complaints ageinet Marot. In the poem, which appeared in 1537*^^&nd was

l) See C.A. Mayer. La bellfcion de Marot. Geneva, I960, p.75» note 7* 
"Les Ecrits de Sagon oontre Marot. no. 5* Elegie par P*rancoys de 
Sagon..'. .7 8.1.n .d. (1557. puisque le pamphlet eat encore une 
réponse à l’épître de Pripelippes)
The best account of the dispute is the article by P. Bonnefon. Le 
différend de Marot et de S w m n . in the Revue d’histoire littéraire, 
1894, pp.105-158, & 259-285• See also H. Guy. Histoire de la poésie 
française au XVIème siècle. Vol. Il, Clément Marot et son école* 
j 565-4^18. . P . Vlïiey7 Los Grands Ecrivains du XVIème siècle. Merot 
et Rabelais, pp.104-108, and O.K. Finch, La poésie satirique de 
Clément Marot. Pei-ia, 1940, pp.205-221.
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yet another reply to the Epître do Fr5.pelippes, Sagon indicates his 
intentions first by the title, Elegie par Frangoys de Sagon, se compleig- 
naiit A luy mesmes d’aucuns qui ne prennent bien l’intention de son Coup 
d’essa:/. dont il frappa Merot# and then by various references in the text, 
to the nature of the poem he is composing. In the opening lines, Sagon 
attempts to describe the nature of the inspiration which spurs him on 

to write.
Est ce point sonc?;e ou raport fantastique,
Ou si au vr&y la furew poétique 
Assault ma muse & contrainct mon esprit,
Faire complainte en ce present escript?
Est ce despit qui tant me poingt A trouble
Que dueil au cueur & tristesse en redouble? l)

So full of rage and of bitterness is Sagon that#

L’oeil soubz le cueur a sa veue eslargie
Et n’a plaisir qu’à lire en Elegie. 2)

Yet again, Sagon describes his state of mind, end the effect that it has

on his jpoetiyi
Je ne dy pas que cela ne fust mieulx,
Mais J’ay eu cueur tant de col ere & d’ire 
Ou’ayant perdu toute grace à bien dire.
Je suis contrainct mon doulx s tille estranà^er.
Et mes dixains en tristes vers changer. 5)

1) Ele/cie de 'oagon. 11.1-6

2) de Sagon. 11.21-22.

3) de Sagon. 11.40-44*
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It seems from this, that Sagon gives his poem the title Eléj^ie,

because of the weigi)t of sadness which causes him to write it, and to

change his more usual style into "tristes vers". Throughout the poem,
l) 2)Sagon refers to his poem either as an "el0̂ :1 e" as a complainte. *

It seems from this, that for Sagon, the elegy was the term for a poem 

expressing sadness in some way or other, and not necessarily sadness 

resulting from love, or grief at the death of some person.

After announcing his anger and sorrow, and his Intezition of 

purging himself from them in the composition of his "élégie"?^ Sagon 

then further explains his intentions. By discrediting Marot, Sagon hopes 

to gain glory. He then launches into sn exposition of the various sins 

that Marot has committed. His argument is, to say the least, somewhat 

confused. There is a proverb, says Sagcn, which calls Paris the city 

without an equal. Marot’s crime hea been to apeak ill of the institutions 

of this henorable town.

1) Slegie de ^ogon. The poem is referred to as an elegy in the title, 
end in line 22.

2) Elegie de S a ^ n . 11.4» 14» 298.
3) KleRie de Segon. 11.27-31*

Bref, ce n’est donc songe, mais vérité 
Que j’ey du dueil plus que n’sy mérité.
Le doy je dire, à ton advis ma muse?
Est ce la mieulx qu’à cela je m ’amuse?
Si je le dy, le cueur aura repos.
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Or escoûtes le polnct ou je me fonde,
Et qui sera marotin me responde,
S’il ne reçoit, lolng de contention.
Du Coup d’essay le junte intention.
Ne diet on pas en ung proverbe antique,
Péris sans per, Peris ville autentique?
Dont vient cela? seroit il d’équité 
Qu’elle eust honneur pour seulle antiquité 
Sans aultre diose emporter d’excellence,
Qui luy donnast caste preeminence?
Certes nenny. mais ce n’est sans raison.
Qu’elle a le bruiet de tout temps & saison.
Non seuilement d’estre au françoys lumière,
Mais d’estre ville au monde le premiere.
Et qui le faict? c’est principalement,
Qu’elle a ung sainct A divin parlement#
Et puis après, l’ource qu’elle est regie 
Par le conseil de saincte théologie.
Qui aux erreurs veult la voye estoupper 
Vela pourquoy on diet Paris sans per#
Non pour avoir de pays amplitude
Mais de nourrir la Justice A L’estude. l)

Having been carried away by his own eloquence, Sagon then attempts to 
return to the point he is trying to make.

Cela predict retournons à Clement.
En a il pas raesdict bien grefvement 
Ayant escript de plume infecte A vile,
De la Justice & Sénat de la ville?
Est ce pas trop de Sorbonne mesdit,

l) Elegie de Sagon, 11.81-102*
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Quant pour son tiltre Ignorance l'a diet,
Et è grant tort des langues enremye? l)

In order to defend the honour of Peris, sullied by the vile Marot, Sagon
had leaped to the defence of the town.

Sn voient donc que Paris se deuiloit 
De ce blaspheme, A qu’homme ne voulloit 
Tenir la main au secours et defense,
Pour edoulcir la main de telle offense,

1) Eleicie lie Sa^x»n. 11.105-109
Here Segon is reiterating his defence of the Paiiement, and of the 
Sorbonne already expounded in the Coup d*Essay. Marot’s ciltlclsm 
of the Parlement and the Sorbonne had been voiced in his KpiBtre au 
Hoy, du tempe de eon exil à Fen ere. Les Epi très ûe Marot. ed.
C.A. Mayer, University of London, the Athlone Press, 1958, no. XXXVI, 
p.194.
cf. 11. 5-16.

Je ne me sens du nombre des coulpables;
Mais je sçay tant de Juges corrumpsbles 
Dedans Paris, que, par pecune prise.
Ou par SDys, ou par leur entreprise,
Ou en faveur A charité piteuse 
De quelcque belle humble solliciteuse,
H z  saulveront la vie orde A immonde 
Du plus meschant & criminel du monde;
Et au rebours, par faulte de pecune.
Ou de support, ou par quelcque rancune,
Aux innocents H z  sont tant inhumains 
Que content suys ne tomber en leurs mains.

On the Sorbonne see 11. 59-47 »
Aultant comme eulx, sans cause qui soit bonne,
Me veult de mal 1’ignorante Sorbonne:
Bien ignorante elle est d’estre ennemye 
De le trilingue et noble Académie 
Qu'as exigée. Il est tout manifeste 
Que là dedans, contre ton vueil celeste.
Est défendu qu’on ne volse allegant 
Hebrieu ny Grec, ne Latin elegant,
Disent que c’est langaige d’heretlques.

s
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Je me suis xqys au dangw A hesart,
D*estre plcqué de ce poingnant lizert,
Et recepvoir en la fin sans droicture
De luy soubz feinte & d’aultres le polncture. 1)

The worst of it ell, is that Sagon’s noble efforts have been misunder
stood, end that Merot, who should have been condemned for his sins, has 
been defended on all sides. Sagon asserts that his intentions throughout 
the matter have been entirely honorable, and that the only aim of the 
Coup d*Essay was "pour supporter 1’honneur de ce pays". ' Sagon feels 
himself to be the unrecognised champion of justice. Was it not right to 
attack such a vile detractor of the church?

Est ce mal faict de contredire ung homme 
Qui tant mesdit de l’eglise de Homme?
Est ce mal faict de preacher A crier
Apres celluy qu’on veoit sans fin pecher? 5)

Changing his tune s«newhat, Segon then declares that he was in fact 
doing Marot a good turn in warning him of his faults, and of the steps
that justice would want to take against him.

Congnoissant done que Marot n’a eu honte 
D’ainsy nesdire, et qu’il ne tenoit compte 
De sortir hors du peril & danger,
(Ou eiicor est pour falntement changer)
Estoit il pas bcsoing que l’advertisse 
Qu'il evitast fureur de la justice?
St 8*11 voulloit en France retourner,
Qu’il converoit son courage tourner? 4)

1) Elegie de Ssfton, 11.1)1-138.
2) Ele^ie de Segon. 1-151.

3) Elegie de Segon. 11.201-204.
4) Elegie de S a ^ n . 11.213-220.
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Nevertheless I continues Sagon in & less benevolent tone, the evil that

he had already attacked in the Coup d.'Essay still exists, and France
should beware.

Ce n'est pas tout, laissons là le malheur 
Vecy dont sourt le tristesse & douleur,
Et ce qui tient Sagon en desplaisance.
Marot banny, ou fuitif de le Jf**rance 
La republique estimoit estre temps 
Saine d'erreur, de noises A contens 
Pour en avoir une cause chassée;
Mais du peril la crainte n'est pas passée.
Car le venin s'est aux veines caché,
Pour rendre ung jour le corps public fesché. l)

The poison in the system of the "republique" gives rise to some of 
Segon*8 more imaginative lines#

Mainte partie estant inferieui*e 
Cause à ce corps douleur intérieure#
Tant qu'on pourroit en ce lieu par raison
Paire venir une comparaison
D'homme ayant fievre, ou chaleur sur nature,
Qui pense avoir allegeexice future,
Ou es ter,cher son feu A son ardeur 
Par boyre l'eau en se grosse froideur*
Et neantmoins après petite espace
Tout le plaisir du froid breuvage passes
Et augmentant, le mal, sa maulvaistié
Rend plus malade ung hORune le moictié. 2)

In the same way, France, in exiling Marot found temporary relief from 
heresy, but this relief is all the more dangerous because it is not 
permanent. After this display of what Segon supposes to be poetic

1) Ele^ie de Sagon. 11.243-252.
2) Ele^ie de S a^n. 11.253-264
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virtuosity, he concludes with e final condemnation of Merot, end a 
passage in praise of the Parlement. The poet is still unaware whether 
his poem is "report" or "songe"^^ end ends on a grandiose note.

Mais je ne scay si c'est report ou songe,
Ou le penser qui ceet escript prolonge.
Si c'est report, je ne puys offenser,
Sncor moins, si c'est vrey penser.
Car l'ung et 1'aultre a par coustume antique 
Lcy d'eswouvoir la fureur poétique. 2)

It can be seen from the above passages, that there is verj little in 
the way of "elegiac" poetiy in Sagon's so-called elegy. What Sagon 
presents as "tristes vers", is in fact very little different from the
rather ill-argued invective that he directs against Marot in the Coup
d*Essay. and other poems. In describing one of the collections of pieces 
t gainst Marot, in which the El erne appesrs^^H. Guy gives us a clue as 
to why Sagon may have chosen the title "Elégie" for his poem. The dispute 
had already been going on for some time, and Sagon found some difficulty 
in varying his ways of attack.

"Réduit maintenant à se répéter, le chevalier de Dame
Sorboniie têche en vadn d'éviter la monotonie. C'est
en vers et en prose, en français et en latin (même 
en grec) qu'il insulte abondamment, ou fait insulter 
le clan adverse# mais les dialectes ont beau varier.

1) Elegie de Sagon. 1. 1. "Est ce point songe ou raport fantastique..."

2) Ele/gie de S e ^ n . 11.309-314.
3) Deffenee de Sagon contre Clement Marot. On la vend au mont Sainct

Hylaire, devant le Collège de Reims. Ho nane of printer, or date. 
Arsenal, 8^. B.L. 6427#
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les injures domeuient Identiques, et elles ne nous 
semblert pas rajeunies lorsque nous les retrouvons, comme 
il arrive dans la Délense. condensées en dizains, arrangées 
en "confutation", ou se déguisant en élégie." 1)

This it seems is precisely the point. Segon, in search of some way of
varying; the foim of his poem, when in fact the content would largely
be the same as those he had penned before it, hit on the idea of presenting
it as a melancholy piece, and, as we see from the references in the text
does not distinguish very sharply between "B1égie" erd "Complainte".
For Sagon, seems to have fixed on the idea that an "Elégie" was necessarily
a sad poem, and this is why he chooses that title. It is possible that
the fact that Marot had used the tern for his own poems spurred Sagon on
to use it for one of his own compositions, for had he not also found the
title for his Coup d'Essay in the Preface of Merot*a Adolescence

2)clementine? It seems quite plausible in view of Sagon*s incapacity 
for originality that he took the name "elegy" from Marot*s collection 
of love elegies, without much knowledge of what the title had implied 
for Merot*8 poetiy, or for the poetzy of the Ancients. In this way, 
he chose this title for a poem which is little more than ill-constructed 
invective, api^arently believing that this was a suitable title for a 
piece in which he was "se coaplsignant". For Sagon, the feelings of

1) H. Guy. Histoire d# ̂ J ^ s i e  fryicaise au XVIèrae siècle. Vol. II,
Clément Marot et sOff' I 596.

2) In the preface to the Adolescence clementine. Marot addresses his 
readers thus*"He vous cheill© (mes Freres) si la courtoysie des lecteurs ne nous
excuse, le tiltre du livre nous excusera. Ce sont Oeuvres de
jeunesse, ce sont coups d*essay."
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aiiger ejid righteous indignation which he ettenpts to convey, have 
changed his usual style Into "tristes vers", and this for him is the 
essence of the elugy.

Prom our study of both the poens to which Jean Bouchet gave 
the title "?L1 é/dle" and the one poem to which Segon gave this name, ve 
can conclude that if Marot had set an example in naming his love epistles 
"élégies", it was not an example which was to be slavishly followed.
On the one hand, Bouchet*0 first use of the title "élégie" was for a 
piece which is a lament on death, and here in fact he anticipates Merot, 
who did not use the title "élégie" for a lament on death until 1558*
In a sense Bouchet follows Marot*s example more closely in calling four 
poems, or rather groups of poems, elegies, since they ere a type of love 
poetry, and all have unrequited or lost love as their themes. Neverthe
less, in their form, arid very largely in their content three of Bouchet*e 
Elèves are so tied to the mediaeval tradition of love poetry, that it 
seems highly incongruous that they should have a title which suggests 
affinities with the Latin elegiacs. In the case of the Quarte cilegle. 
the influence of Ovid* a Heroides shows that Bouchet did in fact know 
something of Ovid's love poetry. In all probability Bouchet*s knowledge 
WES confined to the Heroides and, as the title of the volume which contains 
the four elegies suggests, the heaedie Amoris. There is no question 
here of either knowledge of the Amores « or of an attempt to imitate
Ovid’s elegies. In Sagem's choice of the title Elégie for a poem which 

rvohes^affinities with neither the Latin elegiacs, nor scercelyÿ(v'ith Marot*s
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elegies we hôvo the strexigeet example of an "Elégie" that occurs in the 
first half of the century. Sagon merely seens to heve chosen the title, 
on the one hand to attempt to vary the foim of his poems directed against 
Marot, and on the other, because he assumed that the matter of his poem 
was suitable for this title. It is certain that neither Bouchet, who 
was nothing of an innovator, nor Sagon, another ultra-conservative, would 
have used the term elegy, had it not been suggested by Marot a few years 
before the publication of the poems we have discussed. In this sense, 
it is because of Marot * e influence that it became possible to use the 
terra. However, it seems that at this stage, the term was so ill-defined, 
and 60 little established, that it was taken by the two poets in question 
to be applicable to a wide variety of types of poetiy.
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Charles de Kaigte-Marthe's Elegies

In 1540, a volume of i>oetry by Charles de Seinte-Marthe was 
published at L y o n s . T h e  volume was divided into three books, and one
of these books contained a section of poems, which Salnte-Merthe entitled 
KleKiea. Although Sainte-Harthe was by his own avowal ̂ 2 faithful disciple

1) La Poésie Françoise de Charles de Saincte Marthe, natif de Fontevrault
en Poictou. Divisée en trois Livres. Le tout addressé à tresnoble
& tresillustre Princesse, Madame la Dudiesse d*Estampes et Contasse 
de Poinctievre. Plus un Livre de ses Amys. Imprimé â Lyon chés
le Prince. M.D.X.L., B. Net. Hés. p.Ye 193.

2) Sainte-Karthe insists on his debt to Marot in an epigramme. Poésie 
Françoise, p.55- A Clément Merot. son Pere d*Alienee.

Que dira l'on, de me veolr si hardy 
De composer après toy, 6 Clément?
Mon cerveau n'est encor tant estourdy 
Que ton pareil me dye aucunement.
Car davant tous je confesse haultement,
Que seulement ton apprentif je suis,
J'escris, j'invente, & fais ce que je puis.
On ne me sent tourner à l'iœpropere 
L'escrivent totalement t*ensuis.
Qui reprendra l'enfer:t qui suit son Pere.

Sainte-Harthe follows Marot closely in the genres he Includes in his
Poésie Françoise, which contains Eplgrammes. Ballades, Rondeaux, 
Epistres and Elégies. In her study of Sainte-Marthe, Caroline 
Kuuts-Kees devotes a large part of one chapter to Sainte-Marthe's 
imitation of Marot. See Charles de Sainte-Marthe. 1512-1555. Etude 
sur les premières années de la Renaissance française, traduit par 
M. Bonnet, Paris, Champion, 1914* (This translation is more easily 
available than the original publication in English, published in 
New York earlier the seme year.) Deuxième Partie, Chapitre I,
L'imitation de Marot et le Pétrarquisme. Of Sainte-Marthe's imitation, 
Ruutz-Lees remarks very justly* "En proclamant si hautement sa
fidélité Â Marot, Sainte-Karthe suivit ses pas de très près, d'aussi
près que le permettait son manque absolu de talent poétique."
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of Marot, in fact the poems that he entitles Elegies do not follow the 
patterii of Marot* s elegies at all. They are neither love poems, nor laments 
on death. Rather, they are Jedrly long, serious poems, which, with the 
exception of the first elegy, reflect Sainte-Marthe's religious and 
philosophical preoccupations. Whereas it is hardly surprising that 
Bouchet end Sagon, who were far from being Marot*s followers in their 
poetry, should have given the title "élégie" to poems very different 
from Marot*8 own Elegies, it is strange that Sainte-Marthe, who owes 
a large debt to the poetiy of Marot, diverges so far from his acknow
ledged master in his own Elégies. In fact Sainte-Marthe presents his 
elegies and epistles in the same book of the Poésie Françoise, but divides 
the book into two sections, and includes a Preface to the section of 
elegies in order to distinguish between them. Prom the Preface we can 
gain some idea of what Sainte-Marthe considered the difference between 
the Epistle and the Elegy.

Elegies•
Au Lecteur Salut 

Nous te guerdons (Lecteur candide) un livre d*Elegies, 
lequel voulons mettre en avant, è part, tant pour la 
diversité, que pour la gravité des matières lesquelles 
y sont comprises. Ce pendant te plaira lire & prendre 
en gré, celles que t'avons volu advancer, comme Arres 
de Plus grand'sommet laquelle te payerons quand nous 
auras donné è cognoistre le passetemps dé noatre labeur 
t'avoir pieu. Dieu soyt avec toy. 2)

1) Elégie du Tempé de France, en l'honneur de Madame la Duchesse
d*Estampes; As the title suggests, this is an elaborate poem in praise 
of the Duchess, including a long description of the Vale of Tempe.

2) Poésie Prancoise, p.197*
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For Salnte-Herthe it seems, one of the distinguishing features of the 
elegy is its "gravité". This certainly is true, since the epistles 
are a mixed beg, containing some fairly lig^t love poetry, and some 

letters to the author's friends, family, and patrons, and the elegies, 
with one exception, treat in a highly serious manner religious and 
philosophical questions. The other distinction which Sainte-Marthe 
attempts to make does not appear to be nearly so valid, since, as far 
as "diversité" is ccmcerned, there is a much greater variety of content 
treated in the Epistles than in the Elegies. In complete contrast to 
Marot, who uses the Elegy primarily as a vehicle for love poetry, Sainte- 
Marthe excludes love ©ntii-ely as a theme for his elegies. His love 
poetry is to be found in his Epi gramme s. itondeaulx. Ballades, and in 
his Epistrès.

Hot only does Sainte-Marthe show independence from Marot in the
content of hie elegies, but also in their form. V/hereas Marot almost
without exception uses a decasyllabic line with rimes plates for his
Elegies. Sainte-Marthe uses in one case the alexandrine^^and in another
a combination of lines of five and ten syllables. There are three long

2)lines to every short one. ' It is possible here that Sainte-Marthe may 
have known the Latin elegiac cotq>let, which combined the hexameter with

1) Poésie Françoise. pJZL4. De l'Ame parlante au corps et monstrente 
le prof fit de le mort. Vers Alexandrins.

2) Poésie Françoise, p.210. Du vray bien et nourriture de 1*
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the pentameter, and that hla alternation of long and short lines was an 
attempt to imitate the metric usage of the Latins. At all events, the 
variation in the forms of his elegies shows e further divergence from 
Marot*8 example.

As we saw in Sainte-Marthe* s preface to his section of elegies,
the poet seems to have coruBidered the elegy a suitable genre for more
serious lyrical compositions, and the epistle only suitable for lighter
ones. Sainte-Marthe obviously considered the elegy as a more suitable
vehicle for his "lyrisme grave", for his less frivolous, but nevertheless
lyrical compositions. Marot himself seems in fact to have been undecided

-ior
as to the most suitable genre the more serious end of the lyrical 
r e g i s t e r . I n  his Dieu gard à la Court composed in 1537» he refers to 
hie poem as an elegy, "Doy je finir 1»elegie présente". ' For Sainte-Marthe

1) of. Clément Marot. Oeuvres Lyriques, édition critique de C.A. Mayer,
p.21.
"Los Cantiques". Le premier poème que Marot intitula Cantique est 
celui adressé è la Déesse Santé pour le roy malade; il fut composé 
en juin 1537» ©t publié dans les Oeuvres de 1538. Toutefois...dans 
le manuscrit de Chantilly..,1a pièce porte le titre Hymne & la Déesse 
Santé. La même hésitation se révèle par la pièce "Plaigne les morts 
qui plaindre les vouldra" qui figure dans le manuscrit de Chantilly 
sous le titre Ccmplaincte è la î oyne de Navarre du maltraicteaent de 
Madame de Ferrare par le duc, son Mari, alors qu'un autre manuscrit 
la reproduit comme Cantique de Clement Marot banny premièrement de 
Kraĵ oe. depuis chassé de Ferrare par le duc et retiré à Venise. Ici, 
comme ailleurs les hésitations de Marot montrent avant tout qu'il 
tenait è réorienter le poésie française en recréant les genres gréco- 
latins. Pendant longtemps il ne fut pas sûr semble-t-il, du nom 
qu'il convenait de donner eu genre lyrique grave. A part les termes 
Complainte. Hymne, et CaxitlQue. il secble à un moment avoir songé même 
A l'Eléfj^. témoin Qe vers au ^ e u  r̂&rd à la Court, composé en 15371 
"Doy je Tinir l'elegie presented bien que, plus de trois ans plus tôt, 
dans la Suite de l'Adolescence clementine, il eût clairement réservé 
cette dernière apellation au poème d'emour."

2) Oeuvres Lyriques. Cantique III, 1.6).
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too the aajne problem aiose. What was the most suitable genre for e long 
serious poem of a lyrical netui*©? It is possible that Sainte-Marthe 
adopted the elegy for this puipose for two reaerns. Firstly, the fact 
that hie "master" Marot has used the title for a group of his poems, 
even though it was for pieces of a rather different nature, wee enough 
to reoommend it to Sainte-Marthe as a possibility. Secondly, Sainte- 
Marthe was en excellent Latinist, with a wide knowledge of the authors 
of Antiquity^)and he mgy well have realised that the Latin elegiac poets 
gave the title "elegy" to poems which treated subjects other than love 
or death. With these two possibilités in mind, Sainte-Marthe composed 
six pieces in all which received the title "Elegie". The first poem is 
a long eulogy of the Duchesse d'Etampes, which includes a long lyrical 
description of the Vale of Tempe. The remaining elegies are meditations, 
some in the form of letters to his friends or patrons, on the true nobility 
of the spirit, on the conflict of the body and the eoul, and on other 
religious or philosophical questions.

Before studying the various elegies of Sainte-Marthe in detail, it
2)is worthwhile considering some of the oircurastsrices of the life of the poet '

1) For an account of Charles de Sainte-Marthe* s education and career,
See F. de Longuemare. Une Famille d'auteurs aux seizième, dix-aepti^e
et dix-huitième siècles, les Sainte*^arthe. Paris, 1902, Chapter 3» 
Charles de Sainte-Marthe and C. Huats-Hees, Op. d t . Chapter 1, 
Premières Années. Vie à l'Université. Chapter 2, Professoratt Exil, 
Chapter 3» Grenoble* Lyon. Sainte-Marthe was a very well read Latinist, 
and knew also Greek and Hebrew, which he taught for a while at the 
Collège de la Trinité in Lyons. See Kuutz-rees. pp.64-65.

2) See the whole of the Première Partie of kuuta-Kees, pp.1-111, and also
Colletet’e translation of Scévole de Sainte-Marthe's account of his 
uncle's life Eloges des Hommes Illustres. Livre III, 37-^^374
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at the tlrae his Poésie Françoise was published, aid in particular the 
influence on him of two illustrious women, Marguerite de Navarre, and 
Anne de Pioseleu, the Duchesse d'Ktanpes. Sainte-Marthe wrote a Latin 
funeral oration^^for Marguerite, end it was to the Duchesse that he 
dedicated hi a Poésie Fi-ançoise.

Sainte«4^&rthe studied law and theology at the University of 
Poitiers. He interrupted his studies in 1533, and taught for a while at 
the newly established Collège de Guyenne in Bordeaux. ' He returned to 
Poitiers two years later, and found that in his absence considerable 
interest had been aroused by Calvin's visit to the town. Sainte-Marthe 
seens already at this stage to have been interested in Calvin's ideas, ' 
but without seriously compromising his orthodoxy. By 1537» he was a 
Doctor of Law and of Theology, end shortly afterwards obtained the post 

of "Professeur royal" of Theology at the University of Poitiers. Around 
that time too, he attracted, the attention of Marguerite de Navarre, who 
later gave him a post in her household. Secure in his position, Sainte- 
Marthe proceeded to steer a dangerously liberal ccuiee in his teaching,

1) In obiturn inoomparabilis Margarita©, Illustiissimae Navarroru®
Regina©, Oratio/f funebris, per Carolum Sanctomsrthanum.,.Parisiis,
Ex officine Keginaldi Calderii & Claudii eiua filii, M.D.L.

2) "Pour ©n 1celluy colliège regenter et faire classe et regie à composer, 
et prononcer oraisons, dialogues comedies et lire publiquement".
Extract from Sainte-Marthe's contract with the Principal of the College, 
Jean de Tartaa. This is quoted in full in Ruutz-Hees. Op. cit. p.335*

3) cf. Ftuutz-Kees, Op. cit., pp.15-18.
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ar4 to air his views rather too freely. In a letter to Calvin, dated 
April 1537» he expresses his admiration for Calvin, and his enthusiasm 
for the recently published Fellgionle Christianas Inetitutio.̂  ̂ The 
letter leaves no doubt at all where Sainte-Marthe's sympathies lay in 
matters of religion. However, he cannot have been very active as a 
Reformer, as the authorities left him in peace for several months.
Eventually his situation became difficult, and finally he was forced to 
leave his post, and to leave Poitiers. After a stay at Arles, he moved 
on to Grenoble, where he was imprisoned as a result of his enthusiasm 
for the cause of the Reformers. He was liberated throu^ the influence 
of powerful friends, possibly Marguerite de Navarre, or what is more 
likely, Jean Marcel d'Avanson. * He was then offered a post at the Collège 
de la Trinité, Lyons, where he taught Greek, Hebrew and Latin. It was 
at Lyon, during the year that he arrived in the town, that his Poésie 

Françoise was published.

In view of his tribulations, it is not surprising that Sainte-Marthe

1) Carolus Sammathanus sacrarua literarum in Pictaviensi Achademia 
regius professor, D. Joanni Calvin© Lausenensi Ecclesiastae viro 
pio juxta et erudito. Herminiard. Correspondance des Réformateurs. 
Vol. IV, no. 625.

2) of. liuutz-Kees. Op. oit.. p.53. In the dedicatory Epistle of the 
Livre dee Amye. A Monsieur le Secretaire D'avenson. Charles de 
Sainote-Karthe salut. Tp.2&)T refers to him as
"Celuy lequel au besoin s'est monstré par effect mon Amy."
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Ofjreed to the suggestion of & friend, the Due de Monteusler, that he 
should dedicate the Poésie Fiancoige^^to the Duohesse d'Etaapes, thus 
hoping to gain her protection in times of trouble. At the sera© time, to
le doubly sure of the efficecity of his dedication to the Duchess,
Sainte-Marthe addressed an épigraraiie to Marot, A Luy meetse. luy recom
mandant ses Oeuvres, vers Madame la Duchasee d'Estampes.

Tu veois, Marot, quel moyen j'ey trouvé
Donnent mon Oeuvre A la Perle d© France,
De me tirer hors de toute soui'france.
Approuves lé, desjà est approuvé 
Reprouves lé, deajà est réprouvé,
Ays de ton Fila (o Pei'©) souvenance. 2)

Apart from the dedicatory Epistle A Madame la Duohesse d*Estampes luy
3)présentant ses Oeuvres,  ̂ the Poésie I'Yancolse contain© six pieces 

dedicated to the Duohesse,and of all of them, the Elegie du Tempé 
de France is the longest and most elaborate.

1) Poésie Françoise. Livre des Amy», pp.227-228. Léon de Sainote-Kore.
dit de Konthoaler. chevalier de l'ordre de Salnct-Jean de Jhéruaale®.
A Charles de Seincte-Marthe. The Duke begins by congratulating 
Sainte-Marthe on his appointment at the Collège de la Trinité, and 
then suggests the dedication.

2) Poésie Françoise, p.55#
3) Poésie Françoise, p.9*
4) Poems dedioated to the Diichese.

Epigrammes.
De Madame la Duchesse d'Estampes, p.20.
A Kadane la Duchesse d'Estampes, p.)7»
A Madame la i)uches8e d'Estampes, p.62.
Rondeau A Madame la Duchesse d!Estampes, I m  TecoimmiXmt son Oeuvre. fTCTtCT A Madame la Duchesse d'Us tempes, p.l25.
Kle>de Du Tempé do Pranoe, en 1'honneur de Madame la Duchesse 
d'Estsrapes, p.197#



119.

In dealing with the elegies, It seems only logical to discuss 
first the Elegy for the jhichesee d'Ktempes, and then to treat the other 
elegies in a group together, since they presort a certain unity in their 
choice of themes and their treatment, and particularly in the debt that 
they owe to the Chansons Spirituelles of Marguerite de Navarre.

The elaborate and rather far fetched pun in the title of the 
Elegie du Tempé de France^^seema to have been suggested to Sainte- 
Marthe in sn Epigramme of Merot.

De le Duché d*Estampes
Ce plaisant val que l'on nommoit Tempé,
Dont mainte hyetoire est encor emlielîie,
Arrouaé d'eaulx, si doulx, si attrempé 
Sçachez que plus il n'est en Thesealle*
Juppiter, roy qui les coeurs gagne et lie 
L'a de Thessalie en France remué.
Et quelque peu son nom propre mué.
Car pour Tempé veult qu'Estampes s'appelle,
Ainsy luy plaist, ainsi l'a situé,
Pour y loger de France le plus belle. 2)

Sainte-Marthe takes up this idea, and extends it first with a long 
description of the actual Vale of Tempé and then with a long passage 
in which he lists all the renowned poets of the day, showing that France 
is equal to Greek Antiquity in poetic talent.

l) Huuts-Hees gives the poem in its entirety on pp.298-303 of her book 
on Sainte-Marthe. The poem is also reprinted with a selection of 
other poems by Sainte-Marthe, in Bibliothèque Choisie des Poètes 
franooia juaqu'à Malherbe, Vol. XII, Paris 1824. pp.425-432.

2) Epigramme CV.
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The opeîàin^ passage is worth quoting at lerigth, since it hoth shows the 

poet in one of hie more fortunate attempts at lyrical description, and 
at the seme time shows us hie extensive borrowing both from the literature 
of antiquity, and from Karot.

