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Imagery in French religious poetry in the late sixteenth and
early seventeenth centuries.
Abstract of thesis.

The purpose of tkis thesis is tec examine the poetry of the
late sixteenthigﬁg early seventeenth centuries by studing in part-
icular its imagery. Yhe study will differenciate between different
styles of imagery and bring out the characteristics which the
poets of t.is period shared. The first chapter is a definition
of the image in general, pointing ocut its function as a means
of comparison and & means of expressing the poet's experience.

The different ways of using an image and the different types of
imagery will be indicat-d.  Finally I shall trace the differgncés
in theories of the imaze in different perious. and indicate the
special characteristics of barogue imagery.

In the seconc chapter I shall make a general study of the
relation between art and religion, ana the uses made of imagery
in réligious faith. 1The individuality of the writer of devotional
literature produces an individual type of'imagery, and the
chapter ccncludes with an examination of imsgery used in'prose
ﬁriting during the period to which thi: study is;devoted. The
third ehapter is concerned witis influences, firstly Biblical
imagery and its influence ofy poets dealing with iblical themes,
and on the poetry of death and transience. T shall also try to
define the differences between the Iirotestant and Catholic writer
in his acceptance of Hiblical imagery. nen I shall study the

Italian influehee. oince the similapity between religious and

erotic imagery is oiften striking, the influence of love poetry,



.
especially the predominant ietrarchist style is an important
fector to he considered. ‘ihen the use of classical mythology
in imegery will be studied, and finally the signs of medieval
survivals in imagery will e outlined. |

ihe Tfourth chapter is in three parts. the first part
eXQmiﬁes extremely sensuous and picturesque imagery, fisstly
1in its more gloomy .aspecgs; poetry on the Day of Judgement, the
afterlife, the Crucifixion. lhen allegorical imagery and
imagery of transient things will be studied. Imagery often
becones very vivid when reguéred to translate intense emotién.
Cn the other hand the optimistic outlook 1is € pressed in the
picturesque imagery describing the Virgin and kary Magdalene.
Imagery is often developéd dispﬁbpprtionately'énd translates
the individuality of the poet's vision of the world and his faith.
‘The second pert dezls with antithetical and paradoxical imsges.
“'he themes illustrated by antithesis are the contraste between the
flesbﬁnd the spirit, and the contradictions in life. Antithesis
is also used to describe negatively things which are beyong the
normal powers of description. raradox is shown to he an integrel
part of Cwristian helief, especially in the themes of deat. and
life, in dealing with the doctrine ahoﬁt Christ and the Virgin
Mary, and the tigly Trinity, and life as a whole can bé’de;cribed
in paradoxical terms. The last psrt ceals with complexity in
imagery, iarticularly symbolic images and images which are made
to illustrate a large number of ideas. Some poets use ilmagery

25 1is

[4

whiclh 4is=z obscure, somefimes. tecause tré idea it express

difficult tc grasp, sometimes to preserve the essential wmystery
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of the Cnristian faith. Ihié obscurity is incressed by confusion
in language and abruptness of style. Uften the imagery is obscure
because the poet is too congerned with demonstration of his own
erudition.

he fifth chapter will examine the function of the image
within the poem. Firstly the image which 1s central to Tue poem
is illustrated, then thé poem which is made up of a series of
connected images. the poetds indivi#duality is dembnéﬁ;étéa by
the way in which he uses images. Then it is shown how images
complement the idea and form an- illustratéén of -it. The image
may also be the unifying element'of the p em from fhe structugal
point of view, or it may éimply be a forﬁ of deccration.
Finally i shall point out what the ﬁoets toemselves considered the
function of poetry to he and tew they approached the probizem of
style. ihe conclusion points«outlithe general characteristids
of tne imagery of thigﬁperiod in relation to the poetfy of Lurope
in general, and makes some atte. pt to esplain why and in what

way the poeiry of this period makes a cdistinctive use of imagery.
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Introduction

the major figures of the period covered by this study;
roets as diffe:ent in their aims and intentions as_d'Aubigné
and talherbe, have long been knovn, even tc the literary
kistorian, but it is only during the last few years that
serious attention has been paid tc the minor poetry of the
period, and, under the lubel 'baroque', much of the work of
these lesser-known poets has been re-aprraised. ¥any studies
have been devoted to poets such as Sponde, LChassignet or

\ -~ N : . . . .
egde. These poets all have one cuzracteristic in common,

t

a Cep

e

ct

hat is the preoccupation with religious themes. | Some poets -
and one thinks inmediately of Honsard ard d'Aubigné - concern
themselves directly with the issue of the religious wars.
Other pcets, less immediately concerned with topicul issues
and ccntroveréies, seem to have written in order to rekindle
a truly religious spirit in their contemporarieg or simply
to express their own inner struggles. The inﬁerest in the
connection between religion and literature is seen in the
large number of translatiqns of psalms made at this vine,
following'the example of karct and Béze, by poets such as
Desportes and Chassignet, or verse~translations of other

parts of the EBible such as the Song of Bongs, or the Book of

Cs

Jobe.
It is in their imagery that we see at the same time the
originality of these poets and their reliance on traditional

means of expressioén. They adapted the imagery of their
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0 tuhe new themes, and combined. them with ‘e

<t

‘predeceSSOrs
imagesfwﬂich wvers a part of-uﬁristian mythologys It is in “
his imagery, moreover, that thﬁﬁpoet.is nost reveallng: hlS.
‘relationship with the world, the way he looks gt obJecta, the
w§§ beﬁforyslideasw are all illustrated by his use of imEgery.-
C4s is-ﬁo be expected the-different pgrgonalities use imagery
in different ways. 1o this‘péfiod, on the other hand, the
unity of falth and 51mllar1ty of the 14terary tradltlon they
relied upon can be seen in the repetition of many inages. - The:
study will concentrate on the work of u'ALb_gne, Chassignet,
sponde and La Ceppede, within the context of 1easer-known roets.
Iﬁ'%nis way it wiil-be seen h5” far certain'imaﬂeSIWere Dart of -
a con'entlon, or an atmoquere which 1n;luenceﬁ everyone wrwtlng
in this, period: - '. R

I-shall begin this thesis with zn attempt to reach a
defini%ion of imagery in genefal, what its funection is, and how .
it is used by different poets particularly thosé'of the ﬁeriod
studied. The role of imagery within religicus bteaching and
doctrine is an important factor to be considered when'studying
religious poetry, and indeed the whole connection between arﬁ
anc religion is interesting. In the second cﬁapter this will
be studied perticularly within the couuezu of Prose writings
of the late sixtee¢nth and ear lJ °uvehteanth centuriés which
deal With religious themes. ° More specific influences which
might have produced certainstfends in poetry will be considered

in the third chapter: firstly the influence of the Bible,




3
seéondly the‘current of Fetrarchist imégéry which runs through
the sixteenth century, andifinally the influenceiof medieval
fbrms ané classical allusipns, ~In the fourth chapter the
imagery itself is studied ﬁﬂder three main headings: extremely
vivid,;seﬁsueus imagepy; the more stylized imagery based on
" antithesis and parg@oxu”énﬂ the_more complex ané erudite imagery.
Finally, toe inage will be studied in telation to the poem as
La ﬁhble, to assess'its importance for the indiviéugl poet, in
an atvempt to éﬁow now the image in this peridd'is central to

the poet's expression and also the mark of his perscnal reactions

to religious themes.

I wis. %e express my gratitwie to my supervisor, Jr. Wilsono,

L]
[
o
n
lJ

nveivable advice ané enccurajsement.



Chapter I

Anage as comparison.

For the purpose of this study I shall take 'imagery' as a
general term, embracing all other termQ such as 'metaphor',
'symbol' 'simile', in fact any figure of speech which provides
descrﬂn sion of a concept rather than sim;ie'stétement of that
concept. The. commonest type of image is a picture made out

-

of words, either a translation of ideas into material terms, or

a description of material objects in words. . An important:
‘element in imagery is that of conmparison. A comparison may be
implicit or expliéit in the image., ‘"he poet-may be ostensibly
comparing two things - an emotion and aﬁ object, or two objects.
Eveﬁ though the poet may not.state clearly that he is,comparing

two or more tbl gs, the reader is aware of it, as in this

‘allegorical image from du Bellay's Antiguités:

D'un blanc oysezau 1'alle bien emplumee
cembloit voler Jjusqu'au sejour des Dieux,
Lt dégoisant un chant melodieux

Montoit au ciel avecques la fumee.

Le ce beau feu les rayons escartesz
Langoient par Lout mille et mille clartez,
Guand le degout d'une pluie Goree

Le vint esteindre. (1

There is a comparison between the sublimity of the phoenix
rlslng to the skies and its destruction by the rain which
extinguishes its fire, and the court of Rome which has become

(1) Du 5ellay: Les Regrets sv1v1s~ des hnthulteo de Home, _
FParis 1958, p.287. '
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COrrupt.after the abparent promise of the Uounter-ﬂeformatioﬁ.
The image vtherefore compares a mytnoloblcaT picture with an
historical fact, illustrating his Ifell_"c about the events
through the use cf images. the 1mage functlons on two leve 1s;
first there is the degcfiption of The phoenix, and -second %gere
is the idea whiéh it illustrates. The.idea is not explicitly
stated, tut the readér, fron his knowledge, can see it suggested
in the image. Ip this sénse the use of imagery corresponds
to the function of the imagination in general, in that it
brings to mind objects and experiences not 1mmed1ately vefore
it, - Imagination creates a kind of vision, widens tue,way in
which we look at.things, presents them more completely, and
also relates them to each other. | | |
The two different uses of the image, to explain and to
émbell' sh, cannot be easily separated. In the lines from a
sonnet by honsard,

Te regardant assise aurres de ta cousine _
Belle comme une aurore, et toi comme un soleil, (1)

the iuvegery is msinly deccorative, drawing pictures to_add to
the praiées'of the beautiful woman. In the following image
from Maurice Sceve the image explains Sceve's desire for Delie:
0 fusses-tu par ta froide nature
La Salamandre en mon feu residente.

Tu y aurois delectable pdture
Bt estdindrois ma passion ardente. (2)

Ronsard: Poésies Choisies, ed. Wolhac, 1’arws 1959, p.133.
Maurice Sceéve: Delie in Schmidt: Toétes du #VIe Sieclé,
Paris 1953, p.l4l.

TN
o =
j L N




- . Lo

o
The imsge also sheds light on the difference between theirltwc

characters,'Shé cold and he passionate, and the salamander is
a symbolic solution of the problen. In the first image the
davn and thefsun complicate fhe picture.of the two girls. In
the-secdnd the salamander arises naturally from the o;poéition
‘betwéen heat and céld, and sums up the dilemma clearly.

The use of imagery, particularly metapho:,'in illustrating
ideas can, then, be = simplification of .abstract thought. The
esszential Thing is that the image should appeal to the ming,
ﬁérhaps through the medium of the senses, not as a logical
argument, but in the same way as direct experience of the
external world, different elements being perceivéd in the same
ingtant. |

| it is not shly aé a translation of abstract ideas or emotions
that metaphorical imageé are useful, however. Iv is a common
procedure iﬁ déscribing anything to-déscr;be it in terms of
scoething else, by uéing'compariéons-and analogies: Thus
something beyond the bounds of one person's experience can be
gssimilated by the use of terms within his experience. ‘'I'his
is not tie_only purpose of the poet. . In using metaphor he
" brings teogether the object to ve described and ‘the metaphor
in order to make the description more vivid, more acceptable,
and as a way of ascribing wvalue Yo it. Thus to say that a
woman's hair iz like gold is to make it more clear whait her
hair loocks like, and to imply that it is beautiful, since éeld
is coasidered a good thing in itself, being both pleasant to

‘look at and pleasurable to possess, and being in fact of supreme
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value for tuhe alchemist because of its perfection. The:. metaphors
used are not necescarily impersonal and objective but may reflect

the opinions of the poet. So when Ronsard wrote the poem

‘Mignonne, allons voir si la rose;.the image of the flower opening
out and then dying, expreéssed in concrete terms the idea ¢f the

transience of beauty, in which he pocinted a moral. The descrip-

tion of the rose with the -plis de sa robe pourprée gives a

picture of the shape and colour of the rose, and at the same

time associates the rose with a girl, to whom the word robe weuld
be more applicable, 50 when he talks about the rose, the girl
is associated with the ideas he suggests about the rose. The
beauty of the rose stands for the beauty of the girl glso, and
the sorrow at the fading of the rose stands Ior the sorrow at the
fading of Qer beauty, and for the transience oflall things.

Since we eccept the beauty of the rose, we are péréuaded into
accepting all these ideas connected with it, and to fecl with
Ronsard the regret at the tramsience of beauty, and the determin-
ation to enjoy it as fully as possible.,

It nay be that sonme images appear oniy to have the fgnction
of drawing & picture ia vwords, .as in the first definition.
However. this cannct be an objectivé picture, as it describgs
something as seen or imagined by the artist, and is never an
exact :fgppoduction of the thing described. The object or scene
appears coloured by the attitude or emotions’ of the poet, and
in fact many images which appear to be purely descriptive,

convey a great deal of emotion.




