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Abstract 
Anne Louise Cameron, The English Translation of Seventeenth-Century French Lyric 
Poetry and Epigrams during the Caroline Period, Ph.D. thesis, 2008 

This doctoral thesis is the first comprehensive study of contemporary English 

translations of French lyric poetry during the Caroline period. While there has been 

extensive study of translations from French literature of other genres, notably drama, 

translations of lyric poetry have been largely ignored. The thesis examines the 

translations within the context of literary and cultural trends in France and England 

during the seventeenth century. Differing cultural tendencies and reader expectations 

are evident both in the selection of particular poems for translation, and in the changes 

translators made to their source texts. 

Chapter one contains background information on the social and literary 

relations between France and England during the seventeenth century, and an 

overview of the social and political conditions in which poetry was written in each 

country. Chapter two investigates where and how translators obtained the texts of the 

poems they translated, and in particular the use of the recueils collectift as sources for 

translations. Chapters three, four and five provide a thematic overview of the most 

significant and interesting translations. The themes chosen - eroticism, love and 

nature - constitute those most popular with translators, and the representation of these 

themes in both the original poems and the translations is closely connected to wider 

literary and cultural tendencies in both France and England. 

Having provided a thematic overview of the translations, chapters 6 and 7 

examine some of the more technical and linguistic aspects of the practice of 

translating from contemporary French poetry in Caroline England. Chapter seven 

studies the translation of the French lyric voice, and the effects of this on the 

representation of themes, particularly love and nature. Chapter eight examines the 

English treatment of some aspects of seventeenth-century French prosody, placing 

these and the changes made by translators in the context of prosodic developments in 

both France and England. 

The conclusion highlights patterns identified in translators' handling of the 

source texts; these draw attention to the literary and cultural differences between 

France l;llld_ Eng!and in th{! seventeenth century, and demonstrate that FreJ?:Ch 

altered in English translation to suit the tastes of translators and their intended English 

readership. 
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Introduction 

Contemporary English translations of seventeenth-century French lyric poetry have 

never been the subject of a single, comprehensive study, and the practice of 

translating from contemporary French lyric during this period has thus gone largely 

unrecognised as a literary phenomenon. The principal reason for this seems to be the 

relatively small number of translations in comparison to the number of translations 

from other literary genres, notably drama and prose fiction. In the section devoted to 

translations from French poetry in The Oxford History of Literary Translation into 

English vol 3, 1660-1790, Peter France apparently uses the fact that poets such as 

Theophile and Saint-Amant 'remained virtually untranslated in Britain' as a reason to 

give no details of, or commentary on, the translations of their poems which were 

made. 1 I am unaware of any translations of Saint-Amant to be published after 1660, 

though four ofhis poems had been translated by Thomas Stanley in the late 1640s and 

early 1650s. Translations ofthree ofTheophile's poems appeared in Charles Cotton's 

Poems on Several Occasions (London: Printed for Tho. Basset, at the George in Fleet 

Street; Will Hensman and Tho. in Westminster Hall. 1689). These translations 

are likely to have been made considerably earlier than the date the volume was 

published; further details on them will be given in the course of the study? It should 

be noted that the small scale of a literary phenomenon does not necessarily mean that 

it is insignificant or unworthy of detailed investigation. Furthermore, the value and 

importance of individual translations is more clearly evident when they are examined 

alongside translations of other works by the same poet or works of a similar type or 

theme, and placed within the wider context of literary exchange between France and 

England during the seventeenth century, and of literary and cultural developments 

within each country. 

The studies of contemporary English translations of seventeenth-century 

French lyric poetry carried out so far, which are relatively few in number, tend not to 

include such contextualisation, and in particular they frequently lack contextualisation 

1 Peter France, The Oxford History of Literary Translation into English vol 3, 1660-1790, ed. by Stuart 
Gillespie and David Hopkins (Oxford: OUP, 2005), p. 310. It will be noted that this volume only 

ofJhe seventeenth century; volume 2 of the History, which will cover _the 
reriod 1550-1660, has not yet been published. 

All subsequent references to Cotton's Poems on Several Occasions will be given in parentheses in the 
text. A small number of the French poetry translations are printed twice in the volume, with minor 
variations; where this is the case, I will quote from and refer to the first printed version. 
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of the poetic and wider literary culture of seventeenth-century France. Most studies 

have been written by scholars specialising in seventeenth-century English poetry, and 

examine the French poetry translations of an individual English poet, approaching 

them in relation to the translator's wider oeuvre. Significant examples of such studies 

are Mario Praz's article on 'Stanley, Sherbume and Ayres as Imitators of Italian, 

Spanish and French Poets',3 an article by Fletcher Orpin Henderson which studies 

Suckling's French poetry translations in the context of French influence on his own 

poetry,4 and Charles Sembower's chapter on Charles Cotton's French poetry 

translations in The Life and the Poetry of Charles Cotton (New York: Appleton, 

1911). 

This study is particularly indebted to the work of William Roberts, the only 

specialist on French seventeenth-century literature to have studied any contemporary 

English translations of seventeenth-century French poems. Roberts has written several 

articles on Saint-Amant's relationship with English literary culture, focussing 

particularly on the French poet's visits to the English court,5 and on English 

translations of his work. 6 

Most of the works mentioned above, particularly the articles by Henderson 

and Roberts, 7 study the translations they examine in some detail, and provide 

invaluable background and bibliographic information on the French poets and their 

English translators. However, while article-length studies of the translations of works 

by a particular French poet, or of the work of a particular English poet as a translator 

of French verse, are deliberately, and of necessity, limited in scope and narrow in 

focus, they are thus not conducive to providing a more complete picture. In 'Saint­

Amant - plaque toumante de 1 'Europe au XVIIe siecle', for example, Roberts 

3 Mario Praz, 'Stanley, Sherbume and Ayres as Imitators of Italian, Spanish and French Poets', MLR, 
20 (1925), 280-94,419-31 
4 Fletcher Orpin Henderson, 'Traditions of Precieux and Libertin in Suckling's Poetry', ELH, 4 (1937), 
274-98 
5 See 'Saint-Amant and the Caroline Monarchs: Unknown Manuscripts', Theatre, Fiction, and Poetry 
in the French Long Seventeenth Century, ed. by William Brooks and Rainer Zaiser (Oxford: Lang, 
2007), pp. 267-85; 'A French Lyric Poet at the Caroline Court', Western Society for French History', 9 
(1982), 202-11; and 'Saint-Amant, Holland House, and the Queen ofEng1and', Analecta Husserliana, 
81, (2004), 45-60. 
6 See 'Saint-Arnant- plaque toumante de l'Europe au XVIIe siecle', in Horizons Europeens de la 
litterature franraise au XVIle siecle: L 'Europe: lieu d'echanges culturels? La circulation des reuvres 
et )l!ge.ml!nts au .¥f.lle_§iec[e, .· _ Lein(,:r, pt_ud,es. l_.i*raires 
Ffail9afsessef:4C(Tubingen: dunterNarr-19-88), pp. 71-78, 'Saint-Amant, Aytoun, and the Tobacco 
Sonnet', MLR, 54 (1959), 499-506, and 'The Dating ofOrinda's French Translations', PQ, 49 (1970), 
56-67. 
7 I am referring here particularly to 'Saint-Arnant- plaque toumante de I' Europe au XVIIe siecle'. 
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provides detailed background information on the French poet's literary relations with 

England, and carries out an in-depth study of the translations of poems by Saint­

Amant made by Thomas Stanley, Edward Sherbume and Thomas Fairfax. The article 

does not, however, mention the fact that Stanley' s was not the only seventeenth­

century English translation of 'La Jouyssance', or that Stanley himself also translated 

from Voiture, Theophile, Tristan and Ronsard. Collating all of the information known 

about which French lyric poems were translated in seventeenth-century England will 

facilitate future work in this relatively neglected area. To this end, I have also 

attempted to re-attribute translations where I am unconvinced of the attributions given 

by translators themselves or their editors; such misattributions are usually due to 

translators selecting poems published anonymously in the French poetic anthologies; 

this will be discussed further in chapter 2. I have also included as appendices tables 

containing lists of all poems translated and the names of their original authors and 

translators. 

Rather than focussing on the translations either of particular French poets or 

by particular English poets, this study aims to approach the practice of translating 

from contemporary French lyric poetry in seventeenth-century England through 

examining how some of the major stylistic, thematic and cultural aspects of 

seventeenth-century French poetry are dealt with in translation, and the reasons for 

this. Whereas previous studies have examined French verse translations from an 

author-centred perspective, this study intends to adopt a comparative and thematic 

approach. 

Some of the translations have received no critical attention at all, or almost 

none. Thomas Stanley' s French poetry translations, for example, apart from the study 

of his translations from Saint-Amant mentioned above, have largely been ignored by 

specialists of both French and English seventeenth-century poetry. Even where 

translations have been studied in detail, most of the previous studies are now 

somewhat dated, and it seems necessary to re-examine translations in the light of 

more recent knowledge and perceptions of seventeenth-century French and English 

lyric poetry, and of cultural exchange between the two countries during the 

seventeenth century. 

It seems particularly appropriate to re-examine translations in the light of the 

recent renewal of critical interest in seventeenth-century French lyric poetry. Several 

of the major seventeenth-century French lyrists have been the subject of recent 
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monographs and editions,8 and a more wide-ranging study of early seventeenth­

century French lyric has been carried out by Veronique Adam. 9 Salon poetry, in 

particular, has been the subject of quite recent studies which place it in its wider 

literary and cultural context. 10 Recent studies relating to the cultural background to 

French seventeenth-century literature, which have provided essential contextualisation 

for this study, have also appeared. 11 Seventeenth-century English cultural Royalism, 

which is essential to the understanding of changes English translators made to their 

source texts, has also been the subject of recent critical interest. 12 

8 See Sophie Rollin, Le Style de Vincent Voiture: une esthetique galante (Saint-Etienne: Publications 
Universitaires de Saint-Etienne, 2006); Guillaume Peureux, Le Rendez-vous des enfans sans saucy: la 
poetique de Saint-Amant (Paris: Champion, 2002); Guido Saba, Theophile de Viau: un poete rebelle 
(Paris: Champion, 1999); Tristan L'Hermite, CEuvres Completes (Paris: Champion, 1999-2001); and 
Theophile de Viau, CEuvres completes, ed. by Guido Saba, 3 vols (Paris: Champion, 1999). 
9 Veronique Adam, Imagesfanees et matieres vives: cinq etudes sur la poesie Louis XIII (Grenoble: 
ELLUG, 2003) 
10 See Alain Genetiot, Les Genres lyriques mondains (1630-1660) (Geneva: Droz, 1990), and Poetique 
du loisir mondain, de Voiture a La Fontaine (Paris: Champion, 1997) and Delphine Denis, Le 
Parnasse galant: institution d'une categorie litteraire au XVIIe siecle (Paris: Champion, 2001). 
11 See Joan Dejean, The Reinvention of Obscenity: Sex, Lies and Tabloids in Early Modern France 
(Chicago: University of Chicago Press, 2002); Jean-Christophe Abramovici, Obscenite et Classicisme 
(Paris: Presses Universitaires de France, 2003); Elena Russo, La Cour et la ville de la litterature 
classique aux lumieres (Paris: Presses Universitaires de France, 2002); Helime Merlin, Public et 
litterature en France au XVIIe siecle (Paris: Les Belles Lettres, 1994), and Christian Jouhaud, Les 
Pouvoirs de la litterature (Paris: Gallimard, 2000). 
12 See James Loxley, Royalism and Poetry in the English Civil Wars: the Drawn Sword (London: 
Macmillan, 1997); Adam Smyth, "Profit and Delight": Printed Miscellanies in England, 1640-1682 
(Detroit: Wayne State University Press, 2004), and Richard Chiswell, 'The Destruction of Troy: 
Translation and Royalist Cultural Politics in the Interregnum', Journal of Medieval and Renaissance 
Studies, 23 (1993), 197-219. More specifically, Royalist coteries, which, as will be seen, provided a 
context in which translation from contemporary French poetry often took place, have attracted attention 
in recent years. See Catharine Gray, 'Katherine Philips and the Post-Courtly Coterie', English Literary 
Renaissance, 32 (2002), 426-51; Stella P. Revard, 'Thomas Stanley and "A Register of Friends" '; in 
Literary Circles and Cultural Communities in Renaissance England, ed. by Claude J. Summers and 
Ted-Larry Pebworth (Columbia: University ofMissouri Press, 2003), pp. 148-72, and Robert C. Evans, 
'Paradox in Poetry and Politics: Katherine Philips in the Interregnum', in The English Civil Wars in the 
Literary Imagination, ed. by Claude J. Summers and Ted-Larry Pebworth (Columbia: University of 
Missouri Press, 1999). There has also been recent interest in the work of seventeenth-century women 
poets as translators, and more generally in the work of Katherine Philips and Aphra Behn, both of 
whom translated from contemporary French lyric poetry. See Helen Cooper, Pastora: Medieval into 
Renaissance (Totowa: Roman & Littlefield, 1997); The Cambridge Companion to Aphra Behn, ed. by 
Derek Hughes and Janet Todd (Cambridge: CUP, 2004); Judith Keegan Gardiner, 'Liberty, Equality, 
Fraternity: Utopian Longings in Behn's Lyric Poetry', in Rereading Aphra Behn: History, Theory and 
Criticism, ed. by Heidi Hunter (Charlottesville: University of Virginia, 1993), pp. 273-300; Tina 
Krontiris, Oppositional Voices: Women as Writers and Translators of Literature in The English 
Renaissance (London: Routledge, 1992); Dorothy Mermin, 'Women Becoming Poets: Katherine 
Philips, Aphra Behn, Anne Finch,' ELH, 57 (1990), 335-55, and Ann Messenger, Pastoral Tradition 
and the Female Talent (New York: AMS Press, 2001). 
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This study will concentrate on English translations of seventeenth-century French 

lyric poetry during the Caroline period. Reference to English translations of sixteenth­

century French lyrists during the Caroline period will also be made where appropriate. 

The study will be limited almost entirely to translations which appeared in print 

during the seventeenth century. I will, however, refer to Thomas Fairfax's translation 

of Saint-Amant's La Solitude, which remained in manuscript in the seventeenth 

century, as it constitutes a fascinating comparison with Katherine Philips's translation 

of the same poem. 

'Lyric' is a controversial and difficult term whenever it is used, as its 

parameters are defined in so many different ways by critics and literary theorists. 

Modem dictionaries of literary terms divide poetic expression into the categories of 

dramatic, narrative and lyric, and define the latter as a fairly short poem expressing 

the thoughts and feelings of a single speaker. 13 Some definitions stipulate that lyric 

poetry must represent a spontaneous, as opposed to a premeditated, discourse: 'A 
!'inverse des deux autres modes, plus objectivants (epique et dramatique), la poesie 

lyrique convient a 1' expression spontanee de la vie interieure'. 14 

Critics and anthologists of seventeenth-century French poetry tend to use the 

term 'lyric' without defining it, and to apply it to poems which would be difficult to 

categorise as lyric under the definitions given above. 15 Odette de Mourgues/6 for 

example, includes excerpts from Saint-Amant's La Solitude and Theophile's La 

Maison de Sylvie in her Anthology of French Seventeenth-Century Lyric Poetry. 17 

While these poems use a first-person speaker and include some expression of personal 

feeling, they also contain detailed descriptions of landscape and, at twenty stanzas and 

a hundred and twenty-two stanzas long respectively, they cannot reasonably be 

described as 'short'. De Mourgues' anthology also contains some of Malherbe's 

13 See J. A. Simpson and E. S. C. Weiner, eds, The Oxford English Dictionary, 2nd edn (Oxford: 
Clarendon Press, 1989), p. 140, Karl Beckson and Arthur Ganz, A Reader's Guide to Literary Terms: a 
Dictionary (London: Thames Hudson, 1961), p. 121, Chris Baldick, The Concise Oxford Dictionary of 
Literary Terms (Oxford: OUP, 2001), p. 143, and Jack Myers and Michael Simms, The Longman 
Dictionary of Poetic Terms (New York: Longman, 1989), pp. 171-72. 
14 Dictionnaire des termes litteraires, p. 289. 
15 A possible reason for the lack of concern among scholars of early seventeenth-century French poetry 
about the definition of lyric is that critical debate has centred rather on definitions of 'baroque' and 
'marmerism'. 
1
c
6_0det,te An Anthology of French Lyric Poetry (Oxford: OUP, ·• f966) c .. -- • L. ,, ' •· . .. 

17 The text of La Solitude can be found in Marc-Antoine Girard de Saint-Amant, CEuvres, ed. by 
Jacques Bailbe, 5 vols (Paris: Didier, 1967-79), I, (1967) pp. 33-48. All subsequent references to this 
edition will be given in parentheses in the text. 
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encomiastic poems, such as 'Priere pour le Roi Henri le Grand, allant en Limousin', 

which contain little expression of personal feeling, 18 and other poems which would 

not be classified as lyric according to certain definitions. These include Malherbe's 

'Paraphrase du Psaume CXLV'/9 some satires by Boileau and Regnier, and some of 

Voiture's rondeaux, which, while using a first person speaker, are ingenious word 

plays rather than expressions of personal feeling. De Mourgues also includes some of 

La Fontaine's fables and Sigogne's 'Contre une jeune dame', an epigrammatic poem 

mocking an ugly young woman, in which 'je' appears only in the final stanza.20 

This study will use the term 'lyric' as it is used in criticism of seventeenth­

century French poetry, which is broadly to refer to any poem which is not clearly 

either dramatic or narrative. Thus, I will not examine Stanley' s translations of Saint­

Amant's 'L' Arion' (I, 109-24) or 'La Metamorphose de Lyrian et Sylvie' (I, 96-105), 

as these poems are predominantly narrative.21 I will, however, include Stanley's 

translation of Saint-Amant's 'La Debauche', a poem which principally presents the 

reader with a situation, rather thanfeelings, although the speaker's delight in revelling 

with his friends is clearly evident. I will also include translations of epigrammes. 

Whereas some seventeenth-century French epigrammes do express the feelings of a 

single speaker, others, like the poem by Sigogne mentioned above, are rather mocking 

insults directed at individuals, and make little use of the first-person subject 

pronoun. 22 While some of the epigrammes translated would be difficult to categorise 

under the normally-accepted parameters of 'lyric', these will be included because they 

pose similar challenges to translation, which are often resolved in a similar way, to 

18 It is worth noting that French critics consider encomiastic and moral poems 'le grand lyrisme' of 
seventeenth-century France: 'Malherbe avait remis en vogue le grand lyrisme, officiel ou 
moralisateur'. Raymond Lebegue, 'Quelques themes de la poesie lyrique au temps de Louis XIII', 
Dix-septieme siecle, 66-67 (1965), 7-21 (p. 21). The Longman Dictionary of Poetic Terms includes 
'statements of moral, philosophical, or ethical values, and systems of thought' among the 'range of 
expression' of lyric poetry (p. 172). 
19 Kate Hamburger argues that psalm paraphrases cannot be considered lyric because they form part of 
ecclesiastical ritual rather than spontaneous personal expression, and therefore use a 'parochial' rather 
than a 'personal' voice. Logique des genres litteraires, traduit de l'allemand par Pierre Cadiot (Paris: 
Seuil, 1986), pp. 212-13. 
20 This poem is also studied in David Lee Rubin's The Knot of Artifice: A Poetic of the French Lyric in 
the Early 11h Century (Columbus: Ohio State University Press, 1981 ). Rubin also examines 
Malherbe's 'Priere pour Roi Henri le Grand, allant en Limousin', and Theophile's 'Le Matin', which 
concentrates mainly on description of landscape rather than personal feeling. Like De Mourgues, Rubin 
does not give ,adefmitioll.<>f!he tenn 'lyric.'. . . " .. · .·· .. . . _. 
21

' =de Lyiian et Sylvie' does, however, contain a long 'iyric' passage in 
Lyrian voices his woes at Sylvie's cruel treatment of him. 
22 Lebegue includes epigrammes which mock lascivious old women in his brief overview of lyric 
poetry during the reign of Louis XIII (p. 12). 
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translations of more obviously lyric verse, and attracted some of the same translators. 

English translations of French verse satire, which were numerous in the last third of 

the seventeenth century, have already received ample critical attention?3 This is also 

true of seventeenth-century English versions of La Fontaine;24 besides which, I find it 

difficult to justify categorising verse fables as lyric due to their narrative content. 

Having originally intended to study the translation of seventeenth-century 

French lyric poetry in England throughout the whole of the seventeenth century, it 

soon became clear that the most fruitful results would be obtained by concentrating on 

a more limited period, to extrapolate more easily the common features shared by 

many translations, as well as the occasional anomalies. I therefore decided to limit my 

investigation to translations first published during the Caroline period. It did, 

however, seem appropriate to include Charles Cotton's French poetry translations as 

an exception. While Cotton's Poems on Several Occasions was not published until 

1689, two years after his death, the translations are likely to have been made during 

the 1650s and 1660s. At the end of the seventeenth century, Matthew Prior reworked 

numerous French epigrammes, but space would not have allowed for a discussion of 

all of these, and several are too different from their source poems to reasonably be 

described as translations. As regards the earlier seventeenth century, I am not aware of 

any translations of seventeenth-century French lyrists in England before 1625. In the 

first quarter of the seventeenth century, the Scottish poets Robert Ayton and William 

Drummond made numerous imitations from French sixteenth-century poets?5 

The study will of necessity be confined to secular lyric. Despite the plethora of 

religious lyric poetry written in France during the first half of the seventeenth 

century,26 there were virtually no translations of seventeenth-century French religious 

23 See A. F. B. Clark, Boileau and the French Classical Critics in England, 2nd edn (New York: Russel 
& Russel, 1965), Paul Hammond, John Oldham and the Renewal of Classical Culture (Cambridge: 
CUP, 1983), and Paul C. Davis, 'Rochester and Boileau: A Reconsideration', Comparative Literature, 
2 (1969), 348-77. For a brief comment on Boileau's reputation, and on translations and imitations of 
his work, in late-seventeenth-century England, see France, pp. 312-15. 
24 On Anne Finch's reworkings of La Fontaine, see Jane Elizabeth Lewis, The English Fable: Aesop 
and Literary Culture, 1651-1740 (Cambridge: CUP, 1996), pp. 128-55. France notes that English 
reworkings of French verse fables tended to be imitations rather than actual translations (p. 311 ). 
25 See the articles by L. E. Kastner, 'Drummond of Hawthorden and the French Poets of the Sixteenth 
Century', MLR, 5 ((1910), 140-53; 'On the Italian and French Sources ofDrummond ofHawthomden', 
MLR, 6 (1911), 462-70, and 'The Scottish Sonneteers and the French Poets', MLR, 3 (1907), 1-15. 

de)'impriwerie,, on n'avait yu (en ces de et de C<;mtre­
de chretiimne, et cependant cette flo;aison a 

Frederic Lachevre, Le Libertinage au XVIIe siec/e (Paris, n. p., 1911), p. 138), quoted in Michele 
Clement, Une poetique de crise: poetes baroques et mystiques (15 70-1660) (Paris: Champion, 1996), 
p. 47. 
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lyric in contemporary England. Indeed, as far as I am aware, Joshua Sylvester's 

Devine Weekes and Workes (1605), his admired and highly influential translation of 

Du Bartas' La Semaine,21 was the last complete translation of any French religious 

poem to be published in seventeenth-century England. There were, however, some 

partial translations and imitations; Katherine Philips translated a short section from 

Comeille's 'Paraphrase de L'Imitation de Jesus-Christ' ? 8 Thomas Stanley imitated 

two French psalm paraphrases, of which M. J. O'Regan has identified the source 

poems for Stanley's imitations as being by Martial de Brives and Habert de Cerisy 

respectively?9 In imitating French psalm paraphrases, Stanley was continuing a 

tradition begun in England during the sixteenth century (see Prescott). John Paulet, 

Marquess of Winchester, translated Pierre Le Moyne's Gallerie des Femmes Fortes 

(Paris: Antoine de Sommaville, 1647); his translation was entitled The Gallery of 

Heroick Women. Translated by the Marquess of Winchester (London: R. Norton for 

H. Seile, 1652). Le Moyne's work inclu,des twenty sonnets on various femmes fortes 

taken from the Bible and ancient and more modem history. Paul et's translation will 

not be included in the corpus of this study, as the sonnets would be difficult to 

categorise as lyric, and do not coincide thematically with the majority of seventeenth­

century poems translated in Caroline England. Like many other translations of French 

poetry during this period, Paulet's translation was produced in the context of Royalist 

suffering (imprisonment), and contains Royalist subtexts: 

Use of the term 'Heroick' as a synonym for cavalier in Aphra Behn's post­
Restoration satire on the Rump Parliament, The Roundheads (1682) helps to 

27 Guillaume de Saluste Du Bartas, La Sepmaine: (texte de 1581), ed. by Yvonne Bellenger (Paris: 
Nizet, 1981). The differences between Sylvester's Divine Weeks and Du Bartas's poem, and the 
influence of both on English poetic diction and style, have been the subject of several published and 
unpublished studies. These include George Coffin Taylor, Milton's Use of Du Bartas (Cambridge, 
Mass.: Harvard University Press, 1934); V. L. Simonsen, 'Joshua Sylvester's English Translation of 
Du Bartas "La Premiere Semaine" ', Orbis Litterarum, 8 (1952), 259-85; Eric Wimmers, 'The Style of 
Joshua Sylvester, Translator of Du Bartas', (unpublished doctoral dissertation, Indian University, 
1972); John Louis Lepage, 'Joshua Sylvester's Translation of Du Bartas' Les Semaines, (unpublished 
doctoral dissertation, University of Glasgow, 1982) and Harry H. Ashton, Du Bartas en Angleterre 
(Paris: Larose, 1908). Anne Lake Prescott remarks that 'Du Bartas' popularity in England was virtually 
unmodified by doubt or reservation' [ ... ]"until Milton's day and for a little time after"'. French Poets 
and the English Renaissance: Studies in Fame and Transformation (New Haven: Yale University 
Press, 1978) p. 174. 
28 This translation can be found in The Collected Works of Katherine Philips, The Matchless Orinda, 
volume 2, The Translations, ed. by G. Greer and R. Little (Stump Cross: Stump Cross Books, 1990), 
pp: IT6-=18, and the oi'iginalsection on pages 245-47. All subsequent references to this edition will be 
given in parentheses in the text. 
29 M. J. 0' Regan, 'The French Source ofThomas Stanley's Paraphrases ofPsalms 139 and 148', MLR, 
59 (1964), 179-181 



9 

suggest the possible political weight behind the title and central concept of 
Winchester's translation in Interregnum England. The notion that his text is 
somehow embodying a topical spirit of royalist resistance is further implied by 
his informing his informing his female dedicatees that 'some worthy Person of 
our Countrey... taking notice of your Vertuous Carriages and improved 
Actions in this land of trial, may hereafter erect a new Gallery, in which our 
Statues and Names will remain a Spectacle of Honour and Imitation to 
Posterity' .30 

The most obvious reason for the absence of translations of French religious 

lyric in seventeenth-century England is the Protestant-Catholic divide.31 Another 

possible factor is the frequent occurrence of encomiastic elements in seventeenth­

century French religious lyric; these would have rendered it a very unlikely source for 

translation. 32 A third possible factor is the prevalence of libertine sentiments and 

behaviour in Restoration England, which will be discussed in more detail in the 

course of the study. 

As with the term 'lyric', it is difficult to find a consensus on where to limit the 

parameters ofwhat constitutes a 'translation'. Where the source text is reworked with 

greater freedom than a word-for-word or line-by-line approach, the product is often 

termed an 'adaptation', or in the case of very free rewritings, an 'imitation'. The 

Rout/edge Encyclopaedia of Translation Studies, commenting on the lack of 

comprehensive definitions of 'adaptation', concludes that the term 'continues to be 

part of a fuzzy metalangage used by translation studies scholars. ' 33 The encyclopaedia 

lists various ways in which adaptations are carried out, including 'omission', 

'expansion', 'exoticism', and 'situational or cultural inadequacy'; the latter is defined 

as 'the recreation of a context that is more familiar or culturally appropriate from the 

target reader's perspective than the one used in the original' (p. 4). Jean-Paul Vinay 

and Jean Darbelnet define adaptation as the translation procedure which must be used 

30 Hero Chalmers, Royalist Women Writers 1650-1689 (Oxford: OUP, 2004), p. 41. 
31 Anne Elizabeth Banks Coldiron has claimed that in the fifteenth and sixteenth centuries, translations 
of French religious verse were most frequently 'invisible', presenting themselves as 'having originated 
in the target language', and attributes this to the fact that 'the French were unlikely to have been seen in 
England as reliable moral arbiters' ('Lyric Translations from French 1440-1591 ',unpublished doctoral 
dissertation, University of Virginia, 1996, p. 125). 
32 Malherbe's poetry provides numerous examples of how expressions of faith and praise to God often 
serve as a pretext for praise of the King. His 'Priere pour le Roy allant en Limozin', while addressed to 
God, is nonetheless about Louis XIII. In CXIII' the poet begins by praisigg God and then 

-rroceedifto askhim.tO hetp France' defeat her' enemies. . ... . . . . . . .. -
3 Baker, Monica, ed., The Rout/edge Encyclopaedia of Translation Studies (London: Routledge, 998), 

p. 3. 
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when the type of situation being referred to in the source text is unknown in the 

culture of the target text.34 Some of the English translations which will be examined 

contain some of these features; there are instances where the length of the source text 

is considerably reduced, and where some linguistic and thematic elements of the 

source text are expanded. 'Imitation' would also be a fitting term for some of the 

English poems to be examined. Dryden's definition of 'imitation' as the third 

translation method he identifies, along with metaphrase and paraphrase, in the preface 

to Ovid's Epistles, remains one of the best-known: 

The Third way is that of Imitation, where the Translator (if now he has not lost 
that Name) assumes the liberty not only to vary from the words and sence, but 
to forsake them both as he sees occasion: and taking only some general hints 
from the Original, to run division on the ground-work, as he pleases. 35 

Imitation is also often associated with cultural and temporal transposition, and 

was defined in these terms in seventeenth-century England. In the preface to his 

imitation of Horace's Art of Poetry, John Oldham explained that he transposed the 

Roman poet 'into a more modern dress than hitherto he has appeared in, that is, by 

making him speak as if were living and writing now. I therefore resolved to alter the 

scene from Rome to London, and to make use of English names of men, places and 

customs, where the parallel would decently permit'.36 It can be seen from the 

definitions given here that there are overlaps and disagreements about where the 

boundaries between 'adaptation' and 'imitation' lie. 