Jadis il fut un lieu en Thessalie,
Place estimée à morve!11es jolye,
Cinq mille pas ayant en sa longeur,
Six mille aussi en patente largeur,
Champ delectant par plaisante verdure,
Champ produisant toute bonne pasture.
Champ, le vrâ ' lieu de toute aménité.
là, y ûvoit grande dive site
De toute floours & verdoyante bocaiges,
Ou l'on oyoit les beaulx & doulx ramaiges 
Des oisillonts, chantants aouefvement.
Là floriseoyent touts Arbres noblement,
Si tresespects, qu'il sesbloyent forests fortes,
Et produysoyent des froicts de toutes sortes,
Amoeiilté leur umbrelge rendoit,
Et de Fhoebus tresestuant gardoit,
Gerdolt de Vent, de Pluye et de Tempests.
Là, n'y h&ntoit aulcune fere Peste,
Qui jour ou nul et peust celuy dofamalger 
Lequel y fust allé se soullaiger.
Il y avoit devers la main ecneatre 
Des petits Montas & aultant à la dextre,
Qui fiu beau lieu de deffea;ee servoyent 
Par leur circuit, duquel l'environnoyent.
Fortifié ainsi fut, par la cure,
Et le grand seing qu'y avoit mis Rature.
Par le milieu, pour la perfection 
De tout soubhalt & delectation.
Qui al trosbien y estoit ordonnées 
Alloit dormant le Cristallin Penée,
De tous coetés de be&ulx Arbres vestu, î^osquels estoyent tous jours en leur Vertu.
Et ce lieu là, garny de toute aisance,
Et lieu remply d'incredible plaisance,
Lieu soubs un Air si tresbien attrempé,
Les Anciens ont appelle Tempé*
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Flusleiirs Auteuis, genta dignes de mémoire,
Le descrivant, ont voulu faire croire 
Qu'oncques ne fut desscube le firmament 
Lieu à celuy se/i bleble aulcunement»
Et out dit plue, tant que seicit durable 
Ce monde cy, qu'il n'auit)it son semblable.
Mais ils n'avoyent esses bien calculé,
Leur Tempé est maintenant recullé,
Leuz' vieil l'empé au nouveau Tempe cedde,
Tempé, qui cil de Thessalie excedde,
Tempe, qui est remply de tout plaisir,
Que soubhaitter {xnxrrait l'humain désir.
Ce beau Tempé, c'est le Tempé de France,
Avec plaisir, lieu de toute aeseuiance.
Auquel habit te un Cueui* ai ti*esloy&l 
Qu’il est trouvé digne du Lys Royal.
Du vieil Terapé, toute la grand'tenue,
En certains pas fut jadis contenue;
Et le plaisir que là on pretendoit.
Tant aeulcfuent par ternes s*est&ndoit.
Rostre Tempé, (dxose miraculeuse)
Quoy que ne soit place tant spacieuse.
Il comprend plus toutefoy que celuy,
Que l'on disoit n'avoir pareil à luy.
Le vieil Tempé estoit plain de flourettea,
Que produisoycnt verdoyantes herbettes 
En graiid odeur, plain d»Arbres florissants,
Et d'iceulx, fruicts de toute sorte yssents.
Ce nonobstant, quoy que soit chose heurée,
Elle n'est point d'immortel durée,
L'herbe flétrit, & deseiche la floeur,
Et par le temps se perd scuofve odeur.
Les Arbres verds perdent leurs verdes fouilles 
Perdent leurs fruicts, aveoques leurs despouilles.
Et n'ont plaisir, que pour un certain temps,
Mais le Tempé, duquel parler j'entends,
N'a point ainsi plaisance deflnle,
Immortelle est la sienne & infinie. l)

In her discussion of this elegy, Caroline Ruutî>-Rees has various

1) Poésie Françoiset pp.l97-^99•
2) Buuts^riees. Üp. cit. pp.135-134-
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suggestions to make about the possible sources for various parts of the 
description of the Vale of Tempe. According to her, some of the details 
of the evocation of the birds, in lines ten and eleven ere strikingly 
similar to a passage in Marot's Temple de Cupide. The parallel is 
not a vezy close one, and in the description of a Isndscape within these 
narrow limits, this seems little more than coincidence. Whet does seem 
more plausible is her suggestion that Sainte-Marthe culled some of his 
ideas from Marot's translation of Ovid's Metmnorphosesthowdi here 
again, we should quelify this statement, since it is equally possible

1) Marott Oeuvres Lyriques. Le Temnle de Cunido. p.93, 11.119-122 end 
11.125-130.

Le grant Dieu Pen avec ses pastoureaux,
Gardarit Brebis Boeuf#, Vaches & Thoreaux 
Faisoit sonner chalumeaux, cornemuses,
Et Flageolets pour esveil1er les Muses....
Les oysellet» par grant joye et deduyt 
De leurs gosiers respondent à tel bruyt.
Tous arbres sont en ce lieu verdoisns;
Petits ruisseaulx y furent undoians,
Tousjours faisans au tour des près herbus 
Üng doulx murmureI

2) Le premier livre de le Métamorphosé d'Ovide, 11.1123-1134.
En Thessalie une haulte forest
Par tout enclost un val, qui enoor est
Komraé Tempé, tempers, fleurissent.
Parmi lequel Peneus fleuve ysssnt
Du fons du pied de Pindus, grand*montaigne
D'eeulx escumans le pays tourne et baigne
D'un roide cours les nues embrumées
Va conduisant, qui petites fumées
Semblent jetter & va si roidement
Contre les rocz, que du redondement
Les boys arrouse & de son bruit qui sonne
Les lieux plus loing que ses voisins estorme.
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that Sainte-Karthe took the passage from the original Latin. The passage 
in question gives a short description of the Vale of Tempe, setting the 
scene for Jupiter's pursuit of lo.

Ruutz-Rees also suggests that Sainte-Marthe may have known and 
used a passage from Aelian's Varias Historiae.̂  ̂which gives a detailed 
description of the Vale of Tempe* The passage describes first the high 
mountains which hem in the valley, then the river Peneus, and then 
comments on the valley: '

Habet autern hie locus varios et omnia generis amoenos 
recessus, non menus humanae opera, sed spontanea 
naturae, quae tunc omnia ad pulchritudinem ei conferre 
etuduit, quando locus primum est ortus. 2)

Although Aelian does not introduce Sainte-Marthe' s birds in his description, 
the essential elements are certainly there. It seems possible too, as 
Puutz-Rees suggests, that Charles de Sainte-Marthe culled some of his 
descriptive details from part of Lorenzo de' Medici's Silva d'Amore,^^

1) There were possibly two editions available to Sainte-Msrthe, .
Ex Aeliani historia per P. Gyllium latine facti Itemque ex PorpyriOt 
Heliodoro, Oppianot turn eodem Gyllio accessionibus aucti libri "xvi... 
Lyon, Gryphe, 1533.Variae hiatoriae. Libri XIV...Rome, 1545*

2) I have used, and quoted from Variae Historiae. Graece et Latine, 
Amsterdam, 1731$ Lib. Ill, Cap. I. Describuntur Tempe Thessalica.

3) Opere di Lorenzo de» Medici, detto 11 magnifico. Florence, 1825.
Vol. II, p.89$ Silva d'Amore.

E un monte in Teseaglia Pindo 
Più celebrate già dai sacri vati,
Ch'alcun che sia del vecchio Atlante all'Indo 
Alla radice I'erba e i fior ben nati 
Bagnan I'acque d'un fonte chiere e vive....
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where the Italian poet dwello on the beauty of the flowers end grass, 
and on the senii-mlraculoua quality of the atmosphere of the valley with 
its ♦'eterne primavere”.

In looking for the sourcea of this particular passage, the 
possibilities are enormous, as this particular landscape was extensively 
desOld bed in both Greek and Lstin literature. Pliny describes the valley 
in his Natural History (Book IV, 8.) and the valley is mentioned by 
Herodotus, Lucian, Apollcdorus, and in Livy and Ovid. E.R. Curtius 

concludes after discussing the various descriptions, in a chapter on 
the Iaeal_]>£nd3cape.̂  ̂ that in the literature of antiquity Tempe simply 
stood for a certain type of mixed landscape.

"Tempe had long since become the generic name for a variety 
of Locus Amoenua. a cool wooded valley between steep slopes.
In his praise of rustic life, Virgil (Georgies, II, 4) had 
said that countzymen lacked the luxuries of the city, butt

At secura quies et neecia fallere vita 
Dives opum v&rlarum, at latis otie fundis 
Spelunca vivique lacue, at frigida Tempe 
Mugitusque boitum mollesque sub arbore soeml 
Non absunt.....

Servlus had commented on this passage that Tempe was properly 
e Locus Amoenus in Thessaly, but stood by catachresia for 
any charming place, (abusive cuiusvis loci amoenltas). 2)

In view of the bewildering number of sources for the description of the

1) H.K. Curtius. European Literature aiKi the Latin Middle Aĵ es. translated 
by V.N. Trask, London, 1 9 5 3 . (first published in Berne, 1948, as 
Koropldsche Literatur und lateinisches Mittelalter.) of. Chapter 10, 
The Ideal Landscape, the Pleasance#

2) £»h. Curtius. Op. cit.. pp.198-199*
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Vale of Tempe It would be foolish to pin Stdnte-Karthe down to any 
particular one. However, in view of the particular details he evokes 
it does seem likely that Sainte-Marthe knew the description by Aelian, 
and the description of the valley in the Metamorphoses of Cvid, either 
directly, or through Marot's translation. F*rora the similarities between 
Sainte-Karthe'8 evocation of the valley as a place endowed with some 
kind of semi-magical qualities, and the same type of suggestion in the
passage from Lorenzo de» Medici, it seems highly plausible that Sainte-

iysL /to2- ThxtyiCti^ p d z c i (X J l^ ,

Marthe / may have remembered Mar of s evocation of the singing of the birds
in the Temple de Cupido. All in all, Sainte-Marthe's description comes
from a selection of sources, and not from one in particular.

Probably the most famous passage of the whole elegy is, in fact, 
the passage where Sainte-Marthe mentions nearly all the eminent poets of 
his day. They.are linked with the various Muses that Salnte-Marthe 
considers ’the most suitable. Naturally enough, he heads the list with 
Merot, who is favoured by Calliope. Next comes Jacques Colin, favoured 
by Clio. Saint-Gelais is the favourite of Erato, and Maurice Scéve of 
Melpomene (the Muse of comedy and of the idyll.) Victor Brodeau, "Lequel 
tousjours invente chant nouveau" is favoured by Terpsichore. Jean Bouchet, 
"qui tent de beaulx diets couche, Tous proceddants de sa dorée bouche" 
has as his Muse Euterpe. Last on the list come "Heroet le subtil,
Avecques luy Fontaines le gentil. Deux en leur sons une peraonne unie, 
Chantants auprès de l'heult Polymnie", and Hugues Salel who "escrit de 
telle dignité, Et ses escripts si saigement compassé. Qu'il n'est aulcun
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qui en ce l'outrepasse.** For corne Etrange reason Salel Is linked with 
Urania, the Muse of Astronomy and geometrj^, but it be that the 
explanation le simply that there was no suitable ?̂ use left for Sainte- 
Marthe to nominate as Salel's particular patroness.

Having thus shown that the poets of France are in no way inferior 
to those Greek poets who celebrated Temp# in their works, Seinte-Merthe 
then proceeds to rather more direct praise of the Duchess. In this 
modem Tempe, there ia a "Parc de Plaisir", which is peopled by Honneur, 
Magnanimité, Prudence, and Justice, and in this "Parc", we find the 
DuchésÜ•

là, BU dedans de ce parc, pres d»Honneur,
Qui est du bien aux mérités doweur,
Est noblement une grend^ Darne assise,
Belle, prudente, honorable & rassise;
Ayant regard à merveilles humain,
Couronée est, & tient sceptre en sa main,
Et ce Tempe regent# sarts nul blasme.
Duquel elle est la souveraine Dame. l)

Sainte-Marthe finally invites the authors who had praised the Greek Tempé, 
to judge between the old and the new.

Or venez tous maintenant, vous auteurs.
Du vieil Tempé jadis collodateurs,
Des deux Tempes si falotes conference,
Lequel sera qui aura prefereioe?
Or sus, jugez, jugez en vostre endroit,
Si vous fondes le jugement en drolot,
Rostre Tempé n'est il plus autentlque 
Cent mille foibs, que le Tempé antique. 2)

1) Elegie du Tempé de France, 11.203-210.
2) Elegie du Tempé de France, 11.215-222.
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Faced with this lengthy poem in the honour of the Duchess, it 
is tempting to conclude that Selnte-Merthe attempted to extend the parallel, 
and the pun su^ested by Karot into something more weighty than was 
justified. The principal source of interest in this Elegie is partly 
in the fact that Sainte-Marthe chose this title for a poem of this type, 
and partly in his description of the Yf.le of Tempe and the various 
sources for this description.

Of the remaining elegies, three are in the form of Epistles,
2)one is a monologue in Alexandrines ^and the remaining elegy an exhortation 

to nourish the soul with the "pain incorruptible" of the go s p e l . A l l  
of these elegies have a specifically religious or moral and philosophical 
content. At the same time nearly all this group of elegies concentrate 
particularly on the more unorthodox, and specifically evangelical aspects 
of Salnte-Marthe*8 thought. This is true of course for the whole of the 
Poésie Françoise, but it does seen that Salnte-Marthe considered the 
elegy as a particularly suitableyfor expressing his religious thought.

1) Elegie en forme d'Epistre à Monsieur le Chevfdier de Mothozier#
Poésie Françoise, pp.205-209*
A Monsieur Verjust de Macon. De la vraye noblesse, pp.216-218.
A.P. cte Marillac. Que le Cueur fort magnanime est le seul riche du 
Monde, par son contentement. pp.219-222.

2) Elegie de l'Ame parlante au corps et aonstrsnte le proffit de la 
mort. Vers Alexfindrins.

3) Du Jray bien et nourriture de l'âme, pp.210-213* It is in this elegy 
that Sainte-Marthe experiments with alternating long and short lines, 
cf. supra, p^.
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Certainly, in view of hie recent persecution, Sainte-Merthe is surprisingly 
bold in his choice of subjects,^^arid in these five elegies he treats

l) cf. liuutz-Kees. Op. cit. pp.68-70*
"Ses poèmes furent publiés quelques mois après son arrivée à Lyon.
Ceci semble prouver que Salnte-Marthe se sentait suffisamment à 
l'abri des attaques dirigées contre ses opinion©| car ce volume, 
bien qu'il contint un poème ou deux destinés à effacer les doutes 
qu'on pouvait concevoir sur son orthodoxie, par exemples A Tous 
Chrestiens. En la personne de la vierge. Mère de Dieu et Qu'on 
cognoiat lâ vive et vraye Foy par 1es Oeuvres (p.F. pp.45 and 62), 
ne laissait pas de présenter des points capables de faire naître le 
soupçon. Telle était par exemple son insistence è interpréter 
certains aspects de la Foi sur lesquels l'Eglise, à dessein ne se 
prononçait pas à cette époque. Cette insistance devenait de plus en 
plus caractéristique chez les nouveaux réformés. La doctzlne de la 
Grace, par exemple, est exposée avec intransigeance dans le poème par 
lequel débute le livre troisième de le Poésie Françoisei

A Dieu. Confession de son infirmité et Invocation de sa Grâce.
Je soay (Seigneur) je scay, telle est ma Foy,
Que les Humains ne peuvent rien de soy,
Que se donner aulcun bien H z  ne peuvent, 
ër décliner le mal quand H z  le trouvent,
Si telle force ilz n'ont par ton moyen.
De toy (Seigneur) vient le mal et le bien.

De même, le salut par la Foi constitue le thème dominent de le longue 
Elejd.e. du vrey bien et nourriture de l'Ame» et le poète Insiste 
plus d'une fois sur la Prédestination...Ces sentiments déjà assez 
suspects le devenaient davantage par l'omission de toute allusion aux 
Saints ou à toute intercession autre que celle du Sauveur. Sa 
paraphrase imitée de Karot, du Psaume CXX, que le grand poète n'avait
pas composée n'était pas faite pour plaire aux orthodoxes, non plus
que son insistance sur la nature purement spirituelle du Sacrement de 
l'Eucharistie dans la Balade double, contenant la promesse de Christ.
sa Nativité. Passion. Resurrection et précieux sacrement de a<m corps,
icy à noua délaissépour ^aige de salut; (p.F. pp.110-112)

Car H  luy est un seui et riche geige.
De prendre part au Celeste hérit%e,
Si par Foy veult son Cueur y arrester,
Et 1'©rrestant, par Foy plus le gouster

(Note continues on following page.)
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justification by faith, predestination, and the doctrine of grace. As 
Kuutz-Rees rightly stresses these "sins of commission" are aggravated 
by Salnte-Marthe*8 "sins of omission" since he omits almost completely 
references to the Virgin Mary, end speaKs of direct intercession of 
Christ end God the Father, without the Intermediary of the S a i n t s . I t  
seems safe to conclude that Salnte-Marthe* s stay in prison had by no 
means diminished his religious enthusiasm, and that his convictions were 
very much those that he expressed in his letter to Calvin from Poitiers. 
Kuutz-Keea remarksi

"L'impression que l'on garde de l'étude de ces poèmes, impression 
que renforce le liste des personnages dont Sainte-Marthe 
escompte le pi*ctection c'est qu'il ne penchait pas moins qu'à 
Poitiers vers la Réforme, quoi qu'il ait voulu faire croire à 
Faucher. îa protection de Marguerite de Navarre et de la 
Duchesse d'Ktampes, suffisamment puissante pour défendre un 
hérétique, n'était pas faite pour donner è celui qui en 
bénéficiait une grande réputation d'orthodoxie. Beaucoup 
anathématisaient encore le nom de Marot et les sympathies de 
Montausier paxaissent suffisamment dans la formule finale de 
sa lettre, "Je supply 1*Etemel, nostre justificateur et dateur 
de toutes graces, nous conduire en spirituelle vie." 2)

(Note 1 continued from previous page);
Que par la Chair, qui le contraire clame,
Car on ne peut de ceste chair taster 
Le divin pain, nourriture de l'Ame.

Ce passage de Sainte-Marthe, frise pour le moins, une des 
doctrines de Luther, qui furent solonnellement condamnées, en 
1521, per la Faculté de Théologie de Paris, savoir; celle qui 
consiste à croire qu'en la Fol réside 1'efficacité des Sacrements."

1) cf. "Seul suis ton Dieu, seul suis ton eaulvement" and
"Viens droict à rooy sans avoir déffiance", from 

Jesu Christ estent en Croix parle à un chascun Chrestien. Poésie 
Françoise, p.73*

2) C. Kuutz-l ees. Op . cit. p.71*
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In view of Sainte-Marthe*s preoccupations, it is not surprising 
to find that several of his elegies owe something to the Chansons Spirit
uelles^̂  of Marguerite de Navarre. On the one hand it seems likely that 
certain compositions of Marguerite's gave Salnte-Marthe the idee for a 
whole poem âiid in other oases we find simply shorter passages which are 
strongly reminiscent of passages in Marguerite's poetry. These parallels 
will be indicated as they occur in examining the various elegies.

l) The Chansons Spirituelles were not actually published until 1547
in Marguerites de la Marfnierlte dee Princesses. Lyons, J. de Tournes. 
However, it does seem that many of the Chansons were composed by 1540, 
and circulated widely in manuscript in the circles in which Marguerite 
moved, and it does seem likely in this case that Sainte-Marthe had 
everj opportunity of access to them. cf. Kuutz-kees. Cp. cit.. p.189, 
"Dans une de ses Chansons Spirituelles, dont beaucoup, è ce qu'il 
semble, furent composées et mises en circulation dans le courant de 
1540...."
On the date of their composition see also F. Jourda. Haïguérite 
d'Angoulâme. Paris, Champion, 1930, 2 Vols. Vol. II, 1122.
"Dans les Marguerites, toutes les pièces que l'on peut dater sont 
antérieures à 1540. Font exception seules quelques-unes des Chansons; 
celle par exemple sur le mort du Roi. Note 58. J. PIattend n'hésite 
pas (Rev. Et. Reb. T.X., p.340) à supposer que Marguerite écrivait 
ses Chansons dès 1530. Abel Lefrenc les croit des environs de 1540. 
(Grands Eciiveins. p.192).

2) It seems possible that the elegy. De l'Ame parlante eu Corps, et 
aonatrante le ri'offit de la Mort was partly suggested to Sainte- 
Marthe by Marguerite's Discord estant en 1'homme par la contrariété 
de 1*Esprit et de la Chair et Faix par vie spirituelle. Sainte- 
Marthe seems to have been particularly interested by this theme, 
as he wrote altogether four poems besides the elegy, a prayer,
A Dieu Du debat de la chair et de I'Esprit. (P.P. p.49) and a series 
of three dizains, (p.p. p.42-43)*
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In dealing with the elegies, we will examine first the three 
which ere couched, in letter form since they do have a certain affinity* 
First the Elegie en forme d'Epletre à Monsieur le Chevalier de 
Monthozier* In this letter, it is through the personal relationship 
of the two men that Sainte-Marthe conveys his religious thought.
He compares their lives, an̂ i comments on their various trials and 
tribulations. The letter opens with thanks to Monsieur le Chevalier 
for his letter, and lavish compliments on the Chevalier's wisdom 
"haulte science" and "longue experience". In his letter, the Chevalier 
had expressed his satisfaction that throughout his troubles Salnte- 
Marthe had always been, nevertheless^guided by the hand of the Lord. 
Sainte-Marthe here dwells at length on his suffering, which he believes 
to be completely undeserved, end then finally meditates on predestin
ation.

II est bien vray, que si croyons Fortune 
Nous dominer, dirons par rancune 
(Voire à grand tort) à souffrir suis soubmis 
Tant affligé, sans mal avoir commis.
Mais je cogngoys, que Fortune ou les Astres 
(Ce que nous font à croire ces follastrès 
Et ignorants Astrologues menteurs)
Ke sont en rien sur moy dominateurs.
Je ne croy point, qu'ilz puissent avoir on ce 
Dessur mon Corps ou Esprit, influence,
M*assubjectarit plus qu'un eultre à travail.
Je croy plus tost, eatre le puissant vueil 
De celuy-là, qui sur nous seul domine,
Et qui les «aulx augmente, ou bien termine 
Ainsi qu'il veult, & iceulx mesmeroent.
Qui sont Ksleux dès leur commencement.

God the eternal alone guides end guards all men, including Sainte-Marthe,
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whom he delivered from prison. He needs no further proof of the 
perfection of God other than the way he, and the Chevalier, have 
prospered in their virtuous lives, and though they may have moments 
of trouble, the Almighty will always be with both of them. On this 
hopeful and. confident note Salnte-Marthe ends his epistle.

Bur cest espoir arresté & assis,
J'ey mon esprit hors de trouble rassi.
Tant asseuré, que (pour tout dire en somme)
Je ne tiens plus aulcun compte de l'homme.
Car aussi bien j'ey esté deceu;
Chassé de l'homme, avec Dieu suis receu,
Qui «’es esté toujours au lieu de Père
De Mère, 5̂  eur et charitable Frère l)
Non seulement de titre, mais de faict,
C'est ce qui m'a de tout aultre deffalot. 2)

The lest five lines of this passage seem to bo an echo of one of the 
Chansons Spirituelles, where Marguerite expresses herself in very 
similar terms.

Je n' ay plus ny Père ny Mère,
Ky Seur ny Frère
Sinon Dieu seul auquel j'espère,
Qui sue le Ciel et Terre impère. 3)

1) cf. Kuutg-Kees. Qp. cit. pp.50-51* It appears that at the time 
of his imprisonment in Grenoble, Sainte-Marthe'e family gave him 
no help, financial or otherwise. There are several vicious
enigrammes against his family and their indifference to his plight.
In an epistle to the Chevalier de Monthoaier, he complains again 
of their treatment of him, and compares it to the action of wild 
animals who devour their young. These lines in the elegy would 
seem to be not only an expression of his trust in God, but also 
another barb directed at his family.

2) Poésie Françoise, p.210.
3) Lee Marguerites de la Marguerite des Princesses. Ed. Félix Shrank,

Paris, 1872. Vol. Ill, p.120.
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In contrast to the elegy addreseeti to Monthozier, the Elegie à Monsieur 
Verjust. Doyen ae Macon. De la vraye i oblesse^  ̂ owes little to Sainte- 
Marthe* s religious ideas, or to Marguerite de Navarre. The theme of the 
elegy is quite simply that nobility resides in deeds, and not in titles. 
This theme is found, developed to its fullest in Juvenal's eighth Satire. 
The Latin satirist's expression of this is "robilitas sola est atque 
unica virtue".Without imitating Juvenal in detail, Sainte-Marthe 
certainly takes the- idea tor the broad idea of his elegy from him and 

in some passages actually echoes a few lines of Juvenal. In neither case
is the poet as democratic as he at first seems, since Juvenal is lamenting
the fact that the representatives of the most noble families of Rome are 
poor specimen# of the human race when compared with their ancestors, and 
Sainte-Marthe is pursuing the thought, that ttie noble "Doyen" has the 
supreme virtue of being not only noble of birth, but also noble in spirit.

Comme on doibt estimer Gentilhomme 
Celuy lequel estre monsieur on nomme.
Monsieur de tiltre & un Villain de faict,
Tel qu'aujourd'hui par argent on le faict....
Armes j'entends, scuba les faicts vertueulx,
Non pas dessoubz les habits sumptueux.
Armes j'entends, non un tes de peinetures.
Non des surnoms, forgés aux adventures.
Non poinct ces fiers et glorieux regards 
Non poinct aussi mines de ses Braguen&rds,
Ke tous honneurs qu'on faict en compagnie.
Mais de vertu la personne garnie.

1) Jkoésle Françoise, p.216.
2) Juvenal. Satires. VIII, 20.
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These lines by Sainte-Karthe, if not an exact imitation, seem to have 

found some of their inspiration in the opening lines of the Satire in 
question.

Stemmata quid faciunt? quid prodest, Pontice, longo 
saiiguine censeri, plot os os tender e vultus 
maiorum et stantis in ourribus Aemilianos 
et Curios lam dimi(^s umerosque minorem 
Corvinum et Galbom auriculis naaoque carentem? 
qui8 fructus generis tabula iactere capaci 
Corvinum, posthac multa contingere virga 
fumo808 equitum cum diotatore raagistros 
si coram 1opldis male vivitur........

Sainte-Marthe then continues that it is ueelees to be rich and powerful 

if one is not virtuous.

Avoir chaateaulx & riches mansions 
Estre seigneur de grands possessions,
Tenir en coffre or et argent sens nombre,
Et estre dit un Monsieur soubs ceste umbre,
Et cependant de tous coetés happer,
Injurier, mespriser et frapper,
Tenir l'aultruy , soubz couleui’ de fsulx gaige,
Blasphemer Dieu pour orner son langaige,
Et pies de sqy chascun de l'estimer,
Asçavoir mon si je dois estimer 
Ceste Noblesse? ou Noblesse la dire.

Introducing a personal note, Sainte-Marthe directs a few barbs against his 
own family, who had refused to help him while he was in prison. Certainly 
they are noble of birth "er. Mai son apparents", but this is little credit 
to them in view of their conduct.

Nais c'eat aux hoirs bien petite deffence,
Si leurs maieur@ n'ensuyvent sans offence.

Having thus defined true nobility, Sainte-Marthe concludes in a manner
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conducive to flutter Monsieur de Verjust.

Si aulcun est noble par ce moyen,
Tu es celuy (o tresnoble Doyen)
Noble de seng, noble d'une lignée,
De tiltre noble entiquement signée,
Noble d'esprit, d'honneur bien reveatu,
Noble de staig et noble de vertu.

Here Sainte-M:»rthe shows hlmaelf in his true colours. Like Juvenal, he 
is disappointed when those who are of noble birth fall below the standards 
expected of them, end all the more pleased when they combine nobility of 

blood with nobility of character. In this particular case, Sainte-Marthe 
wee almost equally impressed by the "tiltre noble" of the Doyen, as by 
his nobility of spirit.

In tho third elegy of this group, A P. de Marl3lac. Que le Cueur 
fort et mam anime est le seul riche du monde par son contentement^  ̂

Sainte-Marthe develops a parallel theme. Worldly riches, and earthly 
possessions ere all vanity. The only true contentment in this world 
comes from "g-aigoewcr de Dieu". Sainte-Marthe starts off by condemning 
avarice, meanness, end worldly longings. Virtue is its own reward. The 
real way to contentment is throu^ the contempt of worldly things.

Tressalgement Diogene dieoit 
Que ai Prud«ice en l'homme reposoit 
Il priseroit tout cela qu'il desprise, 
Desprisant tout (eu contraire) qu'il prise.

l) Poésie B*rencoise. p.219
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Riches ere a "faulx bien", and the only true treasure is the knowledge 
of the Lord.

C'est done threaor infiny que Soigesse,
Cest ur. thiesor qui tcusjours croist sans cesse.
Et vray thresor dé qui vray bien s'ensuit,
Car on touo lieux eon possesseur il suit.
Mais en cocy convient adviser comme 
Saige quelcun par Saigesse l'on nomme 
Car je n'entends celle là des humains,
Ausquelz la vraye eschappée est des mains 
Seigesse dy de DIEU le cognoiseance,
Laquelle fait de tout bien accroiseanc©
Qui tant bonne est qu'en tout temps & tout lieu.
Elle maintient pour souverain Bien DIEU;
Souverain Bien, car à jamais il dure.
Et ne pennet qu'aulcun Mal on endure. l)

Finally, Sainte-Marthe concludes that de Mari1lac is rich indeed with 
spiritual gifts, though he has never been rich in material possessions.

Et par cela, je te prie à bon droict 
0 Mari11 ac, vcoyant qu'en ton endroict 
Tu n'as eu rien (fors qu'en Dieu toc attmite)
Qui son esprit tresgraiidement contente.
Contentement, qui est si plantureux
Qu'il te faict estre un Riche tresheureux. 2)

The two remaining elegies, althou^ they are not in letter form, 
do offer a similarity of theme. In both of them Sainte-Marthe stresses 
the fragility and mortality of the body, and the robustness and immortality 
of the soul. The EXê :ie, Du bien et nourritui’e de l'âme concentrates

1) Foésie Frwicoise, p.221.
2) Poésie Françoise, p.222.
3) Poésie fi'ancoise. p.210.
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on the theme of justification by faith. Since the soul is immortal, end 
the body will pees away, we should concertrate on nourishing: the soul 
with the "pain incorruptible" of the Gospel, arid with faith.

Cest 1 ' A ae done laquelle fault nourrir.
Elle ne meurt, elle ne peut périr,
Non corruptible
Nourrissez-la du pain incorruptible.
C'est l'escript sainet, c'est le sacrée Bible.
Si a cela elle est un coup ductible.
Si elle en mange
Impossible est que soudain ne se change.
Le chair (ainsi qu'un Pourceau en le fange 
Veult demeurer) trouve ce pain eetraitge,
Et n'en veult point.
Il fault l'esprit estre d'elle disjoinct
Et à Jésus (son cher Espoux) conjoinct. 1)

The theme of the flesh as a hindrance to the salvation of the
soul is also the dominant one of the Elê dle de I'Aiae parlante au corps.
et monet rareté le prof fit de la mort. Although on the one hand, Beinte-

2)Marthe's interest in this theme 'owes something to the influence of 
Marguerite de Navarre, the theme itself wee one treated at length in the 
mediaeval dialogue, the Debat du corps et de l'Ame. This debate, which 
probably dated back to the twelfth century^ was popular throu^out the 
Middle Ages, and also had several editions et the beginning of the sixteenth 
centuiy. The debate is introduced as being the dream of a hermit, who in 
a vision, witnesses a bitter discussion between the soul and the body as 
to which of the two is responsible for their damnation after death. l*he

1) Poésie Frejtxooise. p.113.
2) cf. Supra, p. î3û and Buutz-I:ees. Op. cit. p.186-189.
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Boul frSBerts that the body is responsible for its corruption end the body
in its turn asserts that the soul is responsible for the actions of the
body, and is therefore to blame for their ultimate downfall. The debate
ends with the arrival of three devils, who take the soul through the gates
of Hell. Sainte-Marthe, in three dizains describes this strife between
the body and the soul. In the second of the three, he stresses the body
and soul, as in the mediaeval debate, as bitter enemies.

Deux em emys sont en une closture.
Se guerroyants en cruelle discorde.
Voir© & si fault que ceste guerre dure 
Jusques à ce, qu'un seul les deux accorde.
C'est dans le Corps l'Esprit, et la Chair orde,
Qui tousjours ont ensemble difference;
Et besoing est que le Mort s'y advance,
Qui les séparé & termine leur guerre;
Mettant l'Esprit le hault par sa puissance,
La Chair cy bas, avec son Corps en terre. l)

In the elegy in question, Sainte-Marthe uses the form of the
monologue, and makes the soul expand at length on its superiority to
the body, its immortality, end consequently, the profit of death to the 
soul, since it will after death be freed from the distractions of the body. 
The opening passage of this elegy stresses the incorruptibility of the 
soul, and echoes passages of a similar nature in the Elegie Du vray bien 
et nouiiiture de l'âme.

Regôi'de moy, ton Ame, ô mon Corps corruptible,
Regarde, que je suis du tout incorrui>tiblej
Et contemple sur moy, d'intérieur remort,
L*effect, l'esgard, l'effort, et pouvoir de le Mort.

l) Poésie Piancolse. p.43»
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Et ne t'arrestee plua è mon treepae gémir,
Ke per tes vains cla'TjeuiB empescher mon dormir. l)

The fleah is only the enemy of the spirit, and seeks constantly to do 
it harm.

La chair assault 1*esprit malicieusement
Et tend a ceste fin, luy faire par cautelle
(Si le trouve imporveu) quelque playe mortelle. 2)

However, the sinful flesh cannot win this battle, as the final victory 
is bound to go to the immortal soul.

Le monde perd son cours & n*a plus de plaisir,
Car l'esprit a sur eulx triumphante victoire,
Par mort, mis à repos, jouyssent de se gloire. 3)

Binaily the soul addresses the passer-by who observes the tomb containing 
the mortal remains of the body, end begs him not to consider the grave 
with horror, but rather with joy for the immortal soul.

Enten icy, enten toy passant viateur, ^
Et ne soys seulemer t du tumbeeu ̂ ^ectateur 
Soubs lequel mon corps mort j u s ^ à  temps repose

Et ne soy8 cy après vivant en ces te err eur 
D'avoir de Mort, au cueur, ou regret, ou terreur,

1) Poésie Françoise, p.214. Huutz-Kees suggests a further link between 
this elegy, and one of Marguerite's Chansons, in which the writer 
addresses her soul. "Arne, tu n'es en chemin / Ky en le voye / De 
vraye félicité / Dieu t'y convoyé". (Marguerites de la Marguerite, 
Vol. III, p.141).

2) Ibid.
3) P.F. p.215.