Iz ery ac & zewns of exsrec.ion,

idaving established that an imese Goos not nerely drow a
Licvure, w8 Lunt oV cunsider the inoge ac & coritairn wey of
using words desceriptively. whut zust be connidered 1l whethser
tue imape ic oioply & woy of using words, or whotber it ic in

29

fout a differcnt way of thinking. Lome reosle woulde of courie

aczsert that thousht and the uee of words cunnst o gejarated
Jdaat I om conecerned with here, however, is whether it con be

id that on fcuve i slmply & woy of sugigesting ideas wuich

(4]
&

could te expressed in more abgtract terms, or wacther on inge
resents concepts which could not otiierwise e expresced, There
iz Bo one uﬁswer to this ~ there is grect wariction frox one
noet to anstaer. ne noet nay use an ipage as a picture o
illeedcte an idea he hee glready exrressed. another noet
ohvicusly thinks throunh hic images: hin experience of tie
world sy corze $o him through hio senges and he comnunicates
this Ly reereating tliese sensuous experiences. in general

the poet does nol proceed to deduce trueth by lojical arjjucend;
he.wishec tc rrecent it oo a coovizeing ekperiance witl, all its
jmeciacy. Hence the stress on the seosuo s uspeet of poetrys
for Colerivge truth w.s revealed in sudden plimpees of fensuous
10490ery . Dhe inoe ip ¢oncidored ar a shert cuwt o trubii, more
cffective thann logical YROSCHING. SThis ip one reason wi
peetry ir s.en ar & itind of ivine revolation, tihe vicion of
truth,. The truda revealed in thece inncs is not ovjective
truth, bLut subjective, personal concepis toich ave convingling

when sinsonced in inLrcen, even thougl they zizat not ke accernted



as eternal truths.
Moreover, the image, apiealing to the sénseé as well as

to the mindqx has mnors persuasive power than simple statement
of opinions of arguments. This brings me back to the point
made earlier ‘about the function of the imagination, which .
creates a wider vision. The image may present an experience
not only . in sensuous terms, therebyﬂmaking it clearer, but it
may bring together'different aspgcts of experience, and present
idgas in a more complex form than normal logical statements.
This is the second wéy in which imagery differs from simple
statement; it is in its greater qomplexity, the bringing
tcgether'of different idéas. Lay Lewis sees this as thé most
important element in the image:

Beneath the pieapure we receive from the verbal music,

the sensuous associations of a simile or a metaphor,

there lies the deeper pleasure of recegnising an. affinity.
This is what distinguishes many images from other(%gpes of
statement, bringing together elements of different aspe cts of
thought and experience and. associating themn. wg have alrcecady
seen that any de=scription is cohoured by the emotional attitude
of the poet. This association may be bétween differént objects,
or objects, emotions and,ideas.. I'zra Pound defines the imége
as 'that which presents an intelleciual and emotional complex
in an instant of time'. (2) B0 that whereas the elements of the

image may be diverse, and the ideas exprese ced complex, the

(1) Day Lewis: The Poetic Image, London 1947, p.35.
(2) Ezra Pound, quoted in vellek and Warren: Theory of

Literature, Loondon 1963, p.l1l87.
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functionlof tﬁe image would be tb maké this complexity appear
simule$ aﬁd the imege may be in fact a simplification, rather
than a ccmplﬂcatvo”. .Words are often used not as expressing
one single idea, but as & means of suggesting various different
ideas, breught out in the associations between one word and
anotﬁer; .Thevtse of the objects of the material world in
imagery i 1ustr*teb to a certain extent the inadequacy of
wvords, one object being betier able to call up & number of
associavions and so enrich the neaning of the poem; The poet
fnay on the other hand require nis words to be fore precise, and
so the metaphor méy limit the vague mean?ng-qf.the abstract
term.. |

The imsge may be in a sense a simplification and in another

 §‘gé£eral1 atlon, ond these two elements are present in most

' hod 1 y L] et B 3 . }
imagery. ﬂevurnlng_to the earlier dlstlnctlon'between
' " ! .
ipagery as decorabticn and as clarification,vwe see that imagery
t -

g&ing
egamples from other fields of exper1ence and reTatlno them, thus
compllcatlng the point. Cn the other hand imagery, whun

clarifying an idea, takes examples from other aspects of. SR

experience which simplify the concepts involved and make then

more comprehensiule,

An image is a way of using words, but one which involves
reference to a world of physical and sensuous experience. There

is no need nowever to devend on vurely sensuous images in order

to make an idea clear, Fonsard's rose is acceptable because

we can see its beauty and all the ideas which evelve from that
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- sight. ' but this image from Donne is equally accentable because
it refers to something which is as much a part of exgperience
as.a more concrece picture would be:

And though each spring do add tc love new heate,
As princes do in times of action get
New taxes, and remit tiem not in peace,

- bleo winver shall abate the springs increase. (1)

" Uses of imagery.

I ‘should like now to consider some images in order to see
what the poet's procedure is. First Maurice Sceve:

Tu me seras la Hyrrhe incorruptible
Contre les vers de mwa mortalite. (2)

In this image he is referring to the abstract ideas of life and
death, and his feelings arout them are revealed in the symbols,

myrrhe incorruptible contrasting with vers, love as pure and

rmagiczl, death as horrifying and degrading. Togeﬁher they
-represent love overcoming death just as the myrrh could be

used to embalm the déad body protecging it from corruption.

‘the myrrh refers alzo to his mistress, his ideal, an&'again
contrasts with the mundane facts of bhis own mortality. Lo ‘hé
image reveals more than the simple fact that love overccmes death,
lt is the victory of the SDlILtU&1 over the physical. +“hese
abgtr ¢t ideas are all nuggGSUea in these two images which refer
not to the concrete ideas of myrrh or worms, but the emotional
and intellectual impreésibn they nake on tue wind, and present
ideas and emctions.in ver5 compact form.

another very compact image is that of Claudel, in L'Esprit

ot liZau:
(1) Donne: Loyes Growth in Foems, Loudon 1831, p.z2l.
(2) HMaurice Scéve: DEélie in Schmidbt: Yoetes du AVIe Biécle,

Paris 1953, p.2ol.



Ou que Jje courne lu tete
J env1eage 1'imrense octave de la Création. (1)

The use of the word octave expresses his idees about the'Creation;
the werd suggests music, and particularly narmon;ous, ordered
nusic, implying that he finds a harmon&, and. order, in Creation,
at the same time saying tiiat it is made up of different elements,
as the ﬁctave is made up of elffer nt notes. It is btoth
suggestive of sound and of sight, the octave'ean te visualized.

as well as qeara, something with a large span and yet within
comprehension. The difference between these two images probably
,_lies in the fact that the cctave embo&ies these abstract ideas,
“but it is néb really necessary to become.fully conscious of them
in order to a 1'nJ:'eciaaﬂ;e the image. The octave of Creation is

e desciiptive phrise which stands independent of the abstract ideas
lying behind it. The idea presends itself te the poet in bne
form of this image. In the image of Sceéve, the apstract ideas
rrecede the image, which is formed to iilus trat them and eces
not really become independent of then. Whnen analyeeu both
these images offer a great deal of meaning, and suwgest ideas
which are very complex. ‘helr force is not only that they

rake these comprehensikble in sensuous terms, but also that they
use concepts familiar to everyone, provoking a standard reaction,
like horror cf-worms, and through them communicate an aspect of
the poet's indiviﬁual outlook on life.

| If we accept that the purpose of a poem is to comzunicate
exverience by'recreating it in the mind of the reader, the 1muge

can be s very powerful factor in poetry. Besides recreating

(1) Paul Clauvdel: Qei ayTe Poétique, Faris 1957, p.240.
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" his experiénce, the poet can also give it greater depth and
meaning by stressing its affinities. By making comparisons
and conncctions, he makes the imege into soiéthing which gives
order tc ideas, fits them into a pattern formed by the vision
of the poet. | |
| sn image, therefore, may on one hand be a recreation of
something which the poet wants The reader ﬁc see, like Wordsworth's
~daffodils, and through that picture percéive his feelings atout
the things seen and the way they affect nim. Or the image nay
illustrate a ccencept like Eoﬁsard's rese, presenving it with
greéter vividéess and persuasive power. The imagery of a poenm
nay bring to iiie a;network 6f associations of ideas, fée;ings,.
and objects, which cch&éys a comnplete and complex exﬁgrience and
at the same time make tinis meaning more precise and'individuaie

- Types of imagery,

The Way'imagery is used varies a great deel from onelwriter
to another. Some writers find it easier %o communicate through
vivid sensuous imagery, others-surbordinate.their.imagery to the
develorment of avstract ideas. In the period considered in this
thesis both extremes sre shown - d'Aubigné on one hand having a
very visual imaginaticn, and poets such as_Spbnde on the oﬁher
hand ﬁsing imzges almost as abstract terms. Those whose experi-
ences nake very strong impressions on the seanses as wel; as the
mind try to recreate their experiences through the use of images
appealing to tne senses. On the other hand some poets use images
as symbols of abstract gualities tc fit into a predeterminéd

framework of ideas. The symbol suggests something beyond itself,
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some- highér reality; in this period the symtol is interchangeable
for ébrtain?abst}act.ideas,'lbsin@ part of its réality'as an
object. Llthough in Ronsard's poem the rosc exists as a flower,
it may easily vecome merely a synbol of_baauty,'or of lawve, in
the work of other voets. “he difference between the symbol and
otner xinds of imagery‘is that the symbol refers one immediatelj
to & background of more abstract ideas. G.V. Jones SHOﬁs the
importance of the symbol when he says:
¥My.h and symbol are ult:mauely anth rcp@morpnlc ways. of .
conceiving what is immesurably greater .than ‘human knochdge
can eabrace, (1) -
and the idea of symbeclism is based on the theory that this
world correSyonds in some way to an invisible world, and refers
back to it. Thus in Christian imagery the pelican becomes

a symvol fer. Ghrlst tecause the pelican on a 1ower level remlnds

. the reader of the self-sacrifice, generosity and pity of unrmat.-

In Bxperience intc Words by D.¥W. Harding,'it'is shgwn how .
scme i.ages are surbordinated to abstract values, and it is
said: | |
Scie allegory and personification have been so denatured
that. they znmount to little more than an alternate form of
abstract statement. (2)
Allegory is thne use of visible bbjects to éxpress immaterial
facts, like the passions. C.S. Lewis differentiates allegory
and symirol trus:

syﬂbollsm is a mode of thought, but allegory is a mode
of expression, (3)

(1) G.V. Jones: Christology and mytn in the fNew Testament,
London 1856, pp.29-30.

(2) ©D.W. Harding: BExperience into vWords, London 1963, p.73.

(3) C€.S. Lewis: Allegory cf Love, Hew York 195&, p.48.
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In the late nineteenth century cf course the theory of
symbolism is developed much more. For Mallarmé the word is
a symbol for the idea it expresses - an idea more vast and
unlimited than the word itself. ‘Vords should call up the .
invisible world of idezs beyond the world of the senses:

Je dis: une fleur! et, hor° de l'oubli ou m& voix relégue
aucun contour, en tant cue queluue ciigse d'autre que 1es
calices sus, musica lement se léve, idée méme et suaye,
l'absent de tous bouguets. (1) :
The symbel refers cne to the spiritual dbeauty lying vehind
material reality. :iowever, in both concepts of symbolism the
reality beyonda the actual wmage is stressed, rather thaen bhe
icage itself,

Lcut 1mdgcry lies somewhers between the two extremes of the
concrete and the abstract. The following image from lonne
combines visual uoncey“v with more abstract ones:

Whilst my Fhysicians by their love are grown
Cosmogravner., and I their Map, who lie
Flat on this bed, that by them may be s:;own

That this is ny Bouth-west discovery
Ter ivetu febris, by these straits te die,

I joy, that in these straits, I see uy West;
for, though their currents yield return to none,
What shall my West hurt me? As West and East

In all flat Kaps (and I am one) are one,

5o death doth tiuch tThe Resurrection. (2)

Be uses the points of the compass which suggest atstract ideas
also - west as death, east as birth, and south as heat, so

tnat the south-west discowery is death by fever. The theme is
resolved by the visval image of the map: for although on a flat
- / - ) - ~

¥allarme: Divagations, Faris 1922, p.251.

Donne: Hymne to God my uod in my Sicknesse, in Foems,
London 1931, p.287.
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map east and west may appear to lie oppusite each.other, they
are in fact the same point, as dgath and resurrection are the
same . The image is at the same time a clear picture and also
depends on abstract, syhbolic interpretation of the ideas of
east and west.

Hany images dependlon ésséciations which are not of the
senses: for instance the opening iine of one. of du Bellay's
sonnets: |

Heureux gui, comme Ulysse, a fait un beau voyage, (1)
wher: the reference to the legend .of Ulysses enriches the
theme of journey and homecoming with the associations of the
legend. de uses the story of Ulysses to illustrate the point
that although journeys may be useful an& inétructive, it is
better to return home to one's family. This legend is perhaps
not the most aprropriate ane'to'illustrate this theme, bub
the romantic associations of tike 1eg¢nd contrast witn the more
_humble aspiratioms of du Bellay. This type of imagery is not
as obvious as visual images, but depénds on tne rzader's
knowledge of the literary h@;itage of the poetb. In the same
way writers referring to.evénté or‘cnaracters from the Bible
can awaken a numver of asscciations relevant to their themes.
Christian imeges which havée btecome symbols are those wuch as
the Lamb, or tﬁe_Eridggroom, which immediately suggest Christ,
or the use of the serpent as a symbdl of evil.

The importance attached o imagery,

Different types of imagery may be characteristic of different

(1) ©2u Bellay: Les Regrets SuiVnghdeé intiquités de Home,
Paris 1958, p.79. '
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periocds. Ceftainly theré;is a variation in poetic theory from
one age to another; what tThe function of the poem, and in
particular the image, is,vchanges considerably. . As\tﬁe poetry
studied in this thesis comes under the heading of 'béroque' for
'most-critics,_it wéuld be interesting to see whether ﬁhere
ié any way in %hich-baroque'imégery differs from classical
imagery, for e#ample. One can see how the theory of imagery has
progressed, imagery being at first considered & mere decoration

~and later becouing the focal point of a poen. The Surrealists

- evidently believed that when the image came unconstrained from
the subconspious it portrayed a more precfound reality. - For the
poéts of the nihéféenth ceatury the image became the mystical
revelation.. Mpdernrﬁoets seek sbove all new and striking images.
' Cleanth Brooks says of the image:

The imagery of a good poem must be 'functional' - it
cannot afford to be merely decorative. (1)

For the poet of today the image is not something added on to

ﬁhe theme of the poem, it is the way in which experience is
communicated in ﬁoét;y. _ The idea is the image. Coleridge also
was aware of theé importance of the image, not énly for decoration,
tut as expression of %ne'pbet's vision:

It has teén before observed that the images, however
beautiful, though faithfully copied from nature, and as
accurately represented in words, do not of themselves
characterize the poet.. They becone proofs of original
genius only as far as they azre modified vy & predominant
passion; or by associated thoughts or images awakened
by that passion; o when they have the effect of
reducinz multitude to unity, or succession to an instant;
or lastly, when a human and intellectual life is
transferred to ther, fpom the poet's own. spirit. (2)

Cleanth ®rooks: The Well-wrought Urn, New York 1947, p.219
5.7. Coleridge: Biographia Literaria, vol. II, London 19C7
r.16.
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imporvant however as tle sang & veines of a poem, as for

Ronsard, and for ihfusing life into the bhjecf started from., (1)
dust as the poets called ‘baroque' were not cunscious of

having any.common ainms, neither had they any theory of the

baroque image, but undouvdbtedly the irage had for thenm a great

aeal of importance beyond that of decoration. An image could

h@ve the function of teacuing by example, hence the images' of

Chass¢ snet from which he drew moral les é;ns. loreover, for

réligious pocets the use of imagery to illustrate_religious

_;déas en ueu thos e images with a sacrednesé, so tuat they

became ways of knowing and exp?es;ing the &Givine. Also, as

I hope to show later, relision denends to a great extent on

the fact that it is revealed uh¢ougn sacred images, rather

than direct stetement. Images are used not s¢ nuch to clazi@y;_

as many poets of the time, including fralherbe, seemed to think

o

ney should, as to be sensuousiy ang emotionallj De. suasive,
and even shocking. As in Coleridge's definition the images
appear modified by the predcminant passion, whichh is a religious
one s

arogue imamery.