For the purposes of this study, the overall practice of transposing French 

poems into English will be, for ease and coherence, referred to as 'translation'. Again, 

for coherence, English translations of poems on a particular theme, or by a particular 

French poet, will be termed 'translations'. However, individual English versions of 

French poems will be called 'translations' where they are approximately the same 

length as the original poem and do not significantly alter the verse form or overall 

tone. 'Adaptation' will be used where there is a reduction of the length of the original 

34 Jean-Paul Vinay and Jean Darbelenet, Comparative Stylistics of French and English, trans. and ed. 
by Juan C. Sager & M.-J. Hamel (Amsterdam: John Benjamins Publishing, 1995) 
35 John Dryden, The Works of John Dryden, ed. by H. T. Swedenberg, Jr., 20 vols (Berkeley: 
UniversitfofCalifoilria PresS, · · · · -- -
36 Quoted in Classe, Olive, ed., Encyclopaedia of Literary Translation into English, 2 vols (Chicago: 
Fitzroy Dearbom Publishers, 2000), p. 701. 
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poem, a significant change in tone or a major change in verse form. 'Imitation' will be 

used where there is a change in setting or very significant changes in length or 

thematic emphasis. It is recognised that these definitions are imperfect, and that some 

poems which are defined as 'translation', 'adaptation', or 'imitation' here would, and 

in some cases are, defined differently elsewhere. These definitions are intended to 

impose coherence on a practice which is, as will be seen, characterised by both 

similarity and convergence. In terms of limiting the study, I have included those 

adaptations and imitations which engage with the original poem despite often 

considerable changes in length, form or focus. I have not, however, included instances 

where a few lines or ideas from a source poem are used as a departure point for a new 

poem which bares very little resemblance to the source. I have, for example, included 

'The Mom',37 Philip Ayres' imitation of Theophile de Viau's 'Le Matin', which 

constitutes an attempt to engage with the whole source poem, despite significant 

reductions and shifts in thematic emphasis. I have not, however, included Thomas 

Stanley's 'Celia Singing' (pp. 13-14), which paraphrases and inflates five lines (ll. 19-

24) of Theophile's 'Stances XXIX' to create a new poem which bares hardly, if any, 

resemblance to the content, themes or stylistic features ofTheophile's poem.38 

It was mentioned that the translations will be examined in their wider literary 

and cultural contexts. This will lead to conclusions about how far the translations are 

the product of differing literary and cultural tendencies in seventeenth-century France 

and England. The following definition of 'culture', given in the context of discussing 

the importance of cultural transfer in translation, is extremely relevant to how both 

French source poems and English translations will be considered as products of 

'culture' in this study: 

The term 'culture' addresses three salient categories of human activity: the 
'personal,' whereby we as individuals think and function as such; the 
'collective,' whereby we function in a social context; and the 'expressive,' 
whereby society expresses itself. Language is the only social institution 
without which no other social institution can function; it therefore underpins 
the three pillars upon which culture is built. Translation, involving the 

37 The text of this translation can be found in George Saintsbury, ed., Minor Poets of the Caro/ine 
Period, 3 vols (Oxford: Clarendon Press, 1905-21), 11 (1906), pp. 316-17. 
38 Stanley's borrowings from Theophile's poem here were i<fentified by Crump (p. 379). This poem 
was tmnsla:ted fi{its entirety by Charies Cotton; further details on this translation will be given in tlie 
course of the study. 
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transposition of thoughts expressed in one language by one social group into 
the appropriate expression of another group, entails a process of cultural de­
coding, re-coding and en-coding.39 

French source poems and their English translations will be considered in the 

light of the 'personal', 'social', and 'societal' aspects of culture. The French poems 

will be considered as products of wider cultural and literary trends in France. The 

effects of France's political and wider social climate, and the expectations of 

seventeenth-century French society in general, on the production of poetry, will be 

considered. I will also examine the effects of producing poetry in the context of social 

gatherings of groups as part of mondain culture on poetic tastes, styles and subject 

matter. Both the 'societal' and 'social' aspects of poetic production in seventeenth­

century France intertwine with the personal tastes and preferences of individual 

French poets. The texts translated will be considered in terms ofhow they express the 

individual experiences, feelings and tastes of their authors. Finally, I will consider 

how far the poetic styles and trends employed result from the restrictions placed on 

poets by the inherent linguistic structures of the French language. 

In turn, the translations will be examined to establish how far the political and 

social climate of seventeenth-century England affected the poetic tastes and styles of 

the translators, and thus the changes they made to their French source poems. I will 

investigate who the translations were intended for, whether particular social groups or 

individuals. I will therefore consider the impact of adhering to the tastes and 

requirements of particular groups on the changes made by translators, and also the 

impact of the translators' own poetic tastes and preferences. The impact of individual 

translator choice, group requirements and social trends will be weighed against the 

restrictions placed on translators by the inherent linguistic differences between 

English and French. 

Having outlined some of the possible problems and controversies which could 

arise in a study of the English translation of seventeenth-century French poetry during 

the Caroline period, and the approaches this study will adopt, the subsequent chapters 

will examine translations in detail from both linguistic and thematic perspectives, 

39 Alejandra P. Karamanian, 'Translation and Culture', Translation Journal, 6 (2002) 
<http://www .accurapid.com/joumal/ 19culture2 .htm 
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contextualising them within cultural and literary developments in seventeenth-century 

England and France. 



Chapter 1 

Literary, Cultural and Historical Background 

1.1 Literary and Cultural Exchange Between France and England in the 

Seventeenth Century 

1.1.1 The French and English Courts and 'Francomania' 

14 

The practice of translating from contemporary French lyric verse during the Caroline 

period in England can only be properly understood within the wider context of literary 

and cultural exchange between the two countries. The close relations between 

England and France and the widespread influence of French literary culture in 

England during this time make it a rich and interesting period for the study of any area 

of Anglo-French cultural exchange. The political and familial relations between the 

two Caroline courts and the French court stimulated interest in French fashions, 

culture and literature, both within the English court itself and in the country as a 

whole. The arrival in England of Henrietta Maria continued, and perhaps intensified, 

the influence of French literary culture which had already existed at the court of 

James I. However, it was during the reign of Charles II that 'Francomania reached 

new heights in England. ' 4° Charles II and his court had acquired an enthusiasm for all 

aspects of French life and literary culture during their exile in France.41 The court's 

obsession with French culture was imitated by the nobility, who wore the latest 

French fashions and 'interlarded their talk with French words and phrases' .42 

1.1.2 The Role of Travel in Stimulating Knowledge and Translation of French 

Poetry in Seventeenth-Century England 

Travel, as well as, and often closely allied to, the life of the court, also played an 

important role in the transfer of both literary culture in general, and poetic culture 

specifically, into England during the seventeenth century. The majority of English 

translators spent some time in France (Katherine Philips, Edward Sherburne and John 

-
40-Robei{Gibs6ii;-Besi-of Enemies: since the -
Impress, 2004), p. 58. 
41 See Gibson, p. 57. 
42 Gibson, p. 58. 
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Oldham being the only exceptions of which I am aware); the main reasons for their 

sojourns being educational, diplomatic, and exile, whether imposed or voluntary, 

during the Civil War and Interregnum. 

The relations between the French and English courts resulted in court poets 

from both countries making the journey across the Channel, thus facilitating the 

movement ofpoetic texts as well as the exchange of poetic styles and ideas.43 During 

the first Caroline monarchy, 'Englishmen of learning and distinction, whether closely 

attached to the queen or not, were constantly paying visits to the continent and 

making the acquaintance of its literature. ' 44 Later in the century, several Royalist 

poets - Carew, Denham and Waller - served the exiled court of Charles II as its 

poets.45 These poets, and also the court's playwrights, William Davenant and John 

Killigrew, 'came into contact with Continental tendencies which they transplanted to 

England after their return' (Hardacre, p. 353). Thomas Stanley, another mid-century 

Royalist poet, is an archetypal example of the role of travel, in his case due to 

voluntary exile, from England to France in stimulating exposure to French poetic 

culture and, almost certainly, in obtaining the poetic texts which he subsequently 

translated.46 At the outset of the Civil War, Stanley left England and travelled in Italy, 

43 It is well established that the direction of literary influence was almost entirely from France to 
England in the seventeenth century. As far as poetry is concerned, there seems to have been little 
interest in, or indeed knowledge of, even the most important seventeenth-century English poetry in 
France. See George Ascoli, La Grande Bretagne devant /'opinion franr;aise au XV/Je siec/e (Paris: 
Gamber, 1930), II, pp. 120-25. According to Ascoli, there were only two instances of English poetry 
being translated into French during the seventeenth century: 'Je ne vois a signaler que deux poemes 
traduits, et tous deux dans le roman de Mrs Manley, !'Atlantis: l'un d'eux, le Progres de la Vie, etait de 
la poetesse Anne Finch; !'autre, anonyme, revelait aux lecteurs franlj!ais un art suprenant pour eux, mais 
caracteristique dugout anglais' (p. 125). Ascoli notes that Latin poetry written in England, particularly 
that of John Owen, received more attention in contemporary France than English poetry (pp. 118-120). 
44 Alfred Horatio Upham, The French Influence in English Literature from the Accession of Elizabeth 
to the Restoration (New York: Columbia University Press, 1911), p. 344. 
45 Paul Hardacre, 'The Royalists in Exile during the Puritan Revolution, 1642-1660', Huntington 
Library Quarterly, 16 (1952-53), 353-70 (p. 354). Hardacre has usefully summarised the role of the 
Royalist exile to the Continent during the Civil War and Interregnum in transmitting contemporary 
European scientific, religious and artistic movements and concepts into England. 
46 It will become clear from several primary and secondary sources which will be referred to 
throughout this study that Stanley's French poetry translations were made after his return from France 
in 1646. However, Warren Chernaik's entry on Stanley in the Oxford Dictionary of National Biography 
gives the impression that Stanley was translating from French whilst at Cambridge, before his 
European travels: 'According to the editor of the 1743 edition of Stanley's History of Philosophy, the 
"Madrigal Poems and other Pieces ... together with some Translations out of the French, Italian, and 
Spanish in the 1647 collection were largely written at Cambridge, before Stanley set out on his travels'. 
Warren Chernaik, 'Stanley, Thomas (1625-1678}', in Oxford Dictionary of National Biography 
<http://www.oxforddnd.com/view/article/26281> [accessed 4 August 2008) Chernaik has, however, 
mis-read the relevant section of the 'Account of the Life and Writings of Thomas Stanley, Esquire' 
from this edition. It actually reads as follows: 'While he continued yet in the University, his Fancy 
began to exert itself, and give some Presages of what the World was to expect from his Genius: It was 
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Spain, and particularly France, and became acquainted with many of the 

contemporary authors of those countries (Poems and Translations, 1962, pp. xxi­

lxiv). However, I have been unable to find any details concerning precisely which 

French authors Stanley read or came across during his time in France, or any 

information regarding his contacts or activities there. On his return to England in 

1646, Stanley established himself in the Middle Temple and became the initiator of a 

literary circle of Royalist sympathisers, which included Edward Sherburne, John 

Shirley, William Fairfax, Richard Lovelace and Robert Herrick.47 After the execution 

of the king, Stanley retired to Cumberlow, taking Sherbume with him, and 'Fairfax 

and Hammond may have joined them as well' (Poems and Translations, 1962, p. 

xxviii). Stanley and Sherburne devoted themselves to the study and translation of 

classical and contemporary authors, and appear to have collaborated on translations. 

Stella Revard gives details of the similarities between the translations of Stanley and 

Sherburne in the late 1640s, noting that both translated Girolamo Preti, Marino and 

Saint-Amant. She concludes, therefore, that there must have been a 'deliberate 

program of collaboration' (p. 159). 

Travel from France to England, again stimulated by court politics, also played 

a role, though a less significant role than travel from England to France, in the 

transmission of French poetic culture into England. Several of the major seventeenth­

century French lyric poets spent brief periods in England, and are likely to have taken 

some of their verses with them in manuscript. Theophile de Viau made two visits to 

England, the first in 1616 in the company of Candale, who made the voyage 'pour 

obeir a sa maitresse' .48 Theophile's biographers do not give any information as to how 

long Theophile spent in England, nor what he did while he was there.49 It is possible 

that Theophile may have taken some of his poems in manuscript form with him, and 

that these were subsequently circulated in England. There is a stronger likelihood that 

some of Theophile's poems were read and then circulated in manuscript during his 

second visit to England in 1621. There is some disagreement among critics and 

here he composed those Madrigal Poems, and other Pieces, which, together with some Translations out 
of the French, Italian and Spanish, were published in one Volume after his Return from his Travels'. 
Thomas Stanley, The History of Philosophy: containing the lives, opinions, actions and discourses of 
the philosophers of every sect. By Thomas Stanley, ... The fourth edition ... corrected, .. . London, 

.............. ·------ __ ...... '·· .. .......... _ __ ---·- _ ............ ____ ._ 
47 See Praz, p. 282, and Revard, pp. 148-50. 
48 Antoine A dam, Theophile de Viau et la lib re pensee en 1620 (Paris: Droz, 1935), p. 84. 
49 Theophile's ode 'Sur une Tempeste' recounts the perilous journey across the channel. See Adam, 
Theophile de Viau, pp. 83-84. 
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biographers about the reasons for this second visit, the most commonly held view that 

Theophile was in exile at this time being contradicted by Antoine Adam. Adam 

claims Theophile was ordered by Luynes to accompany his brother, the Marechal de 

Cadanet, to England, and that he left on 30th December 1620, leaving England on 9th 

February 1621.50 More details are provided by Danielle Haase-Dubosc, who claims 

that Cadanet's 'mission was to persuade James I not to support French Protestants and 

also to convince him that a French marriage for the Prince of Wales was preferable to 

the contemplated Spanish one. But nothing much came of it. Instead of settling the 

issues, the king chose to dazzle the ambassador with a series of magnificent 

receptions. ' 51 According to Adam, Theophile himself attended London !etes and 

receptions. 52 If this is true, it is highly possible that while there he read some of his 

early verses or circulated manuscript copies of them. Theophile was well received by 

the Duke of Buckingham, to whom he wrote an ode which he immediately sent to his 

publisher in Paris. 53 

Voiture made a brief visit to England in 1633, during which he 'played at 

galanterie' with Lucy Hay, Countess of Carlisle. Lucy was the closest confidante of 

Henrietta Maria, and 'sought to recreate the atmosphere of a Parisian salon at the 

gatherings she hosted in her "chamber," as she called her reception room. ' 54 It is 

possible that Edmund Waller may have met Voiture at the Countess's salon; Thomas 

Kaminski notes that Waller was 'admitted to this society as a gentleman-poet' at 

about the same time, and argues that Waller employed the poetic mannerisms typical 

of Voiture. It is highly likely that Voiture played the same role during his brief period 

at an English salon as he played at the Hotel de Rambouillet, entertaining the 

company with readings of his OWfl poems, and that some of these poems were 

subsequently circulated in manuscript at the English court, having either been 

transcribed by members of the salon, or given to them by the French poet. 

The role of travel from France to England may also have played a part in 

transmitting Saint-Amant's texts across the Channel, although, as for Theophile, it 

would seem to have played a less significant role than that of travel from England to 

50 Adam, Theophile de Viau, p. 196. 
51 Haase-Dubosc, p. 53. 
52 Adam, Theophile de Viau, p. 197. 

· · rlieciphile ·ditviCiu, ]l: 84 an<r pp: 196:97. 
54 Thomas Kaminski, 'Edmund Wailer, English precieux', PQ, 79 (2000), 19-43 (p. 27). Kaminski 
refers to earlier comments made by Emile Magne, in Voiture et /'Hotel de Rambouil/et, 4th edn, 2 vols 
(Paris: Emile-Paul, 1929), I, pp. 220-21. 
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France. Saint-Amant made two visits to England, the first of which, in 1631, has been 

the subject of controversy among his critics and biographers. One source of 

controversy, the issue of whether or not Saint-Amant met Charles I and Henrietta 

Maria during this visit, has been resolved by the recent discovery of a manuscript 

dedicatory epistle in which Saint-Amant dedicates his 'Ode a Leurs Serenissimes 

Majestez' to the royal couple, and thanks them for the warm reception they had given 

him. 55 The actual purpose of Saint-Amant's visit remains unknown. 56 It is very likely 

that Saint-Amant may have brought copies of his poems, in either printed or 

manuscript form, with him to England; indeed, William Roberts considers this to be 

'doubtless' the case ('Saint-Amant, Ayton and the Tobacco Sonnet, p. 506). 

1.1.3 The Translation of French Lyric Poetry and English Royalist Cultural Politics 

Given that the court played such a significant role in stimulating the transfer of 

seventeenth-century French literary culture into contemporary England, it is 

unsurprising that almost all of those who translated from contemporary French lyric 

verse were court poets, or at least those with Royalist sympathies; the only exception I 

am aware of if Thomas Fairfax. John Suckling was a popular and influential poet at 

the court of Charles I in the 1630s,57 as was Edmund Wailer, although the latter held 

no official position at the court of Charles I. 58 After a period of exile during the Civil 

War and Interregnum, Wailer returned to England and 'remained closely associated' 

with the court of Charles II. 59 The tendency of poets with strong Royalist connections 

and sympathies to translate from contemporary French poetry did not cease during the 

Interregnum. As seen, in the late 1640s, a group of poets with Royalist sympathies 

was formed around Thomas Stanley on his return from France. Stanley encouraged 

the group, particularly his kinsmen Edward Sherburne and Richard Lovelace, in the 

study and translation of the French poets he had encountered while abroad. 

55 Roberts, 'Saint-Amant and the Caroline Monarchs', pp. 267-85. 
56 Roberts, 'Saint-Amant and the Caroline Monarchs', p. 274. Jean Lagny rejected the claim of earlier 
historians and biographers that Saint-Amant had been sent by Bassompierre to intercede on his behalf 
with the king and queen on the basis that the 'Ode a Leurs Serenissimes Majestez' offered no proof in 
itself that Saint-Amant had seen the royal couple. Jean Lagny, Le Poete Saint-Amant (Paris: Nizet, 
1934), pp. 162-63. 
57 See Tom qaY!on, _'Suckling,, Sir ]oi)11 (f!ap, 1609,_«- l61J?)', oj_N.atio.nal 

> [ accessed 10 Deember 2008] 
58 Warren Chemaik, 'Wailer, Edmund (1606-1687)', in Oxford Dictionary of National Biography 
<http://www.oxforddnb.com/view/article/28556> [accessed 10 December 2008] 
59 Chemaik, 'Wailer, Edmund (1606-1687)' 



19 

Restoration translators from contemporary French lyric verse were also either 

prominent courtiers themselves, such as Rochester, or, like John Oldham, were 

closely associated with, and under the patronage of, prominent courtiers. The Royalist 

sympathies of the translators, as will be seen throughout this study, had a significant 

impact on the changes they made to their French source poems. 

1.2 The Status of French Lyric Poetry in Seventeenth-Century England 

1.2.1 Introduction 

It seems to be generally believed that seventeenth-century French lyric poetry 

attracted little interest in contemporary England. Peter France notes that 'In 

comparison [with the French discovery of the poetry of Britain during the first half of 

the eighteenth century], although French culture in general retained its force as a 

model of civilization, the British showed little interest in the poetry of their 

neighbours, and even this was concentrated in the first half of the period' (p. 309). 

While this view is by no means completely false, it appears to me to require some 

qualification. It seems clear from the evidence above that seventeenth-century French 

lyric poetry was well-known among English court and Royalist poets, and wider court 

circles. The influence of French culture and literary trends, including poetic trends, 

was all-pervasive at the first Caroline court, and this influence was even more 

strongly-felt at the Restoration court. As will be explained in more detail in a 

subsequent chapter, there is evidence of the influence of both French precieux and 

libertin attitudes towards love in the work of the Cavalier poets. Court poets were 

exposed to French poetry and poetic styles both at the English court and during their 

own visits to France. The fact that the first Caroline court received several French 

lyric poets as part of diplomatic missions suggests that these poets, or at least French 

poetry in general, was of high repute at the English court. 

1.2.2 Comments on French Lyric Poetry in Seventeenth-Century England 

In addition to general impressions, it is clearly important to consider concrete 

evide.11ce for the extent of knowledge and popularity of French lyric verse in 

contemporary England. One source of evidence is the extent to which the genre and 

its writers drew comment. From this, it would indeed appear that seventeenth-century 
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French lyric poetry and poets attracted very little attention in contemporary England. 

Seventeenth-century English literary critical texts and periodicals almost completely 

ignored contemporary French lyric poetry.60 

In particular, there were virtually no comments on individual French lyric 

poets in seventeenth-century England. A good number of French poets are, however, 

listed in Edward Phillips's Theatrum Poetarum.61 Phillips lists Scudery, Saint-Amant, 

Theophile, Bouillon, Boursault, Brebeuf, Chapelain, Furetiere, Jean de Marests, 

Ronsard, Pierre Le Moyne, Segrais and Tristan. All of the references are brief, and 

several do no more than mention the title and date of the author's collected works. 

Nevertheless, Phillips clearly had quite a wide knowledge of contemporary French 

poets, and considered them worthy of inclusion. He may have included those French 

poets he thought his readers most likely to know or admire. Theophile is acclaimed by 

Phillips as 'a late Writer of French Poems, which have obtain'd a general fame and 

esteem' (p. 174). Saint-Amant is mentioned principally as the source for a 

commendable English translator, presumably Thomas Stanley: 'Saint-Amant, one of 

the Chief in repute of French Poets, out of whom several things being render' d 

English by a Person of our Nation, no less considerable for Poetry then the other, have 

for certain lost no advantage' (p. 172). 

Phillips declares Georges de Scudery 'the most Voluminous and of the most 

Famous of late French Romancers', and praises him for a style 'much more gentile 

and polite then any ofthe old Romances'. His reference to Scudery's poems appears 

something of an afterthought: 'there are besides not very long since publisht his 

Poesies Diverses' (p. 168). Interestingly, the French lyrist given the greatest acclaim 

by Phillips is not a seventeenth-century poet but Ronsard, hailed as 'a French Poet of 

the V endosme, the most to be esteem' d in the judgment of Thuanus, not only of the 

French, but of all other Poets that have liv'd since the time of Augustus' (p. 150). 

Indeed, sixteenth-century French poets seem to have attracted considerably more 

60 See Ruth Wollestein, English Opinions of French Poetry 1660-1750 (New York: Columbia 
University Press, 1923). It is, however, unsurprising that, as Wollestein points out, English literary 
criticism limited itself almost entirely to comments on French dramatic poetry, as opposed to non­
dramatic poetry, as the development of literary criticism in seventeenth-century England coincided 
with the rise of classical drama in both England and France. 

poe!£l'::lllll•. 01; •. A co111pleaj of the ]JOets 
eminent, of all ages, the antients distinguish 't from the modems in their several alphabets: with some 
observations and reflections upon many of them, particularly those of our own nation: together with a 
prefatory discourse of the poets and poetry in general/ I by Edward Phi/lips (London: Printed for 
Charles Smith, 1675). Subsequent references to this work will be given in parentheses in the text. 
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comment in seventeenth-century England than the poets of that century. Prescott, who 

has studied the reputation in England of Ronsard, Du Bellay, Desportes, Du Bartas 

and Marot, and also the English translations and imitations of these poets, during the 

sixteenth and much of the seventeenth centuries, claims that Ronsard 'came to be seen 

as his nation's chiefpoet (or one ofthem), taking his place as he himself prophesied 

among authors of whom his country could boast' (p. 118). In James Howell's 

Instructions for forreine travel, the only seventeenth-century French poet to be 

mentioned, after a reference to some of the most prominent sixteenth-century French 

lyrists, is Theophile: 'There bee some French Poets will afford excellent 

entertainment, specially Du Bartas, and 'twere not amisse to give a slight salute to 

Ronsard, Desportes, and the late Theophile. ' 62 

More general comments on contemporary French poetry in seventeenth­

century England relate to such questions as rhyme and the suitability of the French 

language for poetic expression; most of these are unfavourable comparisons with 

English poetry,63 and some of these will be mentioned specifically in Chapter 7. 

1.2.3 The Availability of French Lyric Poetry m Seventeenth-Century England: 

Overview 

A second means of measuring how far seventeenth-century French lyric poetry was 

known and admired in contemporary England is the extent to which it was available 

there. To my knowledge, this area has been little investigated. Establishing the extent 

of the availability of French poetic texts in England is made considerably more 

difficult due to the almost complete lack of scholarship on the book trade between 

France and England during the seventeenth century. Surprisingly, I have been unable 

62 James Howell, Instructions for forreine travel. Shewing by what cours, and in what compasse of 
time, one may take an exact Survey of the Kingdomes and States of Christendome, and arrive to the 
practical/ knowledge of the Languages, to good purpose (London, Printed by T. B. for Humphrey 
Mosley, at the Princes Armes, in Church-yard, 1642), p. 45. 
63 There were some exceptions to this; Dryden considered French more suited to poetic language than 
English: 'The English has yet more natural disadvantages than the French; our original Teutonick 
consisting in monosyllables, and those encumbred with consonants, which cannot possibly be freed 
from those inconveniences ... But, on the other hand, the effeminacy of our pronunciation (a defect 
common to us, and to the Danes), and our scarcity of female rhimes, have left the advantage of musical 
composition for songs, though not for recitative, to our to Al!Jion an,d Alpqni¥s, 
quote-d-iifWollestein;-p·: n );"Tile ofFiendi was noted elsewhere: 'fheFrench-tongue 
is as soft, as numerous, as musical as the Greek; and far more natural; it is more regular than the Latin, 
and has neither its dryness nor affectation' (The Freethinker, no. 18, May 23, 1718, quoted in 
Wollestein, p. 52). 
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to find any sources which provide a detailed summary or overview of this, and the 

only general comments I have found are brief remarks made in discussions of 

individual booksellers or library catalogues. Similarly, I have found no general study 

of the availability of French poetry in seventeenth-century England, and have 

therefore provided my own summary, through investigating which French poetic texts 

were available in the shops of booksellers who specialised in continental books, and 

through examining which French poetic texts English readers had in their libraries. 

Possible objections could be raised to this approach; knowing which texts were 

available in booksellers' shops does not necessarily provide an indication of which 

ones were subsequently bought and read. It can, however, be assumed that booksellers 

acquired texts which they thought would sell. Similarly, while the fact that English 

readers had copies of particular texts in their libraries does not necessarily mean that 

they read them, it nevertheless demonstrates some degree of interest in those texts and 

an effort to acquire them. It was clearly not feasible for the purposes of this study to 

attempt an investigation of all private libraries in seventeenth-century England. 64 I 

therefore decided to limit my investigation to the private libraries listed in the List of 

Sale Catalogues of English book sales, 1676-1900: now in the British Museum 

(London: Printed by order ofthe trustees [ofthe British museum], 1915). Some of the 

editions of French poetic texts listed are, as will be seen, considerably earlier than 

1676, indicating that they were probably bought much earlier and therefore giving 

some idea as to what was bought and read earlier in seventeenth-century England. 

1.2.4 English Booksellers and the Availability of Seventeenth-Century French 

Poetry in Contemporary England 

I am not aware of any overview study of the booksellers who specialised in importing 

foreign, and especially French, books into England during the seventeenth century. 

The Dictionary of Printers and Booksellers in England, Scotland and Ireland, and of 

Foreign Printers of English Books 1557-1640 and the two volumes of the dictionary 

under a slightly different title which cover the later seventeenth century, contain a 

comprehensive list of booksellers and some limited biographical about 

· -·-·•···"··'···-- ·"·· -.-.. · . - ........ - .. 
· E. S. Leedham-Green, ed., Private Libraries in Renaissance England: a collection and catalogue of 
Tudor and early Stuart book-lists (Binghamton, N.Y.: Medieval & Renaissance Texts & Studies, 
1992-) contains catalogues of all private libraries in England in the period given in the title. To my 
knowledge, however, there is no equivalent list of library catalogues for the later seventeenth century. 
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each one. 65 As attempting to find stock lists or catalogues for each bookseller listed 

was clearly impossible, I limited my investigation to the booksellers who are 

mentioned as being importers of foreign books, and to those who worked in London 

over a significant period of time. I then consulted the available printed catalogues, 

some of which are sale catalogues, of these booksellers. Beyond dictionary entries, 

studies of the work of individual booksellers who possessed a large stock of foreign 

books are almost non-existent. A notable exception is Leona Rostenburg's 

informative chapter on Robert Scott, who was 'regarded by his contemporaries as one 

of the largest buyers of books from the Continent, obtaining his stock at "great 

expense from most parts of the learned world."' 66 Rostenburg provides a brief 

synopsis of the practice, common among seventeenth-century booksellers, of 

publishing catalogues of their foreign books, of which Scott's 1674 catalogue is 

particularly interesting and informative as regards the availability of French poetic 

texts in England: 

Although English stationers had begun the importation of books from the 
Continent as early as 14 79 and continued this practice through the sixteenth 
century, it was not until 1628 that the first catalogue of foreign books was 
published. From St. Anne's, Blackfriar's, Master Henry Featherstone issued a 
catalogue announcing the sale of books published in diverse parts of Italy. 
F eatherstone' s literary innovation was repeated a few years later by the 
bookseller Robert Martin, who printed four catalogues of books imported from 
abroad, specifically from Rome and Venice. The apparent success of these 
ventures prompted George Thomason to offer in 1637 and 1647 two 
catalogues of books purchased in Italy, while Octavian Pullen circulated a list 
of various foreign books in 1657. The most distinguished of the catalogues 

65 R. B. McKerrow, ed., A Dictionary of Printers and Booksellers in England, Scotland and Ireland, 
and of Foreign Printers of English Books I 557-I640 (London: Printed for the Bibliographical Society, 
by Blades, East & Blades, 1910). Henry R. Plomber, ed., A Dictionary ofthe Booksellers and Printers 
who were at work in England, Scotland and Ireland from 1641 to 1667 (London: Printed for the 
Bibliographical Society, by Blades, East & Blades, 1907). Henry R. Plomber, ed., A Dictionary of the 
Printers and Booksellers who were at work in England, Scotland and Ireland from 1668 to 1725 
(Oxford: Bibliographical Society, by Blades, East & Blades, 1922) 
66 Leona Rostenberg, 'The Liberal Arts: Robert Scott, Importer and University Agent', in Literary, 
Political, Scientific, Religious & Legal Publishing, Printing & Bookselling in England, 1551-1700. 
Twelve Studies. 2 vols (New York: Franklin, 1965), 11, pp. 281-313 (p. 300). Further biographical 
information on Robert Scott can be found in Marja Smolenars, 'Scott, Robert (b. in or before 1632, d. 
1709/20)', in Oxford Dictionary ofNational Biography 
<11t4J:I/www.oxforddnd:coril!viewl!irtlcle/69229> [IO December 2608] 
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was published in 1674 by Robert Scott ofLittle Britain, whose great collection 
remains one ofthe most coveted of seventeenth-century bibliophilic works.67 

Scott 'made frequent trips abroad to replenish his shelves and to purchase particular 

desiderata for favored customers. ' 68 Based on this, it can reasonably be assumed that 

the French poetic texts in Scott's catalogue were those that his customers particularly 

wanted to read. Scott obtained his French books in Paris, where he had an agent and a 

warehouse. 69 

Scott's 1674 catalogue contains French books on theology, law, mathematics, 

medicine, history, politics, philosophy and orators, as well as a vast array of literary 

works. The section of the catalogue entirely devoted to French poets contains ninety­

nine items, of which a small number are dramatic works, including the works of 

Moliere and Comeille, or French translations of the Classical poets including Homer 

and Virgil. The section nevertheless contains a wide variety of French non-dramatic 

poetic texts, including epic as well as lyric poetry, religious as well as secular, and 

some editions of individual poems as well as collected works of poets. Three editions 

ofTheophile's works, those of 1642, 1661, and 1662 are listed, along with a copy of 

the 1660 edition of the Parnasse satyrique, with 'du mesme' printed after the title, 

suggesting both a considerable demand for Theophile's works, and also that he was 

associated in the minds of English booksellers and readers with the notorious 

collection of obscene verse. Les Amours de Tristan (1662) is listed, as is the CEuvres 

de Saint-Amant (1653). Also included are Scudery's Poesies diverses (1659), Segrais' 

Poesies (1661) and the Poesies chrestiennes & Morales de M Godeau (1663). 