4) h tu ' vioth r (% Uua • (/Gw.
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Par laquelle je vy en grand beatitude,
Et sane laquelle estcys devant en servitude. l)

What is remarkable in these two elegies is not only Seinte-Marthe's
interest in the mediaeval expression of the confllot between the body and

iP\athe soul but also^in which hie treatment of this theme points very strongly 
to his knowledge of certain of Plato's ideas on the same subject. In 
both elegies, his treatment of the relationship between body and soul 
echoes Plato, and he reaffirms exactly the same point in part of his
Orel son Funèbre.... de Mar mérité de Navarre. "Car, comme dit le divin
Platon, combien que nous disons l'Homme estre composé du Corps & de 
l'Ame, si est ce que sa meilleure & plus noble partie c’est l'Ame, particip
ante de la raison Se de l'immortalité d i v i n e . He then continues to 
describe the Imprisonment of the soul in the body, the same Platonic 
theme which he amplifies in the Elegie de l'Ane parlante au Corps. This 
interest in Plato seems to nave gained greatly by Sainte-Marthe's contact 
with Marguerite de Navarre, and Abel Lefranc even goes so far to describe 
his attei tion to Plato in the following terms. "Le poète, qui, dans l'en
tourage littéraire de la Heine, a célébré avec la foi le plus ardente, la 
plus communicative, les beautés de la religion platonicienne, ce fut

1) Ibid.

2) Oraison funèbre de la de 1 ' incomparable Marguerite Royne de 
Navarre & Duché*** Reprinted by Anatole de Mont aiglon in 
hi s evli t ion of the Hep tSlron. Paris, Eudes, 1880, Vol. I, pp. 21-130.

3) Oraison Funèbre, p.119»
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sens contredit 1*aimable Charles de Sainte-Merthe."^^ It seems that in 
this respect, the elegies of Sainte-Karthe owe much to the influence of 
the Queen of Navarre, not only for their textual similarities, but also 
for the su gestion of some of the Platonic ideas contained in some of 
them. With the exception of the elegy dedicated to the Duchesse d'Etampes, 
they do present a certain unity in their treatment of moral and religious 
subjects. As is suggested by the author in his introduction to the 
section of elegies, the matter treated in them contains a certain "gravité". 
The diversity of the group of elegies is constituted by their varied 
length, and the variety of subjects within a certain range.

At the same time, there is a certain diversity of form in the 
elegies. The poem for the Duchesse d'Etampes is written in decasyllables, 
with rimes plates, and so are the three elegies designated as epistles.
So far Sainte-Marthe follows the pattern of Marot. However, Sainte-Marthe 
obviously did not take Marot's example as a rigid rule, as the Ele^e de 
l'Ame parlante au Corps is written in Alexandrines. Further, the

1) Abel Lefranc. Marguerite do Navarre at le Platonisme de la Renaissance. 
Bitliothèque de l'Ecole des Chartes, Vols. LVIII, pp.259-292, & LIX, 
pp.712-757. Vol. LIX, p.754.
See also Abel Lefranc. Le Platonisme et la Littérature en France A 
l'époQue de la Renaissance Tl5(X)-l550) , Re^e d'Histoire littéraire de 
la Prance, Jan. I898.
In this lengthy article, Lefrenc makes the distinction between those 
whose interest in Plato was "d*essence philosophique et érudllt̂  
inclinant davantage vers les questions spéciales de méthode, et de 
métaphysique pure". Among their number were Dolet and Pemus. The 
other group, whose interest was "d’une nature plus vague, d'une signifie- 
ation plus large, plus universelle", included poets and writers like 
Charles de Sainte-Marthe, end Heroët* (cf. p.12).
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Elegie Du vray bien et nourri tu?’, e de 1* âme, has a combination of lines of 
ten and five syllables, lliere are in fact three long lines to every one 
short one;

Cest I'Ame done laquelle fault nourrir.
Elle ne meurt, elle ne peut périr,
Non corruptible
Rourissez-la du pain incorruptible,
C'est l'escript sainct, c'est la sacrée Bible 
Si a cela elle est un coup ductible 
Si elle en mange.

In view of Sainte-Marthe's knowledge of Latin literature, it seems highly 
probable that he knew well the elegifo couplet of the Latin elegiac poets, 
which alternated lines of hexameter with lines of pentameter, and that he 
may well have been trying to introduce something similar into French poetry 
when he used this combination of long and short lines. However, we should 
remember that the elegiac couplet was an essential palrt of the form of the 
elegy for the Latin poets, end Charles de Seinte-Mai^the only uses it in 
one out of six elegies, probably as en experiment. At ell events, we 
see from the variety of types of versification used by Sainte-Marthe in 
his elegies that in this matter, he does not follow the pattern that 
Marot set in his elegies. Thus it is obvious that Sainte-Marthe regarded 
the elegy as a genre with a certain amount of flexibility in both form end 
content, and that he by no means regarded the elegies of Marot as a 
definitely fixed guide to the genre.

It seems that for Sainte-Marthe, the elegies of Marot merely 
suggested the use of a designation, which in the case of Latin literature 
could embrace a wide variety of subjects, elthou^ it was more often used
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for love poetry. Although Sainte-Marthe followed Marot 00 closely in 
other respecta, here he showed a large degree of independence, in using the 
elegy on the onçhand for a poem of flattery for one of his protectors, end 
on the other hand for a aeries of serious reflective poems, which mirrored 
in the main, his religious end philosophical preoccupations. Both the 
elegy for the Duchesse d'Etampee, and the other five poems are in fact 
lyrical works. The greater part of the poem for his patroness is taken 
up by a lyrical description of the Vale of Tempe. The other elegies 
represent a type of religious lyricism, which Sainte-Marthe knew in the 
Chansons Srirituelles of Marguerite de Navarre, end whidi in pert he tries 
to imitate, though not entirely successfully. When Maiguerlte's songs 
strike the reader because of their directness and earnestness, well 
conveyed by their brevity, Sainte-Marthe's more reflective and much longer 
compositions fail to sustain our interest in the same way. Nevertheless, 
his attempt at "le lyrisme giave" is an interesting one, both for the 
content of the poems, and the varied forms in which Sainte-Marthe presents 
his elegies. It seems that when the poet was searching for a suitable 
genre in which to express his more serious poetic subjects, he probably 
considered the elegy since it had already been used Igr Marot, and because 
he knew of the wider use of the elegy by the writers of Antiquity. Thus it 
was Sainte-Marthe, usually so far from originality in the rest of his 
poetry, constantly claiming Marot as his "père" instructor, end even 
protector, who chose to use the elegy in his own highly individual way, 
using both forme and themes very different from those of Marot'a Elèves,
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CHAFfia 5

The ttleglea of Charles I'mUim.

After the publication of Sainte-j.̂ arthe * s elegies in 1540, the
next collection of elegies to appear was that of Charles Fontaine. In
his Fontaine d'Amour^^first published in Paris in 1545, Fontaine offered
the reader a group of twenty-two love elegies, which are in effect, like
the elegies of ilarot, love epistles. Again, like Marot, in a later

2)collection of poems, Les Ruisseaux de Fontaine 'Fontaine presents a further 
group of elegies, two in number, which are laments on death.

The similarity to Marot does not end there. The group of love 
elê Ties from the earlier volume covers what is essentially the same 
ground as that covered by Marot in his elegies. Fontaine writes of the 
misery of separation from his mistress, praises her beauty and her moral 
qualities at length, and compledns of her unremitting cruelty and hard
heartedness. However, in the case of Fontaine, there are suggestions that 
Petrarchism, and some of the latin elegiacs^ had a greater influence on his 
elegies than they had on those of Marot.

In the case of the two later elegies, the laments, one on the death

1) La Fontaine d'Amour, contenant Epistres. Elegies et Epigrammes.
I. de Tournes, Lyon, 1545* Brit. Mus. 1073.d.54.
There was also an edition of La Fontaine d'Amour published in Paris 
by J. de • arnef in 1546. B.Nat. R^s.Ye. 1609.

2) Lea Ruisseaux de Fontaine, contenant Epistrès. Elegies. Chants Divers. 
jJpî rrainmes. Odes et Estrennes. T. Pay an, Lyon, 1555*
B.Nat: R^s.Ye. 1610.
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of ü&tWrino, Fontaine's sistor^and % m  other on the death of one of 
Vila aonsi In contrast to Marot's death olê îoc, which owe more to mediaeval 
anteoedentfi than to the latija ele/daca, Fontaine's attempts at thie <;enr© 
borrow rather from Antiquity. l*he aur Xe tre&r.as do Catherine
Fontfilne. soeur de I'authcur contains long ahloh are olooeVy
loodelled on Ovid's elegy on the death of Tibullua«^^ In both oaseo, the 
love elegies# and the elegies on death^it is apparent that Fontaine 
inherited his idea of what Idio elof̂ gy should be from ;iarot. Fontaine 
differs oîdcfly in the use he makes of Latin and Italian souroos# Before 
prooeding to a more detailed study of the ele#es# it ic useful to look 
more closely at the distinction which Fontaine draws between the elegy and 
the epistle# since botii genres appear side by side in tbQ ï̂ onUiizyô d'Mour. 
and cincc# in the Fontaine# the ele^ la siznply a love epistle»

?v.onty-on© of the elegioe in the Fontaine arc love epiotles 
addressed by Fontaine to a real or ixaâ jixiary sdstreos» One of the recurring 
themes is th» frustration of writing to hie lady# and receiving very few 
replies# Throu^jbout the elegies the poet refers to then as "lettre*'^^or 
'*̂ piatre** The only occasion on whioh Fontaine refer© to what be is

1) Amoroa# III# 9#
2) of# bKgie XVII# Fontaine# p#42.

Apréa que j'ay bien veilld et n'ay peu 
Aucunement voua trouver d temps deu 
Four voua bailler un petit mot de lettre# ••

3) of# i;Wgie XX# lontaine. p#60#
m n d  aurez leu l'dpistro (ô fleur des l̂ tmea)
Je vous supply# jettes su feu ose flmmsa#.#
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writing, as an ele^y, is in the poem comrcsed by the poet on eomeone
oloe's behalf* This is La XVIIX Klegie* falote pour le reoepVQur de
F̂ atlhOfiy» adressée à Monsieur du Brueil*^^ îontaino opens thie el«t^ by
speaking for himself, and then hands the narrative over to the receveur*
In his preamble, Fontaine refers to his work thus#

Mon bon Seigneur, par devers vous j'adresse 
I’esorlt present que je fay et je dresse 
En Llegia, & forme de oouiplalnte,
^̂tie verres cy cozmse en un tableau pair.cte*

In thie particular instance Fontaine apr̂ ears to link tlie idea of the
elegy with sadness and absence, since the '^receveur" is bemoaning: his
fate during the absence of hia mistroas* Thus it seeias that Fontaine cofM
aiders the elegy on the one hand as a love epistle, with unrequited love
or separation as its theme, or as a lament on the death of a person# '.lie
distinction is liowevor further complioated, since the section of ^pistres
whioïi follow the elegies in the Fontaine d'Ag&our contains ssny epistle©
with love as their theme#  ̂ Apart from the fact that the poot himself
made the arbitrary division, it is diffioult for the reader to discern
any difference between the love epistles which Fontaine chose to entitle
elegies, wad Uiose he placed in the section of Fpii^tres* TWrs arc Wwever
some minor àifferonoea, which }«int towards what Fontaine might have oon*̂
eidered the difference between the two genres*

1) Fontaine, p#45#
2) All the Lpistles in Les i^uiaco&ux are Lyitres F^^lléres to Fontaine's 

friends, family, and including one to Fronqois' 1er, and one to the 
Buciiess of Fen'sra#
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Aaonr; the nineteen Epistles, several are not addressed to the
poet'o f and som; of them are not love letters* The:*# are two
addressed to two ladies, P:pistle XIIII io directed to "deux demos de
grand boaultd", and i pistle XIX to two sister©* tenth epistle is a
curious piece in praise of maternity rather than virginity, and may well
be addressed to Fontaine's wife.^) A trio of letters, XVI, XVIÎ and
XVIII put before us a dispute between the poet and his mistrees, with
-epistle XVII designated as written hy the lady* The rest of tlie Epistles
are love letters, praising the lady's beauty, lamentin^^ her cruelty, and
deaoribing the effects of love on the poet* In one instance we have a
(particularly striking example of how tl̂ e poet treats a certain motif in
almost exactly the same way in an olo{%y and in an epistle* The poet is
all admiration before the beauty of his mistress, and feels himself both
unworthy end incajmble of set lin̂ ? pen to paper in order to describe her*

Tu m'en croiras en tous endroits et lieux 
lülle pensées viennent devant mes youlx,
ÏÂtaqimlz acroit impossible d'esoriro*
Comment pourroye en ce papier descrirs
Qu*â la lueur de sept ou hulot flambeaux
Voy tes te tins qui î'Séej semblent tant beaux,
Ton m z  longuet, tes joues vermeilXettes,
Ton beau tainot frais, plus que n'ont les fillettes 
Ton large front et ton col cristallin,
Aussi le bort des lèvres courallin.
Tes yeulx riana, oonduiots do telle forme 
Que tu n'as rien sur toy qui te difforme*
Comment ausai mettroye en prose ou vers 

je to voy, les yeulx dosy ouvors 
‘roumar vers moy* 2)

1) e£ . Lffg auiBWftwt de Fontaine. QWftte & m  Floi» «noeiat*.
Flora was Fontaine's second wife, and he married her In 1544» 

2) tawKio I
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Maid ponac tu qu'on poust mettre en eaorlt 
CoRmont je te oy parlor do grand esprit,
Coîmaont te voy veetue et comment nue,
Oom&nt te voy de corps gente et menue.
Comment en cotte et oo;amont en oheaiee,
Comment sur ta choir blanche est mise 
Comoont je tien ton tetin bien refalot*
Tu m'en croiras, on n'auroit jaaaaie falot 
Plume n'y a qui le peuat bien e&orire 
Hy Orateur qui le peuet bien deecrire 
Langue n'y a qui le peust racompter,
Ce papier oy m  le pourvoit porter, 
la main n'est pas de oc travail oapabla,
L'entrepreneur ee aentiroit coupable* 1}

From the two paenagea it io difficult to see that Fontaine attempts to
make any ele&r-out dietinotion between the two genres. Other t^iema too
run t)irou,ii boidi the elef;ies m d  the epistles, such as tina joys of dancing

2)with his lady ^and the poet's oonatfmt (xmplainte at t M  lady's refusal 
to reply to hia letters.^ ̂ Thus in the epistles which treat love, and 
they certainly make up the bulk of the spi^^tles, there is little to 
distinguish them in ttiems fro# the elegies#

From the i?ur«ly technical point of view, there is again little 
diff01*0000# Both the elegies and the epistles are written in decasyllabios, 
with "ri’ses plates"# When we look at the length of tli© two genres, here 
we find what is probably a better guide# The shortest epistle is a mere

1)
2) f^Ywtaine describes t M  joys of dancing with his lady in Elegiee I and

III, end Kpistle III, In Kpietles XIIII and XIX, addressed both to
two ladies, ho again discoursed on pleasures of the dance#

3) On this t)mme, of# Elegies VIII and XVII, and Epistles VI and 
XIII#
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16 linoe,^^aad lonaxaot, an exoeptionaX 90 line mlcwlve in praise
2 )of his lady's beauty* * Most of the epistles arc around )0 lines long*

■Itie shortest elegy is 28 linen long,^^and the longest 104*^^ On m  

averago, moat of the elegiee are around or over fifty lines In length*
It doe» seem that Fontaine coyieidered the elegy a& a longer, and possibly 
more elaborate type of love letter. Here again, the only safe oonolueion 
is that Fontaine's idea of what constituted an elegy was far from clear- 
cut* hen Sebillet in hie ,\rt Focticiue^ /̂vivee a rather muddled and 
ambiguous definition of the eleèy, he is merely reflecting the ambiguities 
ha finds among the poets who write elegies*

vhatever Fontaine's exact concept of the elegy as distinct from 
the epistle, it does seem possible that he was better acquainted with the 
Iniln elegiac poets, and made sliriitly Riore use of them than did Maroi^
In the dedicatory epistle to tlie Duo d'Crldmis, which prefaces the 
r'ontWne d'Amour* Fontaine, fearing that he m y  be criticised for the 
lasciviousness of his love poetry, first of all puts forward Urn defence, 
borrowed from Catullus and Ovid, that althou^ his verses m y  be

1) Epistle XIII*
2) Epistle VII*

5) :̂ legy xxi*

4) Elegy XVm.
5) See Bupi*», Chapter I.
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Xticciviou®, hia heart ie purc*^^ Hô then embroiders on tiiis defonoe by 
Ineietinc on the eaLmplas of the ffyaoue lu&tln poets, who had mistreoaas, 
and wrote erotic poetry aWut tMm.

Jo n'ay oea chooea allè̂ ûèos pour me justifier & 
rendre innocent i car quand, bien eerolt que j'auroyc 
oonjoinot l*eat|4rience avec l'ecorlture, oc no seroit 
nouveaultd, ne cas reprehensible* IX cot tout nmxr que 
TibuXle, poète beau de corps et sçavant d'esprit eut 
(0 «r ARyo giomeais, Proper»© (sic) Cynthia; qvd parfois 
luy aydoit à parfaire ses vers, tant ©atolt açaycntci 
tsomra© aussi la corirme è f)vi4e; Lombia à Catulle. 2)

Apart from this reference to tlie Latin elegiacs, whicit siïows that he 
knew uomxkitnij, of ttmlr lives, and «orka, it does see« that Fontaine was 
paz'tlcularly Interested by Ovid# l'Uë later tiaiislated parts of the 
xoi%odia A^ria^^ond also ten of the llcroldefeP  For the purposes of his 
elegies, Fontaine oulla a certain amount of material from Ovid's b̂aores. 
and it see^ from them that his knowledge of the aeroidee and the 
aloigAraorpnoses was extensive •

1) Catullust Nam oastim ess© dccet plum poctam
Xpsumi versiouloo nihil naoesse est#

Ovid# erode mihi, mores distant a carmine nostro#
Vita vorsounda est, Musa Jooosa mlhi#

2) ; a^faoe a ?r»etMwlt &t
iwnscigi^ur, lo duo d'Orleans, p#&#

/ aagfift9«8 î yo»# i $ W T
AroentOl, 8 # J#L#4# 850.

3]/0 fontaine *0 t>ranslation of Uva fir*st booh appeared in Les Ruisseaux, 
/ p#349#
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From Catullus, Fontaine appeore to have taken little, ap(%rt 
from a few recdnlscoriooo, and the idea for the elef»y on the loss of hie 
nie trees' These borrowing's suĝ êet rather hapluusard scraps
remembered and used, rather than a oonecious conaiotent effort at imit
ation. TMre appears to bo very little that Fontaine took directly from 
Tibullus or ITopertlus.

There is however throug hout the love elegies (and the epistles)
a oonotant use of Petrarohict devioes. R.l. liawkins, in bis study of

2)Fontaine ŝt̂ jgests that Fontaine may have become familiar with Italian 
poetry during? his stay in Italy, which probably took place during t W  
period 1539*1540. Fontaine went first to Piedmont, and then mad© his way 
frMB Turin to Ferrara, oallin̂ ; at various cities on his way, Pavia, 
Cremona and /̂ ontua. hilat he was in Ferrara, be presented a pym to the 
Duchess Bonds, in the hope of 3̂oinin̂ ; her favour, and possibly remuner
ation. ITe was apparently unsuccsesful. A possible explanation is that 
the Duolieaa was at that moment eng aged in defending herself from a now 
wave of persécution by her husband, Uroole d'Este. k̂)wever it is possible 
that this stay in Italy stimulated Fontaine's interest in Italian poetry.

1) This elegy (IX) seems to be an imitation of Ovid's lament on the 
death of Corinna's parrot (Amoroo. IX. 6). which in its tum was 
imitated frwa Catullus' lament on the death of lesbia's spanow* 
(Lugo to, o Veneres Cupidinosque.) This theme seems to have appealed 
partioularly to various sixteenth century poets, who lament tha 
death or loss of dogs, oats, sparrows, and weosola.

2) Cterlea yoetaiiw* CmbrldgA. iUwmcû
PMW. Stvtgie. Jto Hoaanoe 1916.

Tnero is WMsh valuable information on Fontaine's life and works in 
this study. On }*ont8ine's stay in Italy, see Chapter III#
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In an artiole^^on Fontaine's translation of four ©(d̂ pratas by Sannazaro 
Caroline Buuta-he©® even içoo» an far as dating theoc tnmslationo from 
the years of Fontaine'e etay in Italy. This is stating the case ratlaar 
too strongly, since on the one ïimà Sannasaro and Ids works were very 
well known in France, and in any case Fontaine who lived for many years 
in iyon muld certainly be partioularly open to Italian influence, 
simply as being resident in a town f̂ iaoue for its contacts with Italy.

l) C. Ituutg-Rees. Charles Fontaine's Fontaire d'Aiaour. and Simnagaro. 
Vodem Language l«ot«s, larch 1912.
The four epigrmaa in question are#
10 Oalla. which Fontaine translated on. De Gatin. Gatin s© plainot, 
Ciitin se deult. Fontaine, p. 106.
T)e Theleslnae orirdbug. from which Fontaine drew two pieces t 
j.0 Catln. Ainsi oom^e Catln ae mire, FontaifW. p,92.
Autre. Par un matin Gatin se mire, Fontaine# p.93#
The most interesting translation is of Eannasaro's Ad Vesbiam.
sinoe it embroiders on the theme of love as a conflict Wtweon fire
and water, widoh re-appears very freqiawitly in Üîô elegies.

Aspics quam, vsriis distringar Veabia ouris 
Ihror et heu! nostro manat ab i/gno liquor#
Due Tdlus, eumque Aetna simult restriage flammam 
0 laorimae, laorimas ebibe tlemm meas.

Do Amour qui faict feu et eau. Fontsdne. p.99
Je m'esjbahy qu’en eau no suie fondu.
Qui n'ay jamais les {)ovro& joues seiches#
Plus m'esbahy qu'amour m'a rendu 
Tout converti en cendres et flammosches 
Aussi aisé ooimrd» petites mosohos.
Je suis le Nil & suis le mont Etna#
Etna pourtant que je fonds tout en pleure#
Feu, boy ces pleurs qu'amour me résigna,
Pleurs, restroi^mes ce feu et ces chaleurs.
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Certainly, whether Fontaine in faot booame iatorested in Italian poetry 
during hie etry in Italy, or oiatply in Lyons, he does make very frequent 
use of a certain number of the clichés of Fetrarohiem throû jhout tlm 
elegies, and in fact throu«ihout hie pootxy.

In studyintc tlie elegies of Fontaine we will study first Fontaine'i 
borrowings from the latin eXef;ls68, then Ids borrowings from Petrarohiea, 
and finally, try to discern what tJrio influence of Marot was, and whether 
Fontaine carries over any of the mediaeval poetio traditions# Of the 
latin elegiacs, Ovid le a suitable starting point, since it has been 
assvsned that Fontaine borrowed largely from this poot, and in particular 
from the Aiùoros*̂ ^

One of the more strikin̂  ̂paesage# whioh demonstrates Fontaine's 
knowledge of Ovid is in the fourteenth ale^. In it, Fontaine in faot 
does not actually translate, or even directly Imitate, he ei®x>ly exploits 
"Ovidian" matorinl# Here it is not the Amoree that Fontaine follows, 
but the :eroldes. In exhorting hie lady to love him, Fontaine tries to 
spur her on by quoting; a list of tiie great lovers of Antiquity# m are 
young, says the poot, and should therefore tales advantage of our love and 
youth# He then quotes hia list of lovers, most of the couples being 
those who wrote or received the Heroideo*

1) of# I t o M j i e # . P t l 7 7 #  "In hie clOf ios, twenty-four in
number, twenty-two of which are in the Fontaine d'Ampur. Fontaine 
was influenood hy the Amores of (>vld, by Catullus, poaisibly 
bgr Tibullus and I ropertlus."



Antoine More aymn Cleopatra;
Danone a y m  Paris, dont elle entra 
>ln ;̂rand douleur quand Helene il ravit.
Is poindre grand Cam. aBpé nue vit,
Kt fut d'àjûour et d'ardeur entaamd.
PyroauB )m juaquo® à mort oymé
'Iĥ 'Bbé, aussi teeming leurs glaives nud».
Le traiot d'aonouar, le brandon de Vénus 
Ont bien senti Ero et Wander,
Qui ont voulu dOi'i ©piatroe mander;
Kt qui sont morts en poursuyte amoureuse,
Noyés en mer horrible & furieuse. l)

The point to note here, is that Fontaine not only (^ves greater detail 
to the couples whose trar:ic loves are narrated in the Hero ides* but 
that he keep® well within the tradition of Dvid by incistin^^ t!mt Hero 
and Leander "ont voulu des epistree rmnder". Obviously FontaUw was well 
acquainted with t W  lieroides by this stage in his career. Further refer- 
enoe® in the elegies s m ^ e t  that he wa® emnewhat taken by Ovid's refer
ences to Corinna's parrot in the Arioros. In elegy X, where Fontaine 
defends himself against the accusation of boif%; the lover of M s  mistress, 
he remarks*

l0a, si j 'estois un oigiKin pemiquet.
Plein de babil et d'amoureux caquet,
On pourroit dire un mot à l'aventure. 2)

In the elegy on the loss of his mistress' dog, as in (hrid's ele^ on the 
death of Corinna's parrot, Fontaine draws an imaginary picture of the 
burial place of the dog, and the worthy anicaals he will have as companion®

1)

2) ;.le,3r X. t'ontaiiM.. r .2&
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In his final reciting place# Fontaine includes in this H o t  both the 
parrot of Corinna, and Lea bin'a sparrow.

Lo petit ohion d'amour tant bonne et pure,
Digne d'avoir après mort sepulture 
Avec la oMenne (hélas) de Atalanta,
Que le sanglier trop cruel adonta;
Digne d'avoir sa déploration 
i>t sa louange & décoration 
Avec l'oyseau de l'anye à Catulle,
Kt perroquet que Ovide y accumule, l)

It is interesting to note that from the poem of Catullus on the death of 
Leobia's sparrow, which was a short piece of eipiiteen lines, managing to 
convey a oertiin amount of pathos at the death of the epaiww, via Ovid's 
lont#r and more Ironic piece, we oos»> to Fontaine's lencrthy effort (almost 
fifty lines)# The intent has changed, end the death of a pet animal has 
been modified to a mere loss# The whole purpose of the piece Is an occasion 
for Fontaine to discourse at length on the beauty of the lady, and the 
affection she showed for a domestic animal#

Apart from these examples, the textual borrowings from Ovid are 
cdnimal# It seems that although Fontaine quoted Ovid so onergctioaliy

1) EISSLMf Fofitaino# p#27# It is quite possible too that Fontaine's 
{mention of parrots in those two elCf^es msy be a reminisoonce of 
Jean Leaaire's I,es,jlpitr!6*s às In the second epistle,
Letaaire's parrot hero describee his experienoes in the imdezwrld 
of classical antiquity, end having described the wicked anismls in 
Hades, on to list tlis virtuous birds and beasts in the Elysean 
fields# Among "laille oiseaux et eniaoulx gentils" is "le posseron 
de V m y e  de Catulle"# Strangely emutîh, Leraaire dose not include 
Corinna's parrot in his list of virtuous animale* The fact that 
Fontaine does give a list of animals with his mistreas' dog is 
wortlgr to be burled indicates l^t ho may well have been acquainted 
with Lenaire's extensive list of birds and boasts#
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in his preface, and poaeibly & m  hiiaself writing in tlw same tr«¥lltion
ea Ovid's >\poreo. he soaroely uses Ovid as a souroe for M s  love eletfies*
The same ie largely the oas© for i  ontaim*& boirowln^rs from Catulluo#
Apart from the references to Catulluo in the 1 reface, and Ute link with
the latln poet in the olo«3r on the loss of hi© laistros©' dog, there is
not a great deal to be rleanod from the text of the elegies whioh corns
directly from Catulliw# There is, however, one instance where Fontaine,

if not translatine: line by line at least freely imitates, poasibly from
zaemory, Catullus* olOty, "Vivamus, mea Lesbia, atque afôesms"#^^ In the
fourteenth ele^, Pontaine exhort© hi® mistress to ta^e advantage of M r
youth while it lasts#

Sans / penser, nous dit à Dieu Jeunesse,
Sans y penser nous poursuit la vieillesse#
Le beau soleil tous les jours va et vient#
Jeuneaso va, mais jamais m  revient,
Et trop en vain en feu la regrettons,
Quand 808 esbats î ar trop nous rejettona#
Jeunesse, donc (ol tu m'en croys, aoye)
Et ses esbats ne rejectorons î ye#
Asüos aurons vioillecse ri^urouso.
Sans ohegriner m & tre jeunesse Murouoe# 2}

Hathor than being a textual imitation it appears that the Catullus elegy

1) duivaim, cajate.-'S»
Vivamus, m & Leebia, atquo amemus, 
Kuex>rosque senim sevcrlorum 
Ossies unluB aoetistesma aseis# 
Coles oocidere ot redire poasunt; 
Mobia cum somol oocidit brevis lux, 
Nox sot perpétua una dormienda#

2} XKIJ.
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waa a p o m  that Fontaine knew well, and woo attempting to imitate, ^th- 
out having t M  Latin ori^ülual in front of him. There Is the parallel of 
"Doles occidere ot rodire poseent", m d  * W  beau soleil tous lea jours 
va et vient". In the case of "Assez aurons vieillosoe ri; oureuse", 
this Boem to bo a slip of t M  memory, since it is hi/;hly unlikely that 
a latiniat as capable as Fontaine^ ̂would actually mistranalate "ecnum 
sevoriorum". In fact, for Fontaine, it Boem that Catullua, liE© Ovid, 
woo an example to qiiote in defence of M s  aiiAô, to admire, and to borrow 
from on occasions, but not a definite source- to translate f r m  coneietently.

v.hen Du Bellay in his comments on the elegy in the Imffenoe ot 
Illustration affects to î n̂ore the efforts of poets before the 1 Idiade 
in writing; elegies, the proscription he gives is interesting in view of 
the elegies of Fontaine. "Bistile avecques im style coulant à non 
scabreux ces pitoyables elegies, à l*e%oni)le d'un t>vido, d'un Tlbule,
& d'un Properoe, y entremeclant quelquefois de ces fables anciennes, non 
petit o]^ment de la poésie’*.̂  ̂ have seen so far that Fontaine takes 
something from Ovid for his own elegies, and nothing from Tibullus or 
llopartius. However, as far as the latter part of Da Bellsy'e 
instructions is concerned, Fontaine certainly makes a wide use of myth
ology to eiabellish his ele^es# In oaooo Fontaim seema to be

1) As well m  translating the IWedia Amorie and the Heroldea. Fontaine 
also published a translation in 15^. Las Sentences diu oMto Ausone. 
In 1555 he was aode teaporetry ' heW  of the Co do la
See Hawking, Op. cit. pp.216-219#

2} ^  r«qft-<̂ nog «t A# la im a» graiMoye#. W k  II. Cb,iv.
pp.111-112.
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I'olylng on hia knowledge of isytholô .̂ , wMoh m y  have boon quite
wide in view of hi© intoroîit In Ovid, on other oooaslon© his one of
mytbolof:y io nimply a further borrovlnfj from the -loman da 1# Hose# ŷid on
one ocoeeion, hi© mention of a eerie© of mytM otmoe frors one of !^Wot*8
eXagiee# v« will look briefly at of the mytlm^ or scraps of
loythology that Fontaine introdiioee in hia elof/iee#

On t M  meet banal level of all Fontaine is oonotantly making
Venus and Cvq>id appear on the scene in hlo ol#;lee# Venue ia responsible
for the flame of love, "de Vénu® le flambe&n"^^a%%d Cupid, the blind god

2 )of love, "Cupido ne voit goutte" 'who nevertheleea shoote hie arrows
with deadly accuracy. In order to bo cured of the wounds inflicted by
Cupid, Fontaine m a t  be treated kiadl̂ » by his lady, end for this wound
to be miraoulously cured, he begs her*

De m  guérir ne fay point dc rofuo,
Achilla soys, jo oeray Telepl̂ tus. 3)

Fontaine is forever quoting Illustrious exampl^.8 to encourage 
his mistress to love him. For aelen, tiao aad place worked wonders, "Le 
lieu et tempo furent le grand moyon, Qui ooaaabl# Haleine et le Troyan"*^^ 
Hie lady should be flattered, aince he is domine; to Faria in order to 
seek her out, in the same way t^at Faria went to Creeoe to find Helen#

1) Ele^y XVII* of# Mao Elegiea XII and XV#
2) Kle;<y VII# of. alao Elegies XI, XIIÏ, XX#

4) II-
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"Jadis pour vooir & pour avoir Heleino, S'en vint de Troye en la Grèce 
Pftrio, Je vioi3 peur vou® d'Italie a Perle.AgMnf)after quoting a 
sieries of t M  famous siortals of Antiqtilt/ who were famiaa lover©. Fontaine 
then embarlca on a lo%: list of the exploite of t M  gode in the m c r o m  
field. Neptune loved l'ethy*, and îfsSars loved Venus. FontMne then ssentions 
Jupiter's appenrance to leda in t W  form of a swan and goes into details 
of the story of Phebus' love®. The orownine exĵ isple given is t)mt of 
the love of the moon for Eadymion.

Los dieux haul tains masme ont c%ire d'cymer 
4^'il eoit ainsi, Neptune, Dieu de sœr,
N'eytaa il pas Tethy»? opy, en effet.
Mars et Venus on ha prias sur le falot.
Et Juppiter eyma Loda, en signe
Qu'il se mua pour elle en un blanc Clgne.
Phébufl a y m  Leuootk*^ et Dapluiés 
D'une jouyt, l'autre l'a pourtœnéi 
Mais l'une et l'autre est on arbre muée,
L'une d'honneur, l'autre d'odeur oméet 
La lune oyoa do grand affeotion.
Jadis le beau pasteur .ndymion.
Et l'endormit sept ans* adonc le boise 
Inoossomment et trop plus à son aise.
En attendant avoir do toy secours.
Le temps s'en va, tousjoure passe ce cours. ))

XXX. On Helen cf. Elegy XX.
La dame en aoy est do beauté tant ploliw.
Que la maintien une seconde /teleine.

2) qftgy X i m .
3) This passage m y  well be a free imitation of a passage from Marot's 

Ele/de XXIV. Marot. Oeuvres Lyriques, ed. C#A. )4oyer, University of 
l̂ ondon, the Atliloeo frfios, 1964# p#270.
The poet, who hsa returned from exile, wonders how he dares to present 
hie "service" to the lady he addroeoes, and declares that hia boldness 
is justified, since in the past mrtal men have been loved by goddesses.