This passaze fr.m Theory of i.iterature shows the influence
of religious fervour on barogue imégery.

In the raroque period, cC= aructerlsulc Tigures are n%e

pa_aaon.\LAe oxymoron, catachresis, These are Uhristian,
myshical, pluralistic figures. Yruth is complex. <There

are wany modes of Lnﬂanb, each with its own legitimacy,
vome kindsg of trutue have to be stated by negation or
calculated distortion. God can be spoken of anthropo~
morpkically for he made men in his own image; but he

{1) Bee D.B. Wilson: Contraries in Sixteenth Century Scientific

Writing in France, in Zssays presented to G.u. Girdlestone,
Newcastle 196G, p.3%563. '




ﬁs also the transcendental Other. EHence in Baroque
religion, truth atout God may he expressed tnwouan coupli
of contradictories or contrar¢es, as in Vaughan's
'decp but dazzling darikness'! The Neo-Classical nind
likes clear gistinctions and rational nropre551ons-
metonymic moveLents from genus to species, oI partlcular
to species. ; But the Barogué mind 1nvoaos 2 universe
at once of zhnj worlds and of worlds &ll; in unpredictab
ays, onnected. (1) '

Wbctpcr or not such & close link btetween baroque and
religion is justifiable is not my concern here.  What this
passage does béing.out is the idea of the different kinds of
imagery - that adﬁocated by Halherbe which should bz clear,
simple and comprehensible, and that of much of the poetry of

this period which is confused, self-contradictory, and as we
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ings

le

shall see later, highly coloured by the emoticnal conflicts and

obsessions of the writer.

In this period, then, it would seem that although the
apparent function of the image was -to decorate, the poets of
this study to a great extent used the image as @ means of

lanation through compariscn. The theme being a religious
one, the gxglanatibn becomes more qomplex in its atvemplis teo
bring across the essential mystery. 4t the same time these
poets were cnncernea with convincing the reader of the truth
of thgir 3399051p;9ns, so imagery must also be persuasive and
highly emotional, Imagery is not used only to ornament, or
to clarify thy poet's thought, but as a means, often the cnly
means, of communicating this thought.

Yihatever the thecries abtout imagery, or the variations

| to

in types of imagery from one period

another, the image always

has an importance for the critic at least as great as the ideas

(1) Wellek and darren: Theory of Literature, London 19€3,p.

198.
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lit illustrates. .'is has been shown ian the first part oi this
chapter, the use of the image is one of the ways in which
roetry diifers frbﬁ cther types of languagze. The'image feveéls
what the poet feelé, the way in which he sees the world, and
also expresses in #ore comprehensible terms his ideas.  The
image is the neans of recreating vividly the experience of the
voet. The more déeply the pcet is committed to a belief about
1life or the more biased his outloek on the world,'the more he
depends on images. to reveal this vision to his readers, and tov
rersuade and convince them. This is true particulariy of much
of the imagery of the late sixbeenth and early seventeenth
centuries. Imaéery is used both_in naking ideas more complex,
uniting c'iis*-..yarate#?spe_cts of life, and in simplifying them to

illus*rate a system which was conceived of in simple terms:

good and evil, God and man.



Chaﬁéer.II
The aim of this. chapter is to¢ examine the ways in which
eligion &epends'on_images in its teaching, and indeed fhé
extent to which exprgséiom of reiigious belief is based on
imsgery, as definéd in: the preceeding chapter. kKeligion will
also be examined in relation to art in general and poetry in'
particular in an attem@t to discover whether religious helief
is a suitable subject for art, and whether art is & proper
medium for expressing religiocus ideas.

Art and theology.

It would te aceful to examine in what Wayé art and theolegy
are oimilér. Be;1g10n is an interpretation of reality, taken
in, t?e hroudest p0551ble sense, that is, it is a way of e:rplalnlno
the meaplng b”ﬂlnd ‘the universe as a whole and also the particular
life of each individual. Threugh'religisn man comes to terms
with nature, with the world around him, and with the conditions
of his owm existéﬂce, with suffering anc death. #He learns to
redoncile nimself to death, hoping to find in iv a new life.
Explanations are givenifor existence, for the creation_pf all
tnlngs, and #hh rcasona why the worla continues to existk _ 411
this is within the centrol of Ged. Besides this, man is given
a set of rules by which he mey live his life among others-- the
‘moral-code has the authority of God behind it and teaches him
how to behave towards other peorle, and the patterns into which
his life should fit. ¥inally, religion gives him the satisfaction
of a nersona relationship with the creator of the umniverse;

here he feels that although he is part of a large comrunity



in the eyes of God he is still an individual.

ijowever, the explanations_given-fo'hii are not of a logicals,
scientific type; they are imprecise, vague. They afiirm thé
existence of God, but his nature is shown to be beyond the
comprehensidn of man. So they are not propositions which are
immediately accerptable.’ Whét is.reqﬂired_is ndﬁ understanding,
but belief. The emphasis in Christianity is on faith. 4 reason
for this may be found in the neéd for personal contact with God:
religicn must not be obvious and simple; but must make some
demand on the believer. He must put some effort into his
religion in order to achieve a féeling of unity with God.. In
- any case, as yet no science could give a ccmplefe rational
explanatiocn of the causes of existénce, and the only indications
which we possess do not point to sny simple solution, and give "
man no sense of purpcse. Religion cﬁmpensates for the
inéufficiency of that which we can ascertain by experience ard
logical reaséhing. it superiﬁpoées.an imaginative structure
cn that winich ié apparent, ;n& gives a new dimension to life.
The phenomena of the world can be given meaning. by this super-
imposed pattern, bylbeing woven into its struéture and acquifing
a new depth of significancelt. In the sawme way, each individual
artist'attempts to find some‘ﬁeaning in reality, at least
witkin the framework of the work of art. As T7.S. Eliot in

Pecetry end DUrama says:

It is ultimately the fuanction of art, in imposing a
credible order upon ordinary reality, and thereby
eliciting some perception of an order in reality,
to bring us to & condition of serenity, stillness
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ané reconciliation. (1)

Art triés bto xive meanln; to the world by means of patterns.
Ordingry events may tecome meanirgful as vart of a erk of art.
Whereas science finds out the organic laws of existence, and
rhilosorhy mekes abSaractlons of existence, art adcepts life
in its totality, and adds something to it when it makes it

’

part. of its rpattern.

4.0, Bridge in "Images of God . claims that &ar artistic
" expression is less precise yet mwore profdund than normal

logical expressiocn, which could also be said about religious

o'

expression. Art, besides religion, can provide'thé link
between the material and the transcendent, although the artist
is not confined to one particular pattern or belief. " This is
not to say merely thet theology is am art, or that all art is
.dgdicated to a religious interpretation of life. Sinply the
methods by which they procede is similer, and art seems to be
one ofithe means_by which religious feelings can find adcquate

éxpression. klany writers moreover are aware of the links

- . . o . . . A
between art and religion. Honsard in the "Abrege de 1°Art
Poétigue had this to say about his conception of literature
and religion.

Lar la PFoesie n'estoit au ;:emier-age gu'une Theclogie
allegorique, vour faire entrer en cerveau des hoames
gr0351ers, par fables plaisantes ‘et colorees 1°s secrets
qu‘ils ne pouvoient comprendre, quand trop ouvertement
on descouvroit la verité. (2)

Ronsard‘s idea of theclogy is a mixture of pagan and Uhristian,

(2) Ronsard: Qeuvres Uomplietes, ed. ¥. Laumonier,
Yol. XIV,D.%.

(1) T.5. Bliot: Poetry and vrama, London 1951, p.35.
Paris 1914,
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in this instance mainly pagan. He gives as exanmples Crrheus

end Homer, who learned what they knew from prophets, cracles

(]

and similar sources. It

0]
[{

eems that Ronsard saw a:similarity = -
between poetic ané prophetic utterances.

At the heart of religion lies incomprehensibility, the
essential mystery which is partly, bubt not wholly, revealed
to believers., Ayer said:

we are often tcld that the nature of God is a mystery

which transcends the human understanding. But to say

that something transcends the human understanding is to

sdy that it is unintelligidble. 4nd what is unintelligible
cannot significantly be described. (1) '

'It.is unintelligible because it is not logical, it is a nonsensical
concept in fact. The existence of God is' a nonsensical idea
simply tocause it cannct. be verified, and so statements about

God are of the same type as artistic statements, neither logically
true nor false. So pefhaps the cnly way of attempting to

describe God is in artistic terms, which substitute imagés for

an unintelligible reality, and. sugmest instead of describing.

Art can contribute, appealing not to the reason, but to the less
conscious part of man's mind, particularly in music. To a
pertainéektenﬁ artists clothe their work in an air of ﬁystery;

V&

1

often suggest rather than explain. Artistic expression

ct

[¢]
<4

is the best, and often the only weans of conveying this sense
of mystery and incomprehenéibility which religicus beliei-
contains.

images in religious faith.

The use of metaphor is extended often to express some of

the most basic ideas of Christianity. Ideas such as the nature

(1) A.J. Ayer: _Lamguaze, Truth and Ldgic, Tondon 1946,p.118.
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of God himself, and man's iife after death are incommunicakle -""-
no-one can form any certain idea about them. 5c’ the ideas nust .
be présented in terms which suggest rather ﬁhan define. To a.
‘certain extent every person has a ¢different idea of God, depending
oB" his own needs and ‘feelings. To say that He is incomprehensible
‘is pfobably true;'bu% it is not always satisfying to”p;ace one's

- faith in ad incomprghensiﬁle being. On thé-qthér hand, one
¢ay-tén3.%o think of Him as some sort of éuﬁerfman;- to. form a
picﬁuré of Him in human form. Here the'image‘is that ‘of a

painter who tries to portray a figure 'who would call forth

w

re

pect and love. He may be.the personification of ths Father,

"or of the Judée, The image of God changes withh%ime - the

tod of thie 0ld Testament is more of a stern judge than the God
of ﬁhg MNew Testament who ig kinder and more merciful. - But it
.seemsxinevitat@épthat He should be given huzan attributes,:even
if these are merely an indication of His greatness, or that iie
‘should oftern he imagined in sénsuéus Eerms,lalthough the mind

realizes that tde is beyond this. St Augustine can find only

sensuous images to describe Him in his ‘Confessions:.

But what is it that I love in loving Thee? Not corporeal
veauty nor the splendour of time, not the radiance of the
light, so pleasant to our eyes; mnot the sweet melodies of
song of all kinds nor the fragrant smell of flowers,
cintments and spices; no%t —anna and honey; not lizbs
pleasant to the enbracements of flesh. I lcve not

these things when I love my God; and yet, I love a
certain kind of light, and sound and fragrance, a food,
and embracement, in loving my God, who is the light,
sound, fragrance, fcod and embracement of my inner mean -
where that light shineth unto my socul which no place can .
ciontain, where that soundeth which time snatcheth not away,
where there is a fragrence which no breeze disperseth,
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where there is a food which no eating can &iminish, and
-where that clingeth which no satiety can sunder. fhis
ie what I love when I love my God. (1)
Life after death is unity with God arnd-is therefore the

moment when one discovers the nature of God. . Heaven or hell

-

may also be thought of as actual places; iin heaven man.¢an
enjoy pleasures either of a diffe:ent k¥ind from those on earth,
or of a more intense and lasting Xind. Similarly, the torments
bf hell can be imegined in physical terms, or in purely spiritual
terms. But again the image of an actual place is usually
gtronger in people's minds, espedially in the period wnich we
will te considering.

Both concepts are admitited to be beyond comprehensicn
and definiton, and therefore dépend to a large extent on the
power of certain descriptions, suggestions or comparisons
which relate to human experience, but which are also recognized
as veing cof a different nature, as in the passasge quoted from
bt . Auvgustine.

The use of religion to explain facts such as the existence
cf-the universé'énd cf man himself, and the existence of good
and evil, is much more poetic than ratioanzl. The story of the
Creation is .very unscientific; it is an imaginative explanation.
The emphasis is.en simplicity,-- t™e Creatior of the world taking
place in sn orderly fashith according to the divine will, the
story of the Garden of Fden with two characters. The images
are particularly strong and even though they cannot withstand
rational criticism, they still stand as symbels: the tree of

. the knowledge of gcod and evil, the serpent who represents

(1) 8t. Augustine: Confescions, Traps. Pilkington, rdinburgh

1876 Book £ Ch. VI,p.243.
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vil, the Garden of kden as the happiness of innocence.
In‘%he same wey supposedly historical events, as in the
life of Jesus, may be invested with a symbolic value. 'He is the
rerson who brings man's salvation and the cross becomes &4 symbol
of salvation. The idea of death =nd rebﬁrth, death being

necessary for rebirth, and the ideé-of sacrifice, are given
' shape in the events of the €rucifixion - the individual d?agh
&nd rebirth of every Christian. Here the'cencrete imagel of
Christ on the cross, which contains all this, but is still a

physical presence, is perhaps the most force

4y

ul of all the
Church's images. ' G.V. Jones states the;purpése of a religiocus
myth as being sowething which reinforces through pictorial
symbolism ideas which cannot be accepted in terms of simple
stabement. The symbol of the cross suggesis to thoéé whe look
at it not only the historical G:rucifixion, dbut also the central
thexes of this faith, and all'tﬂé"emotibnal appeal of the death
of Christ and han's versonal suffering and ultimate salvé%ion.
'In a sense Christ is himself the image of God, God made visible
in ofder that man may'gras%'through'Chriét what-God:is ilike.
The aqtualS@yinsé of 'Jesus have a picturesque guality because
of the imagery ke uses to éoﬁvéy his}teaéhing, By revealing
SR

is messaue indirectly, he preserves the fundamental mystery

I

of Chri@tian truth, so that only those will understand who
wish to urderstand, Here the languaze of Jesus is poetic -
metaphorical, not explicit.