Among lesser known poets, the works of Picardet (1663) and Beys (1652) also 

appear. 70 Editions of individual poems include Comeille's Imitation de Jesus-Christ 

(1665) and Saint-Amant's Moyse Sauve (1650). The poets of the Pleiade are also 

represented; Scott had seventeenth-century editions of the works of Ronsard (1609) 

and Du Bellay (1669). The catalogue also includes six recueils collectifs. As well as 

the Parnasse Satyrique, Scott had copies of the Poesies Choisies de Diverses Auteurs 

(1660), Recueil des plus beaux vers mis en chant (1661), Recueil de poesies Galantes 

67 Rostenberg, p. 281. 
68 p. 300. Scott's eminent customers included Samuel Pe,pys, Robert Ifooke, Sir 
Clifistopller \vren:;-and John Cosin, Bishop of Durham. Scott also purchased books for Charles II '"out 
ofMonsr. Montmore's Library at Paris" ' (Rostenberg, p. 290). 
69 Rostenberg, p. 300. 
70 Les CEuvres poetiques de Beys (Paris: T. Quinet, 1652). 
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(n.d.), Nouveau Recueil d'Airs de Cour (1666) and Pieces Diverses qui contiennent 

Ecloques, Elegies, Stances, Madrigaux, Chansons, & C. (1668). The Meslanges 

section of the catalogue contains two editions of the works of Voiture, both without 

dates, Poesies de Madame la Comtesse de Bregy (1666), the CEuvres de Malherbe 

(1659) and the CEuvres Galantes de M Cotin (1665). 

Scott issued a second catalogue of foreign books in 1687, which 'apparently 

represents Scott's business assets after the disposal of the majority of his stock at 

auction in February 1687.'71 The 1687 catalogue also includes a significant number of 

French poetic texts, among the most notable of which are: Les CEuvres de Monsieur 

Boileau (n.d), Les Poesies de Muret (n.d.), Les CEuvres de Monsieur Arnaud 

D 'andilly (n.d.), and Poesies de Malherbe avec les notes de Menage (n.d.). Among 

the other booksellers mentioned in the Dictionary of Printers and Booksellers, the 

1657 sale catalogue of Octavian Pullen's stock, which does not include dates of any 

of the texts listed, contains six French poetic texts: Apologie de Theophile au Roy, 

Nouvelles CEuvres de feu Mr. Theophile, Pseaumes de David mis en rime Francois, 

Les Tragiques du Sr. d'Aubigne, Nouvelle Recueil des belles Poesies, and Recueil de 

quelques vers Burlesques de Mr. Scarron. The Dictionary of Booksellers and Printers 

lists two men by the name of Octavian Pull en, of which the younger is presumed to be 

the son ofthe elder. It can be assumed that the 1657 catalogue was issued by the elder 

Pullen, as he was in business in St. Paul's Churchyard from 1636-66, while the 

younger Pull en owned a bookshop in the same place from 1666-67. The younger 

Pullen did, however, deal particularly in French literature in conjunction with John 

Dunmore.72 Robert Martin's 1640 Catalogue des diverses Livres Francoises: 

Recueillees dans la France (London: Thomas Harper) provides an indication of which 

French poetic texts were available, and perhaps sought after, in the frrst half of the 

seventeenth century in England. The title of the catalogue makes clear that Martin, 

like Scott, made trips to France in order to purchase books. Unfortunately, the 

catalogue does not include the date of any works listed, although in many cases this 

can be deduced. Martin had Tristan' s Amours and the works of Malherbe, Theophile 

and Saint-Amant. The catalogue also features the CEuvres poetiques de monsieur 

Bertaut, Pieces nouvelles de Monsieur de Maynard and the works of Ronsard and 

71 Rostenberg, pp. 307-08. 
72 A Dictionary of the Printers and Booksellers who were at work in England, Scotland and Ireland 
from 1641 to 1667, pp. 149-50. 
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Rabelais. Martin also had several recueils: Le Parnasse Satyrique du sieur Theophile, 

Les muses en deuil, Le Parnasse des plus excel/ents Poetes de ce temps and the 

Recueil des plus beaux vers, and a copy of L 'Imitation de Thomas a Kempe, though 

the catalogue does not state which French translation it is. I have been unable to find 

any biographical information on Martin; he is not listed in either the DNB or the 

Dictionary of Printers and Booksellers. 

The 1686 sale catalogue of the stock of Richard Davis, an Oxford bookseller, · 

contained the Traduction nouvelle deL 'Imitation de Jesus Christ (1667), Les Pseumes 

de David Mis en Rime Francoise, par Clement Marot, & F. Beze (1648), and Saint­

Amant's Moyse Sauve (1667). Davis, following in the footsteps ofhis father, became 

a stationer in 1639, and progressed to become 'Oxford's leading bookseller'. Davis's 

stock 'included works from many continental presses' and consisted of large holdings 

in theology, medicine, law and science as well literary works including those of 

Chaucer, Milton and Shakespeare.73 

Although the 1687 sale catalogue of the bookseller Charles Meame contains 

thirty-two pages of French books, I have found no reference to Meame as an importer 

of French or continental books. The Dictionary of the Printers and Booksellers who 

were at work in England, Scotland and Ireland from 1668 to 1725 contains no details 

of Meame' s life or trade beyond that he was based in Little Britain, was the son of the 

renowned bookbinder Samuel Meame, and usually worked in collaboration with 

others.74 The section of the catalogue devoted to French books, which, unhelpfully, is 

not divided according to subject or genre, contains a large proportion of theological 

works, including several French Bibles and New Testaments, and also a considerable 

number of French history and grammar books and French translations from the 

Classics. The catalogue includes only a very small number of the French prose 

romances and dramatic works, and just seventeen poetic texts, including psalm 

paraphrases. The most interesting aspect of the poetic texts listed in the catalogue is 

the proportion of the number of recueils compared with the number of works of 

individual poets. Of the seventeen French poetic texts listed, seven are recueils. 

Meame had the 1634 and 1669 editions of the Cabinet Satyrique, the 1663 and 1669 

editions of Recueil des Pieces Galantes, Recueils des Diverses Pieces Curieuses 

73 Margaref Forey, 'Divis, Richard (1617 /18-1693xi 700)', in O:Xjord Dictionary of National 
<http://www.oxforddnb.com/view/article/69455> [accessed 10 December 2008] 
74 Dictionary of Printers and Booksellers who were at work in England, Scotland and Ireland from 
1668 to 1725, p. 202. 
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(1663), Recueil des diverses Pieces (1669) and Les Poesies Facetieuses (n.d.). Mearne 

also had Le Cabinet de Monsr. Scudery (1649), Les Peintures Morales de la Doctrine 

des Passions (Pierre Le Moyne, n.d.), Poesies diverses du Furetiere (1669), Les 

CEuvres de Boy/eau (1684 ), Les CEuvres de Theophile, contenant l 'Immortalite de 

l'ame, &c (1661), Les CEuvres Poetiques de S. Seigneur du Bartas (n.d.), CEuvres 

Diverses de Monsr. Boileau (1683), CEuvres Galantes de Monsr. Cotin (1665) and 

Paraphrase des Pseaumes de David (Godeau, 1676). 

Several conclusions can be drawn from the above-mentioned catalogues about 

the availability of French poetic texts in seventeenth-century England, and from this, 

suggestions can be made about the status of French lyric poetry in England. The 

works of all of the major seventeenth-century French lyric poets, and also some of the 

lesser-known poets including Beys and the Comtesse de Bn6gy, were available on the 

shelves of English booksellers. This indicates some degree of demand for French lyric 

poetry. Theophile seems to have been particularly popular; several of the booksellers 

mentioned above possessed more than one copy of his works, and, where dates of 

works are given, they are considerably later than the first publication of his collected 

works in 1621 and 1623, suggesting a sustained interest in his work. There also seems 

to have been quite a strong demand among the customers of the above-mentioned 

booksellers for the French recueils collectifs; the booksellers possessed a perhaps 

unexpectedly large number of these, especially the two best-known obscene 

anthologies, the Parnasse Satyrique and the Cabinet Satyrique. Several of the 

booksellers possessed copies of the works of poets from the previous century, 

including Ronsard, Du Bartas and Marot, suggesting a sustained demand in 

seventeenth-century England for these. 

1.2.5 French Poetic Texts in Private Libraries in Seventeenth-Century England 

Determining which French poetic texts English readers had in their libraries is, as has 

been remarked, made more difficult by the fact that there is no comprehensive list of 

private libraries in seventeenth-century England. As mentioned, my starting point for 

perusing the contents of seventeenth-century libraries was the List of Sale Catalogues 

of E11g!ish book sales, 1676-1900: now in the British Museum. In line with-the 

chronological limits of this study, I limited my investigation to the sale catalogues 
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listed between 1676 and 1690.75 While earlier private libraries are not included in this 

volume, the dates of some of the French poetic texts listed are considerably earlier 

than 1676, giving an indication of reading tastes earlier in the seventeenth century. I 

also looked at a selection of other available library catalogues, some of which were 

printed contemporaneously and some of which have been published by modern 

bibliographers. Some of the printed catalogues I examined appear anonymously in 

electronic databases, and I have not been able to identify to whom the libraries 

belonged. To provide a clear and comprehensive record of French poetic texts owned 

from which conclusions and comparisons could be drawn, it seemed best to record the 

French poetic texts listed in each catalogue in tabular form. 

75'Altli&ugli the Caroliife 'period.eiids iri '1685, several catalogues produced from 16S5-I69o -
significant number of French poetic texts, and it thus seemed appropriate to include these. In any case, 
if the contents of a library were being sold in 1689, it is almost certain that the contents of the library 
were acquired and assembled several years before this date. 



Owner of catalogue Occupation Date of catalogue 

Henchmin, Humpbrey 
1592,d. j675 

(bap. Bishop of London 1677 

' Greville, ,Robert 

Digby, Sir Kenelm 
(1603-1665) 

Arthur, John 

Gellibrand, John 

Hushar, Peter 
Castell, Edmund (bap. 1606, d. 
1686) 

Second Baron Brooke of 1678 
Beaucharnps, parliamentarian 
army officer and religious writer 

Natural philosopher and courtier 1680 

Minister 1683 

Unknown 1684 

Merchant 1685 
Orientalist and Lexicographer, 1686 
Professor of Arabic at 
Cambridge 
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Frencb Poetic Texts Listed in Catalogue 

Les Pseaumes traduits par Godeau 

CEuvres de Du Barras, Odes de Ronsard 

Les CEuvres de Theophile, Le Parnasse des Poeres 
Francois Modernes, par Gilles Carrozer, Poesies 
Chrisliennes de M Odet de la Noue; L 'Imitation 
de Jesus Christ Paraphrasee en Vers Fran. Par 
Corneille, Poesies diverses par Berenger de la 
Tour, Les (Euvres de Clement Marot de Cahors en 
Quercy, Le Cabinet des Vers Saryriques de ce 
temps, Lettres er Poesies de Madame de B., Les 
CEuvres Poetiques de Beys 

CEuvres de Voiture, Traduction nouvelle de 
L 'Imitation de Jes. Christ 

CEuvres de Boi/eau 

(Euvres de Theophile 
(Euvres de Theophile, (Euvres de Malherbe 



• 
Annesley, Arthur 
(1614-1 6,86) 

Copping,d eremiah 

r 

Coventry'; Sir William 
(bap. 1627, d. 1686) • 

Jacomb, Thomas 
( 1623/4-1'687) 

Cecil, William 
' (1591-1668) 

Maitland; John 
(1616-16$2) 

de 

Politician 16:86 

Unknown 1686 

Politician 1687 

Clergyman 1687 

Politician 1687 

Politician 1689 

Unknown 1699 
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CEuvres de Theophile, Satyres de Regnier, (Euvres 
de Voiture, Cabinet Satyrique, (Euvres de 
Malherbe, (Euvres de Boileau 

(Euvres de Du Bartas 

CEuvres de Voiture, (Euvres de Boileau, Le 
Parnasse Satyrique de Theophi/e 

(Euvres de Ronsard, (Euvres de Bel/ay, Poesies de 
Brebeuj, CEuvres Poetiques de Beys 

La Muse Dauphine par le Sr Subligny, Asterie, 
Eclogues, Sonnets, &c. , Poesies Diverses de Mr. 
Scarron, Les (Euvres de Ronsard, Les (Euvres de 
Mr. Bovillon contenants Mascarades, Airs de 
Cour, Nouveau Recuei/ des Pieces Choisies en 
Prose et en vers, Nouveau Meslange des pieces 
curieuses en Prose & en Vers, Pieces diverses 
seconde & troisieme parties, Recuei/ des quelques 
pieces Nouve/les & Gal/antes, Les (Euvres de 
Clement Marot, Les Poesies Francois par H. 
Piccardt, Elegies Poetiques de Sr. Brebeuj, Lettres 
et Poesies de Madam de Brancas 

CEuvres de Ronsard, CEuvres de Bel/ay 

Imitation de J Christ avecfig. , Recueil de Sonnets 
sur Bouts rimes, Eloges poetiq. De Breboeuj, 



Skinner, Hampden 

Catalogu.e de Livres 
Latins, 'Francois, Anglois & 
It aliens. 
Les quels seront vendus par 
AUCTION, au dessus d'Exeter­
Exchange dons le Strand. 

Curiosa. Sive 
Catalogz/S Librorum in Plurimis 
Facultatibus variisque Linguis 
Insignium, viz. Gr. Lot. Ang. 
Gall. & Ita!. 

des Nouveaux Livres 
Francois; Qui seront Vendus 
par Auction. Au dessus de la 

Unknown 1698 

1695 

1690 

1693 

3 I 

Poesies de la Comtesse de la Suze, CEuvres de 
Rabelais, Recueil de Poesies Choisies 

Lettres et Poesies de Madame la Countesse de B., 
Conies & Nouvelles en vers de Mons. de la 
Fountaine, Recuei/ de Pieces Galants de 
Countesse de la Suze, &c., Recueil des plus beaux 
vers de Mess. de Malherbe,37 Le Parnasse 
Francois (1685) 

Les CEuvres de Du Bartas, Les CEuvres de 
Malherbe, Poesies Chrestiennes de Mr. Arnaud 
D'Andilly, Saint Louis Poeme Heroique avec 
figures, Recuei/ de pieces gal/antes en vers, Poeme 
sur la Naissance de Jes. Christ, Poeme sur la vie 
de Jes. Christ, CEuvres de Theophile, L 'Imitation 
de Jesus Christ Nov. Traduct. 

L 'Imitation de Jesus Christ Traduite & 
paraphrase, par Corneil/e 

Poesies de Marc Ant. Moret,38 Parnasse Satyrique 
du Sr. Theophile, Pieces Galantes Diverses, 
Peintures Morales avec figures, CEuvres Poetiques 

37 This is the Recueil des plus beaux vers (1626), of which Malherbe is the first-named author listed in the title, and not. as a reader could be led to believe, "':' edition of the 
works of Malherbe. 
31 This be Marc-Antoine Muret. 



Partie , Orientale D 'Exeter 
Exchange Dans le Strand 

Catalgolis Librorum 
I 

Instructissimae Bibliotheca 
; 

Nobi/is . cujusdam Scoto-
Britanni 

Catalogue des Livres Francois 
Italiens : & Espagnols, Qui 
seront Vendus par Auction Au 
dessus de'· fa Partie Orientale D. 
Exeter Exchange Dans le 
Strand. 

1689 

1693 

32 

du P. Le Moyne, David, Poeme Heroique, par le 
Sr. Les Fargues 

Les CEuvres Poetiques du P. le Moyne avec 
figures, Les Poesies de M. Malherbe avec /es 
Observations de M. Menage, Les Poesies 
Francoises dediees a Madame de Pons par H. 
Picard, Nouveau Recueil des plus beaux Airs de 
Cour, Le Cabinet des Muses ou les plus beaux vers 
de ce temps, La Muse Dauphine addresse a 
Monseigneur le Dauphin, CEuvres du Sr. De 
Boileau avec le Traile du Sublime, Le Parnasse 
Satyrique du Sieur Theophile, Cabinet Satyrique 
ou recuei/ des vers picquans de ce tems, Imitation 
de Jes. Christ de Tho. A Kempis traduite par le Sr. 
Beue/ 

Les CEuvres de Theophile divisees en 3 parties, 
Nouveau Recueil des que/ques Pieces Galantes, 
(Euvres du Sieur de Saint Amant, Poesies diverses 
du Sieur Furetiere, Le Cabinet Satyrique, Le 
cabinet Satyrique ou recueil des Vers picquans & 
gaillards 
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In addition to the private libraries listed above (of which the named catalogues 

are included in the List of Sale Catalogues, and the anonymous catalogues were found 

on electronic databases), I have also looked at a small number of catalogues produced 

or reprinted by modem bibliographers. The library of John Morris (1586-1685), a 

book collector and antiquary, contained the works of Clement Marot.39 Morris's 

library was the first major acquisition of the Old Royal Library at St James after the 

Restoration.40 The library of Charles Spencer (1675-1722), third earl of Sunderland 

and politician, contained the Fables of La Fontaine and the CEuvres poetiques of 

Jodelle (1574), as well as the CEuvres of Marot. The only two French poetic texts 

owned by Samuel Pepys were the Cabinet Satyrique and the CEuvres de Boileau.41 

John Cosin, Bishop of Durham, who possessed a collection of French theological 

works, also owned a copy ofVoiture's CEuvres.42 The only French poetic text owned 

by John Locke was a copy of the 1672 edition of Voiture's Nouvelles CEuvres.43 

Edmund Waller, who translated a poem from French of which I have not been able to 

identify the source, owned a copy of Boileau's CEuvres and a copy of Malherbe's 

Poesies (1666). The latter appears in the 1832 sale catalogue of the Waller family 

library followed by 'and two others'; it is not unreasonable to assume that these 'two 

others' could also be editions ofFrench seventeenth-century poetry.44 

From the twenty-six catalogues mentioned above, it is possible to draw some 

interesting conclusions about the extent of ownership of French poetic texts in 

seventeenth-century England, and subsequently about which French poets and types 

39 T. A. Birrell, The Library of John Morris: the Reconstruction of a Seventeenth-Century Collection 
(London: British Museum Publications for the British Library, 1976). 
40 Birrell, p. iii. Birrel's catalogue ofMorris's library is mostly based on the author catalogue ofthe Old 
Royal Library, which 'dates in the main from 1761' (p. xix). 
41 N. A. Smith, ed., Catalogue of the Pepys Library at Magdalene College, 2 vols (Cambridge: 
Rochester, 2004 ), I. The Cabinet Satyrique is listed on p. 30 and the (Euvres de Boileau on p. 19. Pepys 
'knew French well, and already had enough French books by 1660 to make them an item in his first 
will, but (again if we are to take the diary's evidence as complete) read it mostly in translation in the 
'60s - a little Scarron, Corneille's Pompee and Le Cid, and (with his wife) parts of the novels of the 
pnicieuses. [ ... ]He speaks in the diary of reading or consulting only four books in French: Sorbiere's 
Relation d'un voyage en Angleterre, Furetiere's Nouvelle Al/egorique, Besongne's L 'Etat de France 
and (to his shame) Millot's L 'Escholle des Filles.' The Diary of Samuel Pepys, ed. by Robert Latham, 
11 vols (London: Bell and Hyman, 1970-83), XI (1983), p. 38. 
42 On the French books in Cosin's library, see Elfrieda Dubois, 'La Bibliotheque de l'eveque Cosin a 
Durham et sa collection de livres franyais de theologie et de spiritualite protestantes des XVIe et XVIIe 
siecles', Bulletin de la Societe de I 'Histoire du Protestantisme Franr;ais, 128 (1982), 175-88. 
43 John Harrison and Peter Laslett, The Library of John Locke (Oxford: Published for the Oxford 
Bibliographical Society by the Oxford University Press, 1965), p. 260. 
44 A: N. L. Miinby, ed., Sale Catalogues of Libraries of Eminent Persons, vol i, Poets and Men of 
Letters (London: Mansell, 1971 ). While the 1832 sale catalogue does include 'later accretions of books 
dating from after the poet's death in 1687', 'a high proportion ofthe library may well have belonged to 
him' (Munby, p. 4). 
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of poetry seem to have been popular with English book-buyers and readers. Firstly, 

the fact that most of these owners of seventeenth-century French poetic texts belong 

to the noble or educated classes suggests that some knowledge of seventeenth-century 

French poetry was considered part of a cultivated literary awareness. Also, some of 

those whose library catalogues are mentioned above, notably Peter Hushar, a 

merchant, and several clergymen, presumably did not belong to the uppermost 

echelons of society, suggesting that French lyric poetry was known outside court 

circles. Similar conclusions can be drawn from the library catalogues as were drawn 

from the booksellers' lists about the knowledge in England of French lyric poetry. 

The ownership of the works of minor as well as major French lyrists suggests quite a 

broad interest in French lyric poetry. It is somewhat surprising that a minor French 

poet such as Charles Beys should appear in two library catalogues, but this is 

consistent with the French poetic texts available on the shelves of English booksellers; 

Robert Scott, for instance, owned a copy ofBeys's poetry. Another very minor poet it 

is, at first glance, surprising to find in an English library is the Comtesse de Bregy; 

again, the fact that Scott possessed a copy of her 1666 Lettres et Poesies suggests that 

there was some demand in England for her works, or at least that one of Scott's 

customers had requested a copy of her poems. Bregy' s name appears in abbreviated 

form in the Skinner and Hampden catalogue. It is also highly possible that the 

'Madame de B' ofthe Lettres et Poesies de Madame de B. which appears in Kenelm 

Digby's catalogue is Bregy. However, 'Madame de B' could also refer to the Madame 

de Brancas whose Lettres et Poesies is listed in William Cecil's library catalogue. 

Brancas was another frequenter of the Hotel de Rambouillet; however, no copy of her 

Lettres et Poesies appears on the catalogue of the Bibliotheque Nationale. It is not 

impossible that the book owned by Cecil is actually the Lettres et Poesies of Bregy, 

and that either Cecil or the compiler of the catalogue supplied for the unidentified 

Madame B a name with which they were already familiar. Be this the case or not, it is 

clear that English readers were both familiar with, and created a large demand for, the 

works of salon poets; this can also be seen in the frequent appearance of Voiture's 

works, and in the two appearances of the Comtesse de la Suze. The demand for salon 

poetry is also obvious from the appearance of seven of the recueils galants in the 

library catalogues examined. This is consistent with the appearance of several of the 

recueils galants in the booksellers' catalogues investigated. Also, as for the 

booksellers, the overall number of recueils owned by private book collectors is both 
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considerable and surprising; of the one hundred and five French poetic texts in the 

library catalogues examined, twenty are recueils. Those who owned (and read) the 

general French poetic anthologies would have acquired quite a wide overview of 

French poets and the types of poetry they were writing. Again, as for the booksellers, 

two of the best known obscene recueils, Le Parnasse Satyrique and Le Cabinet 

Satyrique, were both frequently owned, the first appearing three times in the 

catalogues investigated and the latter appearing six times. It should be noted that the 

anonymous Catalogue des Livres Francois Italiens & Espagnols (1699) contained 

both the 1634 and the 1667 editions of the Cabinet Satyrique.45 Again, it can be seen 

that these two recueils also appeared on the shelves of several of the booksellers 

mentioned, suggesting a significant demand for them in England. It seems to me 

entirely reasonable to conclude from the evidence just given that English seventeenth­

century book collectors were more interested in particular types of French poetry, 

namely obscene poetry and salon verse, than in the works of individual authors. This 

would account for the initially surprising ownership of the works of minor poets such 

as Bregy and Beys, and also for the ownership of such works as Furetiere's Poesies, 

which contained satiric verses. It would, however, be going too far to conclude that 

the library owners examined never chose a particular work for its author rather than 

for its type or subject matter. The fairly frequent ownership of the works of Malherbe 

and Theophile is most probably due to their status and reputation as major French 

lyrists, although Theophile's popularity with library owners could also be attributed to 

his association with libertinage and with the Parnasse Satyrique. 

A considerable amount of religious poetry appears in the library catalogues. 

Six out of nine French poetic texts listed in the anonymous Catalogue de Livres 

Latins, Francois, Anglois & Italiens (1695) are religious works, and these are, 

incidentally, juxtaposed with a recueil galant and Theophile's CEuvres. There is a 

similarly interesting mix of religious, galant and obscene French verse in Sir Kenelm 

Digby's library catalogue. 

Another interesting feature of the library catalogues consistent with the 

booksellers' lists is the fairly frequent occurrence of sixteenth-century French poets; 

they account for fourteen of the French poetic texts listed, with Ronsard appearing 

four times and l\:farpt, Du and Du Bartas each appearing twice. While 

45 The obscene anthologies will be discussed in more detail in the following chapter. 
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considerably less than the fifty-eight appearances of works by individual seventeenth­

century poets, this is still a significant number, and it is worth noting that Ronsard 

appears in only one catalogue fewer than the three most frequently-occurring 

seventeenth-century lyric poets (Theophile and Malherbe, who each appear in four 

library catalogues). The fact that the works of French Renaissance lyrists were widely 

owned, as well as quite widely commented on, in seventeenth-century England, 

further attests to the enduring popularity of these poets across the Channel. 

1.3 Overview of Lyric Poetry m France and England during the Seventeenth 

Century 

1.3.1 Introduction 

Translations in Caroline England of seventeenth-century French lyric verse can 

clearly only be fully understood within the context of the status and development of 

lyric in both France and England. This, in turn, can only be fully understood in the 

context of the literary, cultural, and political climates in which lyric poetry was 

written in each country. As there is not space here to provide a complete overview of 

lyric verse in both France and England during the seventeenth century, attention will 

be given to those areas that are most relevant to the subsequent discussions of how 

some of the most significant aspects of seventeenth-century French lyric poetry are 

dealt with in English translation. 

1.3.2 Classicism and the Restrictions on Poetic Expression in Seventeenth-Century 

France 

Lyric poetry was, like all other forms of literature in seventeenth-century France, 

increasingly subject to the constraints in content, form and expression which resulted 

from the emerging 'classicising' aesthetic. There have been attempts in recent years to 

question and re-define the notion of 'classicism' in relation to seventeenth-century 

France, and particularly the extent to which it can be considered a regulated and 

uniform set of 'rules' or principles to which authors consciously and intentionally 

adhered. to. Alain Viala, .pointing out that ;no .seventeenth-century French author __ 

considered themselves as 'classique', regards the notion primarily as one of 

'reception' rather than pre-conceived ideas or intentions on the part of so-called 
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'classical' authors.46 He does, however, identify in literary practices those features 

and modes which are traditionally associated with 'classicism': 'clarte, fmesse, 

grandeur, equilibre entre raison et affect' (p. 28). He sees these as resulting from the 

principles of 'grandeur' and 'modelisation'. 'Grandeur' is associated with the 

atmosphere of 'gloire', national pride and the need to affirm a national identity which 

prevailed in France under Louis XIV: 

Qu'apparaissent des classiques fran9ais attestait la grandeur de la France, une 
grandeur comparable, sinon superieure - selon que 1' on etait, a la charniere des 
XVIIe et XVIIIe siecles, Ancien ou Moderne - a celle des grands siecles de 
1' antiquite, le siecle de Pericles, et celui d' Auguste. (p. 16) 

'Modelisation' is seen as both the imitation of the authors of classical antiquity, and 

the ability to produce works which in turn can serve as models for other writers. The 

imitation of others, nevertheless, had to include adherence to the principles of taste, 

order and clarity noted above: 

Racine, quand il fait Les Plaideurs, est classique: il imite un Ancien, Aristophane, et 
il ne 1' est pas quand, toujours imitant, il met dans sa piece des petits chiens qui 
'pissent partout', ce qui n'est pas dans la lignee de l'harmonie la plus bienseante, et 
on le lui a reproche alors. Au fond, ce cocktail de grandeur et regularite n'a peut­
etre ete qu'une construction ideale, une tension possible, une tension vers un 
schema de perfection; en ce sens, elle marquerait une charniere entre une reception 
(une fa9on de voir et lire les classiques anterieures) et une option de production (un 
effort pour les imiter) (pp. 18-19). 