Aussi Jadis doesses aâouréee 
D^bo&ma mortels se sont enamourées.
Le jeune Athie feuat eymé de Clbelle, indymion de lidane la belle;
Pour Adonis, Venus tant s'abbays«?a 
,ue les îiaults oieulx pour la terre layasa.



n
160.

Finally, a» iàva ultlmte flattery of iiis nictroee, Fontaine 
ineiats that sho hoe all the vlrtuee of the i;oddeasoa, m  veil as the 
beauty of Helen or Venue.

Tu eo Sappho en eoienoe haul tain© i 
Tu 00 on bien® Juno la oouvoraine*
Tu ©0 Falla© on grace et gravité;
Tu ea Helene, ou Vénus en besulté. 1)

F’rom theee exemple©, it can be seen that although Fontaine ap|)oar8 to 
hove a fairly ooÆ()reheneiv© knowledf^e of myiliology, in many cases he 
requotes from iii© oontethporai lea, and on th& whole keeps very much to 
the Ê ythfl or charootere in mythology which had been "lieux comrîune" 
throughout the iciddle A&es (VenuB and Cupid, Helen). levertMlesa, 
Fontaine could hardly be reproached for neglecting to us© sgrtholo^y as 
an wbellicfum&nt for hi© ele.̂ iaa#

In ezamininf: the various Fetrarchist element© which recur in 
Fontaine's elegies, w© find two main strands. There is on one hand the 
stylised description of hi© lady, full of superlatives, and exaggerations# 
Then there is Fontaine's use of various oonoeits to describe love, and 
its effect on hia, for instance love as a wound or a flame, or airain as 
a conflict between fir© and water#

W  will deal first with Fontaltio's descriptions of hia mistress#

1)
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'is have already in tii« first elegy Fontaine start® by ansertintj
that it 1« isapoaeibXc to describe his saiatrees* beauty on paper, but
then icanediately launches Into a Ions attempt to do eo* The same th%m
ie eaqploitcd in Elogf XII, thio tiiae with the description of the laùy'e
beauty placed first finishing up with the poet's avowal of his o m  un-
worthiness to describe her#

La plaisant talnct de ta luisante face,
Ton lar̂ so front et ton ool cristallin
Ton tetln blano qu'on voit souba creeps ou lin
Bien dosXié, ta lèvre rouge et saine
Dont vient et prent son petit coure elMne
Tant aouefvo et douloe, et les dorez oheveulx,
Ton corps bien falot....#.##
Mois qui lo tout diipnoaent louera?
0 grand* beaulté, doulceur & gràoe d'ange, 

mues est bien moindre que ta louange#

1) Although tills is a common device and theme in Petrarohiem, it is 
possible that Fontaine knew the particular Honsone whore Petrarch 
bemoans his unworthincsa and inc&imbility of describing Laura# of# 
Petraroft. Mjaa. i,atin#. a gmra 44 f, aeri. Milan &
ÜaplM, 1951. CCCXXV, p.414#

Tsoer non posso « tcïs» non adopr© 
contrario effete la mia lingua al core,
Che vorria far onore 
A la sua Donna ohe dal oiel n'oscolta#
Como poss'io ee non m'inscgni, Aaore, 
con parole mortali agtcualiar I'opre 
divine e quel cho copre 
alts umiltAte in sé «tassa roooolta?

Muri «ran d'slobootro e *1 tetto d'oro, 
d'avorio ueoio e fencetre di asffiro ^  
onde *1 primo soapiro 
©i giiwse al cor e giugnerè I'estromo; 
inde 1 cksssI d'Amor armti usciro 
di castte e di fooo .#••«*#«••»••

Compare aloo the final teroet of Sonnet XX, p»22*
H Û  volte inoomincoi di ecrivcr verai,
ma la istma e la m a m  e 1* in telle tto rimosor vinti m l  prlmier aeoalto#
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Tho erne type of extnggoration and uao of oujTorlativeo are «vident when 
Fontaine attempto to deaoribe the hard-heortedneae of this paragon of 
beauty, and on the other hand, the àH^oomxmiiné^ quality of love. Theo® 
two theaee are combined, and expressed by tho fire/water conceit# It 
may well be tlist Fontaine was romemberiru; the epigram of Eannasaro,
Ad Vosblam. when he composed the following; highly exegr̂ erated verses#

R'y a 11 point quelque pitié en feme,
A tout le moins en colle qui enflamme 
Si fort mon oueur, qut» la <prande chaleur 
Rsdondera à son tresgrand maleur? 
kialhour tresgrrmd, si la pltiyo do grâce 
Dedans brief temps ne l'eotainct & efface,
Car si touajours il se voult alui%er 
Avant hulot jours me pourroit oonsumer. 
luis en la fin, par cruelle vengeance 
Tourner sur elle & stma quelque elegeenoe 
Lty consumer cuour, corps, mmmelle & tainot#
Ainsi soit-il, si elle ne l'ostainot,
Quand elle peult, à fin que me rosemble.
Et que #x>yonc tous doux bruslez ensemble.
D'un même feu plus grand que cil d’Ethna# l)

Fontaine appears to h&ye boon particularly taken by this variation on 
the fire/water conceit, in whioh only the lady can provide a "pl^ys d# 
fjruoe" to prevent the flames of his love from consuming both of tl*em#
He uaos it again in elegy XVII.

Par un longtemps l'amour point m  oe cels
Le feu caché on la fin se desoole* ^
Le feu ips sens est feu cdiault, olor et be?m.
C'est ascavoir do Vénus le flambeau,
Qui tous jours luyt et longtemps ne se cache#
Ha! vostre oueur n'e«t pas qui ne lo sache*
Lcy plaise donc espsndro tant soit peu.
Do l'eau de gthoe au milieu do oe feu,

1) ElQt^ XXI.
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Dont par vostre ooil qui sur m y  eotinooIXo,
K'avez jotté la première ©stinoello.

Apart from tlie uo© of tliia anti tho tiool image of fire and water, 
Fontaine makes ooautant ueo of the ^11 worn image of love m  a flame 
or a fire* Under the cover of the beauty of hia lady lies a fire which 
^ili set the poot alieî t. (Elegy II). Being near her, and yet being 
unable to pooaeas her la a double flmae, and a double torment#
Here Fontaine introduoos another rather striking image# Ĥiia euapense 
lo like giving the invalid ©edecine in order to prolong; life, and 

â ôny.

C'eet un beau feu qui ha double chaleur,
G'est un bon sort tout bordé de malheur;
C'est un sirop que le modeoln donne,
Four Monger le m X  de la personne. l)

It is extremely difEloult to pinpoint exaot sources for m m y  of the 
oonceito and images that lAontaine uses in desorlbing love as a flame, 
and in describing hia own passion, and the coldness of the lady# 
find this antithesis frequently in i^traroh, either as the direct con
trast between the heat of the poet's passions, and the coldness of
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her rosponoa, oven though »ha io hio m the oentraot between
t W  poet'a burriiïv< pofision, and the tears of laiaery and frustration he

2)nheda. ' The contrast between thia wonath and the ooldnoes io again a 
favourite theme of Eerafino dall'Aqulla, who exploite the theme to its 
utmost, and give© some very weird variations on it. Serafim)'® flo^ 
ie 80 intense, that if he were to be cast into tho aea, even the sea 
would oatch fire, how is it tMn that he ia not consumed by this flame? 
Although he carries a fire within himself, at each moment his tears

1) of. Eonnet CLX>CXn. Heri edition, p#24B.
Amor, oho 'noende 11 oor d 'ardente zclo, 
di geleta paura 11 ten oostretto, 
e qual oia pid fa dubbio a 1'intelletto 
la speranza o '1 temor, la fiamcia o '1 gelo.
Tresi' &1 piû oaldo, ard* al più freddo cielo, 
aompre pien di desire e di sospetto, 
pur oo«c donna in un vostire achietto 
cell un uom vivo o sotto un picoiol velo.
Di quests pens é mia propria la prima, 
arder di e not te | e quanto é '1 doloe male, 
né 'n penser cape, non che'n veroi o 'n rima#
I'altra non già, ch© '1 mio bel fooo à tale 
ch'ogni uom pareggla, e del euo Imae in cimn 
obi volar pensa indamo spiega I'ale.

2) of. Norl edition, p.82. Ballata. IV.
\b*el fooo oh'i* pensai oh© fosso spento 
dal freddo t&txpo © da l'etâ men fresca, 
fiofisaa e lasrtlr n© l'anima rinfresoa.
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form onou^ih of a strearri to extin^piiah this Indeed, he is like

2 )damp wood which gives off water as it burns* ' In view of the way in 

which this same type of ima,gory occurs with such frequency in the elegies 

of Fontaine, it seems reasonable to assume that the French poet, if not 

ever translating Serafino with any exactitude was very well acquainted 

with his poetry, and reproduces much the sfiiae type of conceits which made 

Serafino so admired in his day.

Linked with the image of the flame of love, is the imagée of

l) cf. Strambotto
bi Styephi\rs^o (̂^uAigyyjO fpcnz-. e6 ecu, * Cti A ,
lISe drente porto una fomace ardente,

Espar̂ ô ogn* hor da gli occhi un largo fiume 
Hor cone il foco e I'acqua e si possente 
Che I'un per I'altro mal non si consume,
&Ia solo al monde amor questo consente 
Che po levar ciascun de suo costume 
E fa chel foco suo ne I'acqua appiglia 
Per farmi exemplo d'ogni raaraviglia.

2) On Serafino see J. Vianey, Le Pétrarquisme en France au XVIome siècle. 
Montpellier, 1909* Ch. I, A l'Ecole de Séraphin daïï'Aguilal
The editions I have consulted are*
Di Seraphino Aquilano poeta ele.çantisBimo opere nuovamente ricorrette 
et con diligentia imprese. In VenegiatWXDXLVIII. Brit. Mus. 11429 df.55'
Le Rime di Serafino de* Ciminelli dall'Aquila (Colleaione di opere 
inedite o rare. Bologna, 1896. This is edited by Mario Menghini, and 
contains simply the Sonnets.
As an example of one of Serafino'c more precious embroideries on the
fire/water theme here is the Stragbotto where he compares himself to
damp, green wood. Opere, p.145 v .

Che non se plaça hormai tua cruda mente.
Ingrata nel raio volto remirando 
Che ben dimostra drento il foco ardente 
II raio rauggir le lachrime ch'io spando
Ch© un verdo le^^o raentre il foco sente
Hempre da i capi humor getta gridando 
Ma dove e crude 1 ta non val râ l̂one 
Ne exempio alcun mai vinse ostinatione.
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love as a ivound, inflicted either directly by the lady, or by Cupid*
It io the eye of the lady v.hich inflicts the wound on the heart of the 
poet. "Si ton oeil vif & de telle poincture, Qu*il perse cueurs, tant 
que son regard dure."^^ Fontaine embroiders at lené̂ th on this image in 
Elegy VII. He cast a glance in the direction of his lady, but it was not 
until she looked at him that he received the wound.

2)De son costé le mien 'n*en dit pas moinsi
Les coups de traiet en sont les vrays tesraoings.
J'entends de traiet, que l'oeil tira adoncques 
Tout droict au cueur, aussi bien qu'on vit oncques.

I Mais s'il advient qu'on ne puisse tirer
Le traiet dehors, ô Dieu quel martyrer!
0 quel tourmentI ô quelle fascherie,
Car autrement ne peult estre paierie 
La playe ainsi en cueur receue, ô Dieux,
Mieulx ne vauldroit que l'honaae n'eust point d'yeulx?
Que par iceulx en un tel martyre estre 
Qui n'a relasohe en la vie terrestre?

As in the case of the fire/water imagery, this particular conceit is 
singularly widespread in both Petrarch and his followers in Italy. Here 
again it is possible that Fontaine took this particular conceit from 
Petrarch, and enlarged on it himself* For instance, in a sonnet^^ 
Petrarch describes the glance from his mistress* eyes as like the archer's 
arrow.

Si tosto come aven ohe I'arco scocchi 
buon sagittario di lontan discerne

1) Elegy II.
2) le mien, i.e. the lover's heart.
5) Seri edition, p.126. Sonetto LXXXVII.
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quai colpo è da spreazare e quai d'aveme 
fede oh'al. destina to segno too chi;
siniilemente il colpo de' vostr' ocohi,
Donna, aentiste a le mie parti iïiteime 
dritto paasare, onde conven oh*eterne 
legriiae per la piaga il cor trabocchi*
e certo son cho vol dioeate allora#
"Mleero ornante! a ohe vaghezza il mena?
Hcoo lo ô traie onde Asaor vol ch'e* laora”.
Ora, veggcndo, coïoe '1 duol m ' affrena, 
quel che mi fanno i miei nemici oncora 
non è per aorte, ma per più mla pena.

From these examples we can conclude that Fontaine nay well have known the 
orke of i etrarch, and taken eorae of the oonceits he uees from thie 
source, however, in oertain oases where he uses an incredibly exaggerated 
and stylised fona of imagery, it seems he was also acquainted with the 
15th century Fetrorohists, anti moot probably Serafino chief among them, 
lie also as we saw took some of his fire and water imagery from the neo- 
latin poet, Sarmazaro.

If Fontaine has a certain debt to the Latin elegiacs, and also 
drew largely from the arsenal of images and techniques provided by 
Petrarchiem, what did he owe to Marot? Fontaine was m  admirer of Marot, 
and one of his defenders in the Marot-Sa^on quarrel.It la even 
possible that Fontaine was oh friendly .terms with the poet he admired

1) cf. Hawkins, Op. cit.. Ch. II, which contains a long account of 
Fontaine's part in the quarrel.
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80 rouch.̂  ̂ It aeems fairly certain that Fontaine would not have adopted 
the elegy as a genre simply on his own initiative, end that without Marot 
08 an example, he might well simply have baptised all his love epistles 
Kpitres Amoureuse». Certainly Marot started a fashion, but he did not
necessarily impose a strict form, in the case of Fontaine, it is dif-

2)ficult to trace many textual Imitations of Marot, 'and we can finally do 
little more than point out certain parallels. If Marot borrowed little 
from the Latin elegiac poets, it cannot be asserted that Fontaine borrowed 
a greet deal, although in his lightness of touch end frivolity, he is 
often a lot nearer to the Amores of Ovid than Marot was in his own 
elegies. Fontaine's debt to the Petrerchists is certainly greater than 
Marot* s. Since Marot* s elegj.es are from so many points of view one of 
the more mediaevfjl parts of his work, it may be of interest to see what 
mediaeval elements there are in Fontaine*s love elegies.

There are several passages in Fontaine’s elegies where it is a 
problem to see where the influence of PetrarchiBm begins, and where 
mediaeval Influence ends. \</hen the poet-lover suffers the torments of 
unrequited love, i© this the influence of Petrerchism, or is it the

1) of. 'i*he dizain (Kuiseeaux. p.82) A Clement Marot, qmnd 1* auteur 
allPit QlBner avec luy.
Je n* ay veu ton pareil encor Vont surpaasans le stile antique.
En douceur de rime françoises Et croy qu’en ton art poétique.
Car, a*i Marot, autant qu’or Le temps à peine amènera
Plus qu’autre métal luit et poise Un poète si doux-unique.
Tes vers françois en douce noise Qui plus doucement sonnera.

2) One veiy slight exemple has & reedy been quoted, ĉ . f> /69 AoAc 3.
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well-worn theme of the "amant «conduit"? Certainly there sre parte of 
Fontelno’a elegies which owe more to the tradition of coui’tly love, and 
to Alain Chartier, thfm to Petrarch or Petiarchlsm.

In one elegy Fontaine launches into en extensive use of allegory. 
This is in Elegy X, which has in itself e theme that is mediaeval.
Some person, says Fontaine, has betrayed the secret of their love, and 
the poot now defends himself against these "mesdisants" who assert that 
he is the lover of his mistress.

Bell© pour qui à tort suis accusé,
Et tcutefoia de nul suis excusé
Fors de celuy qui seul cognoiat les cueuret
Ne voy tu point jo ne scay quels raocquours,
(Car autrement je ne les puis nommer,)
Qui ton amant me viennent surnommer?
Par un seul mot donr.ans à noue deux hlasrae,
Qui m'est bien grief pour toy honneste Dame.

Si celle-là, pfr qui recompense ha.
Cil qu'on accuse à grand tort et sans cause 
Par Vérité nosire bonne advocate 
Ketireroit soubdain sa faulse patte,
Fol jugement l'advocat advereiiire 
Ou pleinement seroit trouvé faulsaire.

Fontaine includes in this elegy a thoroughly moralistic condemnation of 
all "mesdisants", and wicked gossips, and then concludes, to re-assure 
his lady:

Kt quant à toy, Dame, à qui je rescripts, 
he crains en rien tous leurs blwons et cris;
Quand lAs orras je croy que viendras dire 
Vertu en fin vaincra vostre meedire.

In another elegy. Fontaine stresses the courtly ideal of long.
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feithful ejnd subaiswive service to hie mistress. Despite two years 
faith All love, fortune is contrary to the lover, and he has not even 
had the opportunity to declare his love. However, despite malevolent 
fortune, the poet will persevere.

Mais caaul̂ r̂  toy,^^tai t je 1* eyme at ^  le sere, 
la querrey avant par las deeers.

Je la querray & par champs & par villes,
Et feray tant par touju moyens habilles
Que la verrayi à si m'escoutera
J*y pervlendray, quoy qu*il me couetera. 2)

Kl0(0 iill stresses the sorrows of the path of love, and the possibilities
which owfdt the lover.

SI tu eognois le travail & la x>eine 
Dont est d'amours la senfee toute pleine 
Si tu entends mes maulx aucunement 
Ton plaisir soit me dire absolument
üuy ou non, far rosponce abaolue
Bien tost sera la question aolue.
Le premier est â âoieux saufconduit,
Le second est deedalgreux esccnduit,
Pai le premier on entend jouissance.
Par le second, rigoureuse puissance.

In yet another description of thé trials of love, contending that joy
in love is always marred by pain and torstsnt, Fontaine uses the Image of
the plucLirtg of the rose, which seo&s to be a reminiacence of the Homan
de 1» hose, "Qui vault cueillir une Hose bien souefve, Quelque poincture

ilil fault qu'il en reqoyv®",^

1) "toy" Kara the poet is apostrophising Fortune,

2) S s a J l -
3) KlBgy XIX.
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Finally, thmre is throw;hout the elsgiee a Tmmiml, mû mmo^
timos frankly obscene eleaont, whoae orlt̂ ln may bo found no further
o»ay than In the main «treatiof mediaeval tradition, and again, nearer
to Fontaine, In the "dquivoquoe obaodnee" of oortnin of the RMtorlquoure»^^
In aoae of the elegies in question, Fontaine gives a hl ̂ ily eonaual
description, which ie suggeatlve, but little more. In the first ele.y,
where the pest describes how he first saw his lady, he starts his
description thusi

Belle de face et gents de corsage.
Et de maintien bien ^pratiouse et sage.
Depuis le jour que voy ton blanc tetin 
far l^ontrebûil d*un collut de satin

(h% other occasions Fontaine is for mors sug osüvo, and launohea into 
the frankly erotic# In Elegy V, the poet opens witli a description of 
the pains of bŝ r g so near, and yet so far from his sexual goal.

Là où tu açals, je m  pria jsimie aise,
Qui ne m  fuat deetroBQ)̂  en inesaise.
Car quel plaisir de près voir & toiwher 
Ce qu'on peult bien, mais qu'on n'ose at toucher.
Four esprower par pinceau et par polncte?
Combien que soit la bogue riche et ooincte.

1) On the Bhàtorlqueurs end the "dquivoqus obscène", see Marcel Françon's 
oolleotion of
duJiW# 402 de u n i # . üavard ïïnlvoralty Frees & Ihîos, Paris 19)6.
There la m  interesting preface by Henri Guy. cf. iWface. pp.42^46. 
Cvy remàrke of üie authors of Micec rondeaux, "Tous, en effet sont 
plus sensuels qu'amoureux# H  ne s'agit pas peur eux d'exaltation 
cystiqus, mais des plaisirs du lit#* This Is largely true of 
Fontaine in wrious elegies# Compare too the roadeauxvbolladee of 
fk>linet, which are in the sciiao win# Lea Faiots at Bits de Jeon 
:;olinot. Soc# des Anciens Textes Français. Paris# 19%. Vol. II. Foecio.g ■iî liogce t i:-p#iî64-̂î74* pp#27W76.
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The seme Image appears in Elegy XX, where Fontniïie declares that his 

mistress i« more dear to him than money, gold, or fino jewels. She 

is ft treasure more precloas than all these, or to be aore precise, this 

treasure is pert of the ledy in qut^stion*

J'espère done bien hetireux devenir.
Quand un tel bien je puis veolr ©t tenir;
Veoir et tenir, 6 que c'est belle chose.
Mai» le mal est que la bague est enclose;
Ainsi la veolr c'est veolr eucuneaent.
Mais ce n'est veolr ne tenir proprement.
C'est seulement en veolr la couverture,
Et la tenir. 0 chose griefve et durai 
Ma Jfüsoyeelle, estes rioncques, osteg 
Caste cloGture & la apportez
Devant n m  y aulx sans couverture et nuè 
Pour ©sprouver sa tant riche vsluë.

It oeeroa then that Fo/*taln© takeK both faces of the coin from the 

mediaeval tradition of love poetry. On the one hand he is the agonised 

but patient lover in the line of Alain Chart 1er, and on the other, the 

exponent of a vigorous end purely sensual love. Indeed, in his more 

sensual moments, he makes a blatmit contrast to the chaster elegies of 

Karot which draw rather on the more ethereal and courtly tradition of love.

In conclusion to the study of the love elegies, we will consider 

briefly the eighteenth ^legy, since it differs somewhat from the others.

It is composed by Fontaine for the /Receveur de Gletigny, is supposedly 

writing to a fid end, Monsieur de Breuil^ about Ute torments of absence*

His mistress is far aws^. Lhe has in fact gone to visit her husband, "et

1) ifc xTtix Wo#
& Monsieur du Brueil.

de Glatigny* adressée
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avec luy quelque repos avoir". Everything conspires to remind the 

Receveur of his mistress, the house she lives in, end the countryside. 

The Receveur then describes hia dialogue with the spirit of the country

side, Gl&tigny, who Attempts to console him. She has gone, sighs the 

Receveur, and It is aa if the sun h&s disappeared.

Elle se^bloit un Soleil splendissent,
Qui to^) rendolt bien souef et floriesant,
Kt de present qu'elle s'en est allée,
Me Serbie veoir grand'nue dcvallee
Droit dessus toy, espandant neige et gresle,
Dont, cans cesser mon cueur dit, où va elle?
Hevien, revien Soleil plaisant et beau,
Kevien produire ici un temps nouveau. 2)

The "Lieu ce Glatigny" replies that the Receveur should ccsnsole himself,

and count hie bleeeings.

Si tu t'en plains, combien plaindre m'en doy,
Qui suis à elle au paravent que toy.
Tu as içy boys, rivières, prairies,
Arbres fruictiers et vignes bien fleuries;
Tu as ta femme et servante et valet,
He te plains donc que tu sois seulet.

The spirit encourages the Receveur to busy himself with all the tasks to

1) The Receveur is hei e ad dressing the "Lieu de Glatigny".

2} Petrarch constantly refers to Laura as the sun* This particular
passage seems to be imitated from two sonnets, XLl & XLII (Herl,
pp.61 and 62). In the first, the poet declares that when Laura goes
awey, the sky becomes dark, end the storm starts, and in the second,
when she returns, all is well again in nature, cf. XLl.

Quando dal proprio sito si rimove
1'arbor ch'amo già Febo in corpo umeno
sospire e suda a 1'opera Vuloano 
per rind rescar I'aspre saette a Glove; 
il quai or tone, or nevics or piove, 
sensa onorar più Cesare che Giano; 
la terra piange, e *1 sol eta lonteno 
ohé la sue cars salos ved' altrove.
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te seen to on his Iwid, and when he is thus occupied, hie mis trees' 
return will seem to ooiae all the quicker. The Receveur takes the advice 
to heart and ends by a few words addressed to Monsieur du Brueil.

Voylà comment lors que me coœplaigny 
Me remonstra le lieu de Glatigny.
J'au tresbien pris sa remonstrance falote.
Or, il est temps de sonner la retraicte,
Car (Monseigneur) maint affaire autre part 
Ja me semond. Le Segneur Dieu vous gsrd.

This elegy differs from the other love elegiee, both in fora arid, its 
content. On one hand, it is the only "non-personal" ele^, in that it is 
the only elegy where Fontaine is not writing directly to his 1«^. On 
the other hand, it contains long passages of description of the countjy- 
eide, end also the dialogue between the îreceveur, end the "Lieu de 
Glatigny". The personification of the place in this way suggests a 
return to the person!ficetions and allegories of the Hhétoriqueurs. 
Although from its form it would seem much moie suitable to appear in the 
section of the Epistles, it does have in common with the rest of the 
elegies the themes of love, and of separation from the loved one. The 
fact that Fontedne includes a piece which differs in aeveml ways from 
the other elegies in the same section, shows, as did the similarities 
between the epistles and the elegies, how ill-defined was Fontaine's idea 
of the elegy.

The remaining elegies we have to consider are Fontaine's two 
elegies on death. Both appear in Les Ruisseaux, which^althou^ it was 
not published until 1535» contains many pieces written some time before
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that dttte.̂  ̂ The two elegies provide a striking contrast. The Elégie sur

2)le treqpae de honé. 'in vèiich the poet lioaents his dead son by apost
rophising him end asking him why he chose not to remain on earth, is e
comparatively short piece, simple and direct in its approach. The

5)Elégie sur le trespas de Catherine Fontaine, 'is a much longer and more 
elaborate work. It is over 80 lines long, and laments Catherine in the 
terms of classical antiquity. The elegy is in fact inspired by, end 
largely imitated from Ovid's elegy on the death of Tibullus.

We will look first at Fontaine's lament on the death of his son.
He first asks why the child has left the world without even tasting any
of its joys or pleasuresi

Dieu te gard donc mon petit fllz ené,
A Dieu mon fils aussi test mort que né;
Dieu gard mon fila, venant sur terre ronde, 
à Dieu mon fila départant de ce monde.
Tu n'es encor le laiet bien savouré,
Tu n'as encor le tien père honoré,
Ne seu que c'est de n m x  et^^iesses
Que loing de nous tu t'en vas & nous laisses.

Petit enfant, qui t'a donné envie 
De si soudain aller en l'autre vie.

1) Both elegies, according to Hawkins were almost certainly composed 
before 1349* On the dating of these two elegies see Hawkins, Op. cit 
p.125, p.186, note 5, and p.2)7#

2) Its full title iai Elescie seur le tree### de René, cirquiesme enfant, 
& tiers fils de l'auteur. Ruisseaux, p.53

3) Slegie sur le trespas de Catherine Fontaine, soeur de l'Autheur. 
Ruisseaux, p.49*
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Fontaine then supplies his own answer to the question*
II semble & voir que tu cogreusses bien 
Qu'en ceste vie y e petit de bien 
Donc as choisi los gr&na joyes célestes 
Pour (le ce monde éviter les molestes.

Fontaine then takes up parallels between t>ii» life and the next, ^broider-
ing on elements already stated in the question to his son.

Petit enfant, je croy bien que tu as 
Un autre père au ciel, là ou tu vas.
Lequel a fait que ton oueur le desire,
Quand le charnel laisses pour l'autre élire.
Petit enfant qui n'es gueres teté 
Je ne croy point que tu n'eusses gousté 
Du laict celeste, au moins deux ou trois goûtes
Quaî d tu t'en vas afin que plue en go us tes.

The poet tlien finished the elegy on a quite literally "World-weary" note.
His son's decision to leave this vale of tears ma es Fontaine himself
consider death as a release from life.

0 tson enfant, qui as vie tent biiève, - 
La Bienne estant moyenne m'est Jè griève.
Et si te dy qu'à l'exemple de toy
Ne tarde bien que mon Dieu je ne voy.

Xn a note on this poem, Hawkins^^quotes aa a comparison a latin poem by

1) Hawkins. Op. cit. p.124, Note 1. "Compare a latin poem by Jean do 
Boyssonné on the death of Rabelais' son, Ad Thoodulum Ksbeloesum 
puoTUfa blmulua morion tern. Translation*
"Pourquoi petit Rabelais nous quitter si tôt? Ne veux-tu pas 
gouster les joies de la vie? Pourquoi pars-tu avant la tondre 
jeunesse? Pourquoi vas-tu périr d'une mort prématurée?" To which 
the child replies, "Je ne meurs pas en haine de la vie, mais pour 
ne pas mourir à chaque instant. Je veux, Boyssonné, vivre avec le 
Christ, c'est la seule vie qui ait du prix".
La Vie et les poésies de Jean de Boyssonné. ed. François Nugnier, 
Paris 1897. pp.412-41$.
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Jean de Boyssonné on the death of Rabelais' son; Ad Theodulum Kabaloesuro 
Querurr. biaulum tAorlenteia. Here too, the poem is an apostrophe to the 
dead ohild, asking why he has chosen to leave life already. In view of 
the fact that Thaodule Label aim tiled about 1541, it scujss highly likely 
that Fontaine used the shorter latin poem as a model, luvl on its frame- 
woxk built his own elegy, enlarging on various touches.

In contrast to the poea on the death of his son, the elegy on
the death of hia sister is as pagan as the ot>ier poem is Christian.
For in lamenting the death of Catherine, Fontaine follows the model of
Ovid's elegy closely enough for the tone to be that of antiquity.
Hawkins remarks of this elegy*

"All the characteristics of Ovid's elegy are found in 
Fontaine's; the lofty tone,, the impression of the true 
sorrow of the poet somewhat marred by literaiy artificial
ity; the abundance of aytbological references, the lament
ations, and the deaoxlption of pagan mourning snd funeral 
rites". 1)

Hiia is certainly true. Fontaine has retained the character of Ovid's
elegy, and here end there a few lines read almost like a free translation,
but nowhere does he translate long passages consistently from the latin.
I give here the text of the elegy, with notes which indicate (following
Hawkiris) where FOntaine follows Ovid particularly closely.

1) Hawkinst Op . cit. p. 186. In his discussion of the elegy on the death 
of Catherine Fontaine, Hawkins gives the complete text of the poem, 
indicating with footnotes the paedsgea from Ovid that Fontaine 
follows particularly closely. I follow the same procedure, reproduc
ing Hawkins' indications of Fontaine's borrowings from Ovid.



178,

L&8, elle est morte, elle est en terre iniee
Celle que Dieu, voire seule, a permiae
Vivre avoo moy, après tout frère et eoeur
Et Aprèa père et mère* or est-il oeur
Las elle est morte, et en terre boutée l)
Mercure avac sa ver£<e redoutée
De tous esprits, kercure, aimé des dieux
Bon cler esprit e conduit ès Mots deux* 2)
Arrière pleurs donqnos, Fontaine arriére;
Fourquoy os tu convertie en rivière?
Or ©ay-je bien que quand je ohanterois
Mioux qu'Orpfaôus, ne le retireroi» 5)
De la puiSGanoe et o^iarga de t̂ iercure,
Qui en ce cas de m'exausaer n'a cure*
Et ai say bien qu’elle a aon m l  vaincu 
Par qui elle a plua lantiV/ vécu 
Cinq ou six onoi mais l’amour fraternelle 
Ne m  aauroit deffaillir envers elle*
C ’est ces te amour qui l’arrose en mes pleure 
£t l’arrosant augmente mes douleurs*
C ’est caste amour, sur toute» principale 
Qui m ’a rendu esplouré, triste et pallet 
C ’est oests amour que nature enraoine 
Qui de mon poing fait batre ma poictrine,
Et qui me fait avec pleurs souopirer
Tant que no puis mon oleine tirer. 4)

1) ürXà. .Aisoree. III, 9, axià 6.
cf* 111e tui v&tee operis, tu fama Tibullus 

Ârdot in extructo, oorpua inane, rogo*
2) 11*59-60.

Si bôCiisa e nobic eliqtid n id nô ien et umbra 
Restât, in Klysia valle TibuHu» orlt*

3) 11*21-22.
Quid pater Ismsrio, quid mater profuit Grpîiso? 
Caxtnlîm quid vio tas obatipuisse feras?