In verite€, en’verité/je vous dis, 51 le grain de froment
cheant en ls terre ne meurt, il demeure seul: mais s'!il
meurs, il arporte beaucour de fruict. (1)
. 2 ey ™59 - Ny
(1) La bible gui est touvte la“salnqteves?gibu€§en€;%2;:iré}
Trancois ustienne 1567 5. Jean XIl:2%. +OTWERE
sbrreviated as La Bible)
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This type gf imagery of deathk and rebirth is ﬁypicél of the
Biblical style, and also of much of the poetry to be studied

in this'thésis} The quotation shews how similar the language

of Christ is to that of the poet‘ﬁho clothes his thought in
imagery as & way of making statements more conprehensible and
nore VlVld, and also nore obgcure and conmplex. ' this is more
obvious in tme use of parad ox1cal statements to express Treligious
truth, paradoxes which can only te resolved in the understvanding
of religious doctrine: ' statements such as:

Gui aura gardé la vie, la perdra, et qui aura perdu sa
vie pour l'amour de nmoy, la gardera. (1)

or statements wiich seem paradoxical since tncy attempt to
descrite the incomprehensible nature of God:
Most hidden and most near, the most beauteous and most
- strong, stable yet cont ﬂLned of none; unchangeable and
yet chang¢ng all_unlngs. (2)
The actions of God are seen to be paradoxical, as in this extract
from Sponde's Hg iditations

»

couronner en fin de glcire ceux que t‘ont presente la
couronne d'espines? donner du miel & ceux gui t'ont
.faict avaler du fiel et du vinaigre? (3)

or in the contradictoriness of Beze's description:

Car, Seigneur, c'est tcy qui frdpyes et qui guaris, qui
menes au s@ pu1C“re et qul en ramenes., (&)

God and divine truth gre s0 muCﬂ beyond human comnrehenalun

that, all att&mpts tc describe them end in self-contradiction.

La Bible, 5. Matthieu X:39.

1 L
2) St Augustine: Confessions, Edinburgh 1876, ook I. Ch. IV.,
Pol. )
Jean de sponde: MNéditations avec un Essai de Foémes Chrétiens,

Faris 1954, P 6,. (Henceforward abbreviated as Spondq)
Theodore de Eegze: Chretiennes Meditations, Geneva 1582, p.22..
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cimilarly salvation can be expressed in terms of paradox -
the terms life and death acquiringz a double meaning through
the Christian message. As the story of Christ depicts events
which transcend what is normally possible, so belief transcends
what is reasconably credible: +the laws of nature and the laws
of logic can only be broken by the creator of these laws, Sd
it seems that paradox is an expression of the inadequacy of
lenguage used logically to define and describe. Foetic language
is an attempt in scme ways to compensate fér the inadequacy of
nermel language - to suggest that which is beyond definition,
using words which have greater. evocative power, making one aware
of some kind of counection between things apparently uncomnectéd.
Also for the Christian the necessity for a language which defines
spiritual experiences is important, as spiritual experience is
assumed to be a part of every Christiaﬁ;s life and easily
understandaivle to him. So he will sccept that the spiritual
be expréésed in human terms, since these are the only ones.
which it is possitle to use, so long as there is in these
mets phors an iﬁdication of something beyond human experience.

 The individual writer and hie use of religious imagery.

The poet may be concerned with humén existence also and
may be trying to'interpret it in & religious Way,'in which case
hé will try to combine the framework of Christian belief, with
ite imagery and symbolism, with elements of the visible World
and human expériencé, and thus give them a deeper significance.

There is a cusmplication here -~ use of imagery may depend to a

large extent on the poet's conception of the world and its
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rélation to God. He may see the worléd as the glorious cresation
of God, or he may see it as evil, tempting man away from
spiritual perfection. So the image taken from the earthly
world may provide an énalqu fo T the heavenly world, or it may
be in:conflict with the wﬁiter's idea of tod, and serve as a
~contrast. God may be given very human characteristics, the
‘human characteristics which the writer considers to be .of value,
which he wishes his God to embody.
1t is however undeniable that the separation between the
earthly and heavenly worlds cannct be made very clearly in
people's minds, or even in religious doctrine. fhe Church
depends on images either wvisual or poetic, tc convey much of
its teaching, and the individual also may form ideas about
religion which bring it down to a very human level. The
necessity for inagery or parables is made clear in this passage
by Austin Farrar:
Because the primary.subject of theological statements is,
according tc unbelievers, preposterous, and according to
believers 'tranocenannt‘, the statements about Him cannot
be zpything but parables borrowed from the world of our
more direct ucqualntancc. And since He is by suppositiorn
very different from those things or persons from which the
parabolvc naterial is bporrowed, no parable of itself ,
xpresses Him truly, ané everny parable needs to be balanced
by a different parable with a contrasting bias. (1)
Although there is a wealth of images illustrating religious
teaching each individual may find new imagés to communicate
his religious experience without affecting the vniversality
of his faitkh. By finding new, fresh imagee he may illuminate
another aspect of his religion and relate it in even more ways
(1) Lustin Farrar: A Starting roint for the ¥rhilosophical

#Zxamination of Theological. Qe ief, in Faith and Joglc,
ed. wasil xitchell, London 1957, p 10C.
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to ordinary human experience. The poet can draw both from

. ~ - 4. . S 3 . - . o= - . «
traditional imagres and his own individual experience, since

religion is

[14]

S much a personal experience ss a telief skared

between all the nembers of the Church. the experiences of
St Theresa, for instance, are expressed in images which she

feels appropriat e, and which are comprehensible to everyone:
Celul gui veut s'adonner 2 l'oraison, dcit se figurer
qu 11-—ntrerrb_d de faire, dans un sol ingrat et couvert
de ronces, jérdin dont la beaut€ charme les yeux du
Seigneur. “'est le divin FKaitre lui-méme qui, de sa
main, arra cne d'avord les mauvaisesg herhes, et en met
de bonres & leur place ... lous devons les arroser avec
le plus grand scin; alore, loin de se fletrir, elles
poxtercnt des fleurs dont le doux parfum attirera le divin
”aitre. Il visitera souvent cette &.r-e, son Jardln
chorl, et il y prendra ses délices au milieu des vertus
gui en sont le% mystiques fleurs. (1)

=3

his image is exbtended to describe different states of prayer,
1usL£dLed by the necessity to water the garden: av firét all

the labour coming from herself, but later God supplying all her

needs._ The analogy of the gardenér implies tne control which

God has over her soul, whici is no longer a parb of herself,

and sae cmphaliizés.the sweetness of virtue through the pleasant
inage of the.kragrant flowefs. Her images are often sensuous,

as woaen she describes the raptures of divine love, which suggests

more oi a physicul than a mental state:

Cette oraison et cette union laissent 1'dme remplie

d'une ineffable tendresse d'amour pour Dieu. mlle

voudrait mourir, ncon de peine, mais de la douceur mewe

des larmes qu Telle répand. (2)

The procedure of appealing to the understanding through the

senses is found in the Spiritual Exercises of S5t Ignatius.

(1) St Theresa: La Vie de Sainte Thérese, Trans. Marcel Bonix,
_ Paris 1857, p.l31l. :
(2) St Theresa: La Vie de Sainte Thérése, p.156.
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fié encourages th: reader to imagine tie sweetness of heaven
through the five senses, and also the horrors of hell in the
same way. ne appeals directly to the imagination, e:ve01ally
the visual imagination, tc induce the religious state of mind
by meditating om Christ's sufferings on the cross. ¥rancgois
de Bales recommeds the same procedure:
- N e ' - .
Quand vous seres arrivee devant vostre pere ppirituel,
imagines-véus d'estre en la montagne de Calvaire sous
les pieds ce Jesus-Christ crucifié, duquel le sung
precwcux distille de toube&.paruz wour vous laver de
vos iniquités; car, bienque ce ne soit pas le propre
sang du Sauveur, c'est nfaumoins le merite de son
sang respandu cui arrose abondamment les penitens autour
des confessionraux, (1)
Frangeoizs de Bales gives a symbolic quality to this image of
flowing bloed, which combines the physical and the spiritual.
He tries t-roughout teo peint pleasing pictures of the religious
life, appealing to the senses also, Heavenly beauty is related
to earthly bezuty, it is degree which differenciate<s them. Cn
tre other hand, a writer such as Donne uses imazes describing
the world in terms which stress the extent to whlch it is
separate from God:
And though the Apostle would not say Morimur, that, whilst
we are in the body we are dead, yet ne sé&ys, Peregrinamur,
whilst we are in the body, we are but in a pilgrimage,
and we are absent Ifrom the Lord; he might have said
dead, for this whole world is but an universal churchyard,
but one common grave, and the life and motion that the

greatest persons have in it, is but as the shskintg of
buried bodies in the grave, by an earthquake. (2)

When he speaks of God's relation to the world, it is to emphasize

the world's inadequacy to reflect God truly, but yet the world

(1) nranc:ois de Sales: Introduction a la Vie Devote, in Ceuvres,
Vol. III, Annency 1893, Book I. Ch. XIX., p.57.
(Henceforward sbbreviated as Francois de Sales)

(2) Domne: Poetry and Prose, Edinburgh 1933, p.459.
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has ne veluw in itaseld ﬂﬁﬁaﬁt to reflect od until zon c.n see
Hin face to face.  Alvhsugh the visiegns of 1r_“%c1~ Ge Lales
and of ULonme ave contradictory, they &re.%oth tyrical of two
different zinco of attitude tebth te be found in the religious
propc ond poetry af thia periocd, 'Eaﬁeavar.%s%h are aspects of
what might be c;lla&'ﬁﬁe terogue style. It has dlrecdy been
mentioned in the preceding chapter that for amany oritics there
ig ¢ link bﬁtWeéﬁ_ra igious precccupation any the barogue style.
The influcnce of the Uounter-veforsetion and the Reformation
itseld would scem to bave stirred psets inte szpression of
thelr réﬁigisué.cﬂm"iaticns. In this pericd religiocn boecame a
natger bf.viélenﬁgﬁﬂmtrGVQmsa ay religious guegiions woie
iﬁvclveé With the everyday 1ife of the ypeople in a sore éat&rfal'

I . . )
. WYy taaa before. Religion wao no lonpger an. ostablisied sct

.oflbelfefs, ﬁmere was doubt absut the validity of the dociériaes

-expounded by thﬁ ~aurch, one sect was gphcsaﬁ-#- aﬂether, “nd

so tae poet lent his oid by illustreting his bb;i“f& in his art.

A

the barcgue styls in medy ways 1s the test fivted to exnresc
religious. opinions. The obsescion with deoth and tae EassLEe
ef time should cunvines the réeder of tie necessity for
concentrabing on spiritual salvation. The uce of puradox
reficcts the ﬁa;a&agical nét are of the Christizn fuith, belief

e

in Goed being the onliy weans of resclving these peradoNez. The
pportance of Christiasnity is fuith, not reaseon, and faitk is
heat expresied in the concretve vigica rather than the rational

argument, fThe tendency tv exagserate ic alse justified by the

e
1]
fs
)

inportance of the bhems treated, asné apirit of relig:
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enthusiasm which inspired these poeﬁé.

Inagery in rrose writinz-

This being the case, it would be natural that the sane
tvpeg of imagery should be used in prose as in pcetry?land the
images popular in prose are often found tuv be common in poetry

. also. since many works were written.around paséages from the
fﬁible, particularly the psalms, it was inevitable that they .-
'spoulg:Be-full of echoes of Riblical imagery. = imong Protestgnt3~Q_
'w:iters of this time a taste for Eiblical 1magé-y was an elemené

of their style. The °‘Meditations’' of Jean de Spqnde are of

ccurse full of such echoes. - This passage is probably inspired
by references to the exotic animals of the Bible who torment man:

Les Curs l'espient sur les montagnes, les Lyons le guetter:
aux . forests, lzs Loups l'agassent dusqueo dans sa porte,
le Crogodiile 1l'accoussume aux larmeo, 1 Hyaena apprend
mesme & parler pour le plper, et se dispose a.1'outrager
Jjusques dans le Tombeau, l€s Serpens se tanlgsent soubs
les plug belles fleurs, les fleurs pour l'am orcer, les
Serpens pour le mordre. (1) ’

This gives the feeling of the antagonism between man and the
world and man's helplessness alone in the universe. It alsoc

- ’, \
1llusurat° the barogque taste for exaggeration. . Théodcore de Beze

in his 'Chrestiennes Meditations' takes up the theme of the free,
familiar in the Bible:

Bref, je seray comme ug bel arbre fruictier planté’de ta
main en ta maison, ente sur ce franc olivier, levant au

ciel mes rameaux verdoyans €t garnis de fruicits procedans

.ée la grace, qul m'arrousera tousjours au piéd, et
m'empeschera de craindre gellees, ni chaleurs,. ni vents,

ni gresles, ni autres tempestes, desguelles nesme je
récueilleray nouvelles forces pour tant mieux fructifier, (2)

(1) Sponde, p.%9. | '
(2) Théodere de Leze: Chrestiennes iie Gitations, Geneva 1582,p.25,
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De PBeze gees himseli as vhe tree growing and bringing forth fruit.
Although the image is the seme as that of Frangois &z Sales:

Le juste est comme un arbtre gui est planté'sur'le cours des
eaux, qui porte son fruit en som tems, parce gque la, charité
arrousant une ame, preduit en elle les oeuvres vertueuses
chacun en s& saison. (1)

it seems that de Béze accepts the image more physically, with
more emphaals and exaggeration. In the work of Francois ge Saks
a-great deal of imagery is drawn from nature, e~pecially the-
more pleasant and decoravive aspects of nature - used not merely
to decorate but to help the reader to understand
0 Ihilothee. imsginez-vous gue comme l'akeille, Aynnt
recuell17 sur les fleurs la rcsée du ciel et le suc plus
exquis de la terre, et l'ayant reduit en miel, le porte
dans s& ruche; ainsi le 3resvre, ayant pris sur 1'sutel
le quveu; du monde, vray ¥ils de Dieu, gui commes une
ros€e est descendu du ciel, et vray Fils de la Vierge qui
comme fleur est sorti de 1a terre de nostre Rumanite, il
le net en V1unde de' suavite dedans vostre bouche, et dedans
vostre corps. (2)

This image appeaan very strongly to the senses while awparently
explaining a difficult idea - it is perhaps to a large extent
this sensuality which helps to put over the idea.

Adnother aspect of barogue style is the feeling of uncertainty

and movewment, Th agery which expresses this flux and

(1)
fote
r-i
Cq

movement is typical of writers concerned with the inconstancy of

Q

life and of nen. In this passage fror Sponde there is not one
image but & number of imeges giving way to each other, all
suggesting mcvement and confusion. Thgre is much repetition,
statement of the same idea in slightly different words:

D'ou ta t de fraglllte7 d'ou tant &'inconstance? De la

fragilite de ce rcsezu, ée l'inconstance mesme de ce Folype.