The ways in which classical principles were both formed and disseminated, and the 

institutions responsible for this, has also been the subject of revision and debate. The 

writings of classical grammarians and literary theorists played some role in this, but, 

as Viala notes, the expression of theories and ideas about acceptable literary practices, 

though some coherence and agreement about what the characteristics of these should 

be was discernible, was nevertheless intertwined and interspersed with debate and 

disagreement: 

On ne peut done parler d'une esthetique classique au sens plein et restreint du terme 
esthetique (qui designe un corps d'options, regles et motifs). Non que ces temps 

46 Alain Viala, 'Qu'est-ce qu'un classique', Litteratures Classiques, 19 (1993), 11-31 
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n'eussent produits des arts poetiques. Mais en France, sauf a les modeliser 
brutalement pour leur trouver une unite, de La Poetique de la Mesnardiere a la 
Pratique du Theatre de d'Aubignac, des Discours de Comeille aux Prefaces de 
Racine, du Discours de Pellisson a l'Art Poetique de Boileau, les discords dominant. 
Certes, quelques donnees fondamentales convergent: la distinction des trois "styles" 
(eleve, moyen, familier), l'acceptation des regles au theatre, l'appel au gout et a la 
raison. Mais que de divergences dans les manieres d'appliquer ces principes. (p. 22) 

In relation to lyric poetry specifically, Malherbe's poetic doctrines and their influence 

were to some degree responsible for the dissemination of these traits and concepts.47 

More generally, the principles of seventeenth-century French 'classicism' were 

created under the auspices of the Academie Fran9aise, which represented public, 

political authority and scholarly activity, and mondain culture, where principles of 

refinement and order were developed and required within the context of private social 

gatherings: 

La regie alors devient regie d'or: c'est le canon des statues parfaitement 
proportionnees. Or il se trouve que cette distinction rend assez bien compte de 
!'opposition entre les deux logiques esthetiques qui, en profondeur, nous paraissent 
organiser la creation du classicisme en France au XVIIe siecle: l'une, d'origine 
plutot savante, se definissant en termes de dominance, tandis que l'autre, 
d'inspiration plutot mondaine, forge dans la conversation galante du salon et de la 
cour, a pour principe la pertinence. Ici l'on s'adapte, la on s'impose: 1' aptum de la 
parole elegante oppose a la vis persuasitrix du discours eloquent. (D' Andrey, pp. 
146-47) . . .. • 

D'Andrey has observed that, where the Academie represented the attempts ofthe state 

to impose order and control on literary practices, particularly in terms of the use of 

grammar and the development of the language, salons created environments where 

'classicising' principles of refinement and restraint of expression were developed in 

an atmosphere of social interaction, entertainment and pleasure: 

Le modele galant, elabore dans les salons au milieu du siecle, porte en soi la 
promesse de bien des traits que nous mettons au compte d'une logique du relatif. Si 
l'esthethique de !'appropriation, de la convenance et de l'harmonie temperee y a 
forge ses armes, c'est qu'on s'y appliquait a raffiner la definition, les conditions et 
les moyens d'un art du plaisir et du plaire que la poetique classique va tenter de 
prolonger en une veritable anatomie du plaisir esthethique. (p. 162) 

47 Earlier tendencies to ascribe too much importance to the influence ofMalherbe's poetic doctrines 
have been questioned by Claude K. Abraham in Enfin Mal her be: the Influence of Malherbe on French 
Lyric Prosody, 1605-1674 (Kentucky: The University Press ofKentucky, 1971) 
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1.3.3 Seventeenth-Century England: a Less Restrictive Literary Culture 

While literature in seventeenth-century France was produced in an atmosphere of 

increasing constraint and conformity to classical ideas, both the conditions under 

which literature was written, and the attitude towards literary creation, in seventeenth­

century England, were less constraining and allowed greater space for the author's 

choice and for individual creativity. Several reasons can be suggested for this. The 

libertine culture which prevailed at the court of Charles II provided a diametric 

contrast with the absolutist and authoritarian atmosphere which was increasingly felt 

both at the court of Louis XIV and in France as a whole under his rule. In keeping 

with this greater freedom, seventeenth-century England did not have a national 

institution which attempted to impose adherence to particular literary codes and 

practices, despite numerous attempts to establish an English Academy in the latter 

part of the seventeenth century. 48 

In addition to the absence of an Academy, seventeenth-century England also 

lacked an equivalent of French mondain culture, in which individual creativity was 

both subject and subordinate to the tastes and requirements of the group: 

C'est hors de la Cour que fleurit la vie de societe veritable, celle qui developpe par 
l'intimite constante et de bon ton entre les hommes et les dames, la galanterie de 
I' esprit et des manieres, fait une place a !'intelligence par la conversation, habitue a 
faire cas du jugements des autres, a craindre la reprobation meme silencieuse, a 
rechercher 1' estime et 1' admiration discretes, impose la reserve, la decence, la 
surveillance des propos et des attitudes, celle en un mot, qui polit vraiment les 
individus, et, par une action douce, lente et continue, arrete, attenue, si elle ne les 
supprime pas tout a fait, les grossieretes, les violences d'une nature fruste. 49 

This is not, of course, to suggest that literature was not produced in England within 

the context of social gatherings or intended for the entertainment and approbation of 

certain groups. 5° Catharine Gray has recently highlighted the function of coteries 

during the Interregnum as a guarded means of asserting Royalist sympathies. Gray 

48 Paul Spencer Wood, 'The Opposition to Neo-Classicism in England Between 1660 and 1700', 
PMLA. 43, (1928), 182-197(p. . 
49 M. Magendfe, La Politesse mondaine et /es theories de l'honnetete en France, au XVJJe siec/e, de 
1600 a 1660,2 vols (Paris: Felix Alain, 1925), I, p. 120. 
50 See Arthur F. Marotti's well-known study postulating that Donne's poetry was written for the Inns of 
Court: John Donne, Coterie Poet (Madison: University of Wisconsin Press, 1986). 
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interprets Katherine Philips' s poetic exchanges with some of the leading male 

Royalist writers of the time as her participation in a largely male coterie which 

asserted common Royalist sympathies through literary exchange, often in the form of 

commendatory poems in which poets praised each other's work. Gray notes that 

'Philips's poetry helps to create a paradoxical Royalist counterpublic, in which 

royalty becomes the prerogative of a politicized coterie rather than the King, a coterie 

that represents Caroline values poetically without engaging in the direct polemic that 

might compromise their elitist socio-political status' (pp. 450-51 ). As well as 

engaging in literary exchange, Royalist writers also participated in gatherings during 

the Interregnum.51 Indeed, the practice of translating from contemporary French lyric 

poetry itself took place within the context of groups with similar literary tastes and 

interests, stimulated by common allegiance to Royalism. The literary circle 

established by Thomas Stanley was both a haven for Royalist poets who had suffered 

during the Civil War, and a means by which these poets could express Royalist, anti­

Puritan sympathies through the translation of texts such as the Anacreontics. 52 Anti­

Puritan sympathies were often expressed by Royalist literary groups through a 

preference for the reading and translation of sexual literature. 53 Royalist groups during 

and after the Interregnum, therefore, rather than representing refinement and 

conformity, as did the French salons, were gatherings in which anti-Puritan 

sympathies could be expressed through literature, and this included the translation and 

writing of sexually-subversive texts. 

Despite an overall less restrictive and prescriptive attitude towards literary 

creation, both resulting from and encapsulated in the absence of an Academy, English 

literature, particularly in the second half of the seventeenth century, still subscribed to 

some extent to neo-classical doctrines, introduced through French literary criticism. 54 

It has been suggested that the French desire for order and regularity in literary 

expression suited a need in Restoration England for order after the strife of the Civil 

Wars. 55 However, while neo-classical principles were widely accepted in England, in 

51 Gray draws attention to the Royalist gatherings that took place at Henry Lawes's London House (p. 
430). For more on these, see P. W. Thomas, Sir John Berkenhead, 1617-1679: A Royalist Career in 
Politics and Polemics (Oxford: Clarendon Press, 1969), pp. 143-44 and Patrick Thomas, Katherine 
Phi/lips ('Orinda') (Cardiff: University of Wales Press on Behalfofthe Welsh Arts Council, 1988), p. 
9. 
52 .Revard; 'p.160. 
53 More details on this will be given in chapter 2. 
54 Irene Simon, Neo-Classical Criticism 1660-1800 (London: Edward Arnold, 1971), p. 10. 
55 Simon, p. 11. 
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some quarters they were openly opposed, or at least qualified and interpreted with 

greater freedom. English criticism allowed greater space for individual creativity 

within adherence to accepted doctrines, and above all required poets to be true to 

'nature': 

From the first, then, English criticism adapted the neo-classical doctrine to its 
own needs. The fundamental principles and the general tendency of the theory 
remained unchanged, but on the whole English critics allowed the poet greater 
freedom. Though correctness was highly desirable, it was seen to border on 
dullness; though looseness of structure was severely condemned, too neat a 
design was felt to be against nature; though decorum was a prime requisite, it 
was not allowed to stifle the natural impulses altogether. The concept 'nature' 
was interpreted much more liberally than it was in France; as adherence to 
actual truth it could be invoked to justify departures from the rules of art, or as 
heightening of reality to sanction flights above what is acceptable to strict 
common sense. 56 

The differences hinted at above between English and French conceptions of 'nature' 

in relation to literary creation need to be further highlighted. Whereas English critics 

interpreted Aristotelian concepts of 'nature' as a license for flights of poetic 

imagination or the representation of things which could offend taste or commonsense, 

in France the representation of 'nature' meant a nature and truth gleaned of elements 

likely to cross normally accepted boundaries of decency, commonsense and restraint 
. . 
m expressiOn: 

Imitation d'abord de la nature, objet vise par !'artiste; imitation des Anciens 
consideres comme modeles absolus d'une decantation et d'une penetration qui 
offrent de cette nature une image non plus brute, ephemere et circonstancielle, 
mais epuree, definitive et essentielle. (D' Andrey, p. 149) 

1.3.4 Relations between the Public and the Private in Seventeenth-Century French 

Poetry 

In addition to the restrictions on poetic form, style and theme imposed by the 

emerging 'classicising aesthetic', the themes and content of seventeenth-century 

French poetry were also determined to a large extent by their intended audience. The 

question for whom poetry was written in seventeenth-century France leads to a 

56 Simon, p. 17. 
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discussion of the relationship between the 'public' and 'private' spheres of literary 

creation, and to the problem of cultural specificity. Seventeenth-century French lyric 

poets were writing within, and therefore generally subject to, the patronage system. 57 

This meant that a great deal of their lyric output consisted of encomiastic verse, or 

verse on other subjects which included 'framing' addresses to patrons. 58 Such poetry 

would be an unlikely source for transference into another language because of its 

cultural specificity, which is part of its function as both 'public' and 'personal' poetry. 

Encomiastic poetry can be considered 'personal' in so far as it is the address of one 

individual to another; such poetry would be an unlikely source for translation because 

ofthe problem ofbeing seen to identify, inauthentically, with the original speaker and 

his relationship with the addressee. This problem is intensified because the strongly­

felt presence of the speaker in much seventeenth-century French encomiastic lyric 

adds to the impression that the poet is presenting a deeply-felt personal appeal to his 

addressee. Encomiastic poetry, while often containing an apparently intensely-felt 

personal address or a eulogy from speaker to addressee, usually refers to events of 

'public', or national, significance; this would make it an unlikely source for 

transference into another culture. 

The development of mondain culture also resulted in the production of poetry 

which was unsuitable for translation due to its cultural specificity. Salons created 

environments in which 'private' gatherings of individuals were the intended 'public' 

of literature. Salon poetry can be considered both 'social' and 'personal'. It is 

'personal' in the sense that it discusses events in the life of the speaker, and 

constitutes the address of one individual to another. However, 'personal' addresses in 

salon poetry also have a 'social' or 'public' function, as the addressees were part of a 

social group, and the poems were thus intended for the consumption and 

entertainment of the group as a whole: 'Le destinataire premier n'est done pas 

seulement la personne unique a qui le texte s'adresse ou a laquelle il fait allusion, 

57 Most of the major seventeenth-century French lyric poets originated from the bourgeois classes. 
58 Many French lyric poets were also employed in the service of les grands, and, as has been 
mentioned, they frequently accompanied them on diplomatic missions, or undertook such missions on 
their behalf. Poets also served the household of great nobles as secretaries or tutors. Alain Viala has 
drawn a distinction between this practice, which he terms c/iente/isme, and mecenat, which 'ne 
concerne que I'aide apportee par un grand personage a des artistes pour les soutenir dans l'exercice de 
leur art. Dans le clientelisme, le service est premier; dans le mecenat, l'art est premier'. Naissance de 
l'ecrivain (Paris: Editions de Minuit, 1985), pp. 52-55. Many seventeenth-century English poets, apart 
from those, such as Rochester, who belonged to the nobility, were also dependent on the patronage 
system. For a study of the system of literary patronage in England, see Dustin Griffin, Literary 
Patronage in England (Cambridge: CUP, 1996). 
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mais le groupe, 1' entourage de ses in times, qui, dans le cas de mondains a 1' entre gent 

considerable, peut concemer tout un reseau salonnier, voire presque toute la cour' .59 

D' Andrey comments that, in both mondain poetry and in 'classical' works more 

generally, the need to adhere to the tastes and approbations ofthe group was balanced 

against, and intertwined with, the need to create an impression of author individuality 

and express sincere personal feeling: 

Souci de renouvellement sans originalite intempestive, attention a approprier 
I' oeuvre au public, primat du gout sous les normes, esthetique du 'je ne sa is 
quoi', le tout conclu par !'expression de cette congruence du ton enjoue a tout 
sujet jusques aux plus serieux: le badinage galant s'epanouit en esthetique du 
charme que fonde la logique du relatif ma1trisee avec la plus parfaite et 
discrete virtuosite. Cependant que le recours insistant a la premiere personne 
du singulier entend suggerer qu'ici c'est l'homme qui parle autant que 
l'auteur. 

Ce dernier element [ ... ] constitue effectivement une part essentielle de 
1 'heritage galant, et peut-etre la plus decisive: cette emergence de 
1 'individualite du createur, a travers des mediations qui evitent discretement 
1 'epanchement sans pour autant en rester a une objectivite absolue et 
impassible, n'etait pas ignoree des theoriciens du ton galant. Ils la designaient 
par le terme de maniere - que les classiques ne manquerent pas de leur 
emprunter (pp. 162-63). 

Aside from encomiastic poetry and salon verse, seventeenth-century French 

lyric generally contains a large number of personal addresses to friends, and 

references to events which occurred in the life of the historical author; these would 

also be unlikely sources for translation. Theophile's poetry, particularly the later 

poetry which discusses the details of his trial and imprisonment, includes numerous 

addresses to friends and supporters and many references to events known to have 

occurred in his life; the speaker in the poem has thus traditionally been identified with 

the voice of the historical poet. 60 Saint-Am ant's drinking songs are full of references 

to the friends and fellow libertines present at the events referred to. 

In seventeenth-century English lyric poetry, by contrast, there was an 

increasing trend towards universal or general, rather than personal, expression: 

Lyrics were still written after the Restoration, but the most significant poems 
of this era were satirical or argumentative rather than lyrical. The lyrics even 

59 Genetiot, Poetique du loisir mondain, p. 365. 
60 This will be discussed further in Chapter 6. 
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of poets like Dryden were elegant but superficial, and revealed little personal 
feeling. This was so, not because the poets suffered from any lack of personal 
feeling, but because the theory was gradually becoming accepted that poetry 
should consider general truths and general aspects rather than strictly personal 
ones. 61 

The markedly individual voice heard (in the midst of much conventional matter) in 

the English lyric from Wyatt and Surrey to Sidney and the sonneteers of the 1590s, 

reaching different kinds of highly emphatic authority in the sonnets of Shakespeare 

and the poetry of Donne, give way a little later in the seventeenth century to a lyric 

force less urgently emphasising individual circumstances and so open to the 

expression of a wider and more public world. Accordingly, the first-person plural 

subject pronoun is often used instead of the singular subject pronoun. In the work of 

the Cavalier poets, the plural first-person subject pronoun is often used to identify the 

speaker with fellow Royalist sympathisers. Poets can be seen as speaking on behalf of 

a wider political cause and cultural movement rather than on their own behalf. 62 

1.3.5 French Publishing Trends and the Translation ofPoetry 

Both the content and suitability for translation of seventeenth-century French lyric 

poetry were determined by the cultural and political circumstances in which it was 

written. Similarly, cultural and political differences between France and England 

strongly influenced which French poets and poems English translators chose to 

translate, and the changes they made to their source texts. The way in which French 

poetry was published during the seventeenth century also seems to have had a 

significant impact on what was selected for translation. In particular, the French 

poetic anthologies, or recueils col/ectifs, were an important source of original poems 

for English translators. The role of the anthologies in translation will be examined in 

61 Maren-Sofie Restvig, The Happy Man: Studies in the Metamorphosis of a Classical Ideal (Oslo: 
Akademisk, 1954), pp. 357-58. George Parfitt observes that Wailer 'conveys the impression of 
speaking generally and of representative experiences'. English Poetry of the Seventeenth Century (New 
York: Longman, 1985), p. 36, and that Cowley's lyrics, 'like Wailer's, enact a retreat from 
individualism' (p. 38). 
62 See for example, Katherine Philips's poems, 'To the Queen on her arrival at Portsmouth. May. 1662' 
and' 'To the 'Qtieehe'!dnajestie, Jan 1. l660/61 '. Gray observes that Phi lips's manuscript po"ems· of 
commendation, which she interprets as part of the exchange of praise among a coterie of 
(predominantly male) Royalist poets, 'emanate from the first person plural, as Philips invokes a 
collective audience in part created out of their emulation of each poet' (p. 441). 
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more detail in chapter 2, but for now it is sufficient to mention briefly that the recueils 

collectifs played a very significant role in the publication, and therefore availability, 

of French poetry during the seventeenth century. The collected works of several major 

seventeenth-century French lyric poets were not published during their lifetime.63 

Alain Viala observes that for the eighty-five seventeenth-century French poets whose 

work only appeared in print during the seventeenth century in the recueils, the 

anthologies represented their only access into literary culture. 64 Often poets published 

their poems in the anthologies before publishing their collected works, a practice 

Viala considers a means of establishing fame and reputation before publishing an 

entire volume of work: 

Aussi des auteurs, surtout des debutants, etait d'y trouver place, meme 
si le voisinage qui leur etait impose ne correspondait pas a leurs choix 
esthetiques. Il y a la un element majeur des trajectoires litteraires en ce temps. 
La poesie, qui payait mal en droits d'auteur, donnait de la sorte des gains 
rapides de notoriete: la pratique des recueils et la vitalite de la poesie 
s'entretinrent ainsi mutuellement au moins durant les deux premiers tiers du 
siecle. Un jeune auteur avait tout interet a debuter par des poesies, plus breves 
et plus vite composees qu'un roman ou une piece de theatre, et a les placer 
dans un recueil collectif. Il se faisait un nom et une carte de visite litteraire 
avant meme d'etre en mesure de donner un ouvrage entiere a sa plume. Ainsi 
procederent Mainard, Racan, Saint-Amant, Tristan, parmi les plus celebres. 
(Naissance de /'ecrivain, pp. 126-27) 

Alain Genetiot describes the practice of collecting salon poems into printed 

anthologies as the 'demier stade de diffusion d'une poesie d'abord orale' .65 Salon 

verses, which, as mentioned, originated as the oral exchanges of a private circle, were 

copied into portfolios by individuals who then circulated them among the group, 

before being collected into private manuscript collections, such as that of Valentin 

Conrart, and finally made available to the wider public in the printed anthologies. 66 

It is clear that, while the English translation of contemporary French lyric 

verse during the Caroline period took place against a background of close literary and 

cultural relations between the two countries, English translators, on entering the 

French poetic landscape, encountered practices, forms, theories and cultural 

tendencies which differed widely from those at work in England. The impact which 

63 More details on this will be given in chapter 2. 
64 Viala, Naissance de /' ecrivain p. 125. 
65 Genetiot, Poetique du loisir mondain, p. 428. 
66 Genetiot, Poetique du loisir mondain, pp. 426-49. 
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these differences had on the translation of French lyric verse will be examined in 

subsequent chapters. 
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Chapter 2 

The Transmission and Obtainment of French Poetic Texts for Translation 

2.1 Introduction 

Before looking at the thematic changes made by translators, this chapter will consider 

both the translations and their original poems not principally as literary works but as 

physical objects, focusing on where and how the texts used for translation were 

obtained by translators, and what type of texts were most frequently used. 

Specifically, I aim to establish in what form (whether printed or manuscript) French 

poetic texts were transmitted across the Channel, how the texts were circulated in 

England, and which edition of a particular French poem was that used by translators. 

This is in many cases difficult to state with any certainty, due to the absence of any 

indication in prefaces or commonplace books as to which edition of a particular poem 

was that used for the translation, and where and how it was obtained by the translator. 

Modern editors and biographers of English translators naturally tend to assume that an 

edition of the translated poet or poem they owned was that used for the translation, 

although ownership of French poetic texts is also difficult to establish in the absence 

of surviving library catalogues. The information provided here will be in many cases 

highly speculative, and will draw on the primary research on text obtainment and 

transmission carried out by editors and critics of individual English translators. 

Nevertheless, collating all of this information will allow new comparative conclusions 

to be drawn about how poetic texts for translation were most frequently obtained and 

circulated, and about which types of text were most often used, whether editions of 

the collected works of an individual French poet or the recueils collectifs. 

For clarity and coherence, it seemed best to consider the French poets who 

were translated in turn, listing both the principal seventeenth-century editions of their 

collected works and all known seventeenth-century appearances of the poems 

translated, before suggesting which edition was used, or was most likely to have been 

used, in each case. Establishing how many times a particular poem was published in 

France will give some indication of its popularity there, facilitating comparisons 

between what was popular in France and what was selected for translation in 

contemporary England. 
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2.2 The Texts Used in Translations and Their Obtainment by Translators 

2.2.1 Theophile 

There were more editions of the works of Theophile published in seventeenth-century 

France than of any other poet; Theophile was reprinted eighty-eight times, whereas 

there only sixteen editions of the works ofMalherbe.67 Theophile's early works were 

collected in 1621 as Les CEuvres du sieur Theophile (A Paris, chez Pierre Billaine, rue 

St-Jaques, a la Bonne Foy, 1621), and second and third editions appeared in 1622 and 

1623 respectively. 68 The Seconde Partie des CEuvres du sieur Theophile was 

published in 1623, and the first edition of his complete works in 1626, under the title 

of Les CEuvres du Sieur Theophile, Reveues, corrigees, & augmentees (A Paris Par 

Pierre Bilaine, & Jacques Quesnel). A better-known edition of Theophile's complete 

works was published in 1632 by Georges de Scudery.69 A significant number of 

Theophile's poems were also published in the recueils collectifs throughout the 

seventeenth century. Among others, the Cabinet des Muses (1619), the Second livre 

des Delices (1620), the Jardin des Muses (1643), the Nouveau Cabinet des Muses 

(1658) and the Recueil des plus belles pieces des Poetes Francois (1692) all contained 

poems by Theophile. 

Five of Theophile's poems were translated in Caroline England; Philip Ayres 

translated the famous nature poem 'Le Matin' (I, pp. 158-160), Thomas Stanley 

translated 'La Maison de Sylvie' (II, pp. 201-37), and Charles Cotton translated three 

poems; 'Stances XXIX' (II, pp. 201-37), 'Sonnet X' (II, p. 47), and 'Elegie XV' (II, 

pp. 56-59). Of these translated poems 'Le Matin' was by far the most popular in terms 

of publication; the first complete printed version of the poem appeared in Le Cabinet 

des Muses (1619) under the title of 'Description d'une matinee', and four stanzas of 

the poem appeared in the Second livre des De/ices (1620) under the title of 

67 Guido Saba, 'Situations de Theophile de Viau', inActes de Las Vegas: theorie dramatique, 
Theophile de Viau, les contes des fees: actes du XXI/e colloque de la North American Society for 
Seventeenth-Century French Literature, University of Nevada, Las Vegas (1-3 mars 1990) Mites par 

Marie-France Hilgar (Paris: PFSCL, 1991), pp. 83-99 (p. 85). Saba concludes that Theophile was 'le 
poete le plus Ju et l'un des plus apprecies pendant Jongtemps' (p. 85). 
68 Three slim volumes of Theophile's encomiastic verse had been printed before 1621 (see CEuvres 
completes, I, p. xlv). 
69 Les CEuvreS"de7Mophile, Divisees en trois parties. Premiere Partie, Contemint L 'biimortcilifecae 
I 'A me avec plusieurs autres pieces. La Seconde les Tragedies. Et la troisieme les pieces qu 'il a faites 
pendant sa prison. Dediees aux beaux esprits de ce temps. A Rouen. Chez Jean de la Mare aux degrez 
du Palais. M.DC.XXX/1. 
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'L'Aurore'. 70 None of the other poems by Theophile which were translated in 

Caroline England were included in any of the recueils collectifs, perhaps indicating 

that they were not among his most popular poems. It should be noted, however, that 

the length of 'La Maison de Sylvie' and 'Elegie XV' would have made them 

unsuitable for inclusion in the recueils, which generally favoured shorter forms. 

Of the three poems translated by Charles Cotton, 'Stances XXIX' first 

appeared in the Premiere Partie des CEuvres, while 'Sonnet X' and 'Elegie XV' were 

first included in the Seconde Partie des CEuvres. Cotton is likely to have taken all of 

these poems from the same edition, indeed the same copy, ofTheophile's poems. 'La 

Maison de Sylvie' was first included in the Recueil de Toutes les pieces faites par 

Theophile, depuis sa prise jusques a present (Paris, 1625), and subsequently in the 

troisieme partie of Theophile's collected works. Thomas Stanley is more likely to 

have used an edition of Theophile's collected works for the text of this poem, though 

no evidence as to which edition he used or owned is available. Stanley almost 

certainly obtained the French poetic texts he used for his translations while in France. 

On returning to England, Stanley established a considerable library at Cumberlow, 

which most probably contained texts of the French poems which he translated. Crump 

notes that 'Davies's dedication to Stanley in 1665 of his translation of Scarron's 

Novels- first published in 1657 - illustrate that the library at Cumberlow continued to 

be a place of meeting and a workshop for poets and translators' (Poems and 

Translations, 1962, p. xxxi). I am not aware of the existence of a catalogue of 

Stanley's library, and again information as to any French poetic texts he may have 

brought back from France is highly speculative. John Hall certainly credited Stanley 

with bringing a considerable stock of literature back with him from the Continent: 

'Tis he! 'tis he! we are no more 
A barb'rous nation: he brought o'er 
As much humanity as may 
Well civilize America; 
More learning than might Athens raise 
To glory in her proudest days. 71 

Danielle Haase-Dubosc has claimed that Stanley brought back with him the works of 

Theophile, Saint-Amant and Tristan, but offers no direct evidence for this nor 

70 Lachevre, I, pp. 317-18. 
71 Quoted in Minor Poets of the Caroline Period, 11, p. 200. 
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provides details of the particular editions of these poets brought back by Stanley (pp. 

130-31 ). Haase-Dubosc could, therefore, be basing her assumption purely on the fact 

that Stanley translated from these poets, and did so after his return from France. 

Charles Cotton is also likely, though again no concrete evidence exists, to 

have obtained the edition of Theophile's poems from which he subsequently 

translated while in France. Cotton travelled to the Continent in the autumn of 1655, 

'having received a licence to travel with Francis Cholmondeley "for improvement of 

their studies". He visited France and Holland, and perhaps Italy.' 72 The usual pattern, 

as with Stanley, was for those who spent time in France to translate the poetry they 

had encountered on their return to England rather than during their time in France, and 

this seems to have been the case for Cotton also.73 It is highly possible, however, that 

Cotton had come into contact with the work of the early seventeenth-century poets he 

translated (Malherbe, Theophile, Racan and Maynard) before his visit to France in 

1655.74 His father had built up a considerable library at Beresford which may well 

have contained editions of the early seventeenth-century French lyrists.75 According 

to Cotton's cousin, Sir Aston Cockayne, the library at Beresford was rich in Italian 

books: 

D 'A vila, Bentivoglio, Guicciardine, 
And Machiavel, the subtle Florentine, 
In their originals, I have read through, 
Thanks to your library, and unto you. 76 

Details relating to the French books in Cotton's library are again unfortunately scant. 

Stephen Parks has identified some of the books owned by Cotton through the poet's 

habit of inscribing his signature inside his books. Parks discovered Cotton's signature 

on a copy of Lery's Bresil (1580), and on two copies of Espernon, and has also 

identified a heavily annotated copy of Randle Cotgrave's French-English Dictionary 

72 Charles Cotton, Poems of Charles Cotton, ed. by John Buxton (London: Routledge and Kegan Paul, 
1958), p. xxiii. 
73 Sembower, p. 84. 
74 Also noted by Sembower, p. 84. 
75 It is likely that the greater part of Cotton's education, including his acquisition of an excellent 
knowledge of French, was carried out principally in his father's library. Details of Cotton's formal 
education are unclear, and although he may have spent some time at either Oxford or Cambridge (see 
[he .foems of(;harles Cottofl, ed, by John)3eresford,pp. 17-18), 'it seems likely thatfor the most part 
he by his father to read in his library and to make his first attempts at 
writing. [ ... ] He learnt Greek and Latin, Italian and French'. Poems of Charles Cotton, ed. by John 
Buxton, p. xxi. 
76 Quoted in Beresford, p. 18. 
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(1650).77 Cotton also owned copies of two of the French recueils collectifs from 

which he took most of the French poems he translated; more details will be given on 

this later in the chapter. 78 

It is again difficult to say exactly where Philip Ayres obtained the copy of 'Le 

Matin' which he subsequently translated. Ayres, like Theophile's other English 

translators, Stanley and Cotton, was translating the French poet at least a generation 

after Theophile was writing. Ayres was born in 1638, and his Lyrick Poems were not 

published until 1687; he is therefore more likely to have read 'Le Matin' in a later 

edition of Theophile's works than one of the earlier versions printed in the recueils. 

Ayres was a keen scholar of French, Italian, Spanish and Portugese. 79 While there is 

no direct evidence that Ayres ever spent time in France, he is known to have travelled 

in Spain and Portugal in the late 1660s, 80 and must have also passed through France. 

Ayres could have obtained a copy ofTheophile's collected works during this time. 

It was noted in chapter 1 that Theophile visited England twice. His second 

visit to England was the subject of an epigramme translated by Richard Lovelace, in 

which the French poet apparently rails against being refused an audience with James 

I. The epigramme does not appear in any seventeenth-century edition of Theophile's 

CEuvres; it is, however, attributed to Theophile in tome Ill of the Recueil des plus 

belles pieces Des Poetes Francois ('Recueil Barbin'), 1692.81 Its inclusion in this 

recueil suggests it was both well-known and popular in France. Theophile's 

nineteenth-century editor established that the epigramme was actually written by 

Marc de Maillet, who published it in his volume of epigrammes in 1620.82 For 

Dubosc, this 'comparativist's red herring' demonstrates 'that Lovelace knew of 

Theophile and thought such a slight thing worth translating fifteen years later' (p. 57). 

I would suggest that it also does something more. Lovelace is extremely likely to have 

seen this epigramme in Maillet's epigramme collection, as this is the only recorded 

77 Stephen Parks, 'Charles Cotton and the Derby Manuscript', in Literary Autographs, ed. by Stephen 
Parks and P. J. Croft, pp. 3-35 (p. 15). 
78 These are the Recueil des plus beaux vers (1638) and the Recueil des Poesies Choisies de Monsieurs 
Corneille etc (1653). While noting that Cotton signed his copy of the latter, Parks has misquoted both 
the title and the date of this volume, giving them as Recueil de Poesies Diverses (1563). 
79 Minor Poets of the Caro/ine Period, Ill, p. 265. 
80 Peter Davidson and Ian William McLellan, 'Ayres, Philip (1638-1712)', in Oxford Dictionary of 
National Biography <http://www.oxfoddnb.com/view/article/946> [accessed 10 December 2008] 
81 'See RiCharcfi.:;ovelace, The Poems 'of Richard Love/ace, ed. by. c. H. Wilkinson (Oxford: OUP, 
1930), p. 339, and 'Lyric Nature Poetry', pp. 56-57. Lachevre does not mention the inclusion of this 
poem in any other seventeenth-century recueil. 
82 Haase-Dubosc, p. 57. 
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printed version before 1692. If he did so, however, he would surely have known that 

Theophile was not the author of the poem, and yet the title of the translation 

misleadingly gives the impression that he was: 'Theophile being deny 'd his addresses 

to King James, turned the Affront, to his own glory, in this Epigram'. The impression 

that Lovelace's readers would have gained ofTheophile from this translation is that of 

a writer of lightly witty epigrams. It is interesting that if, as must be assumed, 

Lovelace knew Theophile, he chose to communicate that knowledge not through the 

translation of one of Theophile's own famous works, but through the translation of a 

poem which Theophile did not even write. 83 Also, it shows that Lovelace had read the 

collected works of a minor French poet. Lovelace probably came across this poem 

during his time in France. He spent most of the years 1643-46 in France and Holland, 

and 'may have supported the king and his brothers while abroad' .84 Lovelace's 

principal activities on the Continent seem to have been military: 'He was probably 

serving in the French army against the Spaniards in 1644-45, and he was certainly 

fighting under Conde at Dunkirk in 1646.'85 I have been unable to find any 

information on Lovelace's activities beyond the military while he was in France. 