4) 11.7-12.
Kooe, puer Veneris fort eversanque phare tram 
Et fractos arcus et sine luoe facem;
Âdspioe, demissis ut xâisorabilis allé 
X octoruque infesta tundat apex ta manu! 
I:xoipiuAt laorima^ spard per colla capilli 
Or&que cin^jultu concutiento sonant*
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Si Aurora et Tethya grans Déesses
Du ciel et mer reventes et princesses
Ont tant pleuré Achilles et {iftenmon l)
Puis-je ne plaindre & ne pleurer? ha non*
Et si encor du grand souleil les filles 
Ont eu les yeux à pleurer tant faciles 
Dessus leur frère, abysmé sans secours,
Qu'on arbre humide et qui pleure tousjours 2)
Muées sont? qui me pourra deffendre
De ne pleurer ma soeur, jà terre et cendre*
Toy, son espoux pleure sur ton espouses 5)
Et moy son frère, autant que dix ou douze 
Dessus ma soeur je pleurera.y sans cesse*
Or, sus, allons tous deux pleins de tristesse 
Veptuz, hélas, de noirs habitz non ceinctz 
Les yeux de pleurs, les coeurs de regretz pleins
Chanter sus elle un piteux requiem, 4)
Allons offrir à Pluton l'ancien,
Vin avec laict, noirs moutons, et brebis*
Allons en dueil & de coeurs et d'habita 
Ses beaux os blanc recueillir tous ensemble 
Avec la main qui toute de dueil tremble;
Puis les mettans en beau coffre de marbre 
Près d'un cyprès, qui est douloureux arbre 
Lee baignerons en pleurs, en laict, et vin, 
Entremeslnno ce service divin 5)

1) Compare the opening lines of Ovid's elegy.
ilemnona si mater, mater ploravit Achillea 
fît tan̂ iiiiit magnas tristia fata de as 
Plebilis indignos, Elegeia, solve capillos*

2) The Heliades were so- /^ieved at the death of their brother PhaSton that 
they were changed into poplars by the gods, and their tears into amber#

3) With this, and the following lines compare,
Hinc eerie madidos fugientis press!t ocellos 
Mater et in cincres ultima dona tulit;
Hinc 8oror in partem misera cum matre doloris 
Venit inornatas dilcmiata comen,
Cumque tuis sua lunxerunt Nemesisque priorque 
Delia descendens••****

4) Notice how blatantly Fontaine juxtaposes the idea of a Christian 
requiem, and purely pagan funeral rites*

5) Fontaine's description of the "divine service" seems to be derived from 
various sources, perhaps from Aeneid VI, 175 ff., with details from 
Aeneid V. 77 ff*. and Ovid Tristia* III* l3 ff7
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Be telz regretz! Or es-tu trespaasée 1)
Et comme fleur or es tu tost passée.
Encor n ’avois ton corps desy parfaict 
Quand fauce mort ce raeschant tour t'a faiti 
Encor n ’avoit la ride fait outrage 
A ton boning & ton tendre visage*
Cire n'avoit bordé tes yeux si bons 
iiy la blancheur gasté tes cheveux blonds.
I audits mort tousjours tes noires ailes 
Âbbatront-ils les choses les plus belles? 2)
Outre ceux-là, tant do r'jgxetz diray 
(^'au tour de moy tout l'air j'en rempliray 
Ma seule soeur, non plus soeur, car je suis 
k'rôro sans soeur, di pourquoy tant me fuis?
Tu n'avois pas demi parfait ton aaéiO
Quand Laottesis trop lesche de courage
lîo voulut plus desvider le beau fil
Tant délié, tant blanc & tant subtil
iiors Atropoa par trop pleine d'envie
S'en vint couper ce beau fil de ta vie. j)
Pourquoy m'es tu tant contraire, ô Fortune,
Quand après tout tu m'en as fait perdre une,
Une de corps qui valait dix de coeur?
Perdue l'ay suyvant un belliqueur
Loing de Paris, voire bien loing j'estois 4)
Entre lus monts la mort jo ne doutoist
Et toy ma soeur qu'en la plaine je Xaissoys,

1) Compare Ovid's apostrophe; 11.41-42
Tcne sacer vates, flaimaaeque rapuere rogales 
Peotoribus poeci nec timuere tuis?

2) cf. 11.19-20
Scilicet omne sacrum mors importuna profar^
Omnibus obscuras Inicit 111a manus.

5) cf. Cum rapiunt mala fata bones (ignoscite fasse!)
Sollicitor nullos esse putore deos.
Vive plus; morlore; plus oole sacra; colentem 
Mors gravis a tenplis in oava busta trahet;
Carminibus confide bonis; lacet, ecce Tibullus;
Vix manet e to to parva quod u m a  capit.

4) Fontaine is her© refering to the fact that he was in Italy when hie 
sister died, which means that she must have died between 1559 and 
1540.
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Dodrnis Paris trouvas de mort la voye,
Fontaine, hélaa, depuis que tu fue né 
Or es-tu bien au monde fortuné.
Mais si j*oy veu quelque terai o si prospère 

frère ostois, ores ne suie plus frère i 
Car j'ay perdu le reste de mes soeurs 
Qui me fera commencement de pleurs.

It can be aeon from this that in fact Fontaine owes much to Ovid in this 
elegy* although at no point does it read like a translation. Hawkins 
suggests that "Maître Charles devoured, digested and assimilated Ovid's 
)X)Gm, and then tried to write a similar poem."^^ In other words, Fontaine 
follows Ovid in the same way that he follows Catullus in the short passasse 
from "Vivamus, mea Lesbia**, always at a respectful distance, and adds

2)charactoriotic touches of his own. ' iVhat is perhaps most striking about 
the elegy on the death of Catherine Fontaine is its independence from the 
mediaeval typo of Complainte. Although following Hlarot as to the type 
of poem the love elegy should bo, both Fontaine's elegies on death are 
very different from Marot's, which owe such to the mediaeval tradition, 
and in particular to the Hhétoriqueurs. Fontaine uses as & model, on the 
one hand a latin poem by one of his contemporaries, and on the other, an 
elegy of Ovid.

Nevertheless, in a sense, Fontaine does follow the pattern that 
Marot set for the eXùgy quite closely. In contrast to Charles de Sainte- 
Morthe and Sagon, whose elegies are neither love epistles nor laments on

1) Hgyrkins. Op. cit. p. 186

2) of. Arrière pleurs donques, Fontaine arrière;
Pourquoy ee tu convertie on rivière.
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doath, Fontaine dou» follow Qarot's twin definition of the elegy. Ho 

différa from Marot in that for him there appear» to he no olear-cut 

difference between the elegy and the love epistle, and almo in the éouroea 

he uGOs for hia elegies#

In the love olegieo, ho takes little more than Marot from the

latin elegioos. In c^nerol he aeeme to have inherited from Ovid’s i\mor©a

a va^̂ ue idea of what the lovo elegy should be, as well as a few passage» 

whioh ho imitate»• H« uses liia knowledge of the oroides and possibly 
of the ■ etfigKarrihoges to embellish his elegies with a certain amount of 
s^tholo^^* Catullus, he takes a few idea» and a pasBa^ e* In

contrast to Jlarot, Fontaine draw» largely on Fetrarohism for his love 

clotliea. Some conceits he take» directly from ietrarch, and others 

probably come to him fro© the later rotrarchiots, in particular Serofino, 

and from the neo-latin, Sannasaro. Ho hardly ever translates directly, 

either from his latin or his Italian sources#

In the case of his elegies on death, ho takes tJ«e frcmowork for

one elegy from lîoyssonné, and for t W  other, from Ovid# In both cases,

he stays much closer to his model than he ever does in tl^ lovo elegies, 

where only short passages are culled trom other autWrs# Per both of his 

elegies on death, he uses >iio models as a frwwwork, and in the case of 

hi» Imitation of Ovid also translates, or at least follows separate 

passages#

% u s  eltbougii on the one hand Fontaine romain» a disciple of Marot, 

in his imitation of hie tyî e of elegioa, in t>ie actual oxooution of them
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he branches out and usee sources the older poet docs not use* If

the olegdes of fWrot can legitimately be qualified as one of the more 

mediaeval parte of his works, and this is largely true, Fontaine's, In 

contrast, reflect t M  growing interest in Petrarchism, and to a certain 

extent the Ovid of the Amores rather tirian the author of the üeroides.
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îtoffi, Aimer,, to,.yr»nw.„ iCrai J.S4S.,

In conç>arls(Mi with the earlier attempts at Uie genre, by 
this date laoat of the creation» of trie various authors that 
will discus» in this chapter have a certain degree of mlformity.
In contrast to the elegies of agon and lain te-I%rthe, which bore 
very little resemblamce to the elegies of Reurot, in the years 
following the publicatiw of Charles Fontaine's Ql&ies. the elegy 
tends to follow the pattern of î^rot much more closely. Of the 
elegies that we shall examine, the majority are love elegies, and 
almost all of them are writen in the form adopted by mrot, 
decasyllables with rimes plates. It seems that by this date 
the definition of the elegy, >hlch in the few years following 
the publication of %rot*3 Elegies had been very widely 
Interpreted, was becoming more established, a:nd more fixed, and 
correspojvied more and more closely to Marot's original idea of 
the elegy as a love poem. In this chapter we will see how this 
is the case for the elegies of remette Du Guillet^^ for an elegy

k

1) Remette'» elegies are found in the various editi^ms of her 
poeaa. The first edition was Uyme de x du Quille^^
gentile et vertueuse Dame. Jean.de Tournes, Lyon, 1545.
D. Hat. Ré». Ye 1341.
There was another edi tiw the following year, W s  Mthmes

nouvelles c c m ^ i t i m e . Jeanne de Namef, Paris 1546. B. r#t. 
Ré». 1342.
There was a further edltimi by Jean de Tournes at lyons in 1552.
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by Victor Brodeau,^^ and for ttes elogied of GUles d'Aurigny^^ &nû

Forcadel.^^ The elegies of Pemette présent rathmr a
special parobleo# For all the editions of Pemette's poetry were
published after her deefh, end in fact the poetess herself did not
even classify her poems. Antoine da I%nlin was asfesd, so he
tells as in hie preface to the first edition of Pemette's R m e s ^
to edit the poems, and put the® in order for publication.
According to du %ulin, this request came fraa Pemstte's husband,

had found the powms •parsy ses brooillars m  assc« povre
ordre, comme celle qui n'estimât as facture estre «icore digne
de lumière Risques a ce que le te#s la luy eut par fr%pmit 

et ̂ te*vfue  ̂ \
estude/et lyase'. '
Iki NWlin is at pains to make it clear that Pen»tte had by no 
means prt^red the edition of the Byoes herself* In the 1545

1} Ihe dlegy by Victor Brodesu is one of the *rM>uv^es cw^positlons* 
Wded Jeanne de m m e f  to Fraaette's Rithmea in the 1546 
«ütioQ. It Is entitled m w i e  ùi Seai m e n  Faotma. dmmnAmt 

nea«M«r elles »a le emilnient stkmr.
2 ) d'mpw...per q m a e  diet le Pamcbp*.

F, Glrsult for A, L'Angelier, Paris, 1546. Brit. Itas. <?lil.g.37. 
Ibis oillectlon of poems includes three elegiea.

3) Ctot des Sersines. Gilles Corroset, Paris 1548. B, Kst.
Res. y@ 4021. Forcedel includes In this cidlaetien of poems 
two (ûLegles.

4) Antoine da Moulin's Préface to the 1545 edition the Rwaes.
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edition of the poaas, he makes ioae attes^t to divide up the 

various poems, and give them some sort of ori«r. In the edition 

published the following year In Paris by Jeanne de ffemcf, 

either du Moulin, or more probably another ancmymous editor 

further divided up the poems, and <^ve them in some cases the 

title Eĵ sSââ* Here both du Moulin, and the subsequent 
editor interpret as elegies poems of at least thirty lines with 

love as their subject, written in decaayllables with riim e  

plates. In his book on Pcamette m d her poetry, Saulnier 

discusses in the following terms the classification of Pmmette's 
poetry:^^

'Ces oeuvres sont "eplgrammes, chansons, et autres diverses 
amtières de divers lleux*̂  dit encore Antêlne du oulln, 
et OuiUauma Colletet p ^ i s e  que ses po^æs "peuvent 
passer pour odes, pour elegies, et p m r  apigrsmmes".  ̂
sans doute F emet^ n'a-t-elle que très rarement dcçiae 
un titre à ses poosMts, et les titres ajoutés post<^eu- 
r€w»nt, qui d'ailleurs r\e précisent pas le sens, sont 
dfçourvus d'autoïltc'^ Go peut c^wWant repartir ses 
poésies m  épUjrmmme, t^tansons, élégies et fcîtres, 
en ne donnant pas a ces termes un sens trop étroit. ' Z)

D  * jj f r  ""tt* n. Eibliothèqu.
d^tnantso» et Renalssenee» IV, ! ar&ü lÿ&t.
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In dealing with Um elegies of Pemette, we follow the
1}

cles2dfication followed by Saulnier , which Is based largely tm the 

Gla@elflc@ti«R by the various sixteenth century editors. bhat is 

interesting here, is that, even if the classification of certain 

poems as elegies is not th a t of the poetess herself, the elegy 

was by this time so firmly establidbW as a genre, that Antoine ùn 

Î Bouliî  and the person responsible for the clo^ficatioii of ttm 

1546 edition, did not Imitate to accord to love pom s of a certain 

longUi and a certain form the title eleCT. Thus it is hi^ly relevant 

to our study of the devélopoent of the genre that the pows were 

classified as elegies by Pemette's ccmtmporaries, even if the 
autiioress herself did not classify then,

According to the classification we ad^t, Femette's 

elegies ere five in number. T w  are ^lort pieces of Just ovw 
thirty lines, on the trials m à jcys of love. The third el«^ la 

•iuict is a curious piece, which Seulnier coc^mres with I%rot's 

cte Floriawd It is 8 long aUe^orieal

piece, of almost two hundred lines, whicdi describes the various

Y. h . Saulnler. Op. clt. p. 86. rabies dss Pâass.
a à w
I, Farfaicte amtie. Ĉ ütand est d'amour. Je croy cpe c'est

m  smgOm
n. Ccobicn de foys ay#Je en moy souhaictée
III. Buict. la nuict ^toit obscure, triste et sombre.
IV. Deseopoir. Si c'est d'amour, pouqtioy m'occlst il donc?
V. Ctyifort. SI l'on pouvodt par un repentir < êr.
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apparitions vdiich Remette sees in a dream. The fourth and fifth 
elegies are again longish pieces, one just under, and the other 
Just over,on© hundred lines. The fourth elegy is presented in 
the sixteenth century editions as Désespoir, traduict de la oroae 
du Faran^cq In fact G&ulnier has found manuscripts of
I rose models in Fr«ncii for botb the fourth eni fifth elegies, 
which are so close to ? ©mette *s two poems, that it seems highly 
likely that in fact her models were in fact French, and not, as Ëie 
would have the reader believe, Italian. «̂ ith the exception of the 
long allegorical piece, the elegies are writt«a in decaeyllables 
with rimes plates, m d  again, with the exception of La Mulct, they 
all have love as their subject. So far Fwnette follows the 
pattern of Marot's Elegies fairly closely. She differs from %urot 
chiefly in the way she treats love in her elegies. ^̂ hereac I%rot's 
elegies give an igç»re@sion of carefully rehearsed exercises, and 
variations on a theme, f«mette*s ewivey a high degree of directness

1) cf. Saulnier, Qp. cit. pp* 41 - 45*
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and conviction in tlie scnttesnt® expressed.^ ̂ This conviction 

and directness result partly from the I m g m g e  Which the poetess 
uses. She uses a singularly aâ̂ stract m d  restricted wceWLary, 

with a narrow rai^e of images, and very few conceits. %Jhmre 

Pemett© imitate either the anclwts, or in e<xae cases her 

conteê xnrsrles, her imitation is singulsrly discreet.

We will exm in e first the debt that Remette ow^ to the 

writers of Antiquity. On the Wmle she follows th e Latin degiaes 

very little. The elegy vdddi oims most to the /indents Is the 

second elegy, vhere remette describes how In W r  imagination,

9tiC bathes with her lover in » fountain. If wüy, sighs Pemette^ 

the water could chez%e him into Acteon. Not, lâ^e hastens to add, 

that she wi^ea his destruction, but that she would wi#^ him to 

fW. Mmself her slave.

1 j cf. laulnler. Op dt. p.8@. genre». 'Femette «'inspire àe  
la facture de l'élogie ssarotique» c'est une (xlke lemgus^
d*ime trentaine de vers m  écrites en décasyllabe à
rimes plat^ Mois Pemotte^sobetltue dans l'in^iraticn, le 
smtimant a l'e^arit et v m  mélancolique douleur à la 
galanterie p r é ç W ^  de la cosuistlquG d'amour. Sauf dans ses 
toutes demière^i^rot considère volontiers le genre c m m  un 
boÆtnege. Pemette fait prédbcÿiner cet accent (W dowe 
tristesse et de calme regret qoà caractérisé l'élegie moderne.
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0 qu'alors «ust l'onde telle efficace 
De le pouvoir m  Acteon muer,
?lon toutefois pour le faire tuer 
Et devorer à ses chl^^s, ccmae Cerf:
Mais que de moy se sentlst estre serf.
Et serviteur transforme tellement 
Qu'ainsi cuyiast en son mtmdment.
Tant que Dyâne en cust sur moy envie.
De luy avoir sa puissance ravie. 1)

Pemette's joy would be further increased by the fact that If her 
lover felt himself to be Actecm, she would truly feel herself to be 
Diana. Finally Pemette renounces the dream, since it would mean 
that she would distract her lover from the service of Apollo and 
the nine Pluses.

Combiwi heureuse, et grande me diroie! 
C«rtes Deese estre me cuyderois.
Mais, pour me veoir contente a mon desir, 
VoTildrois je bien faire tm tel déplaisir 
A Apollo, et aussi a ses Muses,
De les laisser privées et confuses^
D'un, qui los peult toutes servir à gre,  ̂
Et faire honneur à leur hault choeur sacre?
Laisses le aller, qu'ApoHo je ne irrite 
Le remplissant de Oeité profonde.
Pour contre moy susciter tout le Monde,
Lequel un jour p&r ses escripta s'attend 
D'estre avec moy et heureux et content. 2)

i) ELegy II, 11. 28 -"W.
Ny quotations from Pemette'a Rvmes are taîœn from A.M. ̂ Schtaidt's 
anthology. Poètes du AVI Fièclc. Bibliothèque de la Fleiade, 
Paris, 1953. Schmidt gives the text of the 1545 edition of the 
Rvmes. The secwd elegy is on pp. 244 - 245.

Poètes chi XVl^ siècle, p. 245. Elegy IX, 11. 37-44,
11. 50-54.
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It is probable that Remette knew the version of the myth of 
Act eon and Diana given by Ovid in his etaaaorrhoseBp The 
references to Apollo and the %)9e3 however, are of siich a 
general nature that they can hardly be pinned dov^ to the 
knowledge of any particular author. the above exasjple is in 
fact the only instance where Pemette makes use of mythology at 
all in her elegies.

Pemette is almost equal^ discreet in her direct 
borrowings from her cont^^oraries in France. 3aulnier, W w  

favours the thesis that the lover referred to throughout the 
elegies is Maurice FceveV^ searches dilifently for traces of the 
influmce of Cceve on Pemette's poetry. It may well be argued 
that the type of elevated love which Pemette advocates in her 
love poetry is a diluted f o m  of Eceve's Platonism in DeUç. 
but actual textual imitations of Pomette*e presumed master in 
poetry, and lover, are few and far between. However it is 
certainly true that Pemette seems to echo two lines from a 
dizain of helie. in the opening lines of the fourth elegy.

1) M â »  metEwnorPhoneg. B<xA %  M. (SS -ISO
Z) Faulnier develops his conjecture that Pemette is the mistress 

sung in Geéve's :^ U s in miric. ea 15(0-1563. Karl.,
1948, 2 vols. ̂  ee eop^ially. Toi. I, Chap. Till, las Amour^
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ni c'eat Amour, pourquoy m'occist il dorriues 
Qui tant aymy, et cmq ne sceuz hairî 1)
Fi c'est Amour, pourquoy m'ocoist-il donc
Qui tant aymay, et hayr ne sceua onc3
Et s'il îa'occist, pourquoy plus oultre vis? Z)

Soulnier further asserts, somewhat gratuitously, that the fountain 
Wilch appears in Pemette *s second elegy is the same fowit^ln %hich 
figurw in two of Sewe'o dizains, C C X m ,  a»d CCCÏXÎY. All In all, 
even if ceve had some influmoe on Pemette as far as her idea of 
love was concerned, his influmce is; not very pronounced in the 
elegies#

If Pemette takes the form of tie elegy largely from Marot,
here again, there is very little in the way of detailed imitation.
: aulnier suggests that the following lines from the first elegy
are a reminiscence of an digram of Marot#

Mais I'amytie, que les Dieux a'cmt donnée
Est à l'honneur toute tant a d o n n é e # 3)

Perhaps a slightly more direct following of :%rot is found in the 
long allegorical poem La .Mulct# Saulnier ri#)tly suggests that 
there are certain rosesjblances between la rhiict and the Oéilomticm

1) M i & ,  LI
2) ê ISéX Ü .  11. 1 - 3 .
3) H m J L »  1. 16. .of. itol.'Car aa dame eat a I'honnaur tant donnes# •
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de Florlmond Robertet. In Marot's poem there appear a series of 
allegorical figures 'la %»rt hideuse', 'la GraiKîe O&me' (representing 
the Catholic Church), and 'l'autre Dame' (République fr^nÿaise.i#
In i omette'» elegy there appear four allegorical figures, firstly 
•une grande Dame', then 'une grande Boyne', and a 'Tleille 
hydeuse', and finally, 'une autre Dame*. i4)ere&s Marot siaply 
states that the figures apfjear to him in a forest, Pemette, 
following the tedhniquc often used fcy the Rhetoriqueurs presents 
them as appearing to her in a dream# Apart from these similarities, 
rwietto's elegy presents little else in comon with Marot's 
Defloration# Pemett© describes first how she falls aaleep and 
sees in a dream a place vdiich is completely silent, a»i yet peopled 
with monsters# first aptoare the 'gra^e Wio is followed
by 'Maint Laboureur, Noble, Marchant et Frebstr©#' îext cases the 
♦grande Hoyne' who is so hau#ty tJiat her followers are very fsw#
The 'vieille hyieuse' is the servaTit of the Cuem, %dio drives 
away all unwanted followers. Of all the figures presented she is
the one describes by Pemette in most detail#

Veu qu'une Vieille hydeuse, et qui rechine 
Tous jours ses dents de sés mains ead>ridea,
Cedie et jaulnatre, à courbe, et longue esd̂ iine,
J<me enfoncée, yeulx rouges tous rides,
Ce fieantmoins songneuse, et diligente 
A appeler les plus oultrecuydea##### 1)

  .................................. . ,i„  „  mm   n i»w##.#.<>##

1) aftBLÜl. 11. 82-87.
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Finally comes 'une autre Dame*, W x m  Pemette obviously intends 
to portray as the representative of virtue.

La face avoit rouge, conr*e un flaetso.
Et toutefois d'une masque couverte,
Fe tenant loing de celle gmt infâme:
Bn faictz discrete, et en parler diserte.#.. 1)

Those 1*0 follow this,lady are the lovers of true virtue, and
this in itself is its own reward, since they are R»cked by the
rest of the public* Pemette further embroiders an her theme by
describing the guard of monsters who surround the 'grande %tme',
'Dyables', %*o have com© to torment the world. It is only in the
last few lines of the poem that :^e gives us the key to what the
various figures r^^resent. The 'Gran?^ Dame' is !¥ain© Gloire',
the 'Grande Hoyne' is 'AsAdticn', and the hi<Wous old lady 'Hmte'.
As for the other lady, who. is also referred to as 'Priiwesse'#
Pemette doea not give a specific explanation of vhat she represents.
We are left to conclude ourselves, that she is the r^resentative
of truth and virtue, or possibly as Saulnier suggests: 'Le
quatrième personnage seo*le représenter V & m  clairvoyante et
libre, baignée de lumière par son jour qui dissipe les illusions

2)malsaines et folles'.' Since the poetess cmly reveals the term
 ........................   HI 1 .....
1) ELgy III. U .  97 - 100.
2) "aatnier. Op. dt. p. 96.
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of the allegory at the conclusion of the poem, and neverWiele s 
expresses the actions of the allegorical figures in rather abstract 
terms, the result is singularly obscure. If Permette v»s inspired 
to some extent by M&rot^s Derlorstion. nevertheless, the real 
influence which has aoam ia^jortance here is in part the use of 
allegory particularly by the Hh^riqueurs, avid in part the 
mediaeval tradition of moralising in poetry. However, her use of 
allegory is restricted to the third elegy, and to a discreet 
refermes in the first elegy^^ which is fortunate, since she 
appears to be singularly ill at ease in her attempt at a I m g 
allegorical piece.

Under the heading of borrowings from her con temporaries
should be gro%g>ed too r emette’s use of two French I rose passages, -
which do, it seems, provide the basis for the fourth and fifth
elegies. Fernet te herself presents tîie fourth elegy as translated

2)from an Itallm prose passage, but the manuscript that Saulnler

1) Elegy I. XX. 1. 19. femette Insists that her love is perfect 
that her lot er may be assured that he is safe from •Faulx 
raadtüant*, •Danger* and ♦Chang^aasnt*.

2) cf. Saulnler. Op . cit. p. 41. The manuscript in question is 
B. Nat. Fonda français 1723., and the model for elegy IV la 
fo«nd on fol. 34 r ̂  40* The prose passage in the smnu^ript 
is presented as tramelation frc^ a passage of Italian prose.



196.

has discovered gives a French version imhlch is so close to 
Pemette»s elegy, that it Is entirely convincing to suppose as 
Saulnler does, that in fact femette vm@ inspired by the french 
passage. The manuscript in questiw Is quoted in full by aulnier, 
side by side with femette*s version in verse. In order to see 
how closely Femette follow» her model, we give here several 
extracts from the manuscript, followed by the corresponding 
passages from the elegies*

V

■■

■■■■■■ %
V-:
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Si e'est «awur, pourquoy ne m’ocoisV S*il a’occiat, pourqaoy viz je? 
Si je viz, i>ourquoy æ  plaingsi Meilleur estait, inc<mtinent que fus 
ne, estre mort . I%rtel enneasy suis de moy^smes, et ne me puis 
vouloir nul bien, me voulant mal celle que j*ayme m r  toutes choses* 
Et ne puis vouloir sinon ce qu*elle veult. Je ne seauroy© racaistrer 
plu» grand douleur que plus grand douleur ne me tourmente. %)

la PToa. da ParKigon itall«*.

A» we can see from the t^pemlng passages f m a  the prose passage gmd 
from Femette*» elegy, there is a very clooe concordance beWsen 
the two pieces. Femette if anything, lengthms the prose for her 
own purposes, very oft^ for the exlgmcies of the For
further cosg^rison, we give the final lines of the tarose passage, 
and the last twmty-two lines of P«roette*s elegy.

1} iMuasxi,Pkt yffala.gjmtfats» w i ,  foi 34 r° > 35.
2) B m - H .  U.  1 - 16.

Si c*est Amour, pourquoy a*occi3t-il done i
Qui tant ayafây, et hayr ne sc<«ia <»c?
Et s'il m'occiat, p o w m o y  plus oultre vis?
Et »i je vis, pourquf^ sont mes devis |
De désespoir et de plainct» tous confus?
IWlleur m'es toit souhdain que ne je fus >j
De mourir toat que de tqnt vivre, ^snses,
Que moM^el suis enncsay de moymesmes: . J
Et ne puis r i m  fors, ce que veult la dame.
De qui suis serf de cueur de corps pt d'ame. 
iietre ne peult mon mal tant lac^te 
Que de plu» grand ne soye tourmmte:
Et ne pourroîa awnstrer si grand douleur
Qu'encor plus grmd ne celast mon malh^r. Z) |
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0 amantes nul debvrott souffrir peine et douleur en eoperance de 
llescoaipenae. Car la force d'&mur ne peult estre vaincue pour bi«i 
servir* Et rlusieurs fois celuy qui moins a mérité est le mlmalx 
rescosapensém Et en telle guerre ne vault foy ny service* Et puis 
que victoire m'est donnée, laquelle justm&mt m'es toit deue, la 
aa zæurt la gloire, c'eot gloire que !neure la vie* Avecq caste 
myenne mort oourroyent tous mes maulx, mon esperance & mon 
obstination, & @m>ur avecques ses trosçjeries* 1)

Chétifs Amntz, aucun ne deubt s'offrir 
A telle ardeur, peine à douleur souffrir 
En un eqpolr (plus vain que l'on ne pense)
D'une, peult estre, ingrate reconçensej 
Car de l'maour la force tant algue 
Pour bien servir ne peult estre vaincue*
Et plusieurs fois (et à la veri^)
On voit celuy qui a moins ærite 
Eetre pour vray, le meiux reco#eneé ,
Qui ne deubt estre^à tel bien dis|>ense*
En telle ^rre, où vertu sort de vice 
:ie vault avoir ferre foy ny service*
Puis donc qu'on m'oste et desnie victoire 
Qui m'estoit deue il est par trop notoire 
C^e là ou 2wurt, et où gloire desvie 
C'est gloire aussi que tost meure la vie.
Aussi, 8 Dieux avec ces ta mort miwme 
Mourront mes auiulx, et ma playe ̂ cieme 
Et mon arbitre en mal predestine^
Mon mal, ma peine avec mes fascdieries
Amour aussi avec scs tros^rles. Z)

Exactly the same close parallels apt ear if vm study the fifth 
elegy, and a further prose passage In the same manuscript. We 
give as an example a passage where Femette follows her French 
model particularly closely.

1) ronds Fr. 1723, fol. 39-39 v®.
2) £le^ IV, 11. 57 - 78,
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Mais que te vault? en accusant ta dame, tu la descharges, la blasmant 
tu l'absoula, la vltuperfiKit, tu la loue: l'estlsmnt cruelle tu la 
blasonnes comme jut?te. Et es contrminct de I'adtsper. Car en ce que 
debvroit laecher le neu, plus l'estrainci. Et ce que dofcvroit 
deslyer, etemellement lye. la simne grendmv de «leur, qui en 
Bpparmee la fait humaine, la contralnct m  voulmte estre rude 
ftvecquee non challance d'amour. Car le grmd désir d'amour et 
craincte d'Injure vainct le tien grmd service et̂  pource les parts 
qui en toy sont ambles d'bwmestete sont aWtus à tan désir n m  
raisonnable. 1)

Mais que te vault? Tu de?$charges ta Dame 
En l'accusant, é en luy donnant blasme 
L'honnores adeux: vitupérant la loues 
La dcnyant, plus fort tu la te adv̂ iMks.
Et si tu veulx, comme dure et cruelle 
La blasœuior, par raison naturelle 
Tu la viendras, ccmaae Juste, adorer.
Et en tan cvtmr sa vertu odorer.
Car ce qui deubt le noud lyer le soult:
Ce qui devroit bien fort contraindre absoult;
Et ce que plus on destraînct & deslye 
C'est ce qui plus ete^ellemmt lye#
La haulteur sienne, où son cueur se pourmine 
Qui la desjeonstre estre doulce & humaine 
La contrsînct estre ea voulmte tresrude 
Comme cmfite en toute ingratitude:
Mais elle fainct, contre le sim vouloir.
D'avoir d'amur un constant nonchalloir:
Car son désir et la crainte d'injure 
Vainct Um servir, qui à t'aymcr l'adjure.
Farquoy ces jsarta, qui m  toy sont ambles 
D'homiestete, se font desraismnablee. 2)

In both elegies, Femette follows the French prose version almost 
word for womi, merely adding a few develop^nmte here and there. 
Saulnler remarks of Femette's efforts 'Le texte de i emette ajoute

1) Fonds Fr. 1723, fol 41. The prose passage is entitled Hescmfort.
2) m a J L  11.15 - 36.
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eculement beaucoup de déveXoppaaents prolixes et oiseux: c'est une
n )£̂ lo8c, une paraphrase îaaledroite* ' Curiously ̂ aough, as 

Saulnler hints in his comments, ttie effect of Pemette'e poetry in 
these two degiee Is almost more prosaic than the original prose 
versions, on account of this tend«m<gr to pad out the original, in 
order to turn it into verse* Instead of the poetry lecomlng a 
medium which distills farther the thought, rether here it is a 
dilution.

We have seen so far %diat impression the writers of Antiquity, 
md  the traditions of frmeh poetzy, both im̂ diaeval, and 
contmporaiy left on Pexnette'r elegies* We turn now to Italian 
influence. We have just seen that where Pemotte presents one 
her elegies as translated from the Italian, this Is is d l  
pro' ability sot c^te case* !4evertl^oss, since she included 
is her poetry two epigrams in Italian, it is reasonable to suppose 
that she had some knowledge of Italian poetry* This seeass all the 
more likely. In view of the fact that she was a native of lyaus, 
a town rencwned for its dose <K>ntaets with It?ly* îfcwever, when 
we exBBine Pemette's elegies in d^taü, there are very few of the 
more obvious mar^s of l etrarchism* IMike meiy of her French 
contemporaries, iSma does not SKk>pt wholesale the arsenal of 
Potrsrehist images to describe the effects of love* Her 
presentation of her own love as something peculiarly elevated may

X) P'tL
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well come fixxm Petrarch's Insistence on the purity of his love*
In the first elegy, entitled I ariaict^ Femette pours scorn
cm self seeking lovers, and then describes vdvat she understands by 
real love*

wiwmd est d'Aaa>ur, Je cr<^ que c'est un smge.
Ou fiction, qui se paist de amsonge.
Tant que celuy, qui peult plus faire encroire 
3a grand faintlse, en acquiert plus de gloire*
Car l'un falndra de desirer la grace.
De qui soubdain vüuldra dmnger la places 
l'autre fera mlnte plainte s sa guise.
Portant tous jours l'amour m  sa devise.
Estimant nsoins toute perfection 
Que la plaisir de folle affection*
Mais l'aî ytie, que les Dieux m'ont donnée
Est à l'honneur toute tant adonnée
Que le moins seur de mon affection
Est asseuré de toute infection
De Faulx semblant. Danger et Changement* 1)

Pemette's love, is, she assures us, founded on 'vertu', and is 
consequently eternal* It i^ not entirely of this world, ar«i is in 
fact a gift from the gods. It is, as Femette indicates by the 
title of the elegy, one of the few titles that the poetess actually 
gave to her poems, i arfaicte A ^ l e * Again, in elegy II, Femette
e>q>re9des the wish that her lover i^oold stow the same sort of

2)devoted and hua^le love for her that J etrar^ showed for Laura* 
Femette does use antithesis to describe her love, but not 

that most commonly used by the Fetrarchista, fire and watmr, or

1) Elear._I_. 11* 1 - 10*
2) U S E L M »  32 - 36.