Frahcois de 8ales, Book IV, Ch. I, p.125.
Franuols de E&alss, Book II, Ch. I(XI, p.i2l1,

~r
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Je ne puis resoulder ce verre, Je ne puis arrester ces
torrens. Tout cest homue icy n'est gue du vent qui va,
‘qui viert, gui tourne, qui retourne, {u vent certes, gui
s'eslance en tourbilloms qui lui sabculcnt le cerveau,

qui l'emportent, qui le transportent, Qul le poivssent

aux £scueils d'un monde d'erreurs, &ux oui;rps d'une
infinité de Charytdes, dont 11 ne rkoCh&phe que .brisé! (l)

'ﬁrangois de Zales also sees life as movemen : he says of man:

et sa v;e ecOLle sur cette terre conme Teu gaux flottant
et ondoyant en une pnrpetuelle diversité de mouvéments. (2)

This image in itself is much more harmonlouo; the inconstancy
is made intc cne continual movement. . He resolves the theme in
one image whereas obpcende conveys his own feeling-of confusion
through the cconfusion of manerv. u Veir is also coacerned
g
with the theme of cuange ané passage of time in this inage:
Toute terre est pays 2 1'homme sage, ou plutdt, nulle
terre ne lui est pays. Son pays est le c1el ou Sl
espire, pasgsant ici-bas seulement comme par un pelerlna-e,
et s'arretant aux villes et aux provinces comme en des
hoté&lleries. (3)
This image is a very common cne and ccntains above all the
idea that life in iteelf ie a thing of no account, just a
rassage to death. There is the same outlook &s in the passage
" from Donne quoted earlier. The g?oomy view of llfe and
especially of men . himself, is taken by Sponde in this description
of the new-bora child:
- . - . N\ - .
Ces osselets gui se roidiront peut estre a 1l'gdvenir
sous la pesanteur du Ciel, se fracasseroient & la moindre
cheute. (&)
These last images are typical of burogue writing in tLat they
(1) * 8ponde, p.89, e
(2) Frangois de fales, DBudk 'f Ch, &IIT, p.316. .
(3) Du Vair:, Lz -Fhildsophie kovale des btquues, ed. Michaut,

i
Faris 1546, p.95, !
(4) 8Bponée, p.5.

L(




result from meditation on death and, the passage of time. Eut

here also all kinds of attitude are possible. Du Vair accepts
¢éath almost wituout emotion:
La derniere goutte qui sorg de la bouteille n'est pas celle
qui la vuide, mais qui achéve de la vuider; et le dernier

mowent de nostre vie n eet pas celui qui falt 1a ‘mort,
» mais seulement qui 1' achéve. (1)

The imagery of du Vair is nmore characteristic c¢f a pailosopher

in bL ¢ the iunages are more abstract -_élearly exanmplies illustr-
ating -cﬁcepts. Sponde's use of imagery is much moreﬂsensuous.
lie also uses more dfématic effects, calculatéd te strike fezr into

the heart of tne reader:

Certes la fumee est montee en ses narines, et la flamme
et le& charbvons ardans sortent de sa bouche. (2)

or

Ca a beau boucher ses oreilles, ceste bouche perce tout
ée sa V”l“, ceste voix entre Jjusqu'aux fords du coeur,
‘et se faiv sentir de mille pointes acerees qu'elle
descoche, e lle tranche jusqu'au vif. (3)

&5 in the imagery of »t Pheresa gquoted earlier, Zod is felt

&3

very physically. he imagery is persuasive like that of

=

Frangois de Sales, but in the opposite way, appealing to the
senses through horror rather than pleasure.
incther essential feature of barogue style is:tﬁe confli
expressed in imagery, throuwh the jﬁxtapositioﬁ of opposites,
darkness and light for 1n5udnce. Thié is frequent. in Béze%;werk
Celuy qui a tiré tout de rien, peut-il estre empescheé de

refaire son ouvrage? Celuy qui des tenebres a fait
sortir la lumiere, sgauroit-il point ramener de la

(1) Du Vair: Traité de la Consbance et Consolation, ed. Flack
& Funck-3rentano, Faris 1315, D.95.

(2) Bpende, p.97.

(3) Spcnde, p.90.
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mort a la vie? (1)
The paradox is within man himself:

et qui s'est lave peur retourner en l'ordure? pardon
est-il fait pour pecher tant plus hardiment? la lumiere
nous introduit-elle aux tenebres? bt guel meilleur exemple
de tout ceci sgauroit-on choisir que moy-mesme? (2)

For Sponde the contrast is between man and God:

Tout homme est coulpable devant Toy, 1la pureté mesme
n'est gu'ordure, la lumiere gque tenebres. (3)

In all these examples from prose writers the imagery is
used to- explain, to convince, toemphasize and exaggerate, and
alsc to bring out the fundamental paradoxes of Christianity.
 However, each iﬁage reflects the personal attitude toﬁards
his religion of the individual writer. ‘Two main prevailing
moods, énﬁimistic and pessimistic, are apparent in the way
the writer choceses his images from life, This‘image Ifrom
Francois de Samles is cne of the most common in the writing
of this and earllcr periods, and yet it can reFlect nan
different moods.

Que 1le navlre prenne telle route gu'on voudra, qu'il

cingle au ionant ou levant, du midi ou sepfentrion, et

quelque vent que ce soit qui le porte, jemais pourtant

son algullle meme ne regardera gue sa. belle étoile et

le -pble. Gue tout se reanverse sens dessus uessous, je

ne dis pas seulement autour de nous, mais je dis en

nous; c'est a dire que notre ame soit triste, JOJeuse,

en douceu;, en amertume, en paix, en trouble, en clarte,

en tenebres, en tentations, en repos, eén goub, en dégoutb,

en secheresse, en tendreté; que 1e scleil la brule cu

que L& ros ée la rafralchlsse, ah! si faut-il pourtant

qu d jamais et touaours la pointe de notre coeur, notre
sprit, notre volont€ superieure, qui est notre boucsole,

(1) rrhéodore de néze- Chretiennes Teditations, Geneva 1582,p.46.

(2) Théodore de Bdze: Chretiennes Beditations, p.51.
(3) Sponde, p.l22,
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regirde incessament et tende perpetuellement a 1'amour
de Diéu son brodteur, son »auv’ur, son unique et souvevain
+bien. (1)

Francgois de Bales himself brings in the typical images of the

sun anG the dew, and plays down the frightening stormy aspect,

fte

stressing the confidence cne should feel in God's love. it is-
8till typically Parogque however ia the waﬁdering of the shiyp,
the long string of adjectives, the'uncertainty of life which
contrasts with-the one certainty, that of Ged-

What the artist does when using imagery is to look at the
world in a biased kind of way. Religious feelings may give the
artist a bias in a particular direction, but religi oua feellngs
are offdiverse kinds, so there is a great deal of diversity in
the way religious feelings are 1llaatrated in Lmagery. Within
one pericd however certain objects, or experiences are considered
of more significance than others and in this stgdy we will see
various images repeating themselvés over and over, as the
preference for certain specific themes is expressed. |

- The last point 'to be made is that concerning the relation

of the artist to the community. Collingwood in ‘Principles of

Art - states that art must be prophetic: of the poet he says:

he tells the audience, at risk of their :displeasure, -
the secrets of their own hearts. (2) -

The artist often finds himself in a position not unlike that
of a prophet or a teacher: someone who has a particular kind
of vision which he npust convey to others, a coaviction that he

sees things with grester clarity. The 1inks between art and

C3

(1) Trancois de Sales, Beok IV, Ch. XIII, p.317.
(2) R.G. Colllngwood PranC1ples of Art Ox?ord 1038, p. 396
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religion in this period at least encourage the artist in tais
conviction, that there is some particular and important truth

s i ' o )
which must be reveadled to the reader.
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ChapterjIII

This chapter is concerned with the sources which could
'have bad some influence on the poetry of this period, in
particulér those sources having a distinctivé type of imagery
from which these pcets could have borrowed. Since the idea
of>originali%y is not important to poets of this period, it
is. natural that they should borrow images which they found
‘beautiful and which illustrated their own themes, either takiﬁg
them.ffom wellfknown sources, or from the works of their
contemporaries. Images were so much commdbn property thaﬁ,it
is difficult'to pin down the sources which.influenced each
individual poem. However, several main influences are very
obvious in the work of these poets.

Fossible influences.

Some religious poetry dealt with general moral questions
from a religious,point of vie&, &na sone .dealt more directly
with themes faken from the Bible. One would exrect that as
‘they wére influenced in their ideas and themes by the Bible, the
1anguaéé_bf the Bible would also have some influence onltheir
poetry. The Frotestants especially with their emphasis on
the sﬁu&& off the actual text of the Bibe would come verj
much under its influence.  Tramnslations of the Bible were common
in this cenbury, the earliest being that of Lefévre 4'Ltaples
in 1530, The Bibliéal,spirit was most prevalent among the
Frotestants in the sixteenth century, due to this study of the
Bible, and particularly the 01ld Testament, in-which they found

parallels between the adversities suffered by the Jews and the



promise of ultimate viptory,_aﬂé-their_oﬁn persecution. -
R:A,Sayce iz his book on the French Biblica 1 spic in the
seventeenth.century has pointed out also tne importance of
. _ )

the higtorians Josephus and Fhilc as sources of méterial,(l)
It isvﬁifficu;t toléscertain to.what extent writers did refer
'to the:actual text of the Bible, whether in tfanslation or
the‘Vulgat§9 éinéé much B1bl1ca1 expres51on and imagery has
Eecomé & matter of common usage, part of the cultural tradltlon
aﬂd'vocabﬁlary of the people, and known even to the poet who |
did nof refer to the original text. It must be rezembered
'howe#er that the translation ané paraphrasing .of Dassages
ﬁrom ‘the Bible wgs comnon nractﬁce among. poets, in particular
the translation of psalms, wtich lgnt themselves to poetic
style because of their rhetorical phrasing and use of imagery.
In fact tramslations of the: psalms corresponded little %o the |
original spirit cf the Bible. iost trans;ations transformed
the-psaims, retaining only the framework of the criginal |
statements and images.

However, the sixteenth century was aléo the century of
the Renaissance énd the wripers of the end of the sixteenth
-and veginning of tnc seventeenth centuries inherited a literery
tradivion which could rot be ignored completely. Tpeir-gtyle
inevitatbtly reflected that of their predecessor# in some respects,
in spite of the cobvicus differences. Wider reading of the
ancients and influence of the Italians had introduced a pattern
of imagery which remained in spite cf the change in attitudes.
The pocet could neot help being influenced not only by religious

(1) R.A. Sayce: The French Biblical kpic in the ueventeenth
Century, Oxford 1955.
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works, tut by the poetic tradition of his predecessors,  The
imitation.of Italian poets is most obvicus in the translation

-

of religious poems, such as the Lagrimi de §. Pietro, by

Tansillo or the imitation of Tasso's ‘Jerusalen Delivered.

However the imegery of Petrarchist love-psetry is easily
adaptable to the expression of religious emotlons.

Some critics see in Lhe barogus styleig survival of late.
nedieval spirit, perticularly in its more grotesgue aspects,
its fondness for allegery and its obsession with death, This
is seen especially in the poeus on death, although the influence
of medieval allegory is to be found in writers such as d'Aubigné'
or scme of tne later Catholic poets. Many cf the images and
themes which could be ascribed to siblical influence were also
common in the poetry of the Middle Ages.,

Biblical influence.

Biblical influence can be seen in two ways: wuse oi images
which refer tc events and scenes of the Bible, and those which
repeat and elaborate on actual imegery used in the Bible. The

ost obvious is the use of the heavily symbolic and scmetimes
violent 1nugery of the Book of Revelation or the later books
of the (Cld iestament. Again, the most familiar of the Biblical
images are those tuken from the New Testament, from the safings
of Christ. fany of his parabhles afe ccmposed of simple concretbe
images:
I1 leur proposa une autre similitude, disant, le royaumne
des cieux est semblable au grain de moutarde, gu'un
homme a prins & sewé en son champ,

Qui est bien la plus petite de toubes les semences: mais
quand il est creu, il est plus grand gue les autres
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~herbes:- & devient arbre, tellement gue les oiseaux Gu
ciel y viennent, & font leurs nids en ses brenches. (1)

The imégery of the Bible reflects the preoccupatiéns of those
for whom it was written ~ their everyday activities. The

imaggs tend to be pastoral ones, concerneé with hills, gré753
rain, corn - imagzes of fruitfulness and'fertility contrasting

he

o

with those of sterility are ccmmon -~ Jesus comparcs

(=]

‘fruitful tree with the thorns and briars, or in the Song of
Songs:

Tes dents scnt comme un trOLDeau de brebis bian‘arengees,
lesqueiles montant. du lavoir: & lesguelles toubes agnelent
deux & la fois & n' 'y a nulle qui soit sterile entr'elles. (2

The imagery used in the Song of Songs to convey pleasure and

habnine s speaks cf fruit and fTOEers, jewels and spices.

“

Other ectivities are reflected in the imagery of the Eible,

or exanmple:

)

les Jours paasent plus legercsment que l& navette du
tisserand, & defsillent sans espoir. (3)

The concern of the shepherd for his flocks is also an image
freguently used to describe the relationship between God and
his people, This type of imagery one wculd not expect to be
as acceptable to the poets of the sixteenth century who were
farther removed from the primitivé type of existence which
depended greatly on the cultivation of the earth. Some of the
images which arose naturally for the poets of the Bible from
their expefience of everyday life would not cecur so naturally

to the poets of this iod.

3

(1) La Bitvle, 5. Hatthieu KIII: 31-32.
(2) La Bible, Cantique des Cantiques IV:2.
(3) La Eible, Job VIiIi:6.




'‘he Biblical images coricerned with death, punishment
an¢ the end of tnéqworld'ure more striking. There-is obsesuion

with blocd, sug "eftmu L,‘u.ilt and vengeance, and #ith fire, the

ks

idea of fire burning away the unfruitful trees, 1eaa_“g te the'

)

4

idea o

g

fire as purging bthe earth of 1ts corruptlcn,

Fourtant comme le filambéau du feu consume le chaune,

& lu flamme friolle la paille: ainsi sera leur racine
comme pourriture, & levr germe montera comme pougs1ere-
car ile ont rejetté la Loy du Seigneur des batailles

% ont blasphemé la narole du Sainct "'Isvael. (l)

hc disyuption of naturaT elements, edrtLquuﬂae, sun loosing

l—]

its light are also'necessary elements for.filling th: reader
witi fear. The coanjuring up of strange.aﬁiﬁals, and beautiful
angels, ucds the exobic element. The'imagéfy of:tﬁé'Bcoku of
Pevel¢t10n relwee te a cewtaln extent . Qf the. re”Ctltl“n of
certain numbers whlch havb special valne, and certaln symbelic
cbjects, such as the tree of life, the book s of life, the
,goiden qandléstickg; The imege most used t¢ characterize God
'is the symbol of light, which casts all other lights into
dar Yness. ' '

The reasons’ why Biblical influence was parﬁicularly merked
in the work of Frotestant poets have already been mentioned. -

- ‘ T . 4
This influence is most obvious in the work of d“Aubigne. The

whole of Les Tramiques' has a very 0ld Testament atmosphere
“about it. D'&ubigné feels the Lmllarlty between the position
of the Frotestants and the Is aelites, chosen peorle of God.