2.2.2 Saint-Amant 

The first part of the collected works of Saint-Amant was published in 1629,86 and 

what was most probably a counterfeit edition appeared at the same time. 87 La Suite 

des CEuvres du sieur de Saint-Amant (A Paris, chez Francois Pomeray) was published 

in 1631, and both parts were reprinted together in 1632.88 The Seconde partie of 

Saint-Amant's works was published in 1643, and the partie, comprising the 

premiere partie and the Suite along with the 'epitre heroi-comique a Monsieur le Due 

d'Orleans sur le siege de Gravelines' and 'Caprice', and the seconde partie along with 

'Rome Ridicule', in 1649. The catalogue of the Bibliotheque Nationale lists ten 

additional editions of Saint-Amant's CEuvres between 1638 and 1668. The Dernier 

83 Love lace may have chosen this poem for the sake of cultural interest due to its reference to England. 
84 The Poems of Richard Love/ace, p. xli. 
85 Haase-Dubosc, p. 125. 
86 Les (Euvres du sieur de Saint-Amant. A Paris. De l'imprimerie de Rob. Estienne. Pour Francois 
Pomeray et Toussainct Quinet, au Palais, en la grande et petite Galerie. M.DC.XXIX. Avec privilege 
d -'"'n""-, c--unoy. 
87 Lachevre, II, p. 450. 
88 Les CEuvres du sieur de Saint-Amant. Sur /'imprime, a Paris. DeL 'Jmprimerie de Rob. Estiene pour 
Francois Pomeray et Toussainct Quinet, au Palais, en la grande et petite Galerie. 1632 
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recueil de diverses poesies du sieur de Saint-Amant was published in 1658. Several of 

Saint-Amant's poems were also printed separately during the seventeenth century, 

including La Vigne (1627) and Moyse sauve (1653). Five of Saint-Amant's lyric 

poems were translated in Caroline England; La Solitude (1, pp. 33-48) was translated 

twice, by Katherine Philips and Thomas Stanley. 'La Jouyssance' (I, pp. 33-48) was 

also translated twice, by Stanley and an anonymous translator. Stanley also translated 

'La Desbauche' (1, pp. 201-07). Edward Sherburne translated 'Le Soleil Levant' (11, 

pp. 5-13) and 'Jamais rien n'approcha demon heureux destin' (1, p. 197). As noted in 

the introduction, Robert Ayton produced a translation of 'Assis sur une fa got, un pipe 

a la main' (1, PP. 279-80) which remained in manuscript. La Solitude was first 

published separately before 1625. Two subsequent separate editions of La Solitude 

appeared in 1654 and 1678, suggesting that the poem enjoyed enduring popularity in 

France. Two other translated poems also appeared in recueils later in the century, 

again suggesting that they were well-known and enduringly popular in France: 'Assis 

sur un fagot, une pipe a la main' was included in Muses Serieuses, Galantes et 

Enjouees (1673), and 'La Desbauche' appeared in the third tome of the 'Recueil 

Barbin' (1692). 'La Jouyssance', 'La Desbauche' and 'Assis sur un fagot' were all 

printed for the first time in the first edition of the CEuvres (1629), in which La 

Solitude also appeared. 'Le Soleil Levant' appeared for the first time in the Suite des 

CEuvres (1631). 

With the exception ofRobert Ayton's translation of 'Assis sur un fagot', all of 

the English translations of Saint-Amant, as was also the case for Theophile, were 

made at least a generation after the original poems first appeared in print in France. 

Also, with the exception of 'La Maison de Sylvie', all of the poems translated from 

Theophile and Saint-Amant are among their earlier works. Indeed, except for 'Assis 

sur un fagot', all translations of the early seventeenth-century French lyrists were 

made a generation after the original poets were writing, or, at least, a generation after 

the poems translated were written. An important aspect of the transmission of French 

poetic culture into seventeenth-century England was that earlier trends in France were 

transmitted and translated a generation later, and the impression English readers 

would have gained of French poetry from what was translated is the impression 

French readers would have gained thirty or forty years previously. 

For both Theophile and Saint-Amant, it was essential for their transmission 

into England that their collected works, which included their earlier poems, were 
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published at a later date than the first appearance of those earlier poems. It is highly 

probable that mid-century English translators used the later collected works as 

opposed to the earlier first or second parts of the works of Theophile and Saint­

Amant. A possible exception to this is Thomas Stanley. Stanley, as has been 

mentioned, returned to England from the Continent in 1646, three years before the 

first appearance of Saint-Amant's collected works, and therefore if Stanley did, as is 

assumed, bring a copy of Saint-Amant's poetry back with him from France, it cannot 

have been the 1649 edition which comprised both the premiere partie and second 

partie of his reuvres. It is likely that Stanley took the poems he translated from a later 

edition of the 1629 Premiere Partie des CEuvres. It is possible that, as they are likely 

to have collaborated on translations, Edward Sherburne and Thomas Stanley used the 

same edition of Saint-Amant's poems. Sherburne's modern editor notes that his 

library contained a copy of Saint-Amant's works, but does not say which edition.89 

There is no mention of Sherburne ever having been to France himself; his copy of 

Saint-Amant must, therefore, have either been brought back from France by Stanley 

or bought by himself in England. 

Along with Sherburne, Katherine Philips is one of the few English translators 

of seventeenth-century French poetry during the Caroline period never to have been to 

France. It is likely that Philips obtained her copy of Saint-Amant's works, and the 

other French texts she translated, from a London bookseller.90 Philips cannot have 

used the 1629 (Euvres, as the poem's patron was addressed as 'Alcidon' in line 171, 

and not, as in later versions of the poem and as in Orinda' s translation, as 'Bernieres'. 

Thomas Fairfax translated La Solitude in the early 1650s, after his retirement 

from public life. Fairfax travelled in France and the Low Countries between 1629 and 

1632, and, as Roberts has noted, could well have brought back with him a copy of the 

1629 (Euvres, which included La Solitude. 91 If this is the case, it is interesting that 

Fairfax waited more than twenty years to translate La Solitude. Fairfax never intended 

his poems for publication, and, as William Roberts notes, the title of his translation, 

'Recreations of my Solitude' 'indique une intention desinteressee chez son auteur, un 

89 Fran Jozef van Beeck, ed., The Poems and Translations of Sir Edward Sherburne (Assen: Van 
G()t:CUill, lQ()l), J?, y-anBeeck also notes that Sherburne possessed copies of Regnier and 
Scarron. · ·· · - ·-
90 Referring to Scudery's Almahide, Roberts observes that it 'could have reached her London in 
December [1660] at the earliest.' 'The Dating ofOrinda's French Translations', p. 58. 
91 'Saint-Amant: plaque tournante de I' Europe', p. 78. 
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travail satisfaisant en soi. ' 92 When translating La Solitude, Fairfax was obviously not 

seeking to raise the profile of a French poet or poem he had admired, but merely 

returning to a poem he had read long ago which was suddenly particularly relevant to 

his own situation of retirement in the countryside. 

Roberts argues, convincingly, that Robert Ayton obtained the text of 'Assis 

sur un fagot, une pipe a la main' in manuscript form. He bases his claim on the fact 

that Ayton's translation is closer to an earlier manuscript version of the poem than to 

the version which appeared in the CEuvres (1629). Roberts records comments made by 

Boissiere and Colletet which attest the popularity of the manuscript version of the 

poem in France. 93 Roberts claims that the manuscript· version of the poem was 

brought over to England by Boisrobert in 1625, when he accompanied Henrietta 

Maria across the channel, and was subsequently passed around the English court, of 

which Ayton was a member. 

2.2.3 'loiture 

The first edition of the collected works of 'I in cent 'I oiture was not published until 

1650, two years after the poet's death.94 This edition of the CEuvres was published 

again in six subsequent editions, some in the same year, attesting to the high demand 

in France for printed editions of 'loiture's works.95 Other editions of 'loiture's 

CEuvres appeared in 1663, 1672, 1676, 1678, and 1679. 'loiture's poetry continued to 

be reprinted in the first half of the eighteenth century. Some of his poems, though 

none of those translated in Caroline England, appeared in the Recueil de divers 

rondeaux (1639) and the Nouveau recueil des bans vers de ce temps (1646). The first 

available printed versions of all poems translated would thus have been those in the 

first edition of the CEuvres in 1650. Two of the translated poems were published in 

recueils later in the century, in testimony to their enduring popularity in France. These 

were the famous 'Sonnet d'Uranie' ,96 translated by George Etherege, and the subtly 

92 'Saint-Amant: plaque toumante del' Europe', p. 78. 
93 'Saint-Amant, Ayton, and the Tobacco Sonnet', p. 503. 
94 Les CEuvres de Monsieur de Voiture, A Paris, chez Augustin Courbe, dans la petite Sa/le du Palais, a 
la Palme, 1650. All bibliographical information on Voiture is taken from Vincent Voiture, Poesies, ed. 
by Henri Lafay, 2 vols (Paris: Librairie Marcel Didier, 1971), I, and Lachevre, II. 
95 The second 'edition ofthe CEiivres was'published in 1650, the third in 1652, the fourth in 1654, the 
fifth in 1654, the sixth in 1660 and the seventh in 1665. 
96 Vincent Voiture, Poesies, ed. by Henri Lafay, 2 vols (Paris: Librairie Marcel Didier, 1971), pp. 66-
67. All subsequent references to this edition will be given in parentheses in the text. 
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subversive 'Stances sur une Dame dont la jupe fut retroussee, en versant dans une 

carrosse, a la campagne', translated by John Oldham and an anonymous translator. 

'Uranie' appeared in Pmisies choisies de Messieurs Comeille, Benserade, de Scudery, 

Bosirobert, Sarrasin, Desmarets, Bertaud, S. Laurent, Colletet, La Mesnardiere, de 

Montereuil, Vignier, Chevreau, Malleville, Tristan, Testu, Maucroy, de Prade, 

Girard, de Lage et plusieurs autres (Paris: Charles de Sercy, 1653) and 'Stances sur 

une Dame ... ' appeared in tome V of the 'Recueil Barbin', suggesting that in spite of, 

or indeed, because of, its subtle subversiveness, it was nevertheless enduringly 

popular and admired in seventeenth-century France. Two other poems by Voiture 

were translated in Caroline England; Thomas Stanley translated 'Chanson XXVI 

'beginning 'Je me tais, et me sens brusler', and John Dryden translated 'Chanson 

XXV' beginning 'L' Amour sous sa loy' (I, pp. 52-56). 

Thomas Stanley clearly did not bring Voiture's works back with him from 

France, but, as his Poems and Translations, in which his translation of 'Je me tais, et 

me sens brusler' first appeared, was published in 1651, he must have taken the text of 

the poem from the first or second editions of Voiture's CEuvres, both of which had 

been published quite recently in France. This suggests that Stanley was very keen to 

obtain a copy ofVoiture's printed works, and that he may well have come across the 

French poet's work in manuscript form while in France. He could have either 

obtained a copy of Voiture's CEuvres from an English bookseller or had a copy sent 

over from France. 

George Etherege is known to have owned a copy of the fifth edition of 

Voiture's CEuvres (Paris: Augustin Courbe, 1656),97 which he presumably used for his 

translation of 'Uranie'. The CEuvres de Voiture appeared on the list of the books in 

Etherege's library at Ratisbon made by his secretary Hugo Hughes. Etherege was 

'resident' ofRatisbon from 1685 to 1689, a post which constituted 'the lowest rank in 

the diplomatic service. His role was purely that of an observer with no official powers 

to treat with the other envoys there. His duties were to write dispatches to his 

immediate superior, Lord Middleton, reporting any developments, and to send any 

97 Peter Beal, ' "The most constant and best entertainment": Sir George Etherege's Reading in 
Ratisbon', The Library, 6th Ser., 10 (1988), 122-44. Beal provides a list of some of the books owned by 
Etherege at Ratisbon. 
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political news he could pick up, while representing his king with appropriate 

dignity. ' 98 

Etherege was obliged by the monotony of life in Ratisbon and the loss of his 

old court companions and fellow revellers, including Wailer and Rochester, to acquire 

a new interest in reading. 99 In addition to the works of Voiture, Etherege also owned 

copies of the works of Sarrasin and Boileau. 100 While it is entirely reasonable to 

assume that the copy of Voiture owned by Etherege is that from which he took the 

text of 'Uranie', it is still unclear as to where Etherege obtained the edition ofVoiture. 

If he did use it for his translation, he must have obtained it considerably earlier than 

1685, as the translation first appeared in print in A Collection of Poems, Written Upon 

Several Occasions, 1672.101 Etherege may have spent time in France as a boy or as a 

young man, but there is no direct evidence for this, and in any case, the supposed 

period of residence in France would probably have been earlier than 1656.102 I have 

found no references as to where Etherege obtained his books prior to his time at 

Ratisbon. While in Ratisbon, Etherege was apt to ask correspondents in London and 

Paris to send him copies of new plays and operas. 103 

There is scant information as to where John Oldham obtained his copy of 

Voiture's 'Stances sur une Dame ... '. Oldham's modern editor dates this translation to 

1676 or 1677, when Oldham was writing other satiric and obscene verses intended to 

impress the court wits. 104 Oldham is perhaps most likely to have used a recently 

published edition of Voiture, such as that of 1665, 1668 or 1672. It is also not 

impossible that a suggestive poem such as 'Stances sur une Dame' could have been 

98 John Barnard, 'Etherege, Sir George (1636-169112)', in Oxford Dictionary of National Biography 
<http://www.oxforddnb.com/view/article/8923> [accessed 10 December 2008] 
99 

' "The life I have lead", he observed, "has afforded me little time to turn over bookes". But in 
Ratisbon, because conversation was there "as tedious to me as Books when I had the advantage of good 
Companie", he declared, "Reading is the most constant and best entertainment I have now" ' ('Sir 
George Etherege's Reading in Ratisbon', p. 123). Beal quotes from Etherege's letters to Dover and 
Middleton, 28 December 1987 and 25 March 1688. See Frederick Bracher, introduction, Letters of Sir 
George Etherege (Berkeley: University of California Press, 1974, pp. 166, 189). 
100 'Sir George Etherege's Reading at Ratsibon', p. 128. 
101 George Etherege, The Poems of Sir George Etherege, ed. by James Thorpe (Princeton: Princeton 
University Press, 1963), p. 76. 
102 'If it could be confirmed, Oldy's conjecture that he "travelled into France, and perhaps Flanders 
also, in his younger years" would explain Etherege's facility with that language. Sir George's father 
was certainly in France in, and probably for some time preceding, 1650. He might well have had with 
him his oldest son, then 12 or 13, especially since many schools, like Lord Williams at Thame, had 
been badly 'disorganized by the fignting dUring the Civil Wars. But I can fmd no real evidence' 
of Sir George Etherege), p. xv. 
103 Beal, pp. 123-24. 
104 Poems, p. xxviii. 
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copied from an edition of Voiture's poems and circulated among the Restoration 

libertine courtiers. 

There is a similar lack of evidence as to where John Dryden obtained the copy 

of Voiture's (Euvres from which he took 'Amour sur sa loy'. The first recorded 

performance of Sir Martin Mar-all, in which Dryden's translation was included, was 

in 1667.105 Assuming that Dryden made the translation specifically for the play, and 

that the play was written shortly before its first performance, he is likely to have used 

a copy of the 1665 edition of the (Euvres. There is no record of Dryden ever having 

been to France. 

2.2.4 Tristan 

Tristan's output in terms of lyric poetry was 'la plus considerable du regne de Louis 

XIII'. 106 His first publication was a separate edition. of La Mer in 1628, although it is 

likely he began to write poetry considerably earlier. 107 Tristan's lyric poems were read 

and circulated in manuscript before he assembled them into collections. 108 The first of 

these collections, Les Plaintes d'Acante (1633), was extended to become Les Amours 

in 1638. Tristan's third collection oflyric poems, La Lyre, was published in 1641 and 

his collection of Vers Heroiques in 1648. Tristan's poems also appeared in Poesies 

Galantes et heroiques du sieur Tristan: contenant ses amours, sa lyre, les plaintes 

d'Acante, la maison d'Astree, la belle gueuse, l'aveugle amoureux, les terreurs 

nocturnes, diverses chansons, la Comedie des fleurs, l 'Amour travesty, la Belle 

ingrate, Epistre burlesque, la Servitude, la Belle gorge et autres pieces curieuses sur 

differents sujets (Paris: J. B. Loyson, 1662). Despite this prolific output, however, 

while the works of Saint-Amant and Theophile were reprinted several times during 

the seventeenth century, and editions of their works appeared during the nineteenth 

century, 109 La Lyre and Les Plaintes d 'Acante were not reprinted until the twentieth 

century. 110 Les Amours was reprinted only once during the seventeenth century, with 

105 John Dryden, The Works of John Dryden, ed. by John Loftis, 10 vols (Berkeley: University of 
California Press, 1966), I. 
106 Antoine Adam, quoted in La Lyre, p. xi. 
107 Le Dictionnaire des letters fran{:aises, p. 1231. 
1osL L . a yre, p. XIV. 

de. Tliei/phile. Nouvelle Edition. Revue, annotee et precede d'une. notice 
biographique par M. A/leaume archiviste pa/eographe (Paris: Jannet, 1855-56). 
110 The Plaintes d'Acante were edited by Jacques Madelaine in 1909 and La Lyre by Jean-Pierre 
Chauveau in 1977. 
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some additions, under the title of Les Amours de Feu Mr. Tristan, et Autres Pieces 

Curieuses (Paris: Gabriel Quinet, 1662). 

Three of Tristan's poems were translated in Caroline England; Thomas 

Stanley adapted the conventional love lyrics 'La Plainte d' Acante' 111 and 'Stances 

LXXV' from Les Amours, entitled 'Le Bracelet' (II, pp. 145-46), and Edward 

Sherburne adapted 'Fantaisie: unjour Amour sur la verdure' (II, p. 136). Sherburne's 

adaptation, entitled 'The Defeat', appears on page 59 of Poems and Translations. 

None of these poems was included in the recueils collectifs, perhaps 

suggesting that they were not among Tristan's most well-known or popular poems. 

Tristan was poorly represented in the earlier recueils; only three of his poems were 

published in this form before 1635. 112 He fared better in the mid-century recueils, 

however, with thirty-seven appearances in those published between 1636-1661, 

including five in the Recueil Sercy. 113 

Thomas Stanley is more than likely to have taken the text of both 'Le 

Bracelet' and 'La Plainte d' Acante' from a copy of Les Amours (1638). As already 

noted, it is to be assumed that Stanley came across Tristan while in France, and that 

he brought a copy of the French poet's works back with him, although as far as I am 

aware there is no proof of this. As with their translations from Saint-Amant, Stanley 

and Edward Sherburne may well have used the same copy when translating from 

Tristan. Sherburne's modern editor does not mention the works of Tristan among the 

French poetic texts in his library. 

2.2.5 Scudery 

Three poems claiming to be translations from Georges de Scudery were written in 

Caroline England. In at least two of these cases, Scudery's authorship is uncertain. 

The 'Stances Envoyez par le Sieur de Scudery A 1' Altezze de Madame la Duchess de 

Lorrein Avec son Grand Cyrus', of which the French and English versions are printed 

consecutively in Richard Flecknoe's Epigrams of all sorts, made at divers times on 

several occasions (London: Printed for the Author, and Will. Crook, at the Green-

111 Tristan L'Hermite, <Euvres completes 11 Poesie (I), ed. by Jean-Pierre Chauveau with Veronique 
Adam, Alain Genetiot and Frnn9oise Graziimi (Paris: Champion, 2002), pp. 173-92. All further 
references to this edition will be given in parentheses in the text. 
112 Lachevre, I, pp. 322-23. 
113 Lachevre, 11, pp. 493-95. 
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dragon without Temple-bar, 1670, pp. 8-9), is not printed in the modem edition of Le 

Grand Cyrus. 114 It is possible that both the French and English versions were written 

by Flecknoe, who may have been musing indulgently on the encomiastic and 

romantic activities of a well-known French salon author. The 'Stances de Monsieur de 

Scudery' translated by Charles Cotton does not appear in Scudery's Poesies Diverses 

(1649). 115 Poesies Diverses contained previously unpublished poems as well as poems 

which had appeared in a plaquette or a recueil collectif since 1637. 116 Neither does 

the poem appear in an earlier collection of verse, the Autres reuvres du Sieur de 

Scudery, of which there were editions in 1631, 1633 and 1635. It is possible, given 

that the lady is addressed as 'Fair Nymph' and has the pastoral name of Aminta, that 

these stanzas are taken from one of Scudery's prose romances. Katherine Philips 

adapted a pastoral poem from the first part of Scudery's Almahide. 117 The French 

prose romances were a significant source of verses for English translators. Thomas 

Stanley translated a poem taken from D'Urfe's L 'Astree, 118 and Philips translated a 

poem entitled 'Tendres Desirs', with the sub-title 'Out of a French Prose', of which 

the source has yet to be identifiedY9 The French prose romances were popular with 

English readers, and were frequently translated into English. 120 Philips herself is 

known to have read them. 121 Again, it is difficult to say with any certainty exactly 

where either Stanley or Philips obtained the texts of the verses taken from prose texts 

which they subsequently translated. Roberts hints that Philips, who, as has been 

mentioned, never went to France, may have requested that a copy of Almahide be sent 

to her from France: 'The printing of this volume ofScudery's long Moorish novel was 

114 The texts of both the French and English versions are given in Appendix B, p. 241. 
115 Cotton's translation appears on pages 260-61 of Poems on Several Occasions, and is given in 
Appendix B, pp. 240-41. 
116 Poesies diverses, I, p. 13. Scudery's poems were not included abundantly in the recueils collectifs. 
Lachevre lists just four inclusions in the recueils before 1635 and seventeen in the recueils published 
between 1636-1661. See Lachevre, I, pp. 308-09, and 11, pp. 474-75. 
117 'A Pastoral of Mons. de= Scudery's. In ye first volume of Almahide-Englished.' The translation is 
found in 11, pp. 102-116, and the original on pages 232-44. The novel was published under the name of 
Georges de Scudery, but it is now accepted that, along with most of Scudery's novels, it was actually 
written by Madelaine. (See Le Dictionnaire des lettres fran(:aises, p. 1169). It is not impossible, 
however, that the poem translated by Philips was written by Georges; as will be seen in chapter 6, it 
bears considerable similarities to his conventional love lyrics. 
118 'The Breath' can be found in Poems and Translations, 1962, p. 3, and the original poem, 'Sonnet. 11 
parle au vent', on pages 367-77. 
119 The text of this translation is found in The Collected Works of Katherine Philips, Ill, p. 92. 
12° For example, an English version of L 'Astree was printed by W. W. Moseley, T. Dring, and H. 
Herringmati'"(l658)'--ari.d a trartslation of C!elie was -printed oy Herringman and others in f678. 
Scudery's lbrahim was translated by Henry Coogan (1674). 
121 Philip Webster Souers, The Matchless Orinda (Cambridge, Mass.: Harvard University Press, 1931), 
p. 33. 
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completed by 30 November 1660; hence the published text, however eager she might 

have been to obtain it, could have reached her in London in December at the 

earliest.' 122 

3.4 The Recueils Collectifs: an Important Source for English Translators 

In most cases mentioned so far in this chapter, English translators are most likely to 

have taken their source poems from the collected works of the individual French poets 

from whom they were translating. This is surely in keeping with expectation; it would 

be natural to assume that poems by major poets such as Malherbe and Maynard would 

be read in and taken from their collected works. There are, however, several instances 

where translators took their source poems from the recueils collectifs, a phenomenon 

which raises interesting questions about how French poetry, and possibly other 

foreign poetry, was read in England, and about the effect of the way poetry was 

published in seventeenth-century France on what was translated in contemporary 

England. The library catalogues and booksellers' lists examined in chapter 1 support 

the impression gained from translations that English readers often tended to read 

French poetry in the poetic anthologies rather than reading the collected works of· 

individual authors. 

There were about sixty poetic anthologies published in France during the 

seventeenth century. 123 The recueils appeared in abundance during the first twenty 

years of the century, followed by a decline between 1620 and 1630. 124 While Viala 

notes that 'Le rythme redevient soutenu ensuite, jusqu'a la Fronde' (p. 125), Antoine 

Adam attributes little importance to the recueils published between 1630-1641, which 

consisted mainly of encomiastic verse and galant poetry. 125 It is generally agreed that 

there was a marked decline in the publication of the recueils during the Fronde. This 

decline ended in 1652 when Chamoudry and Sercy began to publish their anthologies. 

The surge in publication during the 1650s and early 1660s was followed by 'un net 

declin' in the last third of the seventeenth century. 126 

122 'The Dating ofOrinda's French Translations', p. 58. 
123 Viala, Naissance de /'ecrivain, p. 124. 
124 Viala, Naissdnce de l'ec:rivairi, p. 125. 
125 Antoine Adam, Histoire de la /itteraturefran{:aise au XVII siecle, 5 vols (Paris: Domat, 1948-56), I, 
p.333. 
126 Viala, Naissance de /'ecrivain, p. 125. 
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Critics and literary historians regard the changing fortunes and nature of the 

recueils as an indicator of the changes in fortune and taste which French lyric poetry 

itself underwent. Henri Lafay considers the 'multiplication des recueils collectifs' in 

the first third of the seventeenth century an 'excellent signe' ofthe flourishing oflyric 

at that time. 127 Delphine Denis considers the growth in the number of recueils with 

the word galant in the title during the 1660s as an indicator of the establishment of the 

term in literary and bibliographical terminology. 128 

Viala shares the view expressed several times in this chapter, that the 

appearance of a poem in the recueils col/ectifs provides some indication of its 

popularity: 

Ces anthologies proposaient au public ce qui passait pour le meilleur de la 
production, soit par sa nouveaute, soit par sa reputation bien etablie. Les titres 
l'annoncent haut et clair: Chamoudry vend le Nouveau Recueil des poesies des 
plus celebres Autheurs de ce temps (1653) comme Du Bray proposait les 
De/ices de la Poesie ( 1620). 129 

Viala also notes that while 'On sait mal qui achetait ces recueils', 'on y retrouve 

quantite de textes qui avaient, auparavant, circule dans le reseau academique ou dans 

les salons: ce que les specialistes (academies) et les amateurs avertis (salons) ont 

apprecie est propose, par le passage a l'imprime, a !'ensemble du public curieux de 

litterature (Naissance de /'ecrivain, p. 126). 

The anthologies can be divided broadly into the categories of general and 

specific. The general recueils such as the Jardin des Muses (1643) interspersed many 

poetic types and forms, and often juxtaposed the works of rival authors such as 

Malherbe and Desportes. 130 Some general recueils, however, reflected particular 

literary trends and movements, such as the dominance of Malherbe and his followers 

in the Recueil des plus beaux vers, and several anthologies published during the 1660s 

which were largely given over to galant poetry. 131 The specific recuei/s were often 

encomiastic, celebrating the king or a noble. The recueils satyriques occupy, as Viala 

notes, 'une place a part' among the specific recuei/s (p. 127). Beginning with La 

Muse folastre (1600) and ending in 1626 following the publication of the Parnasse 

127 Lafay, p. 53. 
128 Denis;'p: 13. 
129 Viala, Naissance de l'ecrivain, p. 125. 
130 Viala, Naissance de l'ecrivain, p. 126. 
131 Viala, p. 127. See also Denis, p. 13. 
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Satyrique and the subsequent trial of Theophile de Viau and censorship of subversive 

literature, the recueils satyriques did not have an equivalent either in the sixteenth 

century or after 1626.132 Viala notes that these anthologies 'ont bien une unite d'ordre 

thematique, mais reunissent des textes de "manieres" diverses: Le Cabinet Satyrique 

associait des malherbiens et des tenants de Desportes' (Naissance de /'ecrivain, p. 

127). 

Charles Cotton provides a useful starting point for a discussion of the effect of 

usmg the recueils collectifs on which French poetic texts were translated in 

seventeenth-century England. Interestingly, Cotton took seventeen ofthe twenty-three 

French poems he translated from two of the most significant and best-known 

anthologies, the Recueil des plus beaux vers and Poesies Choisies de Messieurs 

Corneille, Benserade, De Scudery, Sarrazin, Boisrobert, Desmarests, Cotin, 

Maleville, De Laffemas, De Montereuil, Chevreau, Menard, Vignier, Petit, Maucroy, 

Perain, Le Brut, De Issy, et de Plusieurs autres. Seconde Partie ('Recueil Sercy', 

1653). 

As mentioned, Cotton owned a copy of the 163 8 edition of the Recueil des 

plus beaux vers, which, as he recorded on the inside cover, was given to him by Isaac 

Walton in 1668.133 It is impossible to say where Walton obtained the recueil; I have 

not found any reference to him ever having been to France. The Recueil des plus 

beaux vers was published by Toussaint Du Bray, one of the most prolific producers of 

poetic anthologies in seventeenth-century France. 134 Du Bray had previously 

published the Nouveau recueil des plus beaux vers de ce temps (1609) and the three 

editions of the De/ices in 1615, 1618 and 1620. The first edition of the Recueil des 

plus beaux vers, in 1626, must have been acclaimed among literary audiences, as it 

was reprinted the following year, and an enlarged version was published in 1630. The 

1630 edition was reprinted in 1638, and again in 1642, under a slightly different 

title. 135 The dominance of Malherbe and his followers in this recueil has already been 

mentioned. As Romeo Arbour has noted, Du Bray makes clear in his 'avis aux 

132 Frederic Lachevre, Les Recueils col/ectifs de poesies fibres et satyriques publies de 1600 a 1626 
(Geneve: Slatkine Reprints, 1968}, p. vii. 
133 Parks, p. 18. 
134 Romeo Arbour's book Un Miteur d'ceuvres litteraires au XV!Ie siecle: Toussaint Du Bray (1604-
1636)'(Gerieva: Droz, 1'992) provides a detailed account of Du Bray's career as a publisher and editor. 
The second chapter, entitled 'Le Specialiste de la Litterature', provides an overview of Du Bray's 
output in the various genres and types of publication, including the recueils collectifs. 
135 See Lachevre, I, p. 69 and Arbour, pp. 73-74. 
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lecteurs' that he intends the anthology to be 'en quelque sorte un hommage a 
Malherbe et a sa reforme'. 136 The poems of individual authors are grouped together in 

the Recueil des plus beaux vers, with the works of lesser known poets grouped 

together under the heading of 'Divers Auteurs'. Arbour points out that, whereas in 

previous anthologies authors had been placed in no particular order, and the works of 

a particular author dispersed throughout the volume, 'Du Bray est le premier a 
grouper toutes les pieces d'un meme auteur, formant en quelque sorte de mini­

recueils, et a disposer les auteurs selon un ordre de celebrite, ordre qui dans les 

recueils posterieurs se modifiera selon le movement m erne de la poesie et 1 'emergence 

de nouvelles etoiles' (p. 68). For each author, the encomiastic poems are printed first, 

followed by the religious poems, and then other types of poetry. 