202,

heat and cold, but rather, night day, or darimess and light, 
her lover is 'mon jour' , or the mm, Wille s^e is the îsôûri*̂
Ills ll#it save» her from the iarkness of intellectml and moral 
ignorance* Here, as Saulnler suggests, the antithesis has more, 
much m>re than merely the pictorial quality of the image*

•Cette nuit 'obscure trio te et soml̂ re', toujours •preste à 
îaalefice', son ami seul a le pouvoir de lui dmner l'éclat du 
jour* Â ce syndic il faut dkmner un triple sens. D'abord un 
sens ̂ purcsent humaniste, car son ami l'initia aux chefs d'oeuvre 
littéraires antiques et modernes qu'elle s'attache à imiter* Un 
sens platcxiicien; la jou3|styB̂ olisant la science représente ^  
effet le fond<^omt de la morale par opposition avec les tmebrt^; 
syjrf&olc de l'ignorance, c'est-à-~dire du vice: p r  là des 
eoq r̂esslons banales comme 'l'amour aveugle' dépassent ici la 
valeur d'une image vulgaire; la ccnnaîss^nce et la cienee sont 
le» seuls fondcmants de la vertu* Un sens amoureux »fin; car 
c'est précisésaent sur la vertu que^repnse l'amour vwitahle.** 
le passage de la nuit au jour r^rés^te donc à la fois une 
transformation morale, la vertu chassant loin le vice, et tme 
transformation sentimentale, l'amour succédant à l'asesur 
vulgaire. • 3)

Elscüdiere in her Evmes Femette stresses the contradictions of 
love* In elegy V, Wiich has In fact ultimately an Italian source 
she discudsee the ironies of love*

1* 21. ♦Monstre» du monde et de mon jour hais*' 
Althoo#i thi» elegy does not have love as its subject, it 
remette'» preoccupation with nî jht and darkness as something 
Intrinsically evil.

2) Oa Femette as the moon, see v'aulnier, i'^riçe l'qèv̂ . Vol* I,
Pî>* 148 - 152* Since for Soulnier, Femette is indubitably 
Delie, she Is therefore all the idmt^icatims of Délie, Diana, 
and the moon, and at the same time îcève, %^o in view of their 
relationship can be identified as her 'fiwe*^ is Apollo*

3) i a ü M S C *  Ëtode. aur Fgrngtte dw OojlULst. p. 65.
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Car ce qui deubt le noud lyer, le scwlt:
Ce qui devroit bien fort contraindre, absoult;
Et ce que plus on destratnct, et deslye ̂
C'caat ce qui plu» etemcülensont lye. 1)

In elegy IV, which again does have in fact a distant Italian source, 
femette, following the eacaâ le of her prase model, uses for once, 
the contrast between fire and tears to describe her love.

L'aste congnoit que de ai très bas 11<^,
Dont J»es grands pleurs montent jusques aux yeulx.
Jamais les voix ne peuvent estre ouyes,
Ny on haulteur si grande resjouyes:
Car co ffliei f«u, qui peu à peu me fond.
Est dans mon cueur allume si profond.
Qu'il ne p«ilt pas, bi^ qu'il soit græid, reluire 
Devant les yeulx qui, pour mal me conduire 
Font le Soleil de grand honte retraire:
Ainsi je meurs, estant contrainet me taire. 2)

Love, of the klxid that is not 'Parfaicte. Aaagtle' is in fact full of
these contrasts and contradictions:

Ainsi W  peulx en ton ardeur choisir 
Et joye, et dueil, plaisir et desplaiair,
Ooulx et amer, faveur et deffav«jr,
Desapetit, révoqués faveur. 3)

It can be seen from the above eacamples, that Femette in fact 
borrows few of the actual trappings of Petrarchism from the Italians.

1) âlsSLl, 11. 23 - 26.
2) Elegy JUT. 11. 25 - 34.
3) Elegy V, 11. 49 - 52.



204#

The elegies in which she uses some of the tedhniques of retrarchism 
are these based on a Preach prose translation of Italian models, 
rvhat she m y  well have taken from Petrarchisa is some of Its ideas 
on the nature of love, with, as in the case of Petrarch himself, 
if not almye the later i etrarchists, a certain lofty ideal. Love 
is not a base passion, but something pure and noble. The lover, 
as Petrarch presents himaelf, is huaibly submissive to his lady, and 
their commerce Is as much intellectual as anyUiing else. This is 
remette*a concept of love, and she may wall oi;e it as much to 
1 etrarchism, as to the IlatonisB of Sceve, as 9aulnier suggests.

As for the form of the elegies of i emette, this is quite 
singly the form suggested by Msurot In his love elc^es, and in fact 
vd%at was the most common form for a looglsh poem, not in 8trc#3ic 
form, at that particular time. With the exccqption of ludLclt. 
all Femette* s elegies are written in decai^llabic lines with rimes 
plates. The third elegy, %édch differs too in its subject, is in 
the form of decasyllables with rimes croisées.

From our brief study of the poems of remette, i^ich wezre
eubsequmitly classified as elegies, we can draw several conclusions.

• » " !

Firstly, Femette certainly knew the elegies of ISarot, and probably 
followed him in the form she gave to her I m ^ r  pieces with love as 

their subject. Although she did not give a m m  to these pieces
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herself, nwerUieless in general, in their form and ccsntent, she 
follows Merot. V̂ hat is alao significant is that subsequent 
editors did not hesitate in according the title iXLeiylo to poems of 
a certain length and form with love as their subject. As for the 
elegies themselves, Femette it s&ms was more successful in the 
shorter pieces, Elegies I and XI, Wiere she relies largely on her 
Ov*« Invention, and somewhat ill at ease when she attempts a l<xiger 
piece with allegorical trappings, or puts into verse a prose model,

As we saw earlier, among the various pieces included in the 
1546 edition of Pemette's Rlthme&^was a piece entitled blegle du 
I m l  -Zaunug. In fact the poem does not have the author's
name attadied to it, taat merely the initials, V.B* Lachevm^ 
attributes the poem to Victor Brodeau, and in this case, there 
see*» no reason to dispute this identification. The |̂ >e® 1» 
^rtywsix limes long, and is written in decasyllables with rimes 
plates# Its full title is Elcglc du "oai M svl I m m m

TWs, both in
respect of the form of the degsr, and of Its content, the cl«^ 
follows exactly the pattern of Marot's elegies. The poem is in 
the form of a monologue, spoken by the unhappy Famms, pitifully

1) Brodeau's elegy is on pp. 123 * 129 of the 1546 editi<n of the

2) MMAgaaaMft ilimi.ariMiyii&iksm^slècle. Paris, 1922. f> •55.
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aiding the why t h ^  do not love hi% and reslisij^
that be Is ugly, enuaeratea a list of heroes and gods of antiquity 
who loved dc^ite their lack of #yeicnl beauty*

There were various sources in the literature of Antiquity, 
to give Brodeeu the details W)out Feumm* Horace in his 
tells of Famus, the wild god, the lover of nymg^, i4̂ ose festival, 
in December was e<üL^rsted with mrr^mkàxig in the ei^intryside*
In fact ÏTOTBce provides Brodeau, with the idea for his dcgy. In 
that he opais bis poem with the picture of Faonus pursuing fleeing 
nyqphs*

Faune, Kytaphaim fuglcntum aaetor, 
per m a s  finis et aprica rara 
lerds incedas aboas^ pmrvls ^ ̂
aequos aluanls,.

Faunns was in fact a raiaawhat formidable figure, & reputatixm 
for frl^taning anyone who crossed his path. Be is often 
identified with, or confused with ?«s, for he too has a f o m  half 

m d  half goat, and this is the ^tiiet that Ovid appli^ to 
hia.^^ Brodbau in fact, tdio secos to have been quite amre of the

ij M m *

Saorsque mfLta quidem sod Faunds prima bicomls
has docuit gentes alipedisque del
scsaicaper, cdcrls cinctutis, Faun^ Lî êrcis*
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terror usually inspired fey Faunus, actually manages to arouse soaie 
of the reader's sympathy, as we read of his pleas to the nymphs, 

he Is forever pursuing, but always without success.

Declares caoy, Nymphes, pourquoi fuyez 
compagnie, et vous en ennuyez:

Et quels deffaultz sont m  Fmrms repris
Qu'il est ainsi de vous mis à despris. 1)

/ifter thi» frank beginning, Faunus thm starts on his list of gods 
uâio were loved despite their ugliness.

Si j'ey deux cors estranges en la teste,
Bacchus en a, qui n*«i est moins honm^e.
Et qu'il soit vray: Ariadne de Crete
Le traita felem, M#»- en aœytié secrete. 2)

If Faunus has a face wiioso colour is 'vermeil]», tirant sur feu',
is this not also true of Phoebus, iho was nonetheless loved by
Clia®ae? Further, if Neptune equally has a face which is hideously
ugly» was he not loved by Thetis? In turn, Faunus invokes the
example of Hercules, who was bearded like himself.

Si y  ay la featrW hérissé & farouche 
Cela n'est point pour en avoir reproche.
Delanire alors est pleine d'aise
Quand Hercules son barbu mari b&yse 3)

1) IX. 1 - 4.
2 ) ElMie.de U .  5 - d.
3) Slsgie... de Famua. 11. 17 - 20.



Finally, Faunus mentions Vulcm, often cited as an example of an 

ugly husband, loved by a beautiful vdfe^^ here stressing that 

although Vulcan had a lia^, he was nevertheless the husband of 
Venus.

Voua m'arguez d'un pied de Boue honteux.
Qu'est-il plu3 laid au ssardier qu'un boyteux,
Et neantiooins la tresbelle Venus
Espouea bien le boyteux Vulcmus. 2)

The nyaçïhs are, eonelWes Faunus, self interested Indeed, for they 

drive away the htsablo sho|:dẑ ds . and h<^ for greater Uiings.

Nais J'entends bien voz ruses et fins tours
Vous esloig!iez un garde de pastours
Pauvre et petit, demmdant pour guerdons
De vostre amour des grm às dieux les grands dons. 3)

Brodeau, In giving the title üv̂ egle to a poem which was a monologue. 

In Which the speaker, is not necessarily the author, laments 

his ladk of success in love, was following a pattern which was by 

this date becomin? well establishW. Brodeau's eli^, like

several of Femette'»^ is a piece of Just over thirty lines, written 

in decasyllables with rimes plates, with love as the subject.

1) cf. ^  O *  fourth
letter, the author, like Fauzms, admits his ugliness, W t  tries 
to persuade his mistress to love him, by giving her a list of 
ugly petals }ffho have been loved. He mentions Nima, Ulysses and 
says of Vulcan,

Boiteux es toit & bossu Vulcmus
Et toutefois ayme fbt de Venus. iFol. vly

2} SlMie... d. fannu8. 11. 25 - 23.
3) Slegle... de Faonus. 11. 33 - 36.
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Afl In the case of the elegies of Marot, for Brodeau, the elegy is 

not a personal type of love poetry, but merely a form of l3g>^sonal 
lyxlclsa.

In the same year that the second edition of Femette's

Hlthmes appeared, a further collection of S lé d e s appeared in the

Tuteur d'Amour, of Gilles d'Aurign^ O'Aurigny includes in the

volume, both a section of ieistres. many of vhich are love
epistles, and three elegies, all of %diidi have love as their

subjMt, althmigh^the second elegy Klegie du chenal de
2)la clayette.^the love thœm is ŝ waewîmt overshadowed, and the real

preoccupation of the elegy is the praise of U e  wonderful horse.

Although the elegies and epistles are very similar in their theme,
1)aaid In their form, they are differentiated by the fact that the 

elegies are not couched in the form of letters. Two of the el«^es 

are monologues by ut^ppy lô  ers, and the Elegle du cheval is again

1) Very little is known about d'Auri^y. There is sea# infors#ti(m

about hla life and works in Lft,
Franyoyse. 1584. p. 127.

2) U  Tuteur d«Aaiaur. pp. 56 t® - 58 v®. The full title of the 
elegy is affli»toa'.AB,.Iift «IftYcUti *1 .emm
mm imdist .«W #l m m t,,#,!# ftga waroni.

3) The elegies are all written in deeasyllables with rimes plates. 
The epistles are in the same form, with m e exception,

which has oetosyllabie lines, with rimes plates.
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a monologue by the author, in praise of the horse. T We d'Aurigny 
ilatingulshee quite clearly betveeo the elegy and the Eoistre 
asourou&e. despite their similarity in thee#.

The choice of the title Eleizle for two of d'Aurigny's pieces 
is in fact quite usual. The first ^egy is entitled Lle^le d'laie

U Ü A J M  M mlaigMnt twtaw Iff
aaas pouvoir estre a W .  The In qoestlen beewans bar fate

at having fallen in love with someone W)o cannot return her love, 
the third elegy # A r
veair. et ne le.t^ensist. deecribes the feelings of the Icwer, who 
has of his own accord refused to let his lady see him; since 
seeing her will only increase his ag%%y. The Elegje iu cheval, 

althou^ it has love as its ostensible theme, has in fact oth^ 
preoccupations. It haa certain affinities with the tilagon in 
the way that li describes and eulogises the horse in q^stion.
In our caeauBlnation of the three elegies, we will look first at 
the EleMe du cheval, since by its very content it sets Itself 
apart, and then at the two elegies which conform more closely to 
the pattern of the love elegy.

The ia.egie dq cheval is in fact a curious hytxrid coHÇ>ositloni.
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It is not a imrs BlasoqV since it does not concentrate solely on
describing the horse in great detail, and prsdslng it. Nor does
the author start off by describing the animal, and praising it, and
thm launch into praise of the aniiaal's master. This is the
tecteilque m^loyed by the Latin elegiacs, Ovid, and Catullus, who
lavish praise on their mistress' pet, merely as a pretext for
launching into praise of the lady herself. have already seen

2)an example of this in one of the elegies of Charles Fontaine, on 
the loss of his mistress* dog. In the ^degie du cheval d'Aurlgny 
does bring the horse's master Into the poem, but rather to show 
the true virtue of the horse, and to demonstrate how truly horse 
end master were in syg^thy.

Before unfolding the tale of the gallant horse, and his 
master, d'Auri^y heaps praise on the steed, and compares him wit^ 
Alexander's horse, Buc<^â#lus.

1) D'Aurigiy was well aware of the nature of the as he
himself jmde his contributloei to the so^<alled 'Cæcours des 
Blasons*, with a 31^sm deÜ Q n ^ e . which aç̂ pears in the
Tv^x.^VWHHr»

2) îüatlffla, Fontaine d'Amour. K L ^ e  II. ef. supra,
K>. 154 - 155.
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Fui» qu'ainsi^ est que tant de haxilz esprit» !
Ont travaille & mys en leurs escrlptz
(Comme un grand cas) que l'honneur on doibt rendre
A Buc^hal le cheval d'Alexandre j
Fuis qa'ainsi est que par oulx il doit estre j
Tant estime d'avoir saulve son malstre
Je soutiendray autre cheveuîx heureux
En avoir veu un plus avantureux.
Je soutiïKidray tousjours que la clayette
A m g  cheval digne assez qu'on le saecte ]
Par grand Iwneur en hystoire ou cronique I
Pour apprcxîver son faict tant magnifique. 1) j

D'Aurlgny thesi launches into the tale of the heroism of the horse.
The animal, always particular^ aware of his master's wishes, is so 
much in sympathy with his rider, that he revises that his master 
is in love, and is consequently of an unusually hoistmwis humour.
The torse takes all this into caisideration, and takes responsibility 
for the pair of Uwtec*

II est bien vray qu'aaour trop mflanse 
Avoit son coeur tellement mtame 
Pour le réhiyre en sa hmilte puissance 
Que le cheval en avoit eongnoissance.
Cela faisait que ce feu virement 
Es^iauffoit l'un et l'aultre ineesseommt 
Pour entre t<ms estre subtil et prcrapts.
Estimez vous que les durs espercms 
Pour le dompter Ivy fimsmt mys à point.
Certes nenny, mais il n'en falloit point;
Car le cheval Jugeoit en son courage
Qu'amour tenoit son seignmr m  servage. 2)

1) Le tuteur d’asKwr. p. 56 v®. Slesie du cheval. 11. 1 - 12. 
2} Le 'tuteur d'assour. p. 57. Sleglo du cheval. 11. 25 - 36.

I
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However, this understanding of the <naster by the horse is soœi put 

to severe test, fojiiaŝ at incongruously, after the realistic 
description of the horse, and his manoeuvres, d'Aurigny declares 

that 'iinvle* plotted to cause the death of both the lover and the 

horse. In ordw to do so, •Bnvle' se velnt (sic) jecter au 

ventre D'un grand coursier,' This aniasl, spurred on by the 

machinations of 'Envie* nishes up tx> la Clayette and his gallant 

steed, Strangely enough, by this point in the elegy, presumably 

in sympathy with his master, the horse Is also referred to as 

'amoureux', the maddened beast rushes at then again and again, 

and at each fresh attack, the virtuous horse takes skilful avoiding 

action, Finally towever, fortune not wishing that la filayette 

and his horse should , have an iemediate victory intervenes.

Main la fortune ayant 1* envie à comar 
Ne penaist point qu'il fust pour lore vainqueur,
Voyant son ^gste & sa façon ̂ gentille.
Car le courcier, plus enrage qu'habille
Jecta son coup royde comme sayette
Centre la jaahe du noble la clayette. 1)

This is vihere the horse's complete imdwstanding of his master 
reaches its height. Having felt that his master has bem dealt a 

blw, he retires from the field, and takes his master vdsere he 

may seek comfort.

1) single du cheval. 11. 79 -
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Ce que sentant, ce cîwsval de hault pris 
Et congjioissant son aalstre estre si:rpris 
Sans s'effrayer, ou se monstrer farouche 
MbiteTiont sortit de l'escarmouche.
Âpres avoir faict quatre ou cinq beaux tours 
Le porta droict au lieu de ses amours,
A celle fin que le contenteswKit 
Luy peust servir îe quelque allegeesont*
Qui est celuy qui vueille dire ou croire
Que Cephalus mérité plus de gloire? 1)

D'Aurigny devotes several more lines to coiaparing the horse 
favourably to Bucephalus, and then as if as an afterthou^t 

reintroduces the theme of 'Envie*, the eiemy of lovers,

0 feulce envie aux vrais m m tz contraire
Tu pensois ̂ bien d'tas coup les deux deffaire
Mais malgi'é toy comme amant il vivra
Et se» amours tous jours 1^ poursuyvra
Four te monstrer & damer a cognoistre
Qu'amour fera de tqy vainqueur et aaistre. 2)

The ingression left by the el^y is a curiou» (me. D'Aurigay is 

at pains to keep love as the central of Uie pœm, but somehow

is continually carried away by his description of the horse, and of 

its relation^iip with its master. Consequently, whenever dealing

dealing with the horse, the pocHs becom e singularly animated. It 

seems that D'Auri^y gave the title elegy to the piece because it 

did in fact ultimately deal with love, and |#8sibly because he

1) m M l ,  m  cbmml. 11. 85 - 94.
2) Llecle du cbCTal. 11. 107 - 112.

with love, the poem is singularly static and uninspired, and vA)m

5



knew of tto part that domestic animals played in the elegies of 
Cstulliis and Ovid.

Elegies one and three both treat in different fashimis the 
trials and tribulations of love. The situation in the first elegy 
is a comparatively simple one* The lady v&io utters the long 
monologue, (the poem is just over two hundred lines long ) has quite 
simply fallen in love with someone so far above her socially, that 
any love between them is impossible* The object of her passions 
does not even know of her love. In her misery, she first calls 
on Cupid to explain the source of this torment, love.

Pour contenter mes vagaboni(5 esprits 
Pour conforter mes membres trop espris 
Et asseurer ma pauvre aae esgaree 
Je te requiers (8 fils de Citharee)
>Ie declarer (toy qui seals mon tournait )
D'ou vient ce feu subit et vehement 
Qui s'est espris en mon estomach tendre 
Je te supply, dcwvie moy à attendre 
Pourquoy ce feu s'est si tost allume^
Rendant mon coeur h demy consume, 1)

Cupid bas, she déclarés, taken her heart away, and it is no longer 
her own. Breaking away from this particularly well worn way of 
describing her state, the lady declares that her heart belongs to 
the noble gentleman, and that if only he knew of her plight, he 
would release her heart, just as a powerful lord can liberate a 
prisoner,
1 ) SLegie d'une fille se comnlaignant,,, Le Tuteur d'Amour, p. 53 

11, 1 - 10,

’15,
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0 que cela est bien faschoux a faire 
Yeu qu'il ne «cait aucunement s'il timt 
iion pauvre coeur, lequel luy appartint.

tout ainsi qu'm estroicte prison 
L'homme est tenu, à juste, m  sans raiscm:
Il se tourmente, il n'a jamais de bien 
Et toutefois le seigneur n'en se&it ri^.
Quand il le scalt, ne fault qu'un^ priera
Four le remectre en liberté premiere. 1)

Apart from this one fairly original ccœqparison, the references to 
love throughout the elegy are couched in t e msst obvious Petrarchist 
cliches. Love is a torment and a painf^ or love is a flame or a 
fire. Again, in the traditien of Petrarehiam, the lady describes 
how it was through the eyes that she received the fatal v̂ ound.
Ghs reproaches her eyes for Mving been open, and thus semri the . 
parson who was to be so fatal to her.

0 vous, mes yeulx, qui fus tes trc^ has tifs 
De contempler les deux siens attractif»,
D'ou procedoit telle presusç>tion 
De regarder voctre perdition?
En un ams#Qt, vous pansies ggiflaasaer 
Ce qui vous faict aâintenant cor^uaaser.
0 le græid heur s'il m'eust esté permis
De vous tenir fermez ou mdormis. 4)

1) 5o -  58.
2) love le referred to aa a torment, as pain or suffering in lin^, 

5, 16, 19, 121, 154, 166, and 170.
3} Love is described as heat, fire or flame in lines, 6, 9,

154 and 200.
4) Blegie d'une fille se coe^laignant, 11. 103 - 110.
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The lady then proceeds to reproach the gods in turn for not having 
prevented this misfortune. Why was Mercury not present at the 
time? Could he not have rendered her eyes useless as he did w h m  

he put Argue to sleep? Could he not have caused some metamorphosis 
that would have saved her? 3he then calls on Diana, the goddess 
of chastity, vAo surely should have lielped her*

Ou estois tu Diane, chaste et saincte.
Que ma chaleur ne fut par toy estaincte.
Que ne veins tu environner mon coeur 
De ta divine et podicque froideir?
C'eotoit à toy ma jeunesse innocente.
Tu devrois donc de chaleur vehement#
La preserver, (6 dees se de pris)
Tu avois bien «ultre part tes esprit». 1)

The gods, so the miserable wcraan concludes, are tryir^ to ptmish 
her or they would indeed have intervened on her bi&alf • 
further laments her fate feelin^g that her pain is so gr^t that she 
will die of love if Ovpid does not intervene* The elegy ftoishes 
with a plea to the god of love to end her misery by making the 
object of her love fall in love with her. If Cupid g*«nts this 
wish, she will eternally praise him, if not the consequences will 
be disastrous.

I I  mttmrnmmmmmm............ ......... .... nil— l .w n i m i -

11. 129 - 136.
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Va luy mcmstrer ta piiiaaaice et vertu 
Bn le rendant tout autant amoureux,
Comme m  l'aymant m m  cœur est langoui^a^.
Chaînai le fais, tu peulx estre aaseure 
Qu'en mon esprit j'ay deajà préparé 
A ta louange un issoortel cantique 
Qui Hescrîpra ta puissance auctentique.
Hais si pourjaoy tu ne fais ce message 

Afin d'avoir k son amour parta^
A ton honneur jamais ne parleray.
Seule en %m lieu je me retirersy 
En laauldisaant la fleur de ma jeunesse,
Je me causer eternelIe tristesse.
Ju»qu'à la mort je passera} les rmictz 
En descc8ifart, soupirant mes enmgrs. 1)

she is asked the cause of her distress, her m & m r  will be 
that 'folle amour' has caused these miseries.

The UUi8,8g (mmWmmtf, sœ» a£ it*
images, and themes to r etrarchism, and probably some to the 
tradition» of mediaeval love poetry, with the eternally lamenting 
lover, thou^ here the tlieme is inverted, and we have the eternally 
lamenting lady. hlierc d'Aurigny uses some of the cliclies of 
I etrarchiam, he eoqploits them little, and merely refers in passing 
to love as a flame, without euctending the c<%aparis%:. The élegy 
in fact simply follow the theass of the i;,Di3tre Amoureuse* with 
its eternal embroidery on the the®© of unrequited love.

    .         .

1) eiegim d»m« f m *  U.  181 - 187. & 192 - 199.



219.

The then# of the third elegy Is a son̂ ewhat m r e  sophisticated
one. The lover who speaka the monologue baa forbidden his^lady
to come to see him. This is not, he insists, as earn will conclude
because he 1» not resolute enough in his love, or because he la too
proud. It is cHxite sirsply because the effects of love are already
so strong, that he fears the consequences if they are increased by
further si#it of the lady.

Ay- Je donc pas cause de ne perraectre 
Qu'on plus grand feu m  mon coair vienne mectreV 
Yeu que eéhxy qu'elle a Ja allcBae 
Mon esprit a et ?oti corps consume.
31 je î^r«ctz qu'elle vienne vers rooy 
Asaeure suis que j'auray tant d'esmoy 
En la voyant, si dieu ne me faict grace.
Qu'en de t̂ Maps fauldra que je trespasse.
Je suis bien sour que son œil deceptîf
Me rendra mort, eu du tout fugitif. 1)

In order that he may not perish in this txihappy fashion, the Icfvet 
wishes to postpone tïieir meeting until he has become more 
accustomed to the effects of the fire of love. The iimge of love 
as an all consuming flame is contim»d throu#«ut the poem, 
exploited to its utmost. If the lovers do not apart, the 
lady's eyes may well consu:^ the lover completely with their flame.

la..'£si«g,.4*iS»9ai:» p. »  » - 59 v . n .  3? - 46.
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tui» s’elle void quHl vuellle constuaer 
r«3 stibtilz yeulx le po\;rront allusær 
Et cnflaiaaer, voire de telle force 
Qu’ilz bnieleront et le bqys et l*escorce 1)

The lover coricltsdes with a plea to Verms to toeet:> the lady patient, 
ttntil a Meeting be more propitious, bub not in any way to
diminish her love, &%hicb is as great as his.

In all three of dUurigny's ^leglea. love is the principal 
subject, evtn if it is somewhat overshadowed in the Hoftle du cheval. 
In the two elegies Wiich treat only love, d^iXiad^y borrows 
certain of the Petrarchist cliches to eshellish his poems. All in 
all, the Uiree cooçosltiona conform to the pattern of Î arot̂ s 

that is to say his love elegies, both In ttwir form, 
decasyll&bles with rimes plates, and in their content. Like 
Karot too d*Aurl^y distinguishes beti-men the elegy and the 
epistle, althou^ the distinction ftot dVAurigay nakes between 
the love epistle and the el<^ lies in the fact that the elegies 
he corqoosed are mtmologues, and not epistles, whereas Marot's love 
elegies are quite singly love epistles.

The last group of elegies we have to study are the two poems 
which appeared in 154Ô in ^tienne Forcadel*e Chant d^s .Qcgrainos. 
Forcadel in his turn foUowe fairly closely the p a t t ^  set ty /

 ...     w wrn     ' m i ■ i WWW#####..........      ' mmmm
1) XreialWu^lgilS» 31. 53 - 56.
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l%rot*s love eleigles. Both the poems have love as f-eir subject, 
and both are written in decasyllables vdth rimes plates. The 
first elegy, i:>lod.e ureeiiere. treats the pangs of
unrequited love, and is quite simply a plea to a lady to grant her 
love, and to %)our w  the n.amc of the loveras passion, *eau de mercy*. 
The second elegy is the author*s defence of his attitude, m â  his 
writings on the female sex and on love. Some other poet has been
trying to persuade the ladies that Forcadel has spt^cm ill of them

2)in his poetry. This is not true, protests Forcadel. All that 
he has written has Veen in rraise or defence of the fair sax.

The first elegy follows the pattern of love as expounded by 
the Petrarchists. For«adel describes his lady*s beauty in highly 
exaggerated terms ̂ and compares her favourably with the heroines 
and goddesses of Antiquity. % e  is so beautiful that Mars would 
hsve chosen her rather th»n Venus. Further, if Phoebus had seen

1) Î. Cfamt <t.a ’̂wralnes. Slenlo nremlere poor to Aas’̂t. 
pp. a  - 23.

2) Le Chnnt -;eraine3. "econde -lezle. pp. 23 - 24 v**.
81 as trouve quelque cas à refaire 
M m  d*un quidam, sot ritteeur fait en hasts,
B*un qui mon bruit, comme les métros gaste
Persuadant aux sia^lea damoyseUes
C?ue j*ay parle sinistrement d*alles. (11. 6 ## 10.)

In line 6, forcadel la addressing the readm*.
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Forcadel*s lady. Daphne itfouXi not have bem turned Into a tree, 
and Paris would not have caused the Trojan war In order to gain 
Helen.

Kaia me deçoy jê  en ceste veine attente*?
Quand ta beaulte, d*ou nootre t«8ps se vante 
A, deservy, sans aymer, d*estre 
Et se graver, par main de r^onme. 
tant naïve est, qu*à Venus rien ne doit.
Ou que Venus sur soy la recons^lt.
Et croy, que Mars t*eust pour Tenus choisie, 
xiana qu*Adonis l*eust poingt de jalousie.
Et si Ph^ms east ta forme congoue.
Daphne ne fusi vert^ Laurier devenue.
Et Ilion ne serôit à 1*envers,
Lstana les yeulx au beau^ Paris ouverts.
Car seconde est Heleine à ta hâult6s??e,
Et fust icy ie present toute Grace. 1)

An even more obvious borrowing frox Fetrarchiaa is Forcadel*s 
constant reference to love as fire or flame. Twice Forcadel uses 
the image of fire contrasted with vmter. The lady should have 
mercy , on him:

: ' - : "liéFais sur son feu eau de mercy pleuvoir,
Pwr mieul^àiser, pour sdeulx cmUsnt le voir. 2)

Xet again, Forcadel declares that the sea could not extinguish the 
flame she has lit.

: V

  ^

1) Elggte Î rgalere. 11. 11 - 24.
2) Slegl^ creaiere. 11. 53 - 54.
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Malm si la mer te vers my  pltmise,
J*yray voguer m  la m r  perilleuse,
Veii que le mer ne pourroit de son onde,
Royer le feu, qui m  m m  eueur abonda. 1)

Fercadol declares 1 30 that his mistress chc«ld be his Salamander.

"̂i quo ne ŝ pay tant Is^SBlble chose,
D# pour toy, à V m m ^ f  ne m*eaq>oïïe,
Ou m  dg^er des flammes & attendre 
Qu*à l*srdent feu tu soin m  '^almm^dre, 
îün estaingnant le feu d*ou ma sens poindre,
3*11 te plaisoit un feu sWil&ble joindre. 2)

Here, Forcadel Is ediolng ^eraflno, who declai^es that it la no 
mo:e strange that the alamander can live in fire, than it is tWt 
his lady, is made of Ice, Should continue to live in the heart 
of the poet %d,thout meltlagl^

In the first elegy, Forcadel declares his love in term whi<^ 
come partly from Petrarchism, and pertly from the tradition of 
courtly love. In the opening limes of the poem, he offers the 
lady his *s«nriee*.

Z) .̂legle mMMlere. U. 31 «■ 36.
3) :;pgre d.110 eleaaatiaalgo Fort. S w e h j n a  Atmilatm. mawMwnta

mJailU«aUautocim.im aaw.«wHt.taitteittf» Pirww, isi£.
p. 126.

<m %lsmandrs in flame vive, e in foeo, 
" W  me stug)i$ce quel che fa naturae 
%  eostei ehe è di ghaccio & io dl foco 
% in meso del mlo cor vive sieurs 
Chi la defends in eosi aWente foeo 
Che dove^o equagliar diventa dura 
Trtle amor di nature aspro edversario 
Che dlspecto mises ognti contrario.A
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avec toy, mes vrays ans je consume.
Couchant mon dueil, par ma voix & ma plume,
Eepoy en gre, è ne tse tiens à vice
Si je te fais offre de mon service* 1)

In the final lines of the elegy, Forcadel begs his mistress to be
2)favourable to him, otdierwise he will meet m  early death, following 

partly in the footsteps of the lover in Chartier*s Lelle Dame sans 
>^rcv> who dies from his love, and partly in the footsteps of the 
later Fetrar^ists*

From the type of images that Forcadel uses, it seem that 
he takes some of his inspiration t r m  the later 1 etrarchists, and 
possibly from "«rafino, exploited the conceits of fire 
conflicting with water to the utciost* Certainly Forcadel appears 
to take the n^ference to the Salama^wlw- from Cwaflno* Apart 
from these borrowings, the mediaeval concept of love as service 1» 
also suggested.

The second elegy is in a stxim^t m r t  light-hearted vein* 
Somediow Forcadel does not seem to have taken the accusations 
against him very seriously. In listening to his accuser, one

1) Sletde pre>!dere. 11. 1 - 4.
2) assk„.,Bmi,sn8t u .  59 - 62.