He had in conmmon with many of the 0Old Testamenf ﬁ;ophets what

ne congidered the duty to expose the inigquity of his fellow-

r

(1) La Bible, Isaie V:24.
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" countrymen, and to warn the w1cknu of the terrible face which
awaited them, God's inevitabie vengeance. . His final scene .
is that of .the Apocalypse. ' The image of the wolf. and the
lamb is significénﬁ in this respect. The sheep, as in the
Bible, represent the faithful, who are attacked bﬁ the wolves,
representing-the'wicked'or qﬁbelievers.

Les roys, qui sont du beuple et les roys et les peres,
Lu troupecau domesticq sont les loups sat QULDGILBS, (1)

or later

Chas tle en ta douceur, punis en ta iuxle _ '
L'escapade aux agneaux, des loups la "*vcher¢e._ (2)

This theme is alsc bound up with that Qf_Cain,gnd'Abﬁl -
svmbols of the righteous and the wicked, the elect and the
non-elect. o
Jue le prem_er bourreau et 1e premLer martyrc,
., Le premlﬂr sang versé, on peut voir en eux deux,.

L'estat. des agaeaux doux, des loups outrecuideux; (3)

Reference to €vents and characters from the Bible plays.an

impocrtant part i=n 3 £ubigné"h imsgery. Cafhefine de Kedicis
is compared to Jengei,vand the Cerdinal Ge Lorraine is called
Achitophel. Besides Cain and Abel, the opposition of Jacob
and Zsau suggest to him the two factions fighting in France.
D'Aubigné has é tendency to identify himself with David, not
only David the poet, but alsc David the warrior: |

Prcste-m01, Verwte, ta LdSUorale fronde,

Jue j'enfonce dedans la pierre la plus ronde

sue je po rrray hoxsir, et gue ce caillou rond
Du v;ce toliath s'enchasse deons le front. (4)

(1) D'Aubjgné: Les Tragiques, in Qeuvres IV, Faris 1877,p.35
(denceforward abtreviated to Tes Tragigues)

(2) Les Tragigues, p.67,

(3) Les Yragiques, p.odd.

(&) Les Tragiques, p.72.
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Although his imager& is in general more.extravagant, and mofe
elaborate than anything to be found in the Bible, thebe are many
images which echo the spirit of the sidle. The last Dossage- |
of -iliseres  is written in the style of a psalm,.invoking God,
lamenting his misforturnes and begging for the destruction of

1is enemies, Une part is taken from Fsalms LiXXIV: 4:

-

Les moireaux ont leurs nids, leurs nids les hirondelles;

On dressz yuelgue fuye zux simples colombelles;

Tout est mis a l'abri par le soin des mortels;

£t Dieu sevl, immortel, n'a logis ni autels. (1)
There &are other examples of phrases taken straizght from the
Bible:. another line in this passase echoes Narrpkew iXI: 13

Ie la sainte maison la caverne aux brigands ()
referring tc tue corruption of the Catholic church. Gther
Biblical phrases found in his poetry are those such as:

C'est cacher la chandelle en secret soubs un ugy:
Qui ne s'explicque pas est barbare a autruy. (3)

The use of the Bible is perkeps a result of this close parallél
he-felt between contexporary events and the world of the Bible.
ﬁesidés these ohvious parallels, he also uses a great deal
imagery which depends on the same themes as much of the imagery
of .the ‘Bible - the imapes of growth and ferbtility:

Pour Héaﬁt nous semons, NOuUs arrousons en vain,

53 1l'esprit de vertu ne porte daas sa main

L'heureux acroissement. (&) '
Anofher imaze of sowing and harvesting refers to the church:

C'est ainsi que seront gardez des inhumains,

(1) Les Traziques, p.&8.
(2) ZILes Tragiques; p:68.
(5% Les Tragigues,' p.l69.
(&

Les Tragicueg, p.275.
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Four resemer l'iglise encore quelaues 3v¢ins,
Armez 4' dL¢LlCUlOQQ, gralns gue les mains divines
' Font naistre 2 la faveur des poignantes espines,
llcisscn de grand espoir; car c'est moisson ¢e Dieu
Jui la fera renaistre en son temps)y en son lieu. (1)

my

The following passage from Jugement expresses damnation
oubn inages of sterility, again using the terms of sowing .

and harvesting:

Citez yvres de sang et de sang alterees,

LUl aveyz soif de sanz et de sang enyvrees,

Vous sentirez de Dieu 1l'espouvantable mainj -

Voz terres seront fer, et vostre ciel d'airain:

Ciel qui au lieu de pluye envoye sang et pocudre,

Terre de qui les bleds n'attendent que le foudre.

Vous ne semez que vent en steriles silloms,

Vous n'y moiss anere" gue volants tourbillions.,

Gui & vos ycus p]euranc:. folle et vaine canaille,

Eeront.pirouetoer les esprits et_la'yallle, (2)
This passage i6 slso an example of his obsessién with blood
and fire The- first part s uggests the description of Ghe
destruction of *abylon in the Book of Acvelatlon. But all’
through the poem d Aubigne repeaﬁs.imayes of blOud and fire,
Mhﬁh.gf his desériptiun of the bay of Judgemenﬁ is vaken from

the tic]e The reference to the Lamb of uou, The St and

LY

moon lOOblnb their nght, the crumbﬁing cf the mountalns, tbe
rivers or blood, nlSc he uses wnite as the colour to symbolize -
innocencé, the gcod being dresaed in white robes on the Day

of Judzement.

W

Ile sont vestus de blanc et layez de pardon .(

or in wLeg Feux'y

les Tragiques, p.214.
Les 1ra:1q“es, pp.cSl—E
Les Ups '1que ‘Ppe 295
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‘Les vaingueurs de Siocn, qui,au prix de leur sang, _
Fortant 1'escharpe blanche, ont rris le caillou blanc. (1)

The image of the bride and bridezroom is also used to describe
the martyrdom ci lady Jane Grey:

l'ame a bien d'auire gage
BDe l'espoux qui lui donne un si haut marisge. (&)

or the last line of 'La Chambre boree), as & sysbol of the

church:-

"Vien"dict l'espouse, et nous avec l'espouse; "Vien". (3)
Another cheracteristic of Biblicael styie is the as: ociation |
of sin and uncleanliness. B’Aubigné makes fréquent use of
the words jimpure and orduré to sugygest sin and evil.

A . .
Car vous donnez tel lustre a vos noires ordures -
Gu'en fascinant vos yeux elies vous semblent pures. (&)

Another symbeol of evil is the snake, which occurs Irequently
in the work of 4'Aubigne:

De ce superte mont les serpents sont au was,

La ruse du serpent conserve leurs LEstats,

&t le poison secret va destruisant la vie _

yui, brave, s'oprosoit contre la tyrannie. (5)

. » ) . » e L) - .. -
Even in his earlier love poems, d'Aubigne coumbines bivlical
and pagan mythology, taking many imeges frow the descriptions
of the apccalypse. The symbolism of fire and rebirtl: of spring
is © also used to express his coaflict.

‘A1 these different types of Biblical influence arc to

be found to a lesser extent in other authors. The extent of

Lec Tragiques, p.l49.
Les Trogiques, p.l63.
Les Tragiques, p.148.
Les Tregiques, p. 71.
Les Tragigues, p. &2.
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- . . £, - . . .

the influence on d'Aubigné can be seen in comparison with
other writers. Many-ima jes are borrowed from the Bible,

but are assimilated intc a style which is very different from

that of i

=3
o
w

ible itself. D'Aubigné in his use of imasery
menages to retain some of the atmosphére of the 0ld Testament,

Whereas d'Aubigné referé tg the Bitle to illusfrate a more
contemporary theme, La Ceppéde is déaling'with the story of
the Passion as teld in the Bible. But although the theme
is thé same, the style is very different. Unlike the
Frotestants, he interprets the story in & very .personal way.
He is mainly interested in the Biblical themes because of
their significance t< his own life, aad his emétional and
intellectuai involvement with them.  His poems show knOW1eawel
of other pérts of the Bible than those he deals with directly, .
gnd events of the 0ld Testament are parallel to aud in a sense .
symbolic of the events of the New Testament. Foem LXXI in.
the first section makes a comparison bétween Rachel who died
in giving btirth to her soﬁ Berjemin, and Christ who when he
died gave birth to tﬁe Church. Iﬁ:Foem XIVE he compares
Judas betrayiﬁg Jesus to Joseph's brothers who scld him to the -
merchants; Foeu IV of the second part describes Peter's
denial of Christ with & familiar Biblical image:

La plus constanue foy, dont le mortel se vante,

MN'est gu'un ﬂOLVﬂFu sablon. Fierre, enquis doucement

Au fouyer, s'il n est pas de la troupe suivante

De cet homme, s'ebranle, et nie impudement. (1)
(1) ¥. Ruchon: ksgzi sur la Vie et 1'Ocuvre de Jean de la

Cenueae, Gepeva 1955, p.55. (Henceforward avbreviated
s La Ceppede.)




The

52

last three lines of this poem contain illustrations

from the 0ld Testament:

Ainsi fut Goliat par un enfant batu,
Ainsi courba Judith l'ennemy de sa ville,
Ainsi fut Pharao des mouches combatu. (1)

Ancther comparison is between Jesus and Isazc - Isasc who

b
was
his

his

the

to be a human sacrifice, and who carried the wood for
own funeral pyre, ressembled Jesus in this respect, carrying
OWn Cross:
RPN PR
Le voila qu'on le meire au destine supplice,
Ainsi le bon Isaac allioit portant scn beis,
Sur leguel il devoit brusler en sacrifice. (2)

theme of David and Goliath is again taken up to symbolize

struggle between Christ and Satan. Ia Ceppede also

paraphrased some of the psalms of David. He remained faithful

to the imagery of the Bible, but extended the image:, going

into more detail, where the original is more vegue and general.

Reflections of the style of the psalms can ve found in his other

poems, for instance:

The

/- - »
Deliez nos liens, soulagez nos miseres,
Délivrez-nous des fers de l'eternel courroux,
it combatez l'effort de nos forts adversaires. (3)

conventional images are used also: the theme of the

btridegroom referring to the liens of the preceding guotation:

LN L

Chers cordeaux, c'est par vous que cet Espoux maintient
Son Espouse, & par qui son amovr favorable )
La tire docuceément, l'attache, % la soustient. (4)

La GCeppéde, P.53.
La Ceppede, p.&3,
Ta Cepréde, p.47.
La Ceppéde, T.48.
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or again, in a poen addressed to'the'faithfulnscul:

Belle, venez y dong, vostre Espoux le commande

Et pour tant de bien-faits dont il veut vous benlr,

Donnez-luy vostre coeur, c'est tout ce qu'il demande. (1)
Other familiar Biblical imeges are used: Christ is referred to
as the good shepherd: |

. N
Pour le mauvais troupcau, voir livrer & .la mort
Le bon Fasteur: (2)

The colour white, «s for d'Aubigne, is a symbol of innocence:

Le blanc, pur, simple, égal, sans teinture et sans art

Figure l'innocence. Lt ce Christ qui le porfe

kgal, simple, innocent, vit sens tache, et sans fard. (5)
+*he poem XXIII of the third psrt associates the cross with other
symbolic objects taken from the kible.

Le presscir de la Vigne en Calvalre est dreose,

Od ce fameux raisin ce pressoir a pressé,

rour noyer dans son vin nos lethalea leeres..

L'eschele Isrselite est posee en ce lieu,

Sur laquele aujourd'huy s' pnuyant l'homme-lieu,

Nous fait Jjoulr des biens qu‘il a promit & nos Feees. (4)
Jacob's ladder is a familiar image, as is the use of the serpents
as symbols of original sin. The wine-press is that menticned
in the Bock of Revelation, and in the words of Christ in
John XV, where he describes himself as thne true vine.

La Ceppéde‘s borrowings from the isible are often these
types of syubollc imeges which fit into his almost abstract
framework of glgnlll.ance.

"‘___.._—‘_—..—_———

The inmages of the transience of human life are similar in

o)

(1) rIa Leppcae, P.6S.

(2) ZIa Cegpéde, p.j?.
(3) La Ceppéde, p.57.
(4) Ia Ceppede, p.€Y.
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most poetry pf this period and similar to those of the Bible
also. ﬂcwe%er this is nct an indication so much of deliberate
imitation as simply acceptahce of conventional means of
expréssion, using the most obvious comparisons. Chassignet
makes great use of this type of imagery in expressing transienée:
A beaucoup de dsnger est sujette la fleurs
Cu l'cn la foule auz piez, ou les vens la ternissent;

Les rayons du soleil la brulent et rotissent,
La beste la devore, et s'efueille en verdeur. (1)

or this next passage which is a paraphrase of Isaiah XL:6.
Veus tu scavoir que s'est de ceste chair fragile?
C'est .de 1'herbe et du foin & present verdoyant
sp cent plis recourvez flos sur flos ondoyant
(U passera demain la tranchante faucille. (2).