As far as Cotton is concerned, the most significant example of how using a 

recueil rather than the collected works of an author affected which poems he 

translated is the nine Maynard epigrammes which he took from the Recueil des plus 

beaux vers. These are the only poems by Maynard to be translated in Caroline 

England. Maynard's collected works were not published until 1646,137 the year of his 

death, and at least twenty years after many of the poems were written. A small 

collection of Maynard's verse, containing principally epigrammes, had been 

published by a friend without the poet's permission in 1638.138 Before the publication 

of these volumes, many of Maynard's poems had already appeared in the recueils; 

indeed, he was 'le poete qui a apporte la plus forte contribution aux recueils collectifs 

de son temps.' 139 Two hundred and nine of Maynard's poems were published in the 

recueils between 1607 and 1635. Six ofhis poems appeared in the first volume of Le 

Parnasse (1607) and three in the second volume. The first edition of the De/ices 

(1615) contained thirty-two poems by Maynard, and thus 'La rentree de Maynard ou 

plutot 1' entree du poete toulousain est le fait majeur du recueil' .140 

136 Arbour, p. 73. While Malherbe's poems had been placed second and third in Du Bray's previous 
recueils, they were placed first in the Recuei/ des plus beaux vers, acknowledging Malherbe's position 
as the 'plus grand poete vivant et le plus respecte a la Cour et a l'Hotel de Rambouillet' (p. 73). 
137 Les CEuvres de Maynard, a Paris, chez Augustin Courbe, dans la petite salle du palais, a la Palme, 
1646. 
138 Pieces nouvel/es de Monsieur de Maynard. A Tolouse, par Arnaud Colomiez, imprimeur ordinaire 
du Roy et de L'Universite, 1638. 
139 Lachevre, I, p. 242. 
140 A. Stegmann, 'Les recueils de poesie (1597-1720)', in Maynard et son temps, pp. 255-83 (p. 271). 
Stegmann provides an overview of the Maynard poems included in the 1615 De/ices and its subsequent 
editions, noting interestingly that some ofMaynard's more unsavoury epigrammes were removed from 
the 1620 De/ices, indicating a 'nouveau purisme moral et esthetique' (p. 273). 
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Of the mne Maynard epigrammes translated by Cotton, only three were 

included in the 1646 (Euvres: 'Ca, Maresse, le verre en main', 141 'Jean qui dans ce 

tombeau' 142 and 'Pourquoy mettez-vous tant de peine' 143
• The other six epigrammes 

Cotton translated appeared in print only in the Recueil des plus beaux vers. It is 

significant that Cotton used a later edition of this recueil as opposed to the first 

edition, as three of the epigrammes he translated ('Des hommes a bonne cervelle', 144 

'Ca, Maresse, le verre en main', and 'Pourquoy mettez-vous tant de peine'), appeared 

for the first time in the 1630 edition of the anthology. 

The publication of Maynard's CEuvres (1646) was organised by the poet 

himself at the end of his life; it can therefore be assumed that the two hundred and 

sixty-eight poems included constitute what Maynard considered his best work, or at 

least those he thought fit for public consumption. Gomberville revealed in the Preface 

to the (Euvres that, contrary to his own opinion, Maynard considered some of his 

earlier epigrammes unworthy of inclusion: 

11 est vray qu'il a supprime un grand nombre d'excellentes pieces, et qu'estant 
devenu trop prudent en devenant sexagenaire, il est tombe dans un tel excez de 
scrupule que de la crainte de scandalizer quelque ame foible, il a passe jusqu' a 
}'injustice de persecuter }'innocence, j'entens celle de ses Epigrammes, que 
son humeur trop severe a condamnees a une prison perpetuelle. Je s9ay 
qu'elles estoient Epigrammes, c'est a dire charmantes, delicieuses, capables de 
tanter l'esprit, et d'emouvoir quelque peu de desordre en la partie inferieure de 
1 'homme. Mais si ces qualitez sont des crimes, il faut priver la nature de la 
plus belle partie d'elle mesme, il faut banir des villes leur principale gloire et 
leur veritable ornament: il faut peupler les deserts et les Cloistres de toutes les 
belles femmes, il faut que le monde soit le partage des laides et des vieilles. 145 

Of the three epigrammes translated by Cotton which were included in the 1646 

(Euvres, only 'Pourquoy mettez-vous tant de peine' is unsavoury and mildly 

offensive. 

141 The French epigramme can be found in Poesies de Fran{:ois Maynard: recueil de 1646 et choix de 
divers autres recueils, ed. by Ferdinand Gohin (Paris: Gamier Freres, 1927), p. 106, and Cotton's 
translation in Poems on Several Occasions, p. 632. Both are given in Appendix B, p. 243. 
142 The original poem is in Poesies de Fran{:ois Maynard, p. 117, and Cotton's translation in Poems on 
Several Occasions, pp. 628-29. Both are given in Appendix B, p. 244. 
143 The text of this poem is found in Poesies de Fran{:ois Maynard, p. 97. 
144 The original poem is in the Recueil des plus beaux vers de Messieurs de Malherbe, Racan, 
Maynard, Bois-Robert, Monfuron, Lingendes, Touvant, Motin, De Lestoile. Et autres divers Auteurs 
des plus fameux Esprits de la Cour. Revuez, cori-igez, & augmentez. A Paris, Par Pierre Mettayer, 
Imprimeur ordinaire du Roy. 1638, p. 485, and Cotton's translation is in Poems on Several Occasions, 
p. 651. The text of this epigramme and Cotton's translation are given in Appendix B, p. 243. 
145 Quoted in Maynard, Poesies, p. 7. 
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Cotton would have been presented in the 1638 edition of the Recueil des plus 

vers, which includes one hundred and eighty-eight of Maynard's poems, with some 

epigrammes which Maynard would not have considered consistent with the public 

image which he wanted to create, and leave behind him, in his collected works. While 

there are no openly obscene poems included either in the section devoted to Maynard 

or in the whole of the Recueil des plus beaux vers, the recueil does include several of 

Maynard's epigrammes which mock licentious old women and contain sexual 

references. Cotton chooses to translate some of the cruder and more potentially 

offensive epigrammes included in the recueil, and, as will be seen in the following 

chapter, heightens the vulgarity and brutality. 

Cotton also translated two poems by Racan; 'Ode XXVIII', beginning 'Ingrate 

Cause de mes Larmes' / 46 and 'Ode Bachique'; 147 again, these were taken from his 

copy of the 163 8 Recueil des plus beaux vers. Racan' s complete works were not 

published until 1 724; 148 he is thus one of the many seventeenth-century French poets 

of whom a large number of poems would only have been made available to 

prospective contemporary English translators in the recueils collectifs. The fact that 

there was no complete seventeenth-century edition of Racan's poetry could also be 

part of the reason why only two of his poems, thus given above, were translated in 

contemporary England. 149 Some of Racan's poems were published by La Fontaine in 

the first two of the three volumes of his own poems in 1671.150 Twenty-nine of 

Racan's poems, including epigrammes, sonnets, madrigals, odes, stances, and 

chansons, followed by the Bergeries and the 'Stances sur la Retraite' were published 

in the second volume of Breugiere de Barante's 1698 Recueil des plus belles 

epigrammes des poetes jran9ois. Breugiere's reason for not including any of Racan's 

poems in the first volume was the public clamour for an edition of Racan's works, 

146 The texts of the original poem and Cotton's translation are given in Appendix B, p. 238. Racan's 
poem can be found in Poesies, ed. by Louis Arnould, 2 vols (Paris: Hachette, 1930), I, pp. 107-08. All 
subsequent references to this edition are given in parentheses in the text. Cotton's translation can be 
found in Poems on Several Occasions, pp. 250-52. 
147 The text of the original poem is found in I, pp. 61, 65, and the text of Cotton's translation in Poems 
on Several Occasions, pp. 319-22. Both are given in Appendix B, pp. 238-40. 
148 Les CEuvres de M Honorat de Bueil, Chevalier Seigneur de Racan, 1724. 
149 There were, however, collections of some of Racan's poems, such as the Bergeries, first published 
in 1625 _!>_(!\f,el!:ll the century,_ t)le 04es sacrees (1651) and the 
Dernieres CEuvres et poesies chrestiermes de Honorat de Bzuiii (1660). 
150 Poesies lyriques, I, p. vii. The title of the first volume is Recueil de poesies chretiennes et diverses 
par M. de la Fontaine, and the title of the second volume, like the third, is Recueil de poesies diverses 
par M. de la Fontaine. 
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which led him to devote the entire second volume to Racan. 151 Before these two 

editions, the only printed sources of Racan's poems were the recueils collectifs. 

Sixteen of Racan's poems were included in the second edition of the De/ices de la 

Poesiejran9oise (1618), ten in the Second Livre des De/ices (1620), and eight in Les 

De/ices de la Poesie jran9oise ou dernier recueil des plus beaux vers de ce temps 

(1620). The Recueil des plus vers (1626) contained twenty-seven poems by Racan. 152 

Both poems translated by Cotton must have been admired and popular among readers, 

as both were included in the De/ices (1620), as well as being included in the 1626, 

1627, 1630 and 1638 editions of the Recueil des plus beaux vers. 

Another well-known and admired French poem translated by Cotton and only 

made available to him in the recueils collectifs, and taken from his 1638 edition of the 

Recueil des plus beaux vers, was the Comte de Cramail's 'La Nuit' .153 The popularity 

of 'La Nuit', the only one ofCramail's poems to be published at all, is attested by its 

appearance in the 1615, 1618 and 1620 editions of the De/ices .154 

As well as taking thirteen poems from the Recueil des plus beaux vers (those 

mentioned above and the epigramme by Malherbe mentioned in chapter 3), Cotton 

also took four epigrammes from the Seconde Partie of one of the most important mid­

century anthologies, the 'Recueil Sercy' .155 Inspired by the success of Chamoudry's 

Recueil de diverses poesies des plus celebres autheurs de ce temps two years 

previously, Charles de Sercy 'n'hesita pas a recueillir toutes les pieces les plus 

interessantes dont il put se procurer une copie' .156 Adam notes that both of these 

recueils aimed to 'faire connaitre a un large public les compositions nouvelles.' 157 

Sercy claimed in his Epftre decidatoire in the Premiere Partie that the poems had been 

given to him by their authors: 

151 'Le public, dans la rarete des premiers exemplaires du poete, souhaitait depuis longtemps qu'on en 
fit une nouvelle edition', quoted in Poesies Lyriques, p. viii. 
152 See Lach{wre, I, pp. 285-89. 
153 The text of 'La Nuit' can be found in Jean-Pierre Chauveau, ed., Anthologie de la poesie franr;aise 
du XVIIe siecle (Paris : Gallimard, 1987), pp. 170-72. 
154 The poem first appeared in the Nouveau recueil des plus beaux vers de ce temps (1609). See 
Lachevre,I,p. 153. 
155 Poesies Choisies de Messsieurs Corneille, Benserade, De Scudery, Sarrazin, Boisrobert, Desmarets, 
Cotin, Maleville, De Laffemas, De Montreuil, Chevreau, Menard, Vignier, Petit, Maucroy, Perain, Le 
Brat, De Issy, et de plusieurs autres. Seconde Partie. A Paris, Chez Charles de Sercy, au Palais, dans la 
Salle Daupline, a la Bonne-Foy couronnee. 1653. While, as mentioned, Cotton signed his copy of the 
'Recueil Sercy', I have found no reference .as to where he obtained it. Given that the Seconde partie 
was first published in 1653, the year Cotton was in France, it is reasonable to suppose that 
Cotton brought this anthology back with him. 
156 Lachevre, Il, p. 52. 
157 Adam, Histoire de la litteraturefranr;aise, IT, p. 47. 
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Je serois encore dans l'impuissance de reconnestre les obligations que je vous 
ay, si les plus grands Genies de ce Royaume ne m'avoient fourny de quoy 
vous satisfaire. Je vous offre ce qu'ils m'ont donne, m'assurant que vous 
n'aurez pas desagreable que je m'acquite du bien d'autruy, et que les plus 
agreables Rimes de ce temps vous persuadent que je ne seray jamais ingrate a 
toutes vos bontez.158 

The poems included in the 'Recueil Sercy' were well received by contemporaries. 159 

The public reception of the Premiere Partie surpassed Sercy's expectations, 'et il dut, 

quatre mois apres, les reimprimer avec des augmentations importantes, en ajoutant la 

mention de Premiere partie (seconde edition); en meme temps il publia une lie partie 

(12 Aoilt 1653).' 160 Subsequent editions of both the first and second parts appeared 

the following year, and the third, fourth and fifth parts were published in 1656, 1658 

and 1660 respectively. 161 All five volumes were reprinted by Laurens Maury in 1660-

61, and Lachevre notes at least two subsequent reprints between 1662 and 1666 (II, p. 

52). 

Delphine Denis has observed that Sercy drew more attention to the galant 

poetry included in his anthology with each successive part. While the 'A vis au 

Lecteur' in the Premiere Partie highlighted the diversity of the poems included, 

noting that serious and galant poems were often printed consecutively, that of the 

Cinquieme Partie drew attention to the 'quantite de Pieces assez galantes et achevees' 

(pp. 12-13). The 'Libraire Au Lecteur' in the Seconde Partie presents the volume as 

homage to galant poetry as the mark of taste and delicacy: 

11 n'y rien qui n'ait sa grace particuliere; et c'est tout ce qui s'est fait de plus 
spirituel et de plus galant depuis que la Poesie est venue a ce poinct de 
delicatesse ou elle est maintenant. 162 

Whereas the Recueil des plus beaux vers was effectively divided into mini 

recueils which included a substantial number of poems by individual authors, the 

'Recueil Sercy' does not, on the whole, group poems of individual authors together, 

158 Quoted in Lachevre, 11, p. 54. 
159 Lachevre notes that Sorel was so impressed with Sercy's anthology of poetry that he commissioned 
him to produce an anthology of prose, under the title Recueil de pieces en prose les plus agreables de 
cetempS. ll;cp:52. . 
160 Lachevre, 11, p. 52. 
161 Lachevre, 11, p. 52. 
162 Quoted in Lachevre, 11, p. 62. 
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and includes many poems printed without attribution or signed only with an initial. 

Intermingling works by various authors was the more usual pattern in the recueils 

collectifs. 163 Veronique Adam has observed that the recueils therefore 'brisent l'unite 

d'une oeuvre individuelle, et gomment l'individualite de chaque artiste.' 164 Delphine 

Denis has drawn attention to the significant number of poems which appeared in the 

recueils collectifs throughout the century without attribution, remarking that 'La 

tendance s'affirme plus nettement encore dans la seconde moitie du siecle', and 'ce 

constat est particulierement pertinent pour les recueils galants' (p. 131 ). Denis 

suggests that this phenomenon, 'qui rompt tres largement avec la pratique du poete 

triomphant au XVIe siecle, faisant sonner haut et fort son nom, sa langue et son 

"genie" ', can be explained by the desire of authors from the upper echelons not be 

seen as professional writers (pp. 131-32). 

Three of the epigrammes taken by Cotton from the Seconde Partie of the 

'Recueil Sercy' are unattributed in the French anthology, and are given incorrect or 

unproven attributions in Cotton's Poems on Several Occasions. This again raises 

interesting questions about the effects of French publication trends on what was used 

as source material, and how it was dealt with, in England, and about the impression of 

French poetry and poets given due to misattributions. The epigramme 'Cy-dessous 

gist un grand Seigneur', 165 unattributed in the French anthology, is attributed in 

Cotton's Poems on Several Occasions to Benserade (p. 636), of whom Charles 

Sembower remarked that the poem is not characteristic. 166 While the epigramme is not 

of the galant type of verse with which Benserade is most frequently associated, the 

1698 edition of his CEuvres includes a large number of comic epitaphs in the vein of 

'Cy dessous' .167 Indeed, there is a whole section entitled 'Le Cy Gist, ou Divers 

Epitaphs'. It is possible that Cotton had come across some of these in manuscript 

form while in France; that would provide a possible explanation as to why he 

163 Laure Himy-Pieri remarks of Du Bray's first poetic anthology, the Nouveau Recueil des plus beaux 
vers de ce temps (1609): '11 a la particularite de regrouper les textes par nom d'auteur (alors que 
l'eparpillement etait alors la regie), et de classer les auteurs selon un ordre de notoriete'. 'Figure de 
Malherbe dans Les De/ices de la Poesie Fran{:aise de Toussaint du Bray (1620)', in Pour des 
Malherbe. Actes publies sous la direction de Laure Himy-Pieri et Chantal Liaroutzos (Caen: Presses 
Universitaires de Caen, 2008), pp. 125-37. 
164 Veronique Adam, Imagesfanees, p. 8. 
165 Seconde Partie of the Recueil Sercy, p. 208. The epigramme and Cotton's translation are given in 

B, p. 244. 
16 Sembower, p. 84. 
167 Isaac de Benserade, Les CEuvres de Monsieur de Bensserade. Premiere Partie. Chez Charles de 
Sercy, au Palais, au sixieme Pilier de Grand'Sale, vis-a-vis la Montree de la Cour des Aydes a la bonne 
Foy couronnee. 1698. 
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attributed this epigramme to Benserade. In doing so, either Cotton or his editor could . 

also have been adding importance to the translation by claiming the original was 

written by a well-known French salon poet. However, while the poem does not appear 

in either the 1698 or 1875 editions of Benserade's work, it is included in Lettres et 

Poesies de Madame la Comtesse de Bregy. 168 

Charlotte Saumaise de Chezan, comtesse de Bregy, was lady-in-waiting to 

Anne of Austria. A favourite of both the queen and Mazarin, she was a frequent 

participant in court entertainments and composed 'Questions d' Amour'. She also 

frequently attended Mile de Montpesier's salon. Bregy excelled in exchanging galant 

letters with leading court and society figures. Her published output consists of two 

light prose works, La sphere de la lune (1652) and La rejlexion de la lune sur les 

hommes (1654), as well as the Lettres et Poesies. 169 This volume contains forty-four 

letters and only nine poems, excluding a pastoral dialogue and several 'Questions 

d' Amour'. The poems consist mainly of the predictable amorous lyrics which would 

have pleased both court and salon audiences. In one stances and one sonnet, the male 

speaker pours out his sufferings at the cruelty of his mistress. There is, however, a 

gently erotic stances, in which a shepherd invites his friend to go with him to observe 

a nymph. The only epigramme apart from that translated by Cotton is on the 'Querelle 

de Job et d'Uranie'. 'Cy gist un grand Seigneur' seems decidedly out of place among 

the conventional love lyrics and occasional verses. Indeed, it is probably easier to 

believe that the poem was written by Benserade. Whichever of the two poets wrote it, 

however, it is true that the poem is not representative of the galant and conventional 

lyrics with which they are most frequently associated, and that Cotton's use of a 

recueil collectif as opposed to an edition of collected works contributed to the 

selection of a poem which is not consistent with the literary image and reputation of 

either poet. 

This kind of gently satiric epigramme mocking an individual does, however, 

appear very frequently in the Seconde Partie of the Recueil Sercy. The individuals 

mocked are invariably men; this recueil contains no misogynistic epigrammes. Cotton 

translated two other epigrammes mocking individuals, 'Apres tant d 'ouvrages divers' 

168 Les Lettres et Poesies de Madame La Comtesse de Bregy. A Leyde, Chez Antoine du Val, pres de 
l' Academie. 1666. See Lachevre, II, p. 536. 
169 http://www.siefar.org/DictionnaireSIEFAR/SFBregy.html 
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and 'Martin ce fameux effronte' .170 The first of these is one of eleven poems 

attributed to Charles Cotin printed consecutively in the seconde partie of the Recueil 

Sercy. Grouping together several poems by the same author is, as has been mentioned, 

contrary to the trend of the recueil as a whole. The first collection of Cotin's secular 

poems, entitled (Euvres mes/ees de Mr. Cotin, de L 'Academie Francoise. Contenant 

Enigmes, Odes, Sonnets et Epigrammes, was published in 1659, with a second edition 

in 1666. Both Cotin's CEuvres galantes en prose et en vers and Suite des ceuvres 

galantes de M. Cotin appeared in 1663, and his (Euvres galantes de M. Cotin, tant en 

vers qu 'en prose in 1665. 'Apres tant d'ouvrages divers' was included in the CEuvres 

Mes/ees but not in the 1665 (Euvres galantes. 'Martin ce fameux effronte' is 

unattributed in the Recueil Sercy, and despite his painstaking attempts to reattribute 

unsigned poems in the recueils, Lachevre does not suggest any possible authors for 

this epigramme. It is, however, attributed to Comeille in Cotton's Poems on Several 

Occasions. While it is impossible to state with certainty that Comeille did not write 

the epigramme, it seems far more likely that Cotton or the editor of his poems wanted 

to increase the value of the translation by attributing the original to one of the most 

prestigious French authors. Cotton's use of the 'Recueil Sercy' as a source for his 

translations resulted in such an eminent author as Comeille being 'represented' in 

translation by a poem he is unlikely to have written. The Marty-Laveaux edition of 

Comeille's CEuvres does not contain any epigrammes in the vein of 'Martin', which 

mock and satirise individuals. There are, however, a few translations of Latin 

epigrams by John Owen containing mild sexual jokes. 171 An epigramme attributed to 

Comeille in a similar vein appeared in the Cinquieme Partie of the 'Recueil des plus 

beaux vers'. 172 

The galant epigramme 'Je mourray de trop de desir', again unattributed in the 

Seconde Partie of the 'Recueil Sercy' (p. 207), is attributed to Cotin in Cotton's 

Poems on Several Occasions (pp. 167-68).173 There is some confusion as to who 

actually wrote this poem. It does not appear in Cotin's (Euvres, but does appear in 

both the 1698 and 1875 editions ofBenserade's poetry. Lachevre attributes the poem 

to C. Cerisy. 

170 These poems are printed on pages 256 and 60 respectively of the Seconde Partie of the Recueil 
Sercy. Cotton's translations are on pages 634-35 of Poems on Several Occasions. All are given in 
Appendix B, p. 244. 
17 Pierre Corneille, CEuvres, ed. by Ch. Marty-Laveaux, 20 vols (Paris: Hachette, 1862), X, pp. 46-49. 
172 CEuvres, X, p. 173. 
173 The original poem and translation are given in Appendix B, p. 244. 
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Cotton was not the only English poet to use the 'Recueil Sercy' as a source for 

poems to translate. In a letter to Charles Cotterell, Katherine Philips refers to a 

translation he had sent her, now lost, of an e/egie by the Comtesse de la Suze.174 As 

the letter is dated 18 March 1661-62, Cotterell could not have taken this e/egie from 

the Recueil de pieces galantes en prose et en vers de Mme la Comtesse de la Suze et 

de M Pelisson (1664), in which the Comtesse's poems were first collected. Four of 

her elegies had been published in the 'Recueil Sercy'. Cotterell served the dukes of 

Gloucester and York at Dunkirk in 1658; 175 he could have come across the e/egie 

during this time, and may have brought a copy of the recueil back with him to 

England. 

As well as using two ofthe best-known general recueils,176 Cotton is also very 

likely to have used one of the obscene anthologies as his source for Desportes's 'A 

Phyllis', which he translated as 'Epigramme de Monsieur Desportes' (Poems on 

Several Occasions, pp. 165-66), in which a would-be lover I client asks a lady for 

favours in return for money, and is ovetjoyed when she eventually offers herself to 

him gratis. Desportes's Premieres CEuvres were first published in 1573, with twenty­

five subsequent editions between 1575 and 1607. 177 The poet's CEuvres, first 

published in 1584, were reprinted nine times between 1591 and 1615, after which date 

there were no editions of Desportes's secular verse until 1779, although his religious 

verses continued to be published until 1629. According to Lachevre, six of 

Desportes's poems were published in the recueils collectifs between 1597 and 

1635,178 although he does not include the four which appeared in the De/ices (1618). 

174 The Collected Works of Katherine Philips, The Matchless Orinda, volume 2 The Letters, ed. by 
Patrick Thomas (Stump Cross: Stump Cross Books, 1990), p. 21. 
175 Roderick Clayton, 'Cotterell, Sir Charles ( 1615-1701 )', in Oxford Dictionary of National Biography 
<http://www.oxforddnd.com/view/artile/6397> [accessed 4 March 2008]. The pastoral e/egie, of which 
a section was imitated by Sir Charles Scroope and included as a song in Etherege's The Man of Mode 
(first performed in 1676), was taken from Poesies de Madame la Comtesse de la Suze ( 1666). 
176 Cotton also used an earlier general poetic anthology; as mentioned in chapter 3, the 'chanson' he 
translated from Bertaut appeared in the Nouveau Recueil des plus beaux vers (1609). The poem does 
not appear in either of the seventeenth-century editions of Bertaut's works: Les CEuvres Poetiques de 
Mr. Bertaut, Evesque de Sees Abbe d'Aunay, premier Aumonier De la Royne. Derniere Edition. 
Augmentliie de plus de moitie outre les precedents Impressions. A Paris. Chez Toussainct du Bray, rue 
Sainct Jacques aux Espies moeurs. Et en sa Boutique au Palais en la gallerie des prisonniers. 1620, 
Recueil des ffiuvres Poetiques de I. Bertaut, Abbe d' Aunay, et premier Aumonier de la Royne. Seconde 
Edition. Augmentee de plus de la moitie outre la precedente Impression. A Paris, Chez Abel I' Angelin, 
au premier pillier de la grand' Salle du Palais. 1605. 
177 All bibliographical information on Desportes is taken from the bibliography of the poet's printed 
and manuscript works in Jacques Lavaud, Un poete de cour au temps des derniers Valois: Phillipe 
Desportes (1 546-1606) (Paris: Droz, 1936). 
178 Lachevre, I, pp. 162-63. 
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'A Phyllis', written just before Desportes' s death, was not published in his collected 

works. 179 The poem did, however, appear in six recueils collectifs: Le Parnasse 

(1607), Les Satyres Regnier (1614), Les Satyres Bastardes et Autres (Euvres 

Folastres du Cadet Angoulevent (1615), Le Recueil des plus excel/ens Vers Satyrique 

de ce temps (1617), the De/ices (1618) and the Cabinet Satyrique (1618), suggesting 

that·the poem was extremely popular among editors and readers. Cotton must have 

taken his text of the poem from either the Cabinet Satyrique or the De/ices, the only 

two recueils in which the poem is attributed to Desportes, as his translation is entitled 

'Epigramme de Desportes' in his Poems on Several Occasions (1689). Cotton is 

perhaps more likely to have used the Cabinet Satyrique, as later editions were 

published in 1619, 1620, 1623 and 1632, and the 1619 edition was reprinted in 

1666.18° Cotton may have come across one of the earlier editions while in France, or 

equally may have bought or been given the later edition after his return. Another 

English translation of this poem were made by John Suckling, entitled 'Profer'd Love 

rejected' .181 Fletcher Orpin Henderson, in his article on the sources of Suckling's two 

lyric translations from French, has pointed out that Suckling was very likely to have 

come into contact with French literature while in France in 1629-1630/82 and it is 

highly probable that he came across Desportes's poem during this time. Suckling may 

have either brought back to England the recueil from which he took 'A Phyllis' or 

copied the poem into a commonplace book. Henderson suggests, reasonably, that as 

both this poem and 'Desdain', Suckling's other lyric translation from French, 

appeared in the Satyres Regnier and the Recueil des Vers Satyriques, he is likely to 

have taken both poems from either one of these recueils. 183 

As with Cotton's translations from Maynard, the use of a recueil results in 

rather a different impression of Desportes's oeuvre than that which would have been 

gained if Cotton and Suckling had used an edition of Desportes's collected works. If 

179 Prescott, p. 159. 
180 Lachevre, Les Recueils collectifs de poesies Libres et satyriques pub/ies de 1600 a 1626 (Geneva: 
Slatkine Reprints, 1968), pp. 39-54. 
181 John Suckling, Sir John Suckling: The Non-Dramatic Works, ed. by Thomas Clayton (Oxford: OUP, 
1971), pp. 54-55. All subsequent references to this edition will be given in parentheses in the text. 
Desportes' original poem can be found on pp. 209-210 of this edition. 
182 Henderson, p. 281. 
183 Ht:nderson, p. 287. Henderson points out that 'Desdain' was first published in Les Muses 
Gailiardes (i609),that it was attributed to Motin in the Recueil des plus excel/ens Vers de ce Temps, 
and that no edition of Motin's works was published during the seventeenth century (p. 284). In 
'Desdain', a female speaker refuses her suitor's advances, telling him that she now prefers another. The 
original is found in Suckling's Non-Dramatic Works, pp. 208-09, and the translation on pages 53-54. 
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'A Phyllis' had been included among Desportes's CEuvres, the impression thus given 

of a writer of delicate, conventional love lyrics would have been edged with a sullying 

shadow. As will be explained further in the following chapter, the original was 

uncharacteristic of Desportes's poetry in its taste and subject matter, and the fact that 

the poem was not published in a recueil until after Desportes's death suggests he did 

not intend it for publication or public consumption. 

The recueils were also a likely source for other unsavoury French poems, 

notably the 'Imperfect Enjoyment Poems', in which male sexual appetite succumbs to 

failure at the crucial moment. Richard E. Quaintance, who has provided a detailed 

examination of the seventeenth-century English translations of French 'Imperfect 

Enjoyment' poems, 184 notes that Charles Beys's 'Apres mille amoureux discours', 185 

translated by Etherege, appeared in three or four recueils collectifs after its publication 

in Beys's CEuvres Poetiques in 1651,186 which suggests that the poem was popular 

with French readers and editors. As already mentioned, references to where Etherege 

obtained his French books is scant, and it is impossible to state whether he took the 

poem from Beys' collected works or from an anthology. It is possible that this kind of 

poem was copied down and passed around among libertine Restoration court circles. 

This may also be true of another 'imperfect enjoyment' poem, Benech de Cantenac's 

'Un jour, le malheureux Lisandre', 187 translated by Aphra Behn and by an anonymous 

translator. I have found no reference to where or how Aphra Behn obtained any of the 

poetic texts which she translated from French. She was in France early in 1683/88 but 

her translation of Cantenac's poem is likely to have been made around 1680.189 

184 Richard E. Quaintance, 'French Sources of the Restoration "Imperfect Enjoyment" Poem', PQ, 42 
(1963), 190-99 
185 This poem is quoted in full from Beys' Oeuvres Poetiques (1651) in Quaintance, pp. 192-93. 
186 Quaintance, p. 194. The recueils in which the poem appeared are Recueil de diverses poesies 
choisies des sieurs: La Menardiere, Rotrou, Benserade, Scarron, Chevrea, Rampalle, etc. (1660), 
Maximes et Loix d 'Amour, Lettres, Billets doux et galans, Poesies (1667), Elite des Poesies heroiques 
et gaillardes de ce temps augmentees de plusieurs manuscripts non encore veus. (1670). It may also 
have appeared in Poesies gaillardes et heroiques de ce temps, augmentees du Poeme de Zaga Christ, 
ou la mort du Roy d'Ethiopie, et de plusieurs pieces nouvelles (1670). 
187 The poem was printed separately, without date or place of publication, and also appeared in several 
anthologies, including Recueil de divers poesies choisies non encore imprimees (1661), L 'Elite des 
Poesies heroiques et gail/ardes (1670), and Maximes et Loix d 'Amour. Quaintance, p. 196 and Frederic 
Lachevre, Bibliographie des recueils de poesies publies de 1597 a 1700 (Paris: Leclerc, 
1904), pp. 31-35,85, 89, 91, 93. 
188 Janet Todd, 'Behn, Aphra (1640?-1689)', in Oxford Dictionary of National Biography 
<http://www.oxforddnd.com/view/article/1961> [accessed 10 December 2008]] 
189 Line Cotteganies, 'Aphra Behn's French Translations', in The Cambridge Companion to Aphra 
Behn, ed. by Derek Hughes and Janet Todd (Cambridge: CUP, 2004), pp. 221-35 (p. 221). 
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A study of the transmission and obtainment of the French poetic texts which 

English translators used for their translations re-emphasises that the practice of 

translating from contemporary French poetry in Caroline England took place in the 

context of wider literary and cultural exchange. English poets who had been to France 

brought copies of the collected works of major French lyrists back to England, 

probably as part of an overall interest in the literary culture of France, and then 

proceeded to translate those poems which particularly appealed to their tastes. In some 

cases, direct contact with French poetry while in France prompted English poets to 

acquire further French poetic texts on their return to England, thus pursuing their 

interest in, and knowledge of, contemporary French poetry. 