Et si en rien ny vault herbe & racine,
Je crains, que mort en bref tesaps ne termine 
Ou si subit n*a fin le mien toursmit,
En mon vivant, je mourray longuement.
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would think that he had tried to harm the reputation of the fair 
sex In his verses. Tld» is not the case:

Si, qu*à l*ouir, en roes vers crolst 1*ortie;
.%is c*est juger sane ouyr la partie,
Et recevoir avy la gauche main.
Ce, qu*ay donne de eueur dextre et himain.
Car qui de près espluchera mon dire,
Appercevra, que le tout fut pour rire.
Et la plupart, au loa de quelque %me.
Qui vers soy a la aoytie de mon asæ,
Qui suffiroit pour illustrer le reste
Du féminin sexe, doulx & modestes 1}

I would be the last person to speak ill of the fair sex, declares 
Forcadel, for the fair sex:

Plus m  plaist que la fresche fontaine 
Au cerf vene^ courant et hors d*aleine.
Ou à la RKwsche à miel, la fleur de Thin,
Ou bien au pré, le ruysseau argmtin.
Ou au soldat, l*anime bien fourbie. 2)

lu order to express how far he is fro© speaking ill of women, 
Forcadel uses the fomila, *the order of nature would have to be 
reversed before this would happen*, the same formula Umt the 
lovers in %rot*a elegies use, to express the quality of their lovel^

1) 20.
2) ^smâSLilâSiâ» 11. a  - 25
3) see supra, pp. 48 - 49.
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Quand est a moy, avant que la »*eapr«uve.
Verrons Obrie, le cler et plaisant fleuve.
Sane l*eau l*yver, ou aller contreawnt.
Avant paistront les Aloses au mont.
Avant verrons le feu à la mer joindre.
Que mon désir soit de blasmer ou poindre. 1)

forcadel finishes with a plea to the ladles to Wlievé in his good 
faith, and a few rather cynical comments about the one lady he Is 
so diligently wooing.

Puis en bref temps, Dazses, vous cognoistrex 
i4on bon vouloir, & l*ire remettrez 
Eg^wissant vostre amyabl^ trongne, 

à present, sane cause se refxmgne.
Celle qui a tant obstine son cueur,
Me vouldra pas amollir sa rancueur,
L*oo Ivy a ^ t  quelque mot un peu lourd,
Maie, que sert il de luy faire la court?
Elle est à tous, & diligsaice est veine.
De desrober «u bort de lô m r  l*areine.
Or voise donc avecques son semblable,
Vou que je suis aux autres favorable.
Et favory: car qui a innocence,
A les deux tiers de la hcmne sentence. 2)

from our brief study of the elegies of forcadel published at this 
1)date, we see that the poet considered the elegy aa a genre for

1) 11. U  - 46.
2) fclegl.. 11.,61 - 74.
3) Th«re are furthwr celleetlons of ̂ .gles In forcadel*. latw 

eoU«tlor»a of pocns, Pofet. d«Satl.raii» forcadel. J d« Toun»., 
Lyon, 1551, B. Sat. Fiéa. Ye 1324.. and 0.uvi;ea PoatlaUM.
G. Chaudière, Paris, 1579., Brit. Mus. 11475. bbb. 51.

'I
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love poetryf either addressed directly on behalf of a lover to 
the object of his passion, or as a slightly more frivolous 
discussion of feainine honour, and Forcadel'a protection of it in 
hie verses. The form of his el^es, and their content follow in 
broad outline the love elegies of Karot.

^e can draw several conclusions from the study of the various 
elegies published between 1545 and 1548. In contrast to the 
elegies published in the decade following the publication of Marot*s 
love elegies. Which have a wide variety f o m  and contant, the
elegies we have stWied in this chapter follow more closely the

,  ,  altpattern of the •elegie aarotique*. few exertions ,ŷ the
elegies we have discussed have love as their subject. This does
not mem however that the treatment of the theme of love is the
same. For Fernette, the elegy is generally a monologue, and is
at least ostensibly a poem which presents her a m  emotions. f w
brodeau; the elegy is attain a monologue, but the emotions expressed
are not those of the author, but of another persm. The
of d*Aurigay are again monologues, mnd are quite separate Arom
d*Aurigny*a love epistles. Finally for Forcadel again, the elegy
is a monologue, not necessarily written on his own brtialf,
expressing the pangs of love; or a rathw more vague * badinage*
addressed to several ladies. In almost all cases, the Ll^le is
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not necessarily & love epistle any longer, and in that respect, 
Urn authors in question show their indepetidence from Marot*» 
concept of the elegy. Another striking feature is the almost 
complete independence from the latin elegiacs* Probably the 
greatest sin^e influence on all the writers discussed in this 
chapter is Petrard^ism, whetiier it is very marked, as in the case 
of Forcadel, or much more assimilated in the case of Pernette.
All in all, it seems that the elegy was firmly established as a 
genre for love poetry by 1548, and although the content of the 
various elegies varies sli^tly, as does their length, the form, 
the decasyllable with rimes plates is fairly constant. Marot*s 
Kléfdes certainly give the basis and the pattern, and ea<di 
individual auWwr gives his a m  variatie^ on the basic scheme.
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oneltislon

In our study of the birth of the elegy In France, that ie in 
our sUhly of the origins of the elegy, and of the various elegies 
written between the creation of the genre by Marot in 1532, and 
1550, we have tried to show several things, and to clear up various 
probl€Nss %Aich surround IWot*s first attemf>ts at the genre, m û  

those of the poets who follow him.

We have tried to show fir:^tly, that the creation of the elegy 
in France, by '%rot was not a suddm and zdLraculous harking bade to 
a genre used by the poets of Antiquity. Rather, the elegy 
developed from the s^ître Amoureuse, and was for a long time 
confus^ with it, .since many poets, and not only Marot, wrote 
allies, which were in fact love epistles. At the same tifw, the 
fact that %rot had given the title Elégie to a love epistle did 
not mean th&t all love epistles were subsequently baptised

F w  a long time, the two gmres survive side hy side. 
The Knttye Amoureuse owed its being, and its wide diffusion 
ikiring the first fc^rty years of the sixteenth century to the 
popularity of Ovid»s Hero^des. or more particularly to Octovlao de 

translation of Ovid, Les Eaistres <̂ *Ovidje. It was 
in fact, as we saw in Chapter CAe, the Heroides. and not the 
4aaa£Sâ» had a wide Influence on love poetry at the begirming
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of the century. Karot himelf bad a considerable knc»dedge of 
Ovid. He translated the first book of the and
canposed hie own variation on the ii^yqides. the Wistre .M 
Ilacruelonne. With hie knobdedge of the literature of /mtiquity, 

%rot made various attempts to renew the forms and content of 
French poetry. With the exaa^le of the Latin elegiacs in mind, 
^arot baptised his love epistles elegies. this had the double 
advantage of both Wwrncing hie poetry with a title uswi by #ie 
Ancients, and distinguishing the love epistles frma his Lnttres. 
which treat a wide variety of subjects, but never love.

econdly, in vimi of Ute fact that Marot those poets yho 
chose the title elegy for their ooGÇ)ositlon», between 1532 and 1550, 
adopted a title used by the latin elegiacs, it Is tm$)ting to 
conclude that they aloo imitated the latin elegiacs in detail^ in 
their elegies. This is by no means the case. In the case of 
Marot*s elegies, as we have seen, there are certain passages %^ch 
are reminiscent of U »  Latin elegiacs, and several instances mere 
T̂ arot has imitated short snatches Arom Tibullus, Iropertius, and 
slightly more often, Ovid. It.is false, however, to picture

-, // c j
Marot deliberately setting out to model his elegies on t^se of the - - 
Latins, as e m »  critics have tried to show. The sas» is true for 
the other authors of love elegies. Jean Bouchet takes a certain ,
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Qsoamt of material from Ovid, ani Charles Fontaine finds a certain 
degree of inspiration in boUi C/vld end Catullue. Neither Pernette 
dto Gulllet, hrodeau, Gilles d*Âurl®iy, nor Forcadel owe very much 
to the poetry of the Wtin elegiacs. i%rot*s E l ^ e s  are erne of 
the most mediaeval parts of his poetry, and they exploit in the 
main themes handed on by the courtly tradition, and Alai^ Chartier. 
The biggest single influmce on the elegies of Bouchet is tl*
Roman de la Rose. His elegy on the death of Renée de Bourbon is 
a very typical example of a poem on the death of a patrm, »iéilch 
follows all the usual formulae of the poetry on death of the Grands 
Ehetoriqueurs. Charles Fontaine by contrast, in both his themes, 
(that is in his love elegies) ard treatment of them, is closer to 
the Italian Petrarchists, than to the Latins, and the same Is 
largely true of Pernette, Gilles d*Auri^:iy and Etienne Forcadel. 
Tl^lr imitation is often of such a nature that it ip difficult to 
conclude that they were imitating a single author. Very oftm 
they adqpt, and «cploit, the most widespread ai»i banal conceits of 

Petraixdiism. All one can ccsnclude is that since m r y  of the 
images they adopt are the a»st exaggerated ones, ths^ seem to have 
been following the later Fetrardiists, and very probably, 
principally, erafino.
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Thirdly, we have tried to show that the elegy was not for 
Harot, nor very largely for his followers, a form of personal 
lyricism, but was in a sense, like the Heroides. a display of 
lyricism of a purely izaperscrjal nature, presenting a range of 
variations on the them of absence, and of love, very often 
unhappy. Again, like t4ie Heroidea. ltoot*s elegies are written 
by the author for someone else, for a noble •chevalier* or even 
on behalf of an unhappy wootm. The same is true of Bouchet •$ 
Llegles, for some of the elegies of Fontaine, for Brodeau*s tme 
ccx^josition, and also for the elegies of d*Aurigny and Forcadel. 
Thus for the majority of the authors of elegies of this period, the 
elegy was a form of love poetry, Wiich yms far from being a tyj^ 
of personal lyricism.

Lastly, we have tried to m < M  how the fact that Î arot gave 
the title to a group of love poems, and then latw addW to
the group, three poems on-death gave to the el<^ an (^porUmity 
for ambiguous inierpretaticxi. At first, as we have seen in 
stWying the elegies of Bouchet, ^agon, and Sainte-^&rthe, the 
elegy was far from being closely defined, and adMtted a wide 
imriety of themes and treatment. However, Charles Fontaine 
follows very closely Msrot’s definition of the elegy, in that he 
includes in hie group of elegies, principally pieces which are



love epistles, but also two lamsnts on death. All but one of 
the elegies treated in the last cMpter are in fact love elegies, 
if we admit a somewhat wide definition of the term.^^ As well as 
this unifonalty of cwitant, after the diversity of form of the 
earlier attezspts at the genre ̂ the elegies coiaposod from 1545-1546 
also have uniformity in their form: the decacyllable, with rims
plates seeaa to be firmly established. The influence of lïarot*s 
elegies during this period haa in fact been neatly mmsed up by 

r«ilnier. In his chaptw fcw ,3i

•*A l*^x%]ue que l*on peut appeler marotique (disons m  oome, 
les snnmes 1535 - 1555), 1* influence des Elsies est très 
nette. H  en faut bien voir les limiteŝ . %rot n*a pas 
impose la nom d*alegie d*una manière imroediate, et sans 
appel: je n*en veux çoiar çreuve que des coaspositiens 
particulièrement fidèles a l*ex@^e des Elégies de /hrot, 
et que leur auteur Hugues -alal intitule Epftres. En 
second 11 w ,  les pièces marotiques titras '’Elégies^ 
s'autorisent a t%%iter de nouveaux genres de sujets: 
dans sa i oésie francolJC (1540) Charles de èintWkirthe

1) It is possible to argua that Gilles d'Aurigny's Elegie du 
cheval, has as its ultimate theme love, and that Brodeau's

# despite its apparent novelty does treat the pangs of 
unrequited love. The onHy piece which lies beyond the 
definition of the love elegy is Fernette*s poem la ^^ict.

2) L«t MMTot. v W W c l B '
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en dwrmera qui seront d'histoire littéraire, coassa 
l'aiégia ito faBipe de France, ou de morale religi«ise, COTtae 

de l'Ame p&rlarâtë&u eoroa. Enfin, certaines 
se permettent d'user d'autres metres^que ;larot% 

la afesc F qeaie Francoiôe m  contient qui sont écrites m  
alexandrins, ou m  forme stropbiques^ M&lo si >>arot n'a 
pas, d'une fapon saisissante, le cadiv d'une seule
facture, il a lance une 1)

•Il a lancé une mode*. This apparmtly casual way of describing 
the Influence of Marot's Elegies. m â  this applies equally to 
JSarot*» elegies on death, (although in the actual ccmteact minier 
does not intend this to apply) is in fact very accurate. However 
far from the 'élégie mrotique' that the coopositims by, for 
instance Bouchet and Sagon, are, it Is certain that these two very 
minor poets, both extremely conservative in their choice of genres 
would never have dhosen to entitle their poes© Elégies, if %rot 
had not already 'set the fashion' for the title. Again, Charles 
de ainte-Marthe, m o  declares hijsself a very faithful disciple of 
Marot, seems to have chosen to entitle a seeticn of his Fo^ie 
frqnyoisel because the title had been 'inaugurated' by
Morot# As we have sem, poets such as Fontaine and Forcadel

1) Op . clt. Dr. Ill - 112. Saulnier reminds the reader
in a note, tliat he is of course speaking mainly of the . 
^^uenc€j,of the love e l e g y ^  'II s'agit principalmMmt des 
elegies amoureuses, ou des èle^les^dans leur onscsshle. Four 
ce qui m t  de leur influer;ce sparse, Içs élégi^ d^loratives 
ont joue dans le vaste dfxaaine de la poesie funéraire, un râle 
plus modeste.'
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followed the pattern of the 'elegie smirotlque' even m r e  closely. 
There la however one point where, from 1545 onimrde there is a 
certain divergence from the pattern of Karot*s love elegies, 
ivhereas ::ainte-i%rthe and Fontaine present their elegies as 
epistle, Brodeau, Pernette and others tend to presmt their 
elegies as acaologues, and for Gilles d'Aurigty, the elegy is 
distinguished from the love epistle by the fact that it is a 
monologue.

We have restricted our study to the creation, and early 
development of the elegy, since this study In itself constitutes a 
very wide field. However, before concluding we will trace very 
briefly the fate of the ele^ after 1550. Forcadel, whose two 
elegies we have studied in some detail added a further collectlcm 
of elegies to his Poésie*^ Berenger de la Tour d'Albenss
included a seetioi of thlrtem elegies in his volume of poetry

2 )La ikcle d'Ort" All of th©a are love elegies, written in 
decasyllÆles with rimes plates, k few years later, Louise Labe
mmmmummm,mm,»mm* ' , mi...in ■ i ........... .
1) roeale d'Ëatleme Forcadel. J. de Tourries, îÿm, 1551. B. Hat* 

Res. 1824. This volume contains 10 elegies, two of tdnich are 
those midti we have oaatmlned in detail.

2) d« Tournas, l y m ,
1551, Brit. ;ais. U475.b. 40.
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put at the head of her three elegies* The first and
third of the EleHes are apologia, mere she defends lierself in 
advance trasi criticism for laving loved, and written about it.
The second elegy is on the at^sence of her lover* All three are 
writt^ m  decasyilablfîS with rimes plates.

Even very minor poets produced collections of elegies in the
2\decade from 1550 - 1560. Jean Doublet, a native of Dieppe 

wrote twmt3P-si% elegies, mainly on the subject of «nhar?py love. 
Diverging from the pattern of Marot's EleMeq. and presumably 
trying to reproduce something similar to the elegiac cmiplet of 
the Latins, he alternates two lines of decasyHables with two 
octosyllabic lines. Another obscure poet Ferry Julyot, produced 
a coUactlon of elegies entitled falegies de 1?. belle flUe 
lacsentant sa virrdiilte p e r d u e T h e  Eleglea are in fact letters.

lAcnnoi... J. de Tournes, lÿun, 1555,
Brit.

3)

L,      _   et notes de Prosper Ilaneheraala.,
 7  '

I have found a certain asxmnt of useful informtion <m the 
elegy at the time of the amd an these ivo minor poets
in the article R. G. Mafaiett.. ffEiégie au X?1 siècle. Revue 
d'Kistoire Littéraire de la fhpmm 46'' annee, 1939. pp. 145 179.
M. %hleu does not however treat the elegies of Merot, or any 
of the elegies in the period 1532 - 1550.
U a. f l jW  Isw intinV .T^ndai-W ggrftw.réiaspression cosçîlète, publiée d'après l'édition orU^inale de 
1557, avec notice, édaireiasswmts et index, Paris 1873.
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in which the young lady deplores her fate, in turn to to

her parente, and to her lover, whom she reproaches for hairing 

©educed her.

In view of Ou Bellay's views on the elegy expressed in the
1> ■ 'Ceffenee et Illustratlcm it Is interesting to see the results of

the rlelade*© labours vhen they put theory into practice. Du

Bellay hizaself came to compose his eleglea, the results of his

labours bore a strange rememblance to the scorned 'élégie aarotique'
2)For Du Bellay'9 three elegies are all pieces written in 

decasyllables with rimes plates. Tkmy are all epistles, which 

treat minute questions of 'casuistique amoureuse', and vdiich hardly

laake any tise »f ths A k M  ftmffiml 4$
1)Doeeie'. that Du Bellay had so strermously recommendW*.

Ahen we coœ to examine the Elekles of Ronsard, the case is 

an even stranger one. Ronsard in fact carefully avoids using 

the title Euftre for any of his î oems, prchsthly through fear 
being unable to surpass Karat in a genre in whidi the older poet

1) see supra Qbacter 1. p* 5*
2) Du Bellay'9 first Ileile was published in 1553, in the second

edition of the t W
Elegle Aaoumige te .

3) MCaaSg .fife, K-. m  - 332.
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was indeed acknowledged a mater, Gwsequently, Roneard t^ds 
to use the term elegy for many pieces, vAilch are quite simply 
epistles, and do not even have love as their s u b j e c t . H i s  
first three pieces «^titled elegies, v^ich appeared in 1553 in the 
second edition of the fifth book of his Odea, are of a very varied 
nature. The fir: t was quite simply an epistle, addressed to 
Turet, the second was again an epistle, addressed to J. de la 
Pfwuse, and the third was the Elégie sur le t rec as d' Antoin^ 
Chasteignier. roete élégianue. modelled on Ovid's elegy on the 
death of Tibullus. Later Hcnsard turns more and more to the Idea 
of the elegy as a love poem, but ccntlnues nevertheless to treat a

1) On Ronaard's elegies see, î ahleu. l»ulégle XVI siècle, 
pp. 155 - 167. S&mEÉ,, i-ilatQlr. 4e la Pleiad, vol. 3, 
pp. 26 - î O. Rauloier. Lea EXeele^. Jterot. p p . 115 - 117. 
ia-Uâtiari» mrot. 38 «arriéré PoetJkma,.390 œuvre. Paris, 
1938. pp. 163 - 165. HFrev. Le gxmre elegiaque dans 
l'œuvre de Ronsard. Thesis presented at oâle, 1939* ^
Taulnier comments judiciously (p. 116.) 'Ronsard rendit à Karot 
un très grand services celui de démoder le terme d'épître. 
Considérant ce genre cœme bim fhumilier, ou bian plutât 
sœcieux de ne pas Mvallser le moins du monde dans un genre 
où Karot était pmssé maître, Ronsard renonçait au genre de 
]('^itre comme par principe. Il préfère intituler une épître 
elegle plutôt que procéder è l'inverse*.
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wide variety of subjects.^^ In the 1584 edition of his works, 
there are no fewer than foj^rty-six elegies. Kahieu, after 
discussing Ronsard*s elegies concludes that of all of his elegies 
the 'elegies amoureuses* are the most successful.Ironically, 
many of his love elegies follow both the form, and to a certain 
degree, the c<xitent of Karot*s elegies, and thus, despite his 
attempts to remain independmt of Harot, Hcxisard does in fact owe 
a certain debt to him in his elegies.

Ronsard and Du Bellay were not the only members of the 
Llelsde to produce elegies. fontus do Tyard included two Elgjgles 
In his 'Jpyysligg ^  another
rather unusual piece, Elégie à une Oaæ. enamourée d'me autre <toaw. 
In his turn. Etienne Jodelle Included in his Amours et autres 
poésie;^. two love elegies. Am m g tlae contes^orarles of the

1) Chamard, in hi® discussion of Rmsard's ele^e:;, divid^ thas 
in^^three divisions, 'l'élégie d'amour, I'elegie d'idœ, et 
l'elégle de Cour.* The 'el^ie d'idée* is ,the classification 
that Chamard accorde for ,1nstance to the EleMe au >eigneur 
BalUm. trworiw l'eparm. du Boy, a sort of counterpart 
to the H v m e ^ ^  I'or^ The love élegles are addressed to a 
variety of ladles, at different dates, to Isabeau, Genevre, and 
to Marie. Under the heading of the Elégie de Cqur. Chamrd 
discusses a group of elegies addressed to Mary Stuart, an her 
departure from France, and elegies addressed to the Cueen 
mother and to Charles IX.

2) see IWiieu. L'Elendle en Fnmce, pp. 157 - 165.
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i léiaciç. Jean de la Pcrusè left a collectif of six 
mainly laments on d^th. the Olimye (1560) of Jacques Grevin 
contains five elegies, one addressed to Olinçfe, whilst the others 
treat various subjects, the most curious being Elegle sur la 
naissance de Xypoaine. I» the
i rem^ères Oeuvres (1569) of cévble de Gainte-Karthe, there is a 
grotqp of elegies, translated from GrWc and Latin, and also m  

Sligle de J. A. M i t  à l'auteur. Later still, we find a lar# 
collection of love e l ^ e s  te the Oeuvres roétioues (1575) of 

Amadls Jamyn.

Desportes in his turn gave a large selection of love elegies
to his readers, in his Premières Couvres. The elegies, twenty-four
In all,diverge from the pattern of Karat's «degies, in that they
are all written in Alexandrines. We find too collections of
elegies by Etienne Pasquier, by Jean Fasserat, by Flandnio de
Birague, and Jean de la Jesses. When Robert Cornier lamented the

1)death of Ronsard in verse, he did so in t̂ .e form of an elegy.

This list of the various èlegies written in France after 
1550, until the end of the century does not pretend to be 
exhaustive. From the exan^les quoted Ixwever, wo can see that if

1) Robert Gamier. Oeuvres edition of L. Tinvert, Paris,
1923. Vol II, p. 434. ElfriMyaar 1. m r t  de SmsÊaà,.
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anything, the popularity of the elegy as a gerjre increased as the 
emtury progressed, and that Karot*s collectl œ  of elegies was to 
have a large number of successors. On Wwle, the elegy after 
1550 is more often a vehicle for love poetry than for poetry on 
death, although we do find a certain number of elegies which are 
lammts on death. On the whole too, apart from varimia attempts 
to try to produce some sort of metre Wiich resembled the elegiae 
osuplet,^^ the most common form, up until the elegies of Oesportes^ 
is the metre used by Karot, the decasyllable wit^ rimes plates. 

Thus in a sense, the pattern set by Karot was a very durable one, 
since the elegies which did not treat either love or death were 
the exception rather than the rule, and for a long time, the 
decasyllable was the most usual metric fora for the elegy. It was 
thus not (xûy tor his immediate followers that !%rot had 'lancé une 
mode*, but also in a sense for the poets of the ïdiole century.

We have s e m  how the elegy, developed fr@s the Epître 
Amoureuse, a genre which a m d  its wide diffusion largely to the 
translation of Ovid's Meroidcs. gradually became independmt of 
the love epistle, and was admondedged in its own ri^t, evm

1) Jean Doublet for instance alternates two decasyllabic lines with 
two octosyllabic linos. Ronsard, in his elegy a® the death 
of Chasteigiisr, alternates the AleoGsndrine with ^ e  

decasyllable.
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thou#% a certain degree of confusion with the love epistle i^nained. 
Due to the fact that Ihrot himself hesitated in the classification 
of his ElGfd.es. and eventually included under that heading pieces 
which were on the one hand descendants of the simple love ^i&tle, 
and on the other hand, laments m  death, a certain amomt of 
confusion reigned in the years 1532 - 1550 as to the ̂ cact nature 
of the elegy. In our study we have zemi how 3agon gave the title 
Elégie a very wide interpretation, as did Charles de :ainte-:%rthe, 
Finally, around the period 1545 - 1550, the elegy became firmly 
established as a genre Wiich many poets included in their 
collecticns of poetry, and at the same time the interpretations of 
the elegy followed much more closely the pattern of Marot's 
Elegies, or more prc^rly, hio love elegies, for the influence of 
the elegies on death is overshadowed by the influence of the love 
elegies. Broadly speaking, the influxes of the pattern set by 
Karot in his love elegies is not eclipsed until the end of the 
ceitury.
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^mnglatioD ÆC Cvid'o ijarotega. I m  4X1 Bplatrea d«Qglde.

In the majority of cases I have seen the editions cysclf in 
the British EAaseua library , in the Bibliothèqm %tionale, and 
in the Bibliothèque de l'Arsenal. I have listed also 
editions quoted by Qtuneit, anjî by G. puplessia in his Essai 
iiibliographlaas gva- lea diff^ntes d w  oeuvres

nlanebi^mbliéOT aux m »  et XVI# sleclaa. 
Paris, 1889, and in some cases editions quoted by xiolinier 
in  m@ai bioæ-aüiteue et littéraire sur (jctoyten à» SalnWelaj 
I have placed the ©ditic»is, as far as possible (since in some 
cases tiiey are undated; in chronological order.

gaXp.aR3,.aanB.to,^Qgl fadsotent eomlainctes et douloureaaea laaentatiwa tXHg
3ffiĝ ,.gfaigfflyto,jÿsg§., ,g?4
Y 'ASt „^rame
(sicj a îbe3e>ag..ÇidQ a W e .  IMlxg a PeswjaLffiiL.gfĉX»liMi.itu
  jJaiBgc. Ho dÿte or nas» of printer, in 4®, gothic
lettering^ B. Mat. Ees.p.ïc. 156?.

Z) X.8 m  £pi0tr.8 d'Cvi^. translatées de latin «m fraiyara.
m :  .afflmsBa, , ' W M f eiiichel Le Noir, Paris, 1500, in 4®, lettwing. feninet
quotes this edition. Vol. 4, col. 289. There is apparently
orùy one copy in existence, in a library in Parma.

par lyyerend pare an Dleu. limwiamur. d'ansoulesm.
A. Verard, Paris, no date (probably around 1502) in 4°, 
g^}hic lettering, with the Latin text in the margin.
B. Nat. Velins. 2088 & 2089.

4i £ni«trea d'Orlde en fronyam par Octovlen da
3t. flelala. A, Vward, fiaria, no date, in B®, gothic 
lettering. B. Nat. iies.p.ïc. 1683.

5) .4e-.M4B.jgfl M m s a z

J. tropparéXf Paris, IgCÿ, in 4®, gothic lettering.
B, Mat. iiro.Bwle. 531. Brit. iSua. U388.b.40.
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6i to«jnalatf.ea de lat̂ ln en francojgs. mr

weoQue d'an^ulGsm. la. veuve J#mn irepperel, & Jehan 
J^aiinot, rarls, no date, in 4^, gothic le B. Nat.
dee.m.Ye. 533UÎ, Brit. Ejue. C.4B.d.3.

A9iC/. Olivier Arnoullet, lyon, 1522, in 4^, gothic 
lettering. Brit. Fma. H3B.b.41.

a; Lee, m i  Bpletre# dAQvlde. Olivier ArnouHet, 1525, in 4®, 
gothic lettering. Listed by Bu^leaeis and iiolinier.

9) G'mmnrt lee Œ  d'Ovide, translatées de latin en

__________ % (aiéj 0»»gque d'e^oulesme. No name of prir^er.
Paria, 1525, in 4®, B. Mat. H&.2i.Yc. 532.

ammgffinianouvellement reveues et corrigées oultre les ïir^endentes 
ifi^essiona. Flmre de Vidou for Qalliot Dupre# Paris^ 1528, 
in 8", ci, Hat. îtés.p.ïc. %L9. ûrit. ite. C.40.a.51. il) 
vhantm^, IV t..2Ç.

11/ ^  ,M1 aptetpea d ' . C Y i # . . . . de latin en Iramcofs .
Ciivier ArnouUet, %on, 1532, in 4°. ChsBïtilîy, IV 13.90.

12) W ;  111 m a i r e s  d*ç%id#. translatées 4e latin cn lrscygMi. 
MT.wwmiiK#nouwellament reroues et corrigBes. jCy après emm/venk 
quatre eplstres d'Ovide. traduiotes et caaposero par i‘M.atfe 
André de la Vigne.> QuiUause de Boasosel, Paris, 1534,
in e®, B. r̂ at. aés.p.lc. 720.

13) iaa àplatrea d'Ovide. noOTalIamBnt rev%#B et mtre 
les précédantes ia3Ere33ic«a. Mo name of lOaee or printer, 
1538, in 80, &-it. «a. 238.k.l5.

cnanoBeea car iÆchftl_d'iM>ctee_..,<iigt l % G l a m  fodaais.
f. ÇaMynion. mi sont eontor̂ uaa nlrataara ohaaaa

8. Janot, Paria, 1541.
Brit. Mus. û.40.a. 51 ( Z i .  )
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oulfcre lea tafroendaitea Imnrgaaion». D. Janot, Paris, 1541, 
in 16®.
%hi9 edition is quoted bjy' Brunet, vol. 4, col. 290, and 
Buplessis.

15; m *  W i # W m  <i«Cvide. translates de latin tm
*** S'ensuyvenb quatre epistrea d'Cvide, 

nouvelle^nt faictes.ei. par mistre àndreTde la Vigne, 
àxinted in U o a m  by Bicolaa Le &%oc for Pierre Regnault,
1544. In l6*Briaiet lists this edition, vol. 4, col. 290.

16) W _.m i.W gü:^Æ 'O glde Qmtre @mi.tre8 d'Ovide
nmaMl,ly«>nt ffijctes et cgacosacs. outra las lytiaierea. par
1%. n̂ebre de la Vl^e. Guillaume le Bret, Paris, 1544.
in 16®, quoted ty Brunet, vol. 4, col. 290,

17) 1*8 -Yiflgt. jSt une, miatrea .4 Bomnellaaent r e w w m
«t Qcrrimeea. K. du î heain, Paris, 1546, in 16°. d. Hat. 
Kea. p. le. 721 (1).

18) Les XXX d.,i3tre3 d'Ovide. Jeiian «uslle, 1548, in 16®., 
ïhls edition is quoted only !k>linlèr.

19) lAS-ÀBWtisa d 'Ovid.. ww e l l e z m *  ailaea «t t« c!s fgaiyoi.. rar
il V a la M  repome a icelles épistres (lar #cbel d^Waoise;. 
Lyon, 1552, in 16®. Arsenal, 8® B.L, 4, 858* ”

ZOi M s _M I  AiLstass diOgide, ... t̂ icolae Le Roux, Roumi, 15%, in 
8®. This edition is quoted by Liÿlessis and jolinier.

reste est M e  Imr rwau atBK. ÇixixiAP.J.myim
_________________ ___ * «« Tournes & Guilleme Gaseau,
lyon, 1556, in 12<̂ . B, Nat. R^.p.Yc. 722.

22) M3...MI Lpistres, .dlOvMe. H, de 1-îarmf & G. Gavallet, Paris, 
1571, in 12®. B. Nat. tos.p.Ic. 723.

23) Les. M I  .Roistres. <i*Cvlde. Les di& prières sont traduites per 
G. îQntaine. J. de Tournes, Lyon, 1573, te 16®. . #* üetT 
Ws.p.Ye. 1638.
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24; Les XXI Rpjsires d'Ovide. Les dix premises traduites par
Charles Fontaine. H. de Pîamef & G* Cavellst, 1574, in 16^*
This editixai is cjuoted by Duplessis.

25; Les M I  Lrdtres d*Cvlde. Les dix r^emik*es traduites m r
Charles Pont ai ne. H. de Ramef & la veuve G. Cavellat, Paris,
158C, in IfS®. e. Mat. Hes. p. Yc, 724#
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1) PiftMPto and sixteenth centiaaLAattaaag

€Ve.rIbis list Includes tiie original editiom, where/1 have corustated 
them, or othen^lse, modem critical editions*

.dghel (I'.mAoiae dt, frrtime.
Agaeaaea Tlnat ardatre» k treiA# Awôeanlx 
d*Mt^a. j. St. Denis, Paris, aAout 152Ç.
B. }«t. Ses. 1627.

cajJLes üwrtœet, î aris, 1536. Brit, .-îus. 
241.g.33.
Les. Contretiistrea d*Oyicle. B. Janet, Paris, 
1541. Brit. iW. C.4C.a.51 U).
Leg -Bntstres d'tvide nmnmllement mises an
m a  lF,mRvt. m r  ii,. .cm^s. mas,
IflS treffces et anMotstior*. 11 Y a la
rnrnnaa a ieetlaa. .Ichal d ’Aæboisei
lyon, 1552. iursenal, &=> B.L. 4.858.

4iarthe3i,..̂ . vqwav AW,
la svofte. (with Se billet's 
Jean lenoporal, lyon, 1556. ârit. iim,
icm.l9.

Gin.ea d».-.nrigm; fa8..I«tg\ff.,.4 '4W\ff 3|»
«m'a.,. « m m

i. Ctiravlt f«r à . I'Angeliw, Ppris, 1546. 
&-it. fijB. 2U.g.37.

rlAad.nlc de Birague Les lrmi«p*@ aanfTBS-jocMtifiim. no name of
printer or place. 1581. Brit. iàw. 1073.S.10,

/aitre «rt noétigue ré<^t en
(with Sebillet's Art Poétiguel L^rj, 1556.
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i&wùeA .A,
Logjeau

Jean de Bovaocpne 

Xig&QF

'riakn .9imSt?,ss.

Jeoraes Chsstellain

-̂ afii-io de Ciginelll

L'Àmoureux trarav aaaa t»poir. A. V«>ard, 
^arla, around lgC3. drit. i.us. 34.g.6 il)
CiTuaeulae da toararaeur d m  vpiee T^rlllmaas. 
Paria, 152C. Brit. .ajs. 1073.8.33.