He compares life also to dreams and shadows:

-

.+.le songe vain de l'ombrage d'une ombre (3)

This is an image which is found often in the Kible, as in

Car nous ne sonmmnes gue du jour d'hier, % scmmes ignorans, :
d'autant gue nos jours sont sur la terre comme l'ombre. (4)

Like many of his contemporaries, and poets of all ages, he
uses frequently the image of the river, which is to be found
in the Bible also:

¥es freres se .sont desbordez comme un torrent: ils se
sont escoulez comme le flot des fleuves. (5)

This type of imagery is common in the work of most poetls

of this period, for example Lé Digne in La Magdeleiine is

here describing a8 woman's beauty:

(1) Chassignet: Le ¥espris de la Vie et Consolation contre
la llort, ed. hkuller, Geneva 1955, p.96. (Henceforward
. abbreviated as Chassignet.)
Chassignet, p.lls.
Chassignet, p.87.
La Bible, Job VIII:O.
La Bible, Job VI:15,
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it la beauté se¢ perd en sa prompte alégresse,
- Lonue une igune nlante en sa preuwiere fleur. (1) -

but here the image is more reminiscent of hongurd than of the
1bllCd1 rhrases like:

Les jours de l'homme sont .comme 1'herbe, & florit ainsi
comme la fleur duw champ. (Z2)

Lazare de Selve describes man in these terms:

iwwre fueille, ombre, cendre, et pauvre ver de terre, (3)

rl

Fau
incorporating as meny elements as possible, including the

reference to worms, which is also a popular theme with his -

s

contemporaries, often connechted with the fear of death as in

w

wt quel bien de la Hort? ou la vermine ronge
‘ious ces nerfs, tous ces os, (&)

This is anogher imagefWhich is found in the Bib hie, but is toco
comaon to be cited as a direct influence. Occasidnally there
.are signs of more direct influence, as in Chassignet:

0 mort, c'est fait de tey, i1l n'est pluc memoire
ion aiguillon est mort, (5) '

or in his use of the story Trom Judges VIi:5 of the soldiers
Q*Lnklng from the stream, showing that the degenerate man
loves only eartnlJ things.

Biblical influence on krotestant poets -

fluch of the imagery wh*cb we have seen as being typical

-

of d'aubizné is found also in other Frotestant poets. - For

(1) ©HNicolas ie Digne: La Eamdeleine et _autres vetites ceuvres
vens 161t-p.9. (uenceforward abbreviated as Le Digne:
La Lazdeluine)

{2) La Bible rsaumes CACIII:15.

(3) 1Imzare de gelve-‘ Les gQeuvres §y1r1tuellbo, Faris 162U, rp.c4.
- {henceforward ab'reviated as [azare de x»elve)

{#) G&ponde, .onnets sur lo Mort £I, ».197.

(%) Chassignet, p.l1l00.



example there are the lines of Poupo in his Huse Chrestienne:
' ’ )
‘Que suis~ie de ma part fers un sac plein d'ordure,
Fecheur {ils de pecheur, et serpent de serpent. (1)

His defence of the true church uses the conventional imagery,

refercnces to Cain:

Ingeance de Cain desloyale & meurtriere,
Qui d'espandre le ssng ne te peus onc saoler., (2)

There is the same fascination with blood and the usé of images
of fertility and sterility:

Les sillons tourmentez assiduellement

Du coutre & de ls herve, aporteant le froment:

Ceux qui es2nt & repos les herbes inutiles

Les Chrestiens, essartesz par glaives & par feux,
8'esgayent davant plus en qerme fructuewz.

Ta paix ne leur vaut rien qu'a les rendre steriles. (3)

The imagery in his poetry is.concerned tc a great extent with

vegetation, flowering, fruitfulness and- barrenness, and also
pastoral images; the shepherd and his sheep. The next poen
is an ekample: he compares himself to a sterile tree, the
fig-tree of the Bible. Also there is the use of the flower

falling to suggest‘transiéncgn and the leaf.suggésts the leaves
worn by Adam and Lve in the Garden of =den.

Voila ma fleur tombee! o dueil qui me surmonte,

It ores que les fruits se devroient presenter

Je ne trouve tout nu, & ne me voi rester,

wh un fueillage 1nut11e, dont ie couvre msa honte,
Gu'aten-ie plus chetif, sinon qu'il me scit 4it,
wuand le Seigneur; viencra, comme au figuier maualt,
5i lui fecong en g_,racc & riche en 0a¢1ence,
rrenanujpltléh: moi, arbre steril & vain,

Me me donne culture, & vigueur de s& main,

4fin de porter fruits dignes de repentance. (4)

1) ¥. Poupo: la Muse C.restienne, Paris 1585, Delke (Henceforward
abbreviated ase Foupo )

2) Poupo, p.ll.

3) Poupo, D.l2:

4) Pougo, p.l5.
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In his Jhent pastoral’ Hocquigny describes a country

?J

Ucene with shepher going avout their d~11y taohu, hut th,

f

shepherds. @re a¢so alleborLGal figures, rEElDQlD~ one of the

1:

shepherds Who wor shipped at Christ's birth, and also the .
flock of the faithful members of the Church.  Fasteur suggests
now not only a_shepher&.butialso a Frotestant minister. :'His
attacks on the Jesuits refer back to the 0ld Testament.

fiaig ces Vonstres nouveaux, engeance de L.oyole,

jorn ccntgns de la prendre nn ces siecles malins,

Forcent a coups de voix, ¢s temples des Baalins,

fLes peuples enchantez, d'en coiffer une_‘dole. (1)

Bibliical’ influence on Catholic poets.

Catholic poets concentrated more on the deatn of Christ,
- the blood being a sacrifice which purified them of their
crimes ané wruited them individual salvatlor

Fuis qLe ie suis lavé dans ce baing salutb
Mnlmneur, regarde moy dans ce"lieu solitaire,
.0U s'arrose mon lit de larmes & de pleurs,

The images of Christ as the lamb and the bridegroom reappear
. combined with this image in a poem by Luys_ﬁaunier:

.Ce peuplé camp heureux, ¢ui marchoit.sous l'enseine
Pe la triple vertwu, chanze ores de drapeau, '
Lt n'est plus Wucrroyant gur le givin. coupeau, _
suguel le hon igneau pour son espouse salrne C (35

The theme of purification through the blocd of Christ is

-found frequently in the poetry of antoine Favre:
Que vois-ie sn ceste croix! 1la mort qui vivifie,
Les playes de mon Dieu, pour les miennes zuerir,
ur sang pur, & naif, pour mon ame blanchir.. (4)

(1) Adrisn de Rocguigny: La Kuse Chrestienne, 1&34, p.92.
{Henceforward abureviated as Rocguigny)
(2) Antecine de Nervéze: Les Foemes bpirituels, Faris 1606,
p.36. (Henceforward abbreviated as Nerveze) _ .
(3) Loys Saunier: Les nieropoemes, Lyon 1584, p.60.
" (Henceforward abtrewiated as Zaunier) .
(&) intoine Tavre: ILes sntretisns oSpirituels, Faris 1602,p.l167.
: (Henceiorwarq aborev1a1ea as ravre) :
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The imagery in which Christ is portrayed as the Bridegroonm is
used freg ueqtly by the more mystical poets. I hive already.
guoted La ergede, and these lines from Gabrielle de Coignard
refer toc the parable of the wise and foolish virgine:

Leurs lampes brusleront é'un feu continuel
Attendant le retour de l'espiux eternel. (1)

and this lyriéél trea%ment by Hepil is reniniscent of the
Song of bongs: |
C beau lict :de 1;ep~ux plein d'oeillets et de lys. (2)
Connraab HeLween Biblical 1n;luence [e1a} 1:Jc'ote.-:tzaunts snd Catholics.

“Phe main L:fxorench 1'-cal:weez" uatnolﬂc ara rroteatdnt poets

is:oftenia result of olfferen+ themes and preOCﬂu sations. Thé
}rotestaﬁté obviously\identified-themselvss muchlmoré with the -
Israelites of t e (1d restament,'éod's éhosen pecple, oppressed
by unbelievers. On the other,haﬁd Uathblic;poets saw themselves
much more. as - repentant 31pneru; redecmed ﬁy a versonal union

with Yod, seeing the sulfferiags of uhrlst as 1nt1mately connected

with tnelr lives, and identifying with flgures like Nary flugdalene

an& 3t. veter. Protestant poets seemed to be mere influenced
by the actual text of the Eidle, and its histori¢al content,
and showed much more use of the pastoral %yge of imagery, and
the apocalyptic vision of the 0ld Testament or Book of Revelation.
Among the Catholics thers is more of a tendency to take one
particular theme or image and elaborate on it, and an image
originally from the Bible may become unrecognizable in this
process. The images most used are those suggesting tfansience
(1) Gabrielle de Coignard: OQeuvres_Chrestiennes, Tournon 1595,
p.20. (Henceforward abtreviated as Coignard)

(2) Claude Hopil: Les Divins Eslancemens d&'Amour, Paris 1629,
r.109. (Aenceforward acocrevii.ted as Hopil)




and the erotlc theme of the uwp% of Bongs may have had sonme
influence on poecry expressing divine love.
Reliﬁiggﬁ_ggg_ergfig imagery-

The 1nterconL°gt10n between religious and erctic imagery
ig apparent in many as“ects of a&t. Images of fertility are
often as soc1ated with religious observance. : In the Song of
Songs, sensual love'is expressed often in imagery connecﬁed

'with:fertility and cultivation. On the other hand Christianity-
depends to a large degree on the idea of love and this love is
expressed in terms taken from love between man and woman.,
Christ -as the Iridegroom is an exanple. More scope is given
te this aspect by the fact that Christ can be imagined &s a
human figure, capable of experiencing and expressing human
emotion. It. ig natural therefore that'poets'in trying to’
cpnvej the relationship between man and God Shoulc rely
heavily on the imagery of love poetry to express thémselves.,
| ‘TIn this particular period, many of thelﬁathoiic poets
concernsd themselves abd#é a1l with the expression of the love
between Ged an& man 'as for instance Pierre dé& Croix:

Grand Dieu scurce de l'umour, mais plustost Amour mesme
qui maintiens tout ce tout par accors asoureux. (1)

He also wrote a series of poems tased on the Song of Songs
which~intérpreted the work as an expression of divine love
in terms of human love. Clauvde Hopil whom I have gquoted
earlier grew ecstatic before the incoumprehensible mystery of

the Hody Trinity, and his poetry is full of exclanmations, of

(1) Pierre de Croix: Le Miroir de 1'Amour Bivin, Douay 1608
» ( .

tienceforward abbreviated tc Fierre de Croix)
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words such as amour, e€glancermens, and pasmer. In less édeclamatory

terms Gabrielle de olgnard aTSc dedicated. her poetry to
expressing the love of uod.

The use of expressions taken from love poetry sugzests
that the poet feels the.relationship between man and de to
be of the ‘saeme sort as that between man and woman. it is atove
all a‘?ery'yersoﬁal relationship based .on emotion.
Frotestant poets would feel that respect or fear were more
kappropriate'ideas on whick to base this relationship. 'Perhaps
the Catholics also saw Christ and the Virgin Mary more as real
people, more sympathetic tb human emotion than the God of the
0ld Testament. It may be that they saw divine love. as &
different type oi feeling from human love, and used erotic
imagery as the nearest apyroximation to it, or perhaps they
saw it as a more intense cr refined type of love, a more-perféct
object of desire and a more intense ecstasy in unicn with God.
;Myétical writing, as in the work of St Qheresa, is oiten very
erotic in the use of iﬁagery for this last reason. bome
imagery is obviously using the lanzuage of erotic passions
as a metaphor for religious passions, as in this guotation
from Donne: |

Take me to youw, impriscn mee, for 1
Except you'enthrall mee, never shall be free,
Hor ever chast, except you ravish nee. (1)

The reader is aware of the difference between erotvic and

religious passion, but the extremes of the metaphor suggest

(1) Donne: Poems, London 1931, p.2%4. Holy Sonnets LIV
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they tried to show the cohtrast betweén the purity and

sincerity of their intentions with the more éprdid preoccupations
cf thoéehfhey imitated. in féct many pcéts wrote both love
poetry and religious ypoetry, Désportem_and i'alherbe being

obvicus examples, or.even HQ@Sérd himsglf. D'Aubigné .and

sponde wrote love roetry which rrecedes and 15 less well-known
than their religious works. #ithin the Fetrarchist tradition

a great deal of religious poetry was written in Italy.. ILes

TLarpes de St Pierre is an exanvle. WNany of the Christian
sonnets of Desportes are inspired by Italian models. The love

poetry of Fetrarch himself was given a religious interpretation

at this- time; HMalipiero in the Petrarca Spirituale had
interpréted Laura as Mary, the figure of Love as Christ and-
Ffetrarch as the soul of the wanderer on earth. Petrarch
himself bhad written some religious poetry. It was apperently
usual for Italian poets to include in their volumes of love
roetry a few poems of religious inspiration. This waz not
taken up in France until the later balf of the sixteenth
'century. bu EBellay's L'Olive contains some religioﬁs verse
but he was an exception in his period.

The themes which were preferred by the Italian poets were
the birth and death of Uhrist, the praise of the Virgin Mary,
the repentance of the sinner. Vianey (1) quotes a great
rnumber of volumes of Christian poetry,:produced especially under
tne influence of the Counter-Reformatipn. Besides the themnes

already mentioned, poetry abcut Hary liagdalene was also popular.

(1) Vianey: Le Fétrarchisme en France au kVIe Siécle,
Montpelier 1900, . .



te mentions Fagani' =3 La Lanentatlon de la_Sérapihique Taae1elne,

Filippi's ~tanucsxuelu ancleﬂne au Chrlst and Folicretti's

Madeleine C.f-attwe among others. This type of religious
poetry is s1m11ar in mapy respects to love pbetryi the pcets

address themselves to God, Christ, the Virgin or their own souls

\
\

as they would to their mistress or to the Ged of Love.

Ancther possible influence on the poetry of this perio& is
Tésso. - Two ﬁoets who also wroté some religious pcetry were
imitators of Tasso in other respects. Nicolas de Montreux was
the first French imitator of Tasso's iminta with his. play
Athlette and Antcine Ge Herveze wrote a novel taken from

el

Jerusalem Delivered, which he czlled nlerusalnm isgiegee.

Ther: is 1little to show however of the direct in nfluence of
Tassoc on religious p.etry. Joyce Simpson in her bcok on the
influence of Tesso iz France illustrates one of the stylistic
tendencies of religiouS'pogtrynof this period with a passage
from Tasso about which shéhsays:
Dans sa rechercihe d'un efietifrappaﬁt, le Tasse rénchérit
trop sur l'exprescion, et tcmbe  dans Jlei: jeux d'esprit

4 . . o
- qui ‘characterisent beaucoun de la DOE°LC religieuse de
son temps. (1) .

Petrafchist.iﬁaggzy.