Some of the poems chosen for translation were widely available, appearing in 

numerous editions of their author's collected works as well as being published 

separately and included in the recueils collectifs. Other French poems translated into 

English were only published during the seventeenth century in the poetic anthologies. 

The recueils collectifs made available for English readers a significant number of 

poems which did not appear among their author's seventeenth-century collected 

works. The recueils often brought into the public domain poems which, while popular 

in private circles, did not form part of their author's desired public image and 

reputation. Editors often gathered poems for inclusion in their anthologies without the 

author's knowledge or permission. 190 Many of the poems translated appeared in 

several French anthologies, suggesting that they may well have been popular in 

private court and salon circles, but were not included among the collected works of 

their authors. Often, the use of the recueils collectifs as sources for texts to translate 

resulted in the selection of poems which their French authors would not necessarily 

have wanted to be identified with, and the creation of a different impression of their 

oeuvre, tastes and character than that created in their collected works, of which they 

often organised the publication. In taking their source poems from the recueils 

collectifs rather than the collected works of French poets, English translators reveal 

themselves to be more inclined towards types of poetry than towards individual 

authors. The large proportion of translations of bawdy and erotic verse can be 

accounted for by the tendency of poets like Suckling and Cotton to browse in the 

190 Viala, Naissance de l'ecrivain, p. 125. Viala also notes that 'Les auteurs des textes publies dans ces 
volumes ne pouvaient done faire valoir leur droit de propriete sur leurs ecrits et en toucher des 
revenus'. 
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obscene anthologies, and also, to a lesser extent, in the more general anthologies such 

as the Recueil des plus beaux vers. Maynard's CEuvres would have been available to 

Charles Cotton by the time he was translating from the Recueil des plus beaux vers in 

or after 1668 when it was given to him by Walton. However, instead of using 

Maynard's collected works, Cotton took from an anthology six epigrammes which 

Maynard had probably wanted to consign to oblivion. The recueils collectifs provided 

a doorway for English poets into the private poetic activities of groups and 

individuals, and made available for English readers French poems which their authors 

did not consider fit for public perusal even in their native country. 
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Chapter 3 

Translations of Erotic and Bawdy Poetry 

3.1 Seventeenth-Century Attitudes Towards Sexual Literature in France and England 

3 .1.1 Refining Tendencies in Seventeenth-Century French Literary Culture 

Translations of poems which may be categorised as erotic or bawdy make up a 

considerable number of English translations of French poetry during the Caroline 

period. These terms are difficult to define, and the uses and parameters of each of 

them is both varied and highly subjective, often incorporating or implying a value 

judgement on the part of the literary critic. There have been attempts in recent years to 

define such terms as 'erotic', 'obscene' and 'pornographic' in relation to French 

seventeenth-century literature. Roger G. Bougard, in Erotisme et amour physique 

dans la literature fram;aise du XVII siecle, noting that 'De nos jours, l'erotisme est 

generalement accepte comme la description et I' exaltation de I' amour physique', 

defines the literary expression of eroticism as 'avant tout celui des accouplements et 

de la jouissance. D'une part, la description des corps, des organes sexuels ou de 

l'accouplement, et d'autre part I' evocation du desir, du plaisir et de la volupte sont les 

elements que 1 'on retrouve dans les reuvres erotiques.' 191 Bougard includes in his 

corpus of 'reuvres erotiques' works which, while consistent with his definition of 

'erotique', are categorised by more recent critics as obscene or pornographic, 

including the Parnasse Satyrique and L 'Ecole des filles. More recently Michel 

Jeanneret has described erotisme as an expression of energy, desire and appetite 

which is by nature liberated and uncontrolled. The literary and artistic expression of 

erotisme gives this uncontrolled passion, which would otherwise 'ne genere que la 

violence et conduit a la mort', 192 a form and intellectualisation which contains the 

very animalistic desire it expresses: 'Ainsi fonctionne l'erotisme: il exprime d'autant 

mieux l'intensite du desir qu'illui impose une bride -la prise en charge par la forme 

belle.' 193 J eanneret notes the difficulties involved in drawing bounderies between such 

terms as erotique, obscene and pornographique: 'Le normes qui definissent I' erotisme, 

191 Roger. G. Bougard, Erotisme et amour physique dans la litteraturefran{:aise du XVII siecle (Paris: 
Gaston Lachurie, 1986), p. 8. 
192 Michel Jeanneret, Eros rebelle: litterature et dissidence a l'dge classique (Paris: Editions Du Seuil, 
2003), p. 12. 
193 Jeanneret, p. 13. 
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et a plus forte raison les distinctions entre divers degrees de provocation - 1 'obscene, 

le pomographique- sont instables et appellant a chaque fois une enquete particuliere' 

(p. 14). Jeanneret defines 'pomographie' as 'la representation du corps humain qui 

focalise le regard sur les organes sexuels', and 'un ensemble de performances qui se 

deroulent au-dessous de la ceinture: le sexe a l'etat pur et sans etat d'fune, la 

jouissance programmee, qui laisse peu de place aux complications de l'imaginaire' (p. 

28). Jeanneret considers that some of the poems included in the recueils satyriques fit 

this category, as they 'reduisent la personne a son corps, et le corps a ses parties 

intimes, selon une physiologie jalousement detaillee, celebree et nommee avec une 

infinie complaisance (pp. 28-29). Jeanneret defines 'obscene' as 'ce qui avilit la chair 

et exhibe, en elle, ce qui est comme sale, degradant, immonde. Si 1 'obscene est 

le versant morbide et honteux du sexe, s'il associe l'amour a l'abject, alors les 

Recueils collectifs ne relevent pas seulement du pomongraphique, comme on 1' a dit, 

mais aussi de cette categorie-la' (pp. 38-39). 

No seventeenth-century French poems translated in Caroline England can be 

categorised as pornographic or obscene according to Jeanneret's definitions. There are 

no translations of poems which describe the sexual organs in detail. Neither are there 

any translations of poems which describe the sexual organs in a way which is 

grotesque or humiliating. For the purposes of this chapter, then, the term 'erotic' will 

be used in a way consistent with part, but not all, of Bougard's definition above: 

'erotic' will refer to poems which portray sexual desire or enjoyment, but not to 

instances of precise focus on the sexual organs. Roger Thompson's definition of 

erotic is also a helpful one in relation to the different ways in which sex-related 

themes are dealt with in the French poems and translations to be discussed. Thompson 

defines 'erotic' as 'intended to place sex within the context of love, mutuality and 

affection' .194 'Erotic' will be used to refer to poems and translations where the aim 

and effect appears to be the presentation and enjoyment of sexuality within the 

context of love and affection. In some poems and translations the focus is entirely on 

male sexual pleasure, and the female appears to be merely a passive participant, but 

there is still evidence of a context of amorous affection, so the term 'erotic' will still 

be applied to such texts. The term 'bawdy' will be used where a poem or translation 

194 Roger Thompson, Unfit for Modest Ears: A Study of Pornographic, Obscene and Bawdy Works 
Written or Published in England in the Second Half of the Seventeenth Century (London: Macmillan, 
1979), p. x. Thompson himself acknowledges the difficulties of defining these terms (p. x). 
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constitutes a joke on a sex-related theme, usually at the expense of a female object, 

but again does not include detailed or shocking presentation of the sexual organs. 

Thompson defines bawdy as 'intended to provoke amusement about sex; most dirty 

jokes, for instance, belong to this category' (p. x). 

It is well known that in seventeenth-century France, both social convention and 

classical criticism increasingly demanded and promoted delicacy and refinement in 

taste, and the prohibition of obscene and suggestive vocabulary and direct references 

to the physical expression of love. Caution is clearly required when attempting to 

classify the precise nature, timing and extent of the process of refinement in evidence 

in tastes, language and literature in seventeenth-century France. Caution is also 

needed when trying to establish whether literature influenced, or was influenced by, 

the overall refining tendencies in taste: 'il est impossible de decider si les salons, les 

livres, ont amende les gouts, ou si les gouts, deja epures par une evolution naturelle, 

ont determine,'peut-etre inconsciemment, les livres et les salons.' 195 

French literature, including poetry, was still marked by 'La grossierete du fond 

et de la forme' in the first three decades of the seventeenth century. 196 The works of 

Saint-Amant and Theophile contain openly erotic scenes. While erotic, obscene, and 

bawdy poetry is usually associated with; and was most abundantly available in, the 

recueils satyriques, it was by no means restricted to these. The general poetic 

anthologies printed in the first three decades of the seventeenth century intersperse 

refined poetry with bawdy epigrammes. Maynard's epigrammes frequently cross the 

bounds of decency in both language and subject matter. From the fourth decade of the 

seventeenth century, however, there was an increasing stream of reaction against 

indecent language and subject matter. This stream of reaction began to bear fruit from 

the fifth decade of the seventeenth century onwards. French theatre was increasingly 

purged of its earlier indecencies as it came to be frequented by 'la belle societe' .197 

Poetry was similarly purged of the indelicate references and vocabulary which had 

been prevalent earlier in the century. These included suggestive words and 

expressions as well as open obscenities: 'On se montrait implacable pour tous les 

mots, qui bien que n'ayant rien d'indecent, representaient a l'esprit des objets 

195 Magendie, La politesse mondaine, I, p. 412. 
196 Magendie, I, pp. 106-107. 
197 Magendie, 11, pp. 876-77. 
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deplaisants.' 198 While, by the 1660s, the fruit of the refinement process was evident in 

all areas of French literature, there were still exceptions and instances of rebellion, La 

Fontaines's Contes being among the best known. The Nouveaux Contes (1674) were 

banned from sale, and copies confiscated. 199 

The most significant factor influencing the refinement of tastes, language and 

literature in seventeenth-century France is seen to be the development of mondain 

culture: 

C'est hors de la Cour que fleurit la vie de societe veritable, celle qui developpe par 
1 'intimite constante et de bon ton entre les hommes et les dames, la galanterie de 
}'esprit et des manieres, fait une place a !'intelligence par la conversation, habitue a 
faire cas du jugements des autres, a craindre la reprobation meme silencieuse, a 
rechercher l'estime et !'admiration discretes, impose la reserve, la decence, la 
surveillance des propos et des attitudes, celle en un mot, qui polit vraiment les 
individus, et, par une action douce, lente et continue, arrete, attenue, si elle ne les 
supprime pas tout a fait, les grossieretes, les violences d'une nature fruste?00 

The culture of refinement and decency within the salons is attributed to the presence 

and influence ofwomen.201 

3 .1.2. The Coarsening of Literature in Seventeenth-Century England 

While French literature throughout the whole of the seventeenth century, and more 

markedly from the 1640s, was becoming more refined and was rejecting all vaguely 

suggestive subject matter and vocabulary, the opposite cultural and literary tendencies 

were in evidence in England: 'Studies of different branches of English literature 

confirm a marked coarsening of erotic sensibilities in the second half of the century. 

An examination of prostitutes and women criminals in literature finds the firm moral 

frame work of the early years unhinged by Restoration obsessions with the indecent 

198 Magendie, 11, p. 878. 
199 See Contes et nouvel/es en vers, ed. by Nicole Ferrier and Jean-Pierre Collinet (Paris: Gamier­
Flammarion, 1980), pp. 19-20. 
200 Magendie, I, p. 120. 
201 As Ferdinand Brunot expresses it, 'la cause veritable de la disparition des mots crus, c'est la reprise 
de la vie de societe, et 1 'obligation de menager les oreilles des femmes qui se trouvaient dans les 
salons'. Ferdinand Brunot, Histoire de la langue fram;aise des origines a nos }ours, 13 vols (Paris: 
Colin, 1922; repr. 1966), Ill, pp. 152-53. 'Une chose est sil.re, c'est aux femmes qu'on doit tous les 
progres qui cint ete realises' (Miigendie, 11, p. 838). 'Figure inversee du combatant courageuX. mais sans 
gene, la salonniere transpose dans l'espace mondain les qualites de loyaute et de fermete d'iime du 
premier; soucieuse elle aussi d'etre honoree, elle impose une esthetique a la hauteur de sa vertu' 
(Abramovici, p. 18). 
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and the scabrous, with brutality and obscenity. ' 202 The coarsening of literature in 

Restoration England is usually attributed to the 'reaction against the sexual 

repressions of the Interregnum', and the fact that 'the general moral tone of Charles 

II's court was fundamentally different to that of the Cromwellian regime'.203 Bawdy, 

erotic and sexually-subversive literature from the Interregnum onwards is associated 

with Royalist protest and statement of anti-Puritan sympathies.204 As observed in 

chapter 1 almost all seventeenth-century English translators of contemporary French 

verse were Royalist sympathisers. Much of the translators' original poetry includes 

open references to sex, probably motivated by a mixture of Royalist statement, 

personal taste, and compliance with the tastes and expectations of English readers. 

Again, as noted in chapter 1, the translators were largely writing in groups where the 

reading and production of sexual literature formed part of a shared allegiance to the 

Royalist cause. Whereas some of the poems translated, as will be seen, were written 

for groups, in which women played an important role, within the refining and 

restrained French salon environment, some of the translations were produced for 

groups of men where there was a strong taste for the openly sexual and unrestrained. 

Most of the translations of French erotic or sexually transgressive lyrics were 

made after 1650; the only translations I am aware of prior to 1650 of a French erotic 

or obscene poem, or a poem discussing sexual relations or transactions, is John 

Suckling's adaptation of Philippe Desportes's 'A Phyllis', and Thomas Stanley's 

adaptation ofSaint-Amant's 'La Jouyssance'. 

202 Thompson, p. 11. 
203 Thompson, p. 11. 
204 In his study of printed miscellanies in seventeenth-century England, Adam Smyth has observed 
that miscellanies were set in a 'generally Royalist' frame, and regards the types of verses included in 
them, particularly amorous lyrics, drinking songs and bawdy verse, as an expression of Royalist and 
anti-Puritan sympathies. In relation to bawdry he observes that: 'Printed miscellanies' preoccupation 
with the frank discussions of sex and lust, then, was part of a more general celebration of misrule. The 
bawdy was one of the more extreme means of signaling pro-Crown, anti-Puritan sympathies' (Smyth, 
p. 129). Several translations of French erotic and salacious poetry were published in the miscellanies. 
The unattributed translations of Saint-Amant's 'La Jouyssance' and Voiture's 'Stances sur une Dame' 
were included in A New Collection of Poems and Songs (1674). This miscellany also included a poem 
entitled 'The Imperfect Enjoyment'. Most of the English versions of French 'Imperfect Enjoyment' 
poems appeared in printed miscellanies. Etherege' s 'After a pretty amorous discourse', a free 
translation of-Beys' 'Apres milk amoureux discours', appeared under the title of 'The Imperfect 
Enjoyment' in A Collection of Poems (1672). The anonymous version of Cantenac's 'Un jour, le 
malheureux Lysandre' was included in Wit and Drollery (1682). 
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3.1.2 English Perspectives on French Attitudes to Eroticism 

English translators are indeed likely to have translated a high proportion of erotic and 

bawdy poetry primarily because of their own inclinations and the cultural climate in 

which they were writing. However, a further, more subtle question needs to be 

addressed; why should English translators choose to look to French poetry as a source 

for this kind of material at a time when French literature as a whole was being refined 

and reacting against such tendencies? Several remarks can be made in response to this 

question. Firstly, as seen in the chapter 1, a poet such as Theophile seems to have 

been associated in the minds of English readers with the obscene anthologies, 

particularly the Parnasse Satyrique. Secondly, the French were traditionally 

associated in English minds with lasciviousness, an association which had become a 

'growing tendency' during the sixteenth century.205 Thirdly, the tendency of English 

readers and translators towards erotic and bawdy French poetry was consistent with 

their tastes in French literature from other genres. In the 1650s France took over from 

Italy as the major European influence on English sexual literature.Z06 The 

pornographic novels printed in France during the second half of the seventeenth 

century were, like poetry on sex-related themes, part of a literary sub-culture of 

perversion and subversion. There appears to have been a large demand in Restoration 

England for obscene novels from France. Indeed, 'There is evidence that every time a 

pornographic book appeared on the continent, it was known in England within the 

year, and in many cases appeared in translation right away. ' 207 The French obscene 

novel L 'Escole des filles, 208 was translated into English under the title of The School 

of Venus or the ladies delight reduced into rules of practice. The publishers Streater 

and Crayle were prosecuted for the printing and publishing of this work in 1688?09 In 

France, the book had been immediately banned. Printed copies of L 'Escole des Filles 

205 Gibson, The Best ofEnemies, p. 44. 
206 Thompson, pp. 4-5. 
207 David Foxon, Libertine Literature in England 1660-1745 (New York: University Books, 1965), p. 
X. 
208 L 'Escole des jilles, ou la philosophie des dames. Divise en deux dialogues, Agere & Pati. Corrige et 
augmente, d'un combat du ... & du ... d'un Dialogue entre le ... & Perrette; & une instruction des 
Curiositez, dont la methode de trouver, est marquee par leur nombre suivant les tables (lmprime a 
Fribourg, Chez Roger Bon Temps. L'an 1668) 
209 Foxon, p. 34. Joan Dejean claims that this translation 'played a key role in the early modem history 
of obscenity law and in the definitive secularisation of censorship in England' (p. 82); this helps to 
emphasise the overall significance of translation from French on English literary culture in the 
seventeenth century. 
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were burned and its alleged author, Michel Millot, was burned in effigy. The book 

had been published without a privilege and feigned to have been printed in Holland.Z10 

The availability and translation in England of obscene French novels could have given 

the English the impression that French literature as a whole in this period was 

characterised by eroticism and obscenity, and this in turn could have led translators of 

poetry to go to those minor and later rejected elements which conformed to English 

perceptions of French literature as a whole. It is interesting to note that, in the first 

half of the eighteenth century, England was criticised in France as a source of 

corrupting, sexually-explicit literature; English theatre was particularly associated in 

French minds with lewdness and obscenity.211 

Critics have tended to resort to cultural stereotyping when attempting to 

explain why individual seventeenth-century English translators of French poetry 

tended to coarsen their originals. William Roberts, for example, attributes Thomas 

Stanley's weakening of some of the more potentially offensive phrases in Saint­

Amant's 'La Desbauche' to British decency.Z12 This rather stereotypical view of 

British sensibilities does not seem to me to be consistent with general attitudes 

towards decency in England in the second half of the seventeenth century, or with the 

usual treatment of obscenity and eroticism by English translators of French verse. 

Charles Sembower gives the opposite cultural explanation for Charles Cotton's more 

explicit eroticism in his translation of Theophile's 'Stances :XXIX',213 claiming that 

Cotton was 'essentially English: more than once in his translations he seems almost 

consciously to assert his pride in his nationality by naming bluntly what he perhaps 

takes to be, let us say, an insincere delicacy in the French. ' 214 These contradictory 

views provide evidence of the value of a comparative approach. Comparing 

translators' handling of source texts gives a broader and more complete view and 

hence a clearer indication of the extent of cultural influence on translation. My own 

view is that differing cultural and literary conventions merged with the personal taste 

of translators and with the inherent linguistic qualities of English and French in 

determining changes made in translations of this type of poetry. To gain a more 

210 Roger G. Bougard, Erotisme et amour physique dans la litterature du XVI/e siecle (Paris: 
Lachurie, 1986), pp. 161-62. 
211 See Abramovici, Obscenite et classicisme, pp. 66-70. 
212 Roberts, 'Saint-Amant- plaque toumante de l'Europe au XVIIe siecle', pp. 71-18. 
213 

Theophile de Viau, CEuvres Completes, ed. by Guido Saba, 3 vols (Paris: Champion, 
1999), I, pp. 194-95. All subsequent references to this edition will be given in parentheses in the text. 

214 Sembower, p. 73. 
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complete and balanced impression, it is important to place individual translations 

within their cultural and historical context, as this chapter aims to do. 

3.2 Seventeenth-Century French Obscene, Bawdy or Erotic Poems Translated 

Twice in Caroline England 

3.2.1 Voiture's 'Stances sur une Dame dont la jupe fut retroussee en versant dans un 

carrosse, a la campagne' 

A strong indicator of the taste in England for French erotic or bawdy poetry is the fact 

that four of the five French poems to be translated twice come under this category. In 

each case, the differences between the original poems and the translations is generally 

consistent with the overall tendency in seventeenth-century England to coarsen 

French verse in translation; and yet comparing different translations of the same poem 

reveals that the extent of the coarsening also depends on the tastes and inclinations of 

individual translators. 

Vincent Voiture's 'Stances sur une Dame dont lajupe fut retroussee en versant 

dans un carrosse, a la campagne' (I, pp. 52-56), one of only a handful of Voiture's 

poems to be translated at all in seventeenth-century England, attracted the attention of 

two English translators. An anonymous English translation of the poem appeared in 

an English miscellany,215 entitled 'Upon the sight of a fair Ladies breech, discovered 

at being turned over in a Coach'. John Oldham produced a better-known adaptation, 

'Upon a Lady, Who by overturning of a Coach, had her Coats behind flung up, and 

what was under shewn to the View ofthe Company'.216 

As Odette de Mourgues has noted, this poem is 'almost alone of its kind in the 

poetry ofVoiture'.217 While two ofVoiture's rondeaux end with a joke which crosses 

the bounds of decency,218 it is rare for Voiture to base an entire poem around bawdy 

humour and open references to female body parts. 

215 A New Collection of Poems and Songs Written by Several Persons, ed. by John Bulteel (London: 
printed by J. C. for William Crook at the Green Dragon without Temple-Bar, 1674), pp. 117-20. The 
text of this translation is given in Appendix B, pp. 231-32. 
216 John Oldham, The Poems of John 0/dham, ed. by Harold F. Brooks and Raman Selden (Oxford: 
Oxford University Press, 1987), pp. 204-07. 
217 De'Mourgues, p. 14. 
218 The opening words of LVIII, 'ou vous sc;avez', are repeated in the final line, 'Mais laissez-moy vous 
toucher seulement I Oil vous sc;avez' (Pm!sies, 11, p. 141). The opening words of LIX, 'Le Solei!', 
allow for the vulgar ending, 'Et n'a pas si bien faites qu'elle I Les Beautes qui ne voyent pas I Le 
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Voiture's poem seems to have been generally admired in France. Costar noted 

in his Suite de la defense des muvres de M de Voiture (Paris: A. Courbe, 1655) that 

'11 n'est guere de dame qui ne recite ou qui ne chante aux occasions, les vers que M. 

de Voiture a fait sur le derriere d'une demoiselle'?19 This comment was part of a 

conflict which arose between Costar and Girac; Girac had criticised Voiture for 

referring to Mlle Aubry's spots, and Costar had undertaken to defend Voiture?20 

It is at first glance surprising that a poem centring on the display of a woman's 

backside was acceptable in mondain circles and deemed worthy of publication. 

Genetiot places 'Stances sur Une Dame ... ' under the category of grivoiserie, which 

he defines as a watered down form of obscenity which remains within the bounds of 

decency: 

La grivoiserie qui se fait jour dans notre corpus n'est done que la version 
epuree de 1 'obscenite et elle met 1' accent non plus sur la satire et la caricature, 
mais sur l'humour malicieux et la franche bonne humeur. D'ailleurs les dames 
en question ne sont pas les prudes et les pudibondes que seront certaines 
precieuses ridicules, et agreent d'autant plus volontiers ces bons mots oses 
qu'ils restent deliberement dans les limites d'une bienseance, plus libres 
certes, mais toujours de bon ton. Ceci permet a Voiture de faire agreer ses 
Stances sur une Dame, dont la juppe Jut retroussee en versant dans un 
carrosse.221 

Voiture's poem achieves humour through 'sous-entendus et jeux de mots, propres a 
piquer l'esprit avec un raccourci inattendu au beau milieu d'un discours courtois'. The 

bawdy humour is 'manie avec subtilite pour rendre acceptable un theme scabreux' ?22 

While Odette de Mourgues is clearly right to question the taste of the subject matter 

and the joke based around the puns on 'derriere' and 'siege' ,223 the overall tone of the 

poem is light-hearted, subtle and playfully rather than maliciously humorous, albeit at 

Soleil.' (11, pp. 142-43). See Roger Lathuillerie, 'Voiture et le "bon usage" a !'Hotel de 
Rambouillet'CAIEF, 14 (1962), 63-78 (p. 74). 
219 Quoted in Magendie, I, p. 108. Maynard hints at the poem's popularity in a letter written from Rome 
in 1653: 'J'avois deja vu les vers de M. de Voiture et je ne doute pas qu'ils ne soient estimez. lis sont 
pleins d'esprit et de gentillesse, et a voir dans cet ouvrage le cu de Mile Aubry, je croy que s'il estoit 
icy, il y courroit de grandes fortunes' (quoted in Poesies, I, pp. 52-53). Genetiot also quotes this letter 
(Les Genres lyriques mondains, p. 102). 
22° For further details, see Magendie, IT, p. 879, and Lathuillerie, 'Voiture et le "bon usage"', p. 74. 
221 Genetiot, Les Genres lyriques mondains, p. 102. 
222 Genetiot, Poetique du loisir mondain, pp. 244-45. 
223 De Mourges, p. 14. Sophie Rollin also notes that 'Le jeu de mots n'est pas particulierement fin; les 
mots "derriere" ou "cu" sont repetes a la fin de presque toutes les strophes, comme des plaisanteries 
lourdement rabachees' (Le Style de Vincent Voiture, p. 159). 
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the lady's expense. The poem would have been understood to be, and functioned as, a 

game within French mondain culture, intended for the entertainment of the social 

group, which would have been substantially female.Z24 Several critics observe that 

Voiture uses Petrarchan conventions in this poem only to overturn and exploit 

them.225 The overturning of Petrarchan conventions, specifically, would have been 

considered a literary game, and indeed, contributes to the playful, inoffensive tone of 

Voiture's poem. Voiture achieves a playful tone through the use of subtle humour, 

hinting at, rather than namely openly, the female body parts: 

Et Zephyre voyant encore 
D 'autres appas que vous avez 
Mesme en la presence de Flore, 
Vous baisa ce que vous syavez. (ll. 33-36) 

By contrast, the tone of John Oldham's adaptation is unkindly and often viciously 

mocking. Oldham, like Voiture, parodies courtly language, but his effect is not 

playful, inoffensive humour but mockingly exaggerated praise ofthe lady's backside: 

Against the Charms, your Eyes impart, 
With care I had secur' d my Heart; 
On all the wonders of your Face 
Could safely and unwounded gaze: 
But now entirely to enthral 
My Breast, you have exposed to view 
Another more resistless Foe, 
From which I had no guard at all. (ll. 9-16) 

Oldham's exaggeration and mock praise here are characteristic of his adaptation. 

Another example occurs in stanza 4: 

A sudden Heat my Breast inspir'd, 
The Piercing Flame, like Light'ning, sent 
From that new dawning Firmament 
Thro every Vein my Spirits fir'd' (ll. 25-28) 

224 On poetry as a form of 'divertissement' in salon culture, see chapter 6 ofGenetiot, Poetique du 
loisir mondain. 
225 De Mourgues, p. 14; Genetiot, Les Genres lyriques mondains, p.l02; Rollin, Le Style de Vincent 
Voiture, p. 159. 
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The mocking exaggeration conveys a stance of superiority over the lady. After the 

attempts of Puritanism to encourage a greater sense of mutuality between the spouses, 

'The Restoration restored the theory of male mastery' and literature of the period was 

characterised by 'an underlying contemptfor women.'226 The degradation of the lady 

and gloating irony of the male speaker in Oldham's version add extra weight to the 

claim that this adaptation was intended to impress the group of court wits, notably 

Etherege and Rochester. 227 The original poem was written in a culture in which, as 

has been noted, the presence of women both regulated and necessitated certain levels 

of decency and politeness. As Genetiot observes, 'La grivoiserie mondaine est done 

un art savant du juste milieu entre les necessaires delicatesse et bienseance de qui 

s'adresse aux dames, et l'enjouement d'un discours brusquement ose, qui sait bien 

qu'elles ne sont pas si prudes.'228 Oldham transforms a poem intended to please ladies 

and avoid the extremities of vile humour and misogyny into an openly anti-women 

poem intended to impress the translation's intended male readers and conform to the 

lascivious and misogynistic culture in which he was writing. Oldham heightens the 

effect of the original bon mot cui, which would have been considered grivois but 

certainly not obscene or shocking, by placing some of his renderings, which alternate 

between 'arse' and 'bum', in capital letters. Oldham's ending is openly offensive 

where the original is mildly humorous and uses a subtle pun: 

Les Dieux qui regnent dessus nous, 
Assis la haut sur les Estoiles, 
Ont un moins beau siege que vous. (11. 64-66) 

Not the bright Goddesses on high, 
That reign above the starry Sky, 
Should they turn up to open view 
All their immortal Tails, can shew 
AnArse-h--- so divine as you. (Oldham, 11. 87-91) 

Here, Oldham transforms the original, subtle pun, which again mentions the lady's 

backside without referring to it directly, into a direct reference expressed in offensive 

226 Thompson, p 12. 
227 Harold Brooks ed., The Poems of John 0/dham (Oxford: OUP, 1987), pp. xxviii. James Ziggerell, 
who considers this translation 'a typical example of the poet's more unpleasant vein', places it 
alongside Oldham's other anti-women poems, including 'The Satire Upon a Woman'. John 0/dham 
(Boston: Twayne, 1983), p. 100. 
228 Genetiot, Les Genres lyriques mondains, p. 249. 
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terms which seem intended to deliberately shock, and therefore could be said to 

border on the obscene. 

The anonymous translation of 'Stances sur une Dame ... ' in A New Collection 

of Poems and Songs is much less offensive and misogynistic than Oldham's version, 

and even tones down some of the original (albeit subtly) bawdy humour. The 

translator's attitude towards the lady is more tender and sympathetic than that of 

Oldham. In stanza 10, where Oldham uses offensive vocabulary and mocking 

humour, the miscellany author tones down the original reference to the lady's 

backside and instead attempts a delicate pun: 'Qu'a chanter dignement la gloire I Du 

plus beau Cu qui fut jamais' (59-60); 'But with just Praises to proclaim I The fairest 

ARSE, that e're was seen' (Oldham, ll. 81-84). 'Who leaves behind her this report I 
Of th' sweetest Beauty e're was seen' (Anon. ll. 59-60). In the final stanza, where 

Oldham was hyperbolically cruel, the miscellany version is hyperbolically tender: 

0 hide it then from all but me, 
For were't unvail'd still, Gods would be 
My Rivals, and descend anew; 
Who (though they sit on Stars above) 
They sit on meaner Thrones than you; 
For your Breech is the Throne of Love. (11. 61-66) 

Referring to the lady's backside as 'the throne of love' adds a tender and affectionate 

quality absent from the original, and more obviously absent from Oldham' s offensive 

and misogynistic version. 