Uta angpyasee et resaades d'a£fflur8._-dtt
ü m s m o m .  *n 8gi rtfltemiWft. 8. & £. a*
•iamef, Poitiers, 1536. wit. îius. C.97.b.l4.

fcttiBtraa Mcrnlea et Parllièree. J. & L. de 
îlsnàif, îWtiera, 1545. 8n* Mas. ̂ 3. k. S.
aairtres. aaeles. Laiiafataaoa ot î oitaphes. 
flMB?9Wig ?vr fit..pour.tajjMP
'-Wurn ^  8o'Jte« J., &L.Poitiers, 1535. i« ZVer

:4araef, 
B. Het. :d6e. Im.'='27C6.

La Vie et les .oefeies de Jean de BoMUKnnoL 
edited by F, augjder, 4aris, 1897.

a m z s R  ______U. Deaeiseris. Paria, MES&âS^-JSS. , 2 vdlSe
Fftimiifi. demandent «at

nv:ariie3 Txsurc.uo:'/ in 1546 edition of 
of Fernet te du Guillet.
Le Hit-ie del Ghariteo. a cura di Brasmo 
Fercopo, Naples, lî92.

ft ÜLiff ppiffiif?
lar̂ fluesy éditiez publiée par Arthw Placet, 
Lille and Geneva 1949$ Textes Littéraires 
iran^als.
Ceu^xes ComtaèteG. édition of tovyn de 
Lattenhcve, Brusaels, 166>-^. 6 vds.
Orarn dAlIn .nginm Heeta awatAlno
■Æuilano. piiovainenta cnn

m W m n W ,  tirwae, 
1516. Glasgcss? University Jteterian 
Collection.
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Pftger de CoHerw

ytidllavaie vollstet

Jean Doublet

L l JeraPhino .igu ilano i/oets olegæ Æ lssi.w  
Opore. onova,aeftto rlcorrotte & con

Veneçla, 1542.
Brit. ..U3. 11417 <î(.f. 3f
Le lise, a cura di liario itenghini, 
oologna 1894. îhia voliœ» only glvee 
Seraflno'e sonnets, and not his 
Strambotti.
Ceagrea de ;%oear da Cnilarva. Nouvelle 
édition, avec une preface et des notes 
par Charles d'fl^icâult, Paris, 1£55*

k s  0?w, m. ÇglMyg.
T S M m  4?grande racresfclflB et .assetemps.

i. «effet, Paria, 1536. B. Sat. ïiéa. ïe
1411.
see also 4cjgv<4̂  dq Sainte?ç.arthe.
Liages des teaaes illustres gui depuis un 
aiecle ont Cleury en <: range dans la 
profession des lettres, mis en à ranjois 
par G. Colletet, Paris, 1644.
Qemgres Poetloues. edited by K. Chesney, 
Paris, 1932.
Les,.. rrsgalèĝ ..M_i3vres. H. Retienne, Paris, 
1573, Rrit. î'ius. C.39*g.36.

Ceuvrea de SMO
introduction et notes de 4. iüchelis, 
iaris, 1858.

l*,9f^t^m A  ,A559.Avec la vie du pœte par Gulllaisae 
CoHotet, une préface et des notes, par 
Prosper Blanchemin, itouen, 18^*
üflEies de Jan Ooub^i. C. Langelier, 1559 
B. Hat. ftcs. ïe. 3 % .
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remette y» ■Briiiet

Jharleg. fontaine

Oeuvres ioétlaues. édition of H. Chamard, 
Parle, 1508-1931. 7 voluîsee. â.î.F.i4.
.ivaes de Remette Bu Oviiltet. «rent,lte 
et vertueuae Oaæ<j. J. de Tournes, lyon.
1545. B. Nat. iiés. ïe. 1341.
Les Kithaes et poesies de fernette lu 
Giiillet. Jeanne de iarnef, Paris, 1546.
B. Kat. àda, ïe. 1342.
see also Pwtes du XVI* siècle, an 
antiiology of sixteenth century poetry, 
idiicn contains Pernette'a itvmes. cœçlete. 
(Textd established and presented 
Àj-t, Behc/ddt, Bibliothèque de la Pleiads, 
1953.i
I* Featsine d'AKour. <;wteoant_Watrea.

^ spiaraaBSs. J. de Tourtes, 
lym, 1545. Brit. ito. 1073.d.34.

^ PwiB. d. de
.3an»f, 1546. B. Hat. Ms. 1609.
Lea duisaeaux de iontsine. ccmtenant 
Bgistres. giants diYsra.
Lpjgraares. Odea st l^traimea. T. Payan, 
lyon, 1555. B. iJat. M s .  ïe. 1610.
Lea Lpistres d'vyide noinrelleaent mises 
en vers fre#.oi6_.mr _m. Oharles f tmtair»...
8Ypg i l mil y a la Phncme a icellaa. Lyon, 1552. 
arsenal, 8® B.L. 4.858.
lec m  Lpistres d»iM,de.-.tea, dix 
rremieree sont .faŝ alfcea par Obarlea

A:aKWgR,,..,3A,J:^^„ .M.reTO«,«fc.AuaaBtrf^de sréfaoea. d. de 
T o w n w  & 0, Gazeau, lyon, 1556. Brit. 
24». C.97.a.29, B, Hat. des. p. ïc. 722.
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jimssm
m m L M #  /iii*®aria, 1548* Lat* lé* 4%1*

agkk.ferfÆMfimi«ai!aüt» ’)• 6«lym, 1551# 8, i%t* tWs* % #

kiÆiBBa,.,gaâte(ieft» Q»udi*r@, f w i s , 
1579. Brit. vS». 11475.**#.%.

BdiWr of SBBBia M  ,lriffliS>ttteB iMP-
i W f w #  ëc Mm'iTj harvard. Uîdvwcity
Freac, %od M w #  W l a #  I93B#
W f « . . % ( W À W . #  «Sltad fcgr L. Pltwort, 
Pari», 1923.

ii. i'aria, 1 5 ^ .
arit. PW. C.40.b.2. '

sris, 1 % W 6 .

_  (by W ^ i n e  
a. IMbintt, a«l9, 1544. S r t U  A*. 
3477.ec.26.

w  , % # t  #

a s m

X«. 34#.
kri», no
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rangoig liabert

iiCTPdia J.aca-n 

Mgm..i.9SL4y^

kBHte.Jfa.te

Jean de La Jeasee

La Jeunesse da Banm de Uesae.. car 
. ranoQjg Labsrt . .et la suyte. Janet, 
rarls, 1541. a. Hat. U s ,  ïe. 1685.
Brit. iW. 2W..C.34-35.

4 ■a.-tewv®. .am
£anteikgft,,^,RMtete,Jlr4r^M,nM’a3li 
.BffffT -ieuce tginae
ott ncteease. a. j «MBidet et deiiœrt 
Qranjon, Paris, 1550. Chantilly, HI,
B.26.

(i'exegiPle aux chrestla:». lù. Fezandet, 
Paris, I56O. B, iiat. Eea. p.Ye. 243.
La Larfaiete .me. aarsg bluaieurs autres 
coiaroaitiacsa. K, raris, Troyes, 1542.
Les Ceuvres Poeticiues. H. Lstienne,
Paris, 1575. îh-it. 24js. U474.hJ.7.

({. (%eaneau & Patlason, Paris, 1574, 
Brit. k\ta, 65.e.3.
t̂ léeles à» la Bs-Ua Fill^. lamentant 
%ft ^ l n # ^ s l e n
coo^ete, publiée d'apres I'editiRt 
originale de 1557, avec notice, 
éclaircisswaenta, et index. Paris, 1873.
Luwea de Louiae Lafce Idonnoiae. J. de 
loumes, lyem, 1555. ftrlt. ïius, CjtO.bLL 
6 C.8.g.20.

J # a iterate, d. de
îournes, lyon, 1556. 3à?it, i'üa. C.1807S.

teL4CT^s.sfis.Anvers, 1583, 4 vais. Bril, ito. 
839.h.25,26.
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Jean Le .-aire Me Belges

Cléaent ivarot & Others

r'rsisk.

.Los Bnftrea de l'iisKUït Vert, edition of 
<J. Frappier, Lille and 1%8.
Oeuvres, publiées par J. Siocher, 
Louvain, 5 vols,

^incea^ae . J * de T<mmes, 1547$
t vola* B. Mat. Bea. 1628-1629.

i X k m s m i 9  edit^ by F 
Paria, 1872, 4 vols.

veuve F. iiokffet, Paris, no date.
(end of 1533 or b^iming of 1534; •
This is the editiœ in !hrot*s
first twenty-one elegies appear^.
hmSm3r . i ^ . M  ^ X m s à J m s S k ^s. Grythius, Lytm, no date.Tl538i
This is the edition in which lérot 
added his tiiree el%ies on death to 
the group that had already appeared 
in 1533.
Oeuvres, editiem of LeogMt du Fresn^, 
La H^e, 1731# 4 vdls.
Les Lnitres. edition critique par
C.A. i%yor. University of London, the 
Athltme i¥ess, 1958.
OcOTroa oatiriaoTO. édition de 

i'îayer, Iond<wi, 1962.
Cexnrraa lariaww. éditicn de C,A. üayœ*, 
London, 1964.
Iradwtiom dq fatiD .on. f 
lisitationo & insreKtioog tent do .P .tL
do ce temns. Sstienne Ck-oulloau, Paris,1550. a. ;4at. iiés. p.ïe. 1646.
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Joan >ollRgt

de  ̂jOPfcaiglon & 
J. de iioihachild

.tienne Pasculer

’)ffa»i.sasMjSE:..A?...k.i,acR2S

iXaa£S3ffA a t x a m

4. ..4s.

La Eoraan de la #0@@

Ctiere dl Lorenag do* , Wlcl. dotto 11 
majgnlflcQ. I’lorenee, 1!%5. 4 vcCLs.
1.8 faicts St dicta, edited ty H. Dupire, 
taris, 1936, dociete des Ancieass Textes 
trançais.
,'mciennes Poésies Franyaiaea. itecueil do 
t oesies Frai^alges des. CT® et ZVl® 
si&clsa. Paris, 1865-0878, 13 vols.

4a Jeunesse d 'tistienne Pasouier. et sa 
suite. (Lea .lens poetioues d'Bstienne
faites sur la iàin d'f-Pasgnjeg. aiac 
Cbraads Jours de Trcp,e.,J Jean Petit, 
Paris, 1611, m-lt. tàjs. 245.h02.
Le tromer .Livre des Poèmes. M. Pâtisson, 
Paris, 1597. àrit. ià». U408.f.46(2).

/

pidxLi^ avec des not<fô par r, Blancho^iain, 
Faris, 1880, 2 vols.
i>*>rt lemtlaim. J. de Tournes & G. Gazeau, 
lyon, 1555. Brit. i-3ue. lOBÊ.c.39#
L'ttrt Poêtiaae de Jacows..Pel^ler dn TWs.. 
pdüie par ü. Loulîrager d'après l'editicm 
unique avec introduction et comnantaire. 
Paris, 1930.
Les iJeuvres. edited 1% G. Binet, H. donfcms, 
Paris, 1573. Brit. m a .  242.a.38.
Mme. Tpirartfi e Poesie latine, a cura di
F. Norl, vGTona, 1951.
Fuer^e de ihrot et darton. Rouw, 1920, 
iociete rouennaise de bibliophiles.
L. tioman .de. la .Hosa. «jdited ly S. Langlois, 
raris, 1914"^. Gociste des ^^iens 
Textes Freiajais. S vo/5.
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tlerre de Pomarci 

franyoyg àagon

. jiHin (ie 3aint-Jelai,3

Octovlm de T%int-velaia

Ceuvrea. edited by Lauaonier, Paris, 1931. 
>Jociete das ïestes Frarçala iiodemes.
taegie par iraryavs de ̂ e s n . . m  
coaaJLaisaaant à I w  m s m a  d ' j % i  
ra grennest bien l'intaRtitm da son 
Uoup d'&ssavm dont il frappa .\arot.
.arsenal 8® BO*. 8737. & B, Mat. Fonds 
i«Oth3child, 2594.

coBPosition que ou a l ü M d œ
9m. . W d m -  bo
Tours, Lyon, 1547. B. Kat* Kes* Ye.
4798 and Fcsids liofchschild, 629*
Oeuvres A* iiarsy, Lym,
1574, Brit. iW. Hi;74.aa.39.
Muvres edited by
r* BlanchoKBin, Faris, 2873, 3 vols.
For a list of the editions of Baint-Gelais ’ 
translations of Ovid’s I^roides. as 
Iss Xli BaLstrea d'Ovide. see

Charles da Sainte-%rthe W  Poésie Jkmngolse de Varies de

fteHsa.

natif de Fontevrault en 
x oitou. en trois livres* Le
tout addresaé à lyesnobla et tresiUustre 
Frincesse» 1‘Iadaiae la Imchesse d’BstasrijeSj 
et Comtesse de Poimtievre. Plus un 
livre deg( ses agrys* Le îrlïuîe, Lyon,
1540. â. Mat. Has. p. Ye. 193.
Les nramtèrea oeuvres. f. !4orel, Paris, 
1569. Brit. iàis. 2tl.k.27,

tes .titwBaa, niTl A W m
profession des lettres. M s  m  franged s 
par S. CoUetet, Paris, I6fc4.
les Oe'jvres. S. Boffet, Paria, 1539.
Brit. iius. G. 38.b.30.
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A. oceve 

'ihcmg 6etd.Uet

Àâteteft

Berengar de la Tour

K m t e  .te Jjgari

,.ndré de

aiegiaruat li'cri très, et tctldea 
epjgraanatcai. . (lib. I. in
Jacobi Bannasarii opera omnia latine 
acripta nuper ^ i W * ; Aldus, ht)Xn^ .
Brit. Flus. 68? .a.6
Opere V'oî ari. a cura di Alfredo %i$ro, 
Bari, 19t>l.
Oeuvr^ pceticmeg cœaalètes. edited by 
B. (kdgaxif Boris, 1928.

Art roeticue. Jean Xei^xxral, Lyon, 1556. 
Brit. Aha. 108S.b.l9.
;irt. poé.t4p.iis Qcmtçma. edited by F. Gaiffe, 
Paris, 1932.
L'Gcere d'amore. VenidQ 1556, &it. i'sus. 
1071.C.10.

le siècle d*cr. et ai*r«8 vers dlvws.
J. de Tournes & G. Gazœu, lyw, 3551. 
Brit. iâJB. lU^.b.40.
Oeuvres pogtiqueg.. edited by Marty 
Irftveaux, Ihris, 1675.
U  Vergier d'honneur, nouvell^wgb imriaé
4 .choses faictes par il. Qetqyiro ̂  Saint- 
Gelais... et p r  Teiatre W r e  de ls 
V l m e . A. Verard, Paris, no date.
B. Kat. ïhe 2^'15. % i @
contains André de la Vigrw’s Cuatya 
Bpistres d ’Ovide, publi&md for the 
first time.

faictes. no name of rrii&er, Paris,
153K Brit. PSia. 23S.k.lS.
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riagfl if ft Vl^jabresine Histoire rcosaaiBe #. |elle CXerieraje.. 
la ueUe saulva la vie a aon agg. 
le fWmain. en Mbit eharbonniar .

„Aa „pite#R .frrt; „te.iââaa.te*
yr^ovs. A. lotrian, Far is, no date, 
L. Jvat. üéa. 1283.
Lpiatre de Clériende la t̂ocaine. à 
iteginus gtm ooositcyea. le _cereurion. 
Edited with a iT^face and notes, by
G. Güiffrey, Paris, 1875#
Ceuyres, edited by JU, Foalet, Paris, 
1932, Classiques Fratçais du Bksyen %e.

Z) vHbbora of ,mtiauit%

Catullus

üsaisa

Varia, Histwiae. Qraeee et Latine.
û̂isterdEua, 1731*

Hx ..eli«ni histBria ner ï\ Qelliua 
latine faeU itemu, ex iicotorio. 
tieliodcgOf OpoianQ. t»™ ««dam aallro
Lyon, Oyphe, 1533.

iJiW, IJ S m . .k . Jd&Mte., translated \fy  
1 . ,i .  Ccrnish, t W  York, 1912.
(Loeb Classical library^.
The ÇdM and translated by
C.E. üeaoett, nm  ïwk, 1914.
(Lo«b Classical librazyi .
Hatires. trmalated ty Q iji. Hams^, 
îiew lark, 1918.

Classical Idbrsoy).
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k m

iiSESZtitia

Virail

iieroldes & -^orea. translated fey Grant 
Showeraan, New York 1914.
i’jetaaorrhoses. translated by FJ. M U e r ,  
Iw; York, 1916. 2 vds.
Fasti, translated by Sir Jsuass Frazer, 
New York, 1931.
ariatia & Ix ismto. translated ty 
-h.L. Fwheeler, 1924.
The Art or Love & othggjpo-egs .
Ù.U. i'bzley, Hew York, 1929.
(All in the Loeb Classical Llla%ry)
Plagies, with an iâaglish translation 
by H.E. Butler, New York, 1912.
1 Loeb Classical library)
The Poems of Tibullus translated fey 
J.F. Postgate, U m  York, 1912.
(Loeb Classical Library)
11» rtcato -of Virgil, translated by
H. Hew York, 1916-1918.
2 vdls.
(Loeb Classical Library)

3)

rh. A.. Becker

la Heiade. .-.aurice Sceve. Louise labe. 
remette du GolUet. Paris, 1924.

Vienna, 1917.

Djchtang. Iknlch, 1926.
und seine
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ÊU.À,.

^é<û£ Birch-Hlrschfeld

R. BnTgnr

1948.

an article in 
for Dr. Frits 

ff edited by H* Bnmjer, Berlin,

Di. Veraeplstel vor ClAent -Wot. 
i'.’rankreiot» . rfecr^issacce. ijunidi, 1927.

Leipzig, 1%5.
Pkllin de SglKt-GeLMs. eine krltiacfae 
Stodie. Vienna, 1924.
Geschlchte i panzosiaehen Mtteratur
seit -̂ nfang ctes XVI. Jatoiaaicierts.
I. Sand, Dag Leit der Henaisaarae. 
Stuttgart, 1889.
The Claasical Heritage. CaMarldge, 1954.
I« Différend de. Tarot et de Sagm. 
article in uerv;» d ’histoire littaréÀN#. 
1894, pp. 103-138 & 259-2%.
The Civil ieatlon of the Kemlssapce in 
Italy. ,London, I960,
Hiatoire de la Htdade. Paris, 1939-40, 
k vois.
Lea OrlMnaa de la roésia Prai^se df
Tfi iu»nal3aannfi. i%rla, 1920.

Hiatoire Poettoue du quinzième siècle. 
Paria, 1923, 2 yds.
ijM-eraym Mteraigre and t̂ ft Lati^ 
v̂ifises» translated by Trask, London, 
1953. First puWladW in Gmrmn in 
Bexne, l%dé as
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u. Fetnrre 

ii.j£SSt

Jie Hasuon

H,4, ,.WAns

J. Huisinaa

Zæs Pavorites dea -vois, /mn* da PissBlaa 
& Français ProMer. Paris, 1904.
Un poète parisien % I^on.au M I^  siècle* 
Charles A m  JUWmeiir

Lvon. iiovue du siecle, v&I. iü.
;9$ p#45*

Le Froblè» de l'ixicrgyance au XVI° 
aiecle. Fbris, 1947.

Abdem ihilology, vol* M H î ,  1925-6, 
University of Chicago Press, pp.47-60.

I* geiye eiUgiaaue dsns I'ooarre xte 
Ronsard. Bâls. Thesis. 1939.

Histoire de la m3e8i@._Crmpalse au.Æl°
aria, 1910-1926. 'VM. 1.

L'Kcdle des %etorioueur8.
Toi. II, Gleænt .ârot et s m  BeMe.

Les Lources du poète. Clément Phrot. Foiz, 
1890.

De Pcaitibua Gleaantis Phroti. 1898.

Un grand idwtopiowur poitevin. Jean 
Bouchot. 1476-1557. Paris, 1901.

f ®;̂ :Ains. ...Parisien. 
CaaBo8l», ^̂ arvard University IVess, 
1916* Harvard Studies In Romance 
Languages, Vol* II.

m jeditiwtw,
New York, 1954.

(third 
F. B̂ pïfân,

en France au XVI siècle.
Paris, 19

Paris, 1938.
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XV

James Hutton

c.4.„KW)

k,«..Wsi9ia

4,. tefeq&ue 

■k̂ el Lefranc

P., de Longuemre

Virgile.en fpncf au Xtfi® s 
iievue du XVI® siècle, no. 
pp. 1-77.

T W i .

Itae Greek Anthology in Prance and in
M u W ,to the year 180Q. Ithaca (Hew York) 

Oornell University trees. 1946.
x'Mrot. I'hcmae et l'œuvre. Baris, 1938.
Vhrguerite dOmgoul&ae. Psris, 1930,
2 Vols.
La poésie g.gtir,ia.ue..A. C3Æaeat__^g{A. 
Paris, 1940*
Louisé Lobé, étu^ litt^ire. Baris, 
1925.
Origines e t sourcm.du Hmmm de ta Rose, 
i-aris, 1870.
xxonsard. poète Iv riau e . Baria, 1932.
La poésie française de 15601.1630.
Paris, 1950.
Iæ  iGman d'asmur de vlément iârct.
Grands écrivains frai^is de la 
iienaiaaanee. Paris, 1914.
Le Platonisme et la littérature en 
PrajtKe a l'epoaue de la xiemissance 
C1500-1550j. in îevue d ’Mstoire 
littéraire, Jaimary 1896.
Pûarguarite de tfewarre et le.r^tonlaae
l'Lcole des Chartes, üflll, pp. 259-292, 
& LU, pp. 712-757.

dix-æ;±ieme et dto-huitieiae siècles, 
les Geinter^mrthe. Paris, 1902.
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H. Hala

:L_agteEÈ

MiJiâal 
A. .lansudet

àisâsl

L'igésAe au X V F  siècle, ^sal sur 
l'histoire du gyge. in -wue 
d'histoire littéraire, no. 46, 1939, 
pp. 145—179.
le .■■eligion.de Harot. Geneva, I960.
ilatoKisa in Freneh »nalsaanc@ Poetrv, 
I W  York University E^ss, 1957$

.d?
''W 'T# WBIIIfv ̂ odez,

1910.

Rasai biograiMgue et littéraire sur 
Octoviea de GalzA-Gelave. hvêaue 
d«/.Qgouligs. 1468-lSœ. BariZl91G.

m l Ü S  A i J ? %  University of
London Thesis, Ph.D. 1934.

Ovid im Mttelalter. Stuttgart, I960.
les Animaux dans la poésie française 

Paris, 1961.

.aa’a g
Baris, 1926. 

xaris, 1938.

XX History of secular Latin Poetry in 
+4" J^ddte Aiw»̂ . Oxford, 1934, 2 vois.

Cvid and his influence. Lmdon, 1%5.

réréfonae et'ihiaanlacse. Baris, 1938.

Gtudien au der Ll^aien Clement Marots.
. Thlningen, 

1898. (Leipzig Thesis).



263.

I. diclliatio

LuJtegaa
4,, TUtey

j. Tianay

Ci:mrlee ̂  Ralnte-^artte. Yark, 19U. 
This exists also in a Franeh traxalation,
Piarte

« r W A r « , m ________t r M M t  par 
i-l# Bttsmt, Parle# 1%L4. I hare quoted 
from the einae it is more
easily available*

Htetea,.r:gitete',5.. . W A m ,  A ’.fmsç.and Hatgiaasro. in . W a r n  langpa# ïioteo, 
î aroh, 1912.
Les aéglas de Cleaant ■■arot. Baris,
1952.

W r  9% mRvmee. Taria# 1544# BibH 
d’Humanism et Reinaissance, If*

1946-49, 2 vols.

yyte .g*t,.jpgan «Ut». Paris, 1934.
La iinemn He la  ..ose. la rlS , 1 9 2 9 .

The Laam of the >ref«ta aemlssaiaoa. 
Cambridge i%dv€a*sity 4 rose, I9I8.
Ltudies in the f ranch, lienalaaai^.
î adbrldge Urdv^islty 1%2*

Le Loonet e» ff̂r Franoa
a>Ic s i ^ e .  LvDn. 1902-03 . 2 vols.

rr -siecla. Honti»Uier, 1905.

iââJà ''àTot. ^fis, 1935.
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A. Hagner

Leg grands égrlvains du XVI® siècle.

itenaissance, notivelle serie, no. XI;

Leipzig, 1906.
Offid Reoalled. Caetorid^, 1955.

U) iiibllfigraïMes. 'wks en criirting & Brintera. & Dictiffliarte

H. Baudrier

(editor)

A.,.,uaKtite 

XX. Ülaudip

Gloranesco 

H. Cotig-aTO

te,
■I:«ri9!jr3-de,ist'tras.„d8 t e m . m  
publiées et continuées par J. fiaudil#r. 
lyon, 1895-1921. 12 vola.
Tianuel du libraire et de l'aaateur de 
livres. Parie, 18éO-%, 6 vola, and 
supplement.
.1 Critical üih;finOT-«r̂ v of P'rexvdi 
Literature. 4 vols. 1947-61, Syracuse 
University Bress. Toi. 2. The Sixteenth 
Century, edited tgr AJI. Schütz.

.lümriiaaurs lyonnais. Baris, 1937, 2 vola,

m ®  siècle. B^s~lfe-I9li. Vols. 1 
6 2 on Paris, Vola. 3 & 4 on lyons.
LiblioCTariMe de 2a littwature fraxwaise 
su XVI aiecle. Paris, 1959.
Lictionarie of the Prwch and 

longues.. London, 1611.
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Ggffl-aea Wnlesais

F. Çjpdefrciy

gi..

(editor)

R."..'AWir.

Etfcore Paratore

fx,,l£te‘,v«K:ate

^aai biblioaraphioue sur les différentes 
fditiom des œuvres d'Ovide, ornoes de
ü i ^aieclea. Paris, 1889.

française, du 14*̂  au 'sik-lft. raris, 
18SL-19C2, 10 vols.

aise du

Dictiyinflire des Lettres Françaises, 
publie sous la dii-ection de rgr. Georges 
Qrente. Paris, 1939.
Vol. X. te Poygj Age.
Vol. II. te &V1® siècle.

de la langue franyeiag du
seizième siècle. Paria, 1925. (te the 
latter F.)
LiblteyaiMe des. Recueils collectif a 
de poesies du ai® siècle. Paris, 1922.
biblioaraobie des Q e u m g  de Glésænt 
terot. Geneva, 1954. 2 vols.
Vol. I. tenuacripts Vol. 11. Ldlticns.
Bibliografte Ovldiana,. Süteona, I960.
Cotaloaig des œuvres. ■ ccsaposant la 
bibliothèque du feu Barm de
iXQtdisehild. Paria, 1604-1920. 5 vols.
Imprimeurs Parisi@p_.JW^rair@â^
Pondews de . caractères et. ■Coar estears
aiecle. taris, 1896. 

aiblioaroshie d * élitiona Qrigtea.l@.s .et.
m m e m æ

T 2,m1927-1933, 10 vols.
anpais des CT®. XVI®g -
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Paget 'lovi&ee Concise Dlctlomrv of Proper names
and m ^ b l e  matters In tt» wcrks of 
Dante. Oxford, 1914.

itartwrg imUt-Ht-? mf %
ciaaslce. Londœ, 1934.
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1 have ineludW in the fiidex. the mmea of sixteenth oentuiy authors 
gooted, the names of their patrons (Wioio relevant), the names of 
mediaeval authors, and those of the writars of .Antiquity mentioned.
In œrtain cases, I have included items under their title, rather than 
the author.

A8iiai. 123.
AK30IR6. KiWel d», 25, 29-31, 206, note 1. 
x'H&.U. Bartheleny, 2, note 2, 5, 6.
AU-JGHf. Gilles d ‘, 1, note 3, 185, 2D9-22D, 227, 232, 233, note 1, 235. 
S/.g’. JJl., 240.
Bl.&ai3. flaiBinic- de, 240.

acccRcaio. 13.
miGLlRR. Claude do, 2, note 2, 6 - 7 .

Jean, 25, 33-34, 76-300, 109, 110, 112, 125, 234.
tKiHaclS. -xOTBe de. Abbesse de Fwatevrault, 77, 78, 79, 80, SL, 82, 83,100.
BOUxaUSIL. Baudri de. Bishop of Dd, 31. 

jean de, 176.177.
Victor, 125, 185, 205-209, 22?, 231, 232, 235.
Jean, 117.

CA.31HA W i u m .  11.

QkWim;̂ . 68, 149, 151, 155, 156, 182, 211, a5, 231.
Alain, 37, 62, 7 h  85, 90-91, 169, 172, 224, 231.

Î
'.-ri

■I
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CHAIK. R̂. 13.
3J.T- üeKjfino dall' Aqtiila da, 164-165, 223, 224, 231.

QOLE. JacsiUBs, 125.
C0i4.:as. Boî ar do, 36,
Cfcgg. GuUlaune, 69, » U  1.

13.
D.̂ aPQ.JiS. Philippe, 240, 241.
D01BL. J. Jean, 236, 241, note 1.
Dll S -LLftY. JoadTim, 2, note 2, 5, 157, %7.
DU 3UHL.vT. Peinette, 184, 3^5-305, 208, 209, 235. 

jstre dn bcm fiiim aBi read les aaaea d’Aaour à at 36.
UMstre d'un.ft ampnt habaodonne^ 36.
FSadUA. i'MaE», Duchess of, 146, note 2, 151.
FOmimR. Cherles, a ,  125, 14ix-163, 211, 232, 234, 235. 

îtiMine, 185, 220-227, 228, 232, 234.
1 ^ '  54, 146, note 2.
John, 12.
Robert, 240. "

Giiyg. Jacques, 240.

Frails, 31-32, 36, note 5, ^-41, 42.
Antoine, 125, 141, note 1.

m m s. 6, a, 59-éo, ao6,
Ansdis, 240. '

1

#

J
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JS3o;Pi:. Joan do la, 240.
JDUaiR. iîUonnfl, 239.
JlMOf. Ferry, 236-237.

133-^35.
410:-. Louise, 235.
LAV-iU-iffi. Mildebert de, Ardiblsbop of Tours, 11.
L PC-ÜAIS. Ohrétisn, 12.
L.miH- OR Bi-lMia. Jean, 33, 155, note 1, 82, notes 1 & 2.
W m m .  Conrad de, 76, note 1, 77, 78, 79, note 1.
LK-xU. GuUlauBe de see f rman de la Rose.
HfcliCL'. Bishop of Renoes, 11.

Hfc-qy.xlT:.. DP..KAVAHFG. 52, 53, 116, 119, 130, 132, 137, 139, note 1,
140, 141, 143.

tivROT. ClaneM, 1, 2, 3, 4, 5, 6, note 3, 27, 29, note 1, 43* 44,
45-75, 76, 77, 102, 103, 104, 105, 306, 107, 108, 111, note 2, 
112, 113, 214, 122, 125, 127, 129, 141, 142, 143, 144, 145, 
159, note 3, 167, 168, 181, 182, 183, 184, 187, 188, 189, 
notel, 192, 193, 195, 204, 205, 220, 221, 225, 227, 228, 229, 
230, 232, 234, 237, 238, 241, 242.

i, Lorenzo da', 123-124, 125.

ja

i

'4•4
■i

Joan de# see ijoanan de la :iose. - ̂
Jean# note 1# 171# note 1. g

m a w .  Antoine da# 185# 186.
o m .  2, 3, 4, 6, 7, 8, 9, IC-a, 22, 24, 28, 29, 30, % ,  32,

37-43, a ,  note 4, 55, 56, 57, 58, 59, 60, 63, 66, 68,
74, S3, 86, %  99, 122, 124, 125, 145, 149, 150, 151,
153, 154, 155 168, 175, 177-181, 182, 183, 191, 206, 211,
215, 229, 230, 231, 232, 238, 241.
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PA.aa...Æ. Jean, 21*0.
PA.j.jü]Ç:... !:,tieaê  2fcD.
P:%.2I_ÏV m  lum. Jacriœs, 2, note 2, 6-8.

  _ •» _ r>,â■iJJü.:,. Jean de la, 2&0.
Siî. 13, 161, note 1, 164, notes 1 & 2, 166-16?, 173, note 1,201, 204.

P U G o m m a .  Aewsaa :Ülviii3, 16.
>, 1.1). Anne d». Duchesse d*st«ajg*es, 54, lH, note 1, 112, 115, 

116, 118, 119, 126, 141.

340.
POEI Diane de, 52.
E C P i ^ m .  U  46. 47-49. 52. 59. 61. 72. 74- 150- 151. 153.

100-110, 112, 167,m ,  184,

)Wlin de, 37-39, 4L, 125.
l'-HK-u, 4,..Iü. Ooto\4ea cte, 8, 9, 10, 14-

5, 125, 126, SSi.

fi

&

I



s m i & m .  Jacopo, 152, 162, 182. 

m m .  î^auilco, 125, 191, 192, 204.

thoisas, 2, note 2, 2-5, 8, 44, 57, 66, 67, 149. 
rmiD-'p. 65, note 3.
rtPUlLUd. 7, 45, 46, 49-51, 52, a ,  68, 74, 145, 150, 151, 

note 1, 157, 175, 230, 238.
î o m  D»ALB;ÆAS. Berenger de la, 85.

 a ^

:71.

153,

ChreUim de, 12.
Antoine, 84, note 2. 

v m B .  André de la, a-24, 25, note 1, 28. 
Vimaayac. îîacé de, 26-28; 
v m m .  François, 69-70, 73.

11, 59, 72, 93, 94, 124.

.