While these are the only full translations of Voiture's 'Stances sur une 

Dame ... ' I am aware of, two poems included in Miscellany Poems: As Satyrs, 

Epistles, Love-Verses, Songs, Sonnets, etc. By W Wycherly, Esq. (London: Printed for 

C. Brome, J. Taylor, and B. Tooke; at the Gun at the West-End of St. Paul's, the Ship 

in St. Paul's Church-Yard, and at the Middle-Temple Gate, Fleetstreet, 1704) were 

clearly influenced by Voiture's poem. The opening lines of the first poem (p. 110) are 

an imitation ofVoiture's second stanza: 

My Heart held out, against your Face, and Eyes 
But cou' d no more, against your Breech, and Thighs, 
Which they, both took, and wounded by Surprize; 
Who, till then, did (as 'twere) in Ambush ly 
For my poor Life, at least, my Liberty. (11. 1-5) 
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'Thighs' adds a physical, erotic touch. The title of the poem tells us that the speaker is 

here the active, if rejected, pursuer of the lady, rather than simply a passer-by 

observing her from a distance: 'Upon a Lady's Fall over a Stile, gotten by running 

from her Lover; by which she show'd her fair back-side, which was her best side, and 

made him more her pursuer than he was before'. The second poem (p. 3 72) retains 

only the basic idea ofVoiture's poem, a lady falling and revealing her backside, and 

includes many ideas that are Wycherley's own invention. Like Oldham's translation, 

this poem is characterised by vulgar language and male superiority, heightened by the 

fact that the lady is not addressed directly. Wycherley's central theme is his criticism 

of women's attempts to please men by making themselves more attractive. 

3.2.2 Desportes's 'A Phyllis' 

The second poem on a sexual theme to be translated twice in seventeenth-century 

England was Desportes's 'A Phyllis', which, as mentioned in the previous chapter, 

consists of exchanges between a would-be prostitute and her client. Desportes's 

poetry excludes the open eroticism and explicit vocabulary characteristic of sixteenth­

century verse, and prefigures the refining tendencies of the seventeenth century: 

'Pourtant Desportes s'etait deja etudie a plaire aux plus raffines. S'il est souvent 

lascif, il n'est jamais inconvenant.'229 Desportes's poetry was renowned in 

seventeenth-century France for its purity and careful avoidance of potentially 

offensive vocabulary. Vaugelas hailed Desportes as the originator of the term 

pudeur.230 'A Phyllis' was not characteristic of Desportes's poetry; Anne Lake 

Prescott describes it as 'one of Desportes' s few off-col or poems' (p. 159), and points 

out that when perusing his poetry, English readers would have 'noticed Desportes' 

chastity' and that while 'In life he was not particularly repressed - he made an 

illegitimate son and a few obscene verses - [ ... ] his poetry is usually reticent about 

just what the lover is after'(p. 135) The two adaptations of this poem, as with the 

above-mentioned translations from Voiture, take a poem which is not characteristic of 

the work of the original poet as a whole, and heighten the vulgarity in keeping with 

229 Ferdinand Brunot, Histoire de la langue fran{:aise, tome Ill, la formation de la langue classique 
1600-1660 (Paris: Colin, 1922), p. 151. 
23° Charles Favre de Vaugelas, Remarques sur la langue fran{:oise, facsimile de I' edition originale, 
Introduction, Bibliographie, Index par Jeanne Streicher (Paris: Droz, 1934), p. 538. 
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English cultural trends and the translators' own tastes. Desportes's poem contains no 

open references to sex, and the playfully rather than maliciously humorous tone is 

encapsulated in the pun on 'chere' in the penultimate line: 

11 y peut avoir quatre anm!es 
Qu' a Phillis j 'ay voulu conter 
Deux mille pieces courormees, 
Et plus haut j 'eusse peu monter, 
Deux ans apres elle me mande 
Que por mille elle candescent, 
Je trouvay la somme si grande 
J e n' en voulus dormer que cent, 
Au bout de six, ou sept semaines 
A cent ecus elle revient, 
Je dis qu'elle perdoit ses peines 
S 'elle en pretendoit plus de vingt, 
L'autre jour elle fut contente 
De venir pour six ducatons, 
J'ay treuvay trop haute la vente 
S'elle passoit quatre testons: 
Ce matin elle est arrivee, 
Gratis voulant s'abandormer, 
Ouje l'ay plus chere trouvee 
Que quandj'en voulus tant dormer. 

Fletcher Orpin Henderson has described John Suckling's adaptation as 'conversation 

in verse' (p. 287), an effect heightened by the fact that each encounter with Phillis is 

contained in a single stanza: 

It is not four years ago, 
I offered Forty crowns 

To lie with her a night or so: 
She answer'd me in frowns. 

Not two years since, she meeting me 
Did whisper in my eare, 

That she would at my service be 
If I contented were. 

I told her I was cold as snow 
And had no great desire; 

But should be well content to go 
To Twenty, but no higher. 

Some three months since or thereabout, 



She that so coy had bin, 
Bethought herself and found me out, 

And was content to sin. 

I smil' d at that, and told her I 
Did think it something late, 

And that I' de not repentance buy 
At above half the rate. 

This present morning early she 
Forsooth came to my bed, 

And gratis there she offered me 
Her high-priz'd maidenhead. 

I told her that I thought it then 
Far dearer then I did, 

When I at first the Forty crowns 
For one nights lodging bid. 
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Suckling, whose adaptation Henderson considers as 'more pleasant and gay' (p. 287), 

omits the original pattern of offers and refusals. Whereas the encounters between 

Phyllis and the speaker are presented by Desportes in a more detached and business­

like manner, Suckling transposes their relations into unmistakeable exchanges 

between courtly lover and coquette. This transpositon is created by the insertion of 

conventional vocabulary and motifs ('I told her I was cold as snow I And had no great 

desire'). 

Cotton's adaptation of 'A Phyllis' is described by Anne Lake Prescott as 'a 

piece of quasi pornography':231 

Some four years ago I made Phyllis an offer, 
Provided she would be my Wh-re, 

Of two thousand good Crowns to put in her Coffer, 
And I think should have given her more. 

About two years after, a Message she sent me, 
She was for a thousand my own, 

But unless for an hundred she now would content me, 
I sent her word I would have none. 

She fell to my price six or seven weeks after, 
And then for a hundred would doe; 

231 Prescott, p. 160. 



I then told her in vain she talk'd of the matter, 
Than twenty no farther I'd go e. 

T'other day for six Ducatoons she was willing, 
Which I thought a great deal too dear, 

And told her unless it would come for two shilling, 
She must seek a Chapman elsewhere. 

This Morning she's come, and would fain buckle gratis, 
But she's grown so fulsome a Wh-re, 

That now methinks nothing a far clearer rate is, 
Than all that I offer' d before. 
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Cotton follows the original pattern of offers and refusals more closely than Suckling, 

while considerably heightening the crudity and offensiveness. The reference to 

ownership in the second stanza is Cotton's own invention, and, from the tone of the 

translation as a whole, can be understood as a reference to sexual possession of the 

lady, rather than to 'owning' her as an equal and loved partner. As with Oldham's 

adaptation ofVoiture's 'Stances sur une Dame ... ', Cotton's coarsening of the original 

results from the speaker's attitude to the lady; he would not use the word 'whore' ifhe 

did not perceive her as such. The final stanza is a cruel and misogynistic reversal of 

the original ending; Cotton reverses the meaning of the original, affectionate pun, to 

mock the lady and present her in a way which is degradingly unattractive. 

It is difficult to say who Cotton intended as the readership of his adaptation. 

Poems on Several Occasions (1689) was published surreptitiously two years after his 

death. Cotton's eldest son claimed that his father had prepared another, very different 

edition of poems, which excluded the kind of openly explicit and potentially offensive 

verses that were intended merely for personal enjoyment and not public consumption: 

For by these ungenerous proceedings he hath obstructed the publishing of a 
collection very different from that; and well chosen by the author, with a 
preface by himself and all copied out for the press. This digression I thought 
due to the character of a person, whose other performances have been so well 
received, who knew how to distinguish between writing for his own diversion, 
and the entertainment of others; and had a better judgment than to thrust 
anything abroad unworthy himself or his readers.232 

232 Quoted in Charles Cotton, Poems of Charles Cotton 1630-1687, ed. by John Beresford (London: 
Butler and Tanner, 1923), p. 28. All further references to this edition will be given in parentheses in the 
text. 
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If we take the younger Cotton at his word, this translation would doubtlessly fall into 

the category of works which Cotton produced merely for his own entertainment. 

Cotton had an evident taste for eroticism; his original poetry contains open references 

to physical love and to the female body parts?33 Cotton's choice of Desportes's 

epigramme and the other 'unworthy' poems he translated from French was probably 

due to a mixture of personal taste, the influence of the culture he was writing in and 

Royalist sympathies. 234 

3.2.2 Saint-Amant's 'La Jouyssance' 

The third French bawdy or erotic poem to have been translated twice in Caroline 

England is Saint-Amant's 'La Jouyssance' . 'La Jouyssance' stands alone among the 

poems of Saint-Amant (or at least those included in his collected works) in openly 

portraying erotic pleasure?35 An anonymous translation of 'La Jouyssance', entitled 

'The Enjoyment', appeared in A New Collection of Poems and Songs (1674),236 and 

Thomas Stanley also produced a shortened adaptation of the poem (Poems and 

Translations, 1962, pp. 22-25). 

Stanley's adaptation was made at the end of the 1640s, when the upsurge in 

demand for erotic literature in England was just beginning. Stanley's Royalist, anti­

Puritan sympathies, and those of the literary circle he was writing for, were 

doubtlessly an influence on his decision to translate both this poem and Saint-Amant's 

'La Desbauche'. However, cultural influence and political allegiance intermingle and 

collide with personal taste and literary ambition. Stanley's original poetry was noted 

for its chastity by contemporaries (Poems and Translations, p. xxxiv). His toning 

down of the erotic sentiment and expression of 'La Jouyssance' was probably due to 

personal inclination and to a desire to project a literary image of refinement and 

chastity. One of the effects of shortening the original from eighteen stanzas to nine is 

to weaken the sense of excessive, rapturous delight, the 'doux exces' (1. 1 08) of Saint-

233 See for example 'The Visit' (Poems, pp. 171-72) and 'Forbidden Fruit' (Poems, pp. 161-63). 
234 Beresford describes Cotton as a 'devoted Royalist' (Poems, p. 23). 
235 Bougard observes, however, that 'Les scenes de plaisir et de volupte sont assez nombreuses dans les 
ceuvres erotiques du XVlle siecle' (p. 51). A few ofSaint-Amant's sonnets contain mild references to 
physical desrre. The sonnet beginriing 'Quand je la voy; cette gorge yvoirine' (ll (1967), p. 254) the 
speaker imagines kissing the parts of his lady which are concealed under her dress. 
236 A New Collection of Poems and Songs Written by Several Persons, pp. 79-90. The text of this 
translation is given in Appendix B, pp. 232-36. 
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Amant. While expressing rapturous erotic pleasure, however, the French poet exploits 

the inherent abstract tendencies ofhis language, of which more will be said in chapter 

7, and, doubtlessly tries to render the erotic theme acceptable and avoid open sexual 

references or obscenities, by using expressions and images which are vaguely rather 

than explicitly erotic, and avoid direct reference to the sexual organs. Jean-Christophe 

Abramovici argues that the use of subtle, vague expressions and the avoidance of 

naming sexual organs and activities directly or providing details about them was 

essential in keeping within acceptable limits of decency: 

Trop infime pour etre significatif, juge inutile et redondant, le detail est a l'age 
classique une forme particuliere de mauvais sa voir. La mefiance qu 'il suscite 
se situe au croisement du tri epistemologique des connaissance et du proces 
esthetique et moral de !'obscene. L'obscenite d'un mot tient en effet autant a 
son champ semantique qu'a son extreme precision (p. 114). 

While Saint-Amant avoids crossing boundaries of decency by using vaguely erotic 

expressions, these same expressions could also be intended to provoke erotic 

imaginings in the reader. Where other translators make vaguely erotic references more 

explicit to heighten the vulgarity, Stanley makes some of Saint-Amant's subtle 

expressions more explicit precisely to avoid the French poet's suggestiveness. He 

replaces the vaguely erotic 'Faisans naistre aussi tost mille divins apas' (ll. 48), 

intended to incite the reader to flights of imagination, with a favourite image of his 

own, that of the lovers' breath being exchanged in kissing. In his fourth stanza (which 

corresponds to Saint-Amant's fifth) he omits 'Entre les Ris et les Caresses' (1. 41) and 

focuses entirely on the 'Amours eveillez' (1. 42).237 

By contrast, the anonymous translation of 'La Jouyssance' retains all of the 

original erotic scenes and vocabulary. In the third stanza, male sexual appetite is given 

a stronger and more explicit emphasis than in Stanley's version: 'But whilst thereon I 

fed, the more that I enjoy'd, I The more my appetite was fix'd I To taste agen and yet 

my sense was never cloyed' (Anon., ll. 28-30) 'My pleasures knew not griefs allay: I 
The more I tasted I desir'd, I The more I quencht my Thirst was fir'd' (Stanley, 11. 18-

20). These examples could indicate that the miscellany author has a less respectful 

attitude towards the lady and considers himself superior to her; he seems to regard her 

237 Stanley also tones down the erotic impulse in his adaptation of Theophile's La Maison de Sylvie; 
Stanley's speaker sees Diana in the woods each day but, unlike Theophile's speaker, does not observe 
her bathing. 
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as an entirely passive participant in his search for erotic satisfaction. Male sexual 

appetite is given extra emphasis by the use of 'fed'. In the fifth stanza the miscellany 

author replaces the original reference to Sylvia's 'bosom', retained by Stanley, to a 

slightly more explicit reference to her 'snowy breasts'. In stanza 11, the anonymous 

translator retains the image of the lover drinking a toast to their love on his mistress' 

lips, which, as Roberts notes, was omitted by Stanley, contributing to the increased 

delicacy of his version. 238 As noted, printed miscellanies were written in a Royalist 

framework, which included a taste for bawdry, eroticism and misogyny. 

3.3 The Lady as Object of Male Aversion and Desire 

3.3 .1 Translations of Epigrammes Mocking Licentious Old Women 

Translations of poems such as 'La Jouyssance', which portray equal and mutual 

participation in, and enjoyment of, erotic encounters, are rare. Preference seems to be 

given to poems which either mock the lady or portray her merely as the object of male 

sexual appetite. Some of Charles Cotton's adaptations ofMaynard's epigrammes, for 

example, again reveal his taste for unkind misogyny. Like other seventeenth-century 

French poets mentioned so far in this chapter, Franc;ois Maynard wrote poems, in his 

case mostly epigrammes, containing scatological references and obscenity which were 

circulated in manuscript form and appeared, often anonymously, in the recueils 

satiriques.239 As mentioned in chapter 2, such verses were not included among 

Maynard's CEuvres of 1646. Cotton does not adapt any of the poems in which open 

reference to the male and female sexual organs seems to be the principal aim; he does, 

however, adapt four epigrammes which mock licentious old women ('Pourquoy 

mettez-vous tant de peine', 'Que ton front est coupe de rides', 'Tu veux qu'on t'aime 

constamment' and 'Tes levres ont perdu leurs roses'), which certainly contain open 

sexual references and mockingly bawdy humour. Nevertheless, none of these four 

epigrammes, contain the open obscenity and vilification of the female sexual organs 

which was present in some of the epigrammes on a similar theme included in the 

recueils satyriques. Such poems are given by Jeanneret as examples of his definition 

of 'obscene' (see pp. 36-38). The theme of the licentious old woman occurred 

238 'Saint-Amant- plaque tournante de l'Europe au XVIIe siecle', p. 74. 
239 Yves Giraud, 'Aspects de l'epigramme chez Maynard', in Maynard et son temps (Toulouse: 
Association des Publications de L'Universite de Toulouse-Le Mirail: 1976), pp. 80-81. 
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frequently in the French epigramme during the first third of the seventeenth century: 

'L'impossibilite d'aimer une vieille est un sujet tres frequent dans les Priapees, dans 

les epigrammes et c'est meme le sujet d'une Ode.'240 Aragon regards the licentious 

old woman poem as a reversal of the Petrarchan love lyric: 

En:fin l'approche de la mort est destructrice en ce qu'elle opere un 
renversement de la relation amoureuse. L'heritage courtois donne a la Belle la 
fonction de susciter l'amour plus que de l'eprouver; la femme est adorable et 
inhumaine; c'est l'amant qui tente de meriter et d'emouvoir cette Beaute 
insensible, ou du moins difficile a conquenr. Or le temps qui transforme la 
Belle en Vielle transforme aussi l'idole en suppliante (p. 40). 

As with Voiture's 'Stances sur une Dame ... ', the overturning of Petrarchan 

conventions in these poems would have been intended as a literary game, and, while 

the humour could be viewed as highly distasteful, would have been regarded in its 

original context as playfully rather than maliciously humorous. As in Oldham's 

translation of Voiture's 'Stances sur une Dame .. .', Cotton transforms the playful 

bawdy humour into much more brutal, mocking degradation of the lady. Cotton's 

translation of 'Pourquoy mettez-vous tant de peine' is considerably more vicious than 

the original: 

Pourquoy mettez-vous tant de peine 
A vous coiffer de faux cheveux? 
Vieille, mon Amour est trop vaine 
Pour vous honorer de ses vreux. 

Le cours des ans qui tout moisonne 
Vous fait si laide, que personne 
Ne veut se mettre dans vos fers. 

Mes Laquais vous ont refusee; 
Et si 1' on ne baise aux enfers 
N'esperez-plus d'estre baisee. 

Old Fop, why should you take such pains 
To paint and Perriwig it so? 

My nobler love, alas! Disdains 
To stoop so infamously low. 

240 E. Aragon, 'L'Amour et la mort chez Fran9ois Maynard', in Maynard et son temps, pp. 35-51 (p. 
40). 



Time, that does mow the fairest Flow'rs, 
Has made so very bold with yours, 

You should expect to be deni 'd; 
The Footmen can no more endure ye, 

And if no sport in Hell, assure ye, 
You'll nevermore be occupi'd. (Poems on Several Occasions, p. 167) 
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Cotton's opening insult sets the tone for what will follow. The addition of 'alas!' in 

the third line adds a touch of ironic cruelty. The adaptation is rendered more brutal by 

the use of sarcasm where the original humour is more direct; contrast 'Le cours des 

ans qui tout moisonne' with 'Time, that does mow the fairest Flow'rs,' I Has made so 

very bold with yours'. Cotton crows over the lady and considers himself more 

superior to her than the original speaker. In his translation of 'Tes levres ont perdu 

leurs roses',241 Cotton is entirely vicious and offensive where Maynard hints at an 

underlying sympathy with the lady: 

Tes levres ont perdu leurs roses 
Et ton corps est desja casse: 
Il faut te mettre au rang des choses 
Qui furent au siecle passe. 
Lise, ton eloquence est forte, 
Mais non pas tant qu' elle me porte 
A plaire a ta lubricite; 
Mon engin, que ta main caresse, 
N'a pas assez de charite 
Pour estre baton de vieillesse. 

Thy cheeks having their Roses shed, 
And thy whole frame through Age become 

So loathsome for all use in bed, 
That 'tis much fitter for a Tomb; 

Cocca, thou should' st not be so vain, 
Although thy Eloquence be great, 

As to expect it should obtain 
That I should doe the filthy Feat: 

And that same engine in your hand 
You cherish, court, and flatter so, 

Now you have made him bravely stand, 
Is not so charitable though, 

As in his vigorous youth to be 
A crutch to your Antiquity. (Poems on Several Occasions, p. 50) 

241 
Recueil des plus beaux vers, p. 407. 
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In the first four lines of his poem, Maynard merely hints at the fact that the lady 

would no longer be able to sexually satisfy, but does not state this in an explicit or 

grotesque way. Cotton, by contrast, openly describes the woman's physical 

unattractiveness and sexual uselessness: 'And thy whole frame through Age become I 

So loathsome for all use in bed. Typically, Cotton reserves the most offensive and 

explicit lines for the end of the poem. The rendering of 'baston' as 'crutch' increases 

the original sense that the old woman is desperately trying, and failing, to hold on to 

her sexual attractivess and prowess. In his translation of 'Tu veux qu'on t'ayme 

constamment' (Recueil des plus beaux vers, 1638, p. 469), Cotton transforms the 

playful tone of the original into a brutal, mock-serious lament of the lady's loss of 

beauty: 

Tuveux qu'on t'ayme constamment, 
Et d'une amour demesuree, 
Mais ta jeunesse est demeuree 
Dans les ans du vieux Testament. 

Tes yeux ne sont plus homicides; 
Ton front est honteux des ses rides, 
Et cherche 1 'ombre d 'un bandeau. 
Qu'un chapelet soit ton refuge: 
Tu fondas le premier bordeau 
Qu'on bastit apres le deluge. 

Cocca thou'dst still be lov'd; nor wilt abate 
Our Primitive ardour, but with Discontent 
Altho' thou knowst thy Youth bears the same date 
With that alas! Of the Old Testament. 
Thine Eyes no more are Homicides, 
And thy warpt front its furrows hides 
Under the Paint-house of a Hood. 
Now ply thy Beads; thy Name's renouned, 
Thou the first Baudy-house hast founded, 
Has been erected since the Flood. (Poems on Several Occasions, pp. 630-31) 

Again, Cotton's insertion of 'alas' heightens the sense of scornful, ironic cruelty. 

Cotton's 'And thy warpt front its furrows hides' is a more explicit and nastier version 
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of 'Ton front est honteux de ses rides'. Cotton's awkward syntax in the last two lines 

undermines the deadpan humour of the original.242 

3.3.2 Erotic Imaginings: Cotton's Translation ofTheophile's 'Stances XXIX' 

Cotton also translated Theophile's 'Stances XXIX', beginning 'Quand tu me vois 

baiser tes bras' .243 In this poem, sexuality is at least placed within the context oflove, 

even if the male speaker appears to be the agent of the physical acts while the lady is 

merely the passive recipient. However, as Robert T. Corum Jr. has pointed out, the 

erotic act is in reality a male fantasy: ' "Quand tu me vois baiser tes bras" (p. 93) met 

en scene l'amant qui parait se declarer le plus directement possible a la dame qui 

partage son lit. Mais cette communion intime n'est qu'apparente, puisque le lecteur 

apprend a la fin de la deuxieme strophe que }'autre dort et done s'enfuit devant le 

regard penetrant du poete-voyeur. ' 244 

Charles Sembower rightly claims that the spirit of the original is reproduced in 

Cotton's translation;245 Cotton's first stanza certainly replicates the French poet's 

delight in the erotic expression oflove: 

Quand tu me vois baiser tes bras, 
Que tu poses nus sur tes draps, 
Bien plus blancs que le linge meme; 
Quand tu sens ma brulante main 
Se promener dessus ton sein, 
Tu sens bien, Cloris, que je t'aime. (11. 1-6) 

242 Epigrammes account for fifteen of Cotton's twenty-four translations from French poetry. 'Cocoa 
thou'dst still be lov'd' is not the only one of Cotton's translated epigrammes to suffer from jarring 
syntax; this also occurs in 'After so many works of various kinds', a translation of a mildly satiric 
epigramme by Cotin. Both this and a translation of another mildly satiric epigramme attributed to 
Comeille lack wit and sharpness. French epigrammes were popular with other English translators and 
imitators in the seventeenth century. Matthew Prior imitated several French epigrammes and, like 
Cotton, took his originals from one of the French recueils collectifs. See Matthew Prior, The Literary 
Works of Matthew Prior, ed. by H. Bunker Wright and Monroe K. Spears, 2 vols (Oxford: OUP, 1959), 
11, p. 951. English poets may have considered the epigramme an easy form to translate, or translated 
French epigrammes as a stylistic exercise. English schools taught Latin through the reading and 
translation of epigrams. The translation of epigrammes could also have been a form of relaxation; 
major poets of the time wrote original epigrams for this purpose. See Hoyt Hopewell Hudson, The 
Egigram in the English Renaissance (Princeton: Princeton University Press, 1947), p. 213. 
2 3 Cotton's translation is found in Poems on Several Occasions, pp. 542-44. The texts of this 
translation and the original poem are given in Appendix B, pp. 230-31. 
244 Robert T. Corum, Jr., 'La Quete de l'autie dims la poesie amoureuse de Tbeophile de Viau', in 
Theophile de Viau: actes du colloque du CMR offertes en hommage a Guido Saba, ed. by Roger 
Ducbene (Tubingen: Papers on French Seventeenth-Century Literature, 1991 ), pp. 63-73 (p. 69). 
245 Sembower, p. 92. 



When thy nak'd Arm thou see'st me kiss 
Upon the snowy Sheet display' d, 
Which whiter than the Linnen is; 
And, when my glowing Hand's betrayed, 
W andring about thy Paps: Thy Sense may prove, 
Chloris, that with a burning heat I love. (ll. 1-6) 
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The erotic spirit is reproduced in the first two lines by retaining the original emphasis 

on 'nak'd'. A greater emphasis is, however, placed on the physical nature of the 

speaker's passion by the addition of 'with a burning heat'. Cotton makes references to 

physical love more overt in the final stanza by replacing the vaguely erotic 'Tirer 

d'une si belle chose' (1. 29) with the more explicit 'How canst thou from such 

excellent Limbs, as these' (1. 29), thus referring directly to the lady's physical 

attributes where Theophile hinted at them. Sembower's claim, mentioned above, that 

in making erotic references more specific Cotton was attempting to specify what he 

perceived as Theophile's 'insincere delicacy', perhaps requires expansion and 

qualification. The overall tone of the original poem is, as has been mentioned, deeply 

erotic. Also, it could be argued, as I did in reference to 'La Jouyssance', that the 

French poet actually achieves a more intense eroticism by referring less specifically to 

body parts and sexual acts; by being left to imagine certain details, the reader is drawn 

into the erotic imaginings of the speaker. Theophile's poem is certainly more elevated 

in tone, but this does not necessarily imply a greater 'delicacy' of sentiment. It is also 

very likely to be true, however, that Theophile, writing for publication and within the 

patronage system, felt less at liberty to express erotic sentiment openly than did 

Cotton, who is likely to have made the translation merely for his own entertainment. 

3.3.3 Ayres's Imitation of 'Le Matin' 

Philip Ayres's imitation of Theophile's 'Le Matin' eroticises the original non-erotic 

poem. 'Le Matin' is a rare example of a French source poem which portrays love that 

seems innocent and mutual. In his version, 'The Morn', Philip Ayres transposes 

innocent mutual companionship into an expression of male erotic pleasure, in which 

the lady appears to be merely a passive recipient: 

ll estjour, levons-nous, Phyllis! 



Allons a notre jardinage, 
Voir s'il est, comme ton visage, 
Seme de roses et de lis. (ll. 61-64) 

Then I wake too, and viewing Lesbia's charms, 
Do glut myself with pleasure in her arms. (ll. 15-16). 

3.4 Translations of French 'Imperfect Enjoyment' Poems 
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A group of seventeenth-century French poems which come under the category of 

bawdy or erotic verse translated in England during the Caroline period were the 

'Imperfect Enjoyment' poems, which depict male sexual failure. 246 This group both 

follows the usual trend of erotic poems translated into English, in that the speaker is 

male and focuses on his own desire and activity rather than mutual enjoyment, and yet 

at the same time represents a departure from the usual trend, precisely because the 

poems depict male sexual failure. Charles Beys's 'La Jouissance Imparfaite' was 

adapted by George Etherege under the title of 'The Imperfect Enjoyment'. Merle I. 

Protzman has noted that this is the only one of the poems included in Beys's CEuvres 

Poetiques (1651) which is 'definitely libre'. 247 Quaintance has observed that Etherege 

follows the original quite closely for the first forty-four lines and transposes each 

stanza into a heroic couplet (p. 194). As Quaintance notes, Etherege's adaptation is 

'surely smooth and fashionable enough to get by without any acknowledgement of its 

source' (p. 194). Etherege's modern editor, James Thorpe, claims that 'Etherege is 

more witty and mannerly, less crude and bawdy' ,248 giving the latter's version of 

Beys' s first two stanzas as evidence: 

Apres mille amoureux discours 
Interrompus d 'un long silence; 
Elle repousse mes Amours 
D'une agreeable violence. 
J e scyay qu' en cette occasion, 
Ce qui cause nostre querelle, 
Ce n' est pas son aversion, 

246 For more on this theme in seventeenth-century French poetry, see Bougard, pp. 97-103. 
247 Merle I. Protzman, 'Les /llustres Fous' ofCharles Beys: A Critical Edition, Johns Hopkins Studies I 
Romance Literature and Language, vol. 42 (Johns Hopkins Press, 1942), p. 14, quoted in Quaintance, 

r.· 194. 
48 George Etherege, The Poems of Sir George Etherege, ed. by James Thorpe (Princeton: Princeton 

University Press, 1963), pp. 77-78. The text of 'The Imperfect Enjoyment' is found on pages 7-8 of this 
edition. 



Mais c'est sa pudeur naturelle. (11. 1-8) 

After a pretty amorous discourse, 
She does resist my love with pleasing force, 
Moved not with anger but with modesty: 
Against her will she is my enemy. (11. 1-4) 
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The 'conventional imagery of worship and warfare'249 is likely to have attracted 

Etherege to this poem; English translators have a strong preference for poems which 

use conventional sentiment and imagery. Etherege produces a less crude, more 

delicate version ofBeys's fifth and sixth stanzas: 

Ayant porte ses belles mains 
Dessus ces deux Globes d' Albastre, 
J e baise les doigts inhumains, 
Qui cachent ce que j'idolastre. 

Helas! a quoy, dis-je, vous sert, 
D'estre a mon Amour si farouche; 
V os mains ont vostre sein couvert, 
Et m'ont descouvert vostre bouche. (11. 17-24) 

Then with her lovely hands she does conceal 
Those wonders chance so kindly did reveal. 
In vain, alas, her nimble fingers strove 
To keep her beauties from my greedy love; 
Guarding her breasts, they do her lips expose, 
To save a lily she must lose a rose. (11. 9-14) 

The reference to lilies and roses in the final line adds a delicate flavour, although the 

inserted reference to 'greedy love' heightens the emphasis on the male sexual 

appetite. 

Etherege renders Beys's twelfth stanza more explicit, making an actual, if 

veiled, reference to the female sexual organ where the original was vaguely erotic: 

Au lieu de me repousser, 
Ses bras sans aucune contrainte, 
Ne servent plus qu'a m'embrasser, 
D'une amoureuse et molle estrainte. (11. 37-40) 

Her arms, which did repulse me, now embrace, 
And seem to guide me to the fought-for place. (11. 19-20) 

249 Quaintance, p. 195. 








































































































































































































































































































































