-mhe inagery of love poetry has a tenaency to becone
contnived when tbe poet LS trylag to dedonaurdte hls cleverness.
The imeges exaggerate and use surprise effects to re:nforce the
argument. The pbet ploys on words, using the same words to

o

describe different effects:

. ] ' . s
(1) Joyce Simpson: ¢ Tggse, et la Littérature et 1'Art
Barogues_en France, Paris 1962, ».35.
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t je weurs mille fois pour n'en mourir pas une (1)

The elatoration of the life-death theme btecane more and more
cemplicated in religious poetry as in This guotation from

Le Digne

v

De tz mort C Bauveur, la vie & pris naissance,
itu fis mourir la mort, lors gque mourant pour nous,
Je puls vivre en mourant, ie mgurs estant en vie. (2)
There is an.established pattern of imagery which results in
love poetry from the delight in exaggeration and playing with
- oprosing ideas, the suffering and joy Of love, the fire and
- the téars, heet and cold. ‘the use of antithesis is very
common, and leads to the separation between imagery and reality,
comparisons bveing developed beyond all proporticn. Here is a
typical example of retrarchist imagery from L'Olive:

Les chaulx scupirs de ma flamme incognue

ne sont soupirs, et celz ne les veulx dire,

i"'ais bien un vent: ce&r tant plus je soupire,

#loins de mon feu la chaleur diminue. (3)
‘This type of antitibesis cculd find ample expression in religious
notifs, as will be seen, Ancther charecteristic of this type -
of poetry is the pia; on words wiich Desportes used when
describing the tomb of Christ:

O secret gque les sens ne scaurcient bien entendre

eluy qui comprend tout, et ne se peut comprendre,

Jdust clcc pour nosg pechez dans un petit tombeau. (4)

fhis type of playing on words is very common in the poetry of

d'Aubigné, or in Uhassignet as shown here:

(1) Ronsard, quoted in Vianmey: Le Pétrarchisme en France au
AVIe Bidcle, Montpelier 1909, p.260.

(2) Le Digne: La Nagdeleine, p.obd

(32 Du Bellay: L'Olive, in »oés1es, Paris 1954, p.l1l02.

(4) Desportes: Qeuvres, Faris 1858, p.508&8.
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U mort, btu ne peux vlus les fidelles destruire,

La mort est rorte auz bons, et si jadis ton mord

Comme cil du serpent, & mi eraale mort, -

Fust terrible et mortel, il ne s¢auroit plus nuire. (1)

The play orn words links together the idea of death and the
image of the serpent.

Cne common type of imagery in religi&us roetry was connectéd
with the blood shed by Chr ut which inspired the sinner to
repent, and to see in'it symbols of salvation. Vianey also
mentions the use of imagery sueh &s has al eady teen clucussed
in connection with Biblical imagefy - life being like a‘llower,
a tree which bears fruits of shame, regret and repeﬁtance, a
dream, & shadow, or sometimes life is comparzd to the melting
snow, or a ship at sea.. m

In the French poems éonderned with mary magdalene we see
the concentraticn on certain stereotyped aspeéts of fenale
beauty. The portrayal of the MNegdalene as a beautiful woman
is perbaps more calculated to touch the sympathy and the
imagination. +©he beauty of the scene where she weerps for her
sins, cr for the dead Christ, cbviously appealed to a great
many poets. 4N e ample of the long dravm-out imagery used to

vescribe such a scene is found in the following passage from

Ies Perles, cu les Larmes de la Macdeleine by Cesar de Nostradame:

Parmi ces pleurs chacune gouttellette

Qu'elle respand se transfiorme en perlette,
Devient un ccrps clair, rond, plaisant et beau
Au seul toucher seulement du tumbeau

Le bord tressdinet, d'une si sainte chose
Change cest'eau & la metamorphose

(1) Chaéﬁignet, p.108.
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Au mesne instant qu'elle tumbe des yeux

in blancs cailloux, petits & precieux

-¥2oebus qui point, & l'aubte colombine,

Qui pas a pas, de fileur en fleur chemine
Dedans des chars d'argent de rose & d'or

Vont recueillant cest unique tresor:

Fuiz vont fondant ces rierrettes sacrees

Aux bords Indois, ol les Nyarhes sacrees
. un les humant les serrerent soudsin |

Dans leur escaille & dans leur petit sein. (1)

The poet here looses_interest in the tears and is more concerned
~3Fith theiaﬂ' E1 l= tamornh031s of tears into pearls. Loys Godet
in his poems to the Magdalene is fascinated by her héir, and
uses it as an image to contrast her past life with her present
life of wvirtue:

- Ces ondoyans cheveux qui tenoient enlassez
Dans leurs nceuds crespelus amans insensesz,
wui.se;voient,dechaiﬁnonspour cartiver leurs ames,
Jde ne veux desormais qu'ils socoient plus employez
wue pour torcher mes yeux dans leurs larmes noyez
imortissans les feux des impudigues flammes. - (2)

.

Nicclas Le Digne praises her beauty in terms appropriate to
the praise of one's mistress

Sa tresse amoureusement blonde,

Luy ccuvrant l'epaule et le dos,
Flotte jusqu'en terre, onde a onde,
Comme une fontaine profonde

Wul mollement contiznt ses flots. (3)

It is presumed that perfect vir tue and purity is matched by

I-h

perxect beauty, and to adwire Xary for her physical attributes

is not ssen as being out of place. ihe ides of physical

beauty as a reflection of spiritual beauty is not & new one.

(1) Cesar de Hostradame: Lés Ferles, ou_les Larmes de la
pagdeleine, 4ix 1601, p.26. (Henceforward abbreviated
as Uesar de hostradame. )

(2) Loys Godet: Le Sacré Helicon, Chalons 108, p.l4.
(Hencuforxara apkreviated as Godet)

(3) Le bigne: La Couronne, p.79.
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In the next extract the love betweer Christ and fary is expressed
in very erotic imagery, as if her beauty was the cause of his
love:

£i lidpoux meurt d'amocur, c¢'est 1l'amour de Marie,

‘Vverre amoureuse et pelle, & mere des Amours,

Yui le tient enflammé 4 un feu bruslant tousjours,

Le la vivante ardeur dedans le blel nourrie: (1)
Just as a poet may compare iiis mistress' eyes 1o Suars which
guide him through the storm, Le Digne is bu1dea by the eyes of
Kary, 'and arrives a% the port of salvatién. Her eyes and her

heir are describted also by Loys Baunier in one of his Hieropoemes,

Les Beautes de Marie:

Chantez cest beauté que le guart ciel honncre,
LVes cheveux d'or filez de son chef blondissant,
st cest argent duquel Biane au front croissant

Les deux astres benins d‘un petit ciel decore: (2)

Les Larmes de ot FPierre by malherbe treats the theme of

the repentant sinrner which was sc popular at the time. He
vays littlie attention to the historical and siblical background
and treats the thewe in more abstracf terms; concentrating on
the emotions experienced by St Feter. ‘'he use of very contrived
imagery is_illustfated in this extfact:

Voulant faire bteaucoups; il ne peut davantage'

wue soapirer tout bhas, et se mettre au visage

dur le feu de sa honte uneé cendre d'ennui. (3).
He describes 5t Feter's extreme emotlon wwth typical Fetrarchist
imagery: +the arrows fired irom the eyes of the beloved wound
bim, but nere the beloved is Christ:
Le Digné- La'Couronne, p.156.
Saunier, p.%6. .

Malherbe: Oeuvres Foétigues » Paris 1863, p.48. (Henceforward
abbreviated as Malherbe) .
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Leg arcs qui de wluz pres su poitrine *9iftirent,
CIms trais gul plus sevent Gans le soin 1latteignirent,
Ce fut quend du hauveur il se viv regardé;
~0s yeux furent 10» arecg 1@? oeillades Leu fleche 5
i percerest son Sme, et renplirent de-crécheos
te perpart qu'il avoit si lachojent gerdé. (1)

Teio io a pioce of pure orasuentation, whichk euatributos little

to the unde etandcing of the relabien betwe:un Christ and 5% Fever,
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and avg; ie all menticn of bhe religious implicutions g
;alsn’maﬁeﬁ Areste use of antitieeis ané repetibion:

if ces propos mouranis ses conplaintes oé meurent,
Yais vivantes sans fin scve angoisses dedourent. (2]

The inteusely stylized description and depisting of emotion is
seen in,the figuré representing Dawn:
e Aurorc'd)una me'n, en Surtant ae QG JOTTL,q
Pient un vase Ge fleurs langulosuntes et ;crtea,
LGlle wverse ¢s l’antre'une cruche de pleuss
&6 é'un voile ticsu de vapgur et d'orage,
Couvrant seg ¢ eveéus d'or, découvre on son visc
Tout ce gQu'une auxe sant ccjcmuellcg doulkeurs, 69)
This artificiality of expressien resulte from love of decoration
for its ovn sane, and over-sim plification of thiought and foeling.
Fetrarchlst ipegery is uvsed to mo.e. effect  in the poetzy of
abrielie de Joignerd. . Ubke uses the image. &F iire and arsows

to de exribe the ecstasy of her love:

Fercﬁ woy 1'ostonach d'une amoureuse fleche,
fusle tous mes decsirs ¢'un Ievw fatamvellamu,
hslev¢ non csp"ﬂt d'un desir e: icellent,;
Loudroye Qe ton Twras l'obstacle qui l'empercihes; (&)

Pierre d& Croiz alsoe feels tie epony and tke joy of divine love

apd expreoses it in the sane tormu;

1) alberbe; pe.dd.
2) EFalberbe, p.€C.
3) taiherbe, p. GG,

J Coigndrd, p.l16.
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Flage, toosiours Fluntehte wu Joade L& ra yoltrine,
Wb odu fow Gl omom sam; llonvrdticng en vigsua,

‘me Gouec eot teom Grueunrs, douw lo ruazdier wvaingueur,
Wil ¢ new os vruclong lo wolicl e Lutine! (1)

Paero ar aloo tre inplicadicns of p;urificasisn imvnlvcdjrith

aige: bheo flanw w ich Turng away the ecrtily jart ol Lan and

wiroge rain iz pluasant btecause it enailes Jbhe sricii to free
itn0lsy Lad sntoy into cooounion wiv Qca, "?he nyeticel ﬁoets

souy. t union with Jod sven on earth, anc fownd it in thiz

clin. of extasy. Yrey stregsed sleo e raradodicol nature

&
of toeir ctate aLm 180 uniquence: Uy relying opn the couveational
de eliy guns le fou, ie brusic duns lleauw vive (&)

The gane dnd of sugrec ion is used to describe the virgin Yary,

w0 wee 8 gyotel of divine love for the Gabtolic . ets:

Un Fou Glenouy 4lvin aws olaces ue nsg haines  (5)
cioilerly e toarn of Gne ropentont pinrer lac gre. o sipgoificance
for the roet - for the lover they chowed the cruelty wiich he

hod o beay, Lut for the Chriviien ticy showed the pity fer the
crvelty cuwifered Uy Christ &b bihe hanaé of pan, and vie regret
for one's own sina. azpboine de Herveze secs in the tears of

rerpentance [ Lo 20pe of salvat
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ot Lu“ cue gens 1o giecl tu veus tant GL iner
Tog rlours, le reduliruy Tes Feud Cnoung Ler,
04* ta &:&LC rendra lou tourcentes si lemeug

L ue LOUrpay vOUer Louo 1'ayée ve ton vead,
¢ syp &1LL£ recueiliir wr coloste lavupu

ce plorious reresn e bos Civiwes gpaloes. (4)
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The. tears have Become a sea on %hich he szails —fa rather strange

inage, illﬁs%réting the use of tears as an imp%rtant symbel
within the religious context, and also the exaégeration to
which nany . oets were ﬁroﬂe. AS in lové péetfy, the themes
of fin> and tears are combined: = the tearﬁ only@serve to make
the fire bﬁrn.mgré gtrongly,_and.in this poem ﬁﬁe tears are

born f?om thelfﬁrnaée of a égntrite heart: o

Noh, Seinncur, ces larmes recuittes
Aux fourneaux des ames contritives
LBt que distillent par les yeux:
. S¢nt riches ondes Crlatallnvu
'ueu Saphirs, dec Topazes fines
Bt des diamants dane les Uieux. (1)

The t* SIS aretprecious in themselves becatse‘of:WhaEithey
fsymboTvde, the renentance wn¢ch reotoreu man to s state of
.1nnocencg, and SGC tne noet aescrlbes tgeu ah.pr301ous objects :

1n the Taterlal sense. 4pa¢n thc aquraclye aspect is more "

appeéiiﬁg to th poet's imaginetion than tﬁe-réligious inter-~
pfetatﬁon. | | |
Aﬁthough.the basic images are often siﬁilép to those of
love §;etry, they.éré also very appropriate for expression of
feligi?us ideas, perhaps even more appropriate, since they

are inteﬁpreted not in terms of reality, but as symbels of a

greater truth.. |

Classical influsnce,

Ancthér aspect to be considered is the influence of
classical studies, whose particular effect on poetry of this

period was Lbe wealth of mytholog lCul a1lu sion which poets

(1) ' Auvray: La Pourmendde de 1l'Ame devote en Cal raire,
Rouen 109) verses 28-29 Henceforward ab.reviated as

suvray: La FPourmenade )
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used. -although this was gonsidered by'ﬁany cf The religioﬁs
poets as dangérous beéau se 1t brought attention to pagan ideas,
and although the ?iéiade were accused c¢f encouraging liicentious-
ness, théy themseives did not escape this influence. Gabrielle
de voignard admired the poetry of Ronsard butlfélt ﬁhat he
lacked the proper sericus tone necessary for religious poetry,
Hany poets begin their volumes with poens attacking poefry
; )

dedicated to the gods of classical antiquity, or the unworthy
themes'bf‘@értﬁlgélove. This seems to have Eeen more or less
a con}éntional iﬁ%réduction to their works. bkaﬂples of
poems-of this U“ﬂe are the following dealing“with loﬁe poetry:

Je ne veux point verser des ionvalnus de Larucs

~wouspirant souz le ioug d'une ipgrate beauté,

-kn forger, 1aolatre,un° divinite,
Bt pour voeux luy sacrer & mon coeur & mes carmeu. (1)

-~

This.nassage.' from Yierre d4é& Croix: tna next is by Godet:

Ceste plLJe, c.dmants, dont ces lignes ie trace,

Lorsrue ie. l'arrachay des aisles de 1'Amour

bstoit toute sanglante & on .voyait zutour

Un feu gui la grilloit, ostant toute sa grace.: (2)
This iz the type oF noetry from which he turned ewa ay to
dedicate himself tc a nmore wortuy Muse. Auvray wants
religious poets te compete with those of classical times:

S5i Amphion charmoit les rochers et les bhois

ul aux fleuves Orphée a donné de oreilles

ourquecy (Poetes Cnrestiens) d'une plus sainte voix

*lus saincts ne ferez vous de plus saintes merweilles? (3)

Loys Saunier is also converned with combatting the influence

of the poets of classical antiquity:
Pierre de Croix, p.l.

(1)
(2) Godet, p.3,
(3) Auvray: Ceuvres Sainctes, pr.l-2,
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La bouche raye-miel des Lden01s poetes,

Doit ressembler a 1l'or du chevelu Fhoedus

Eslevant le troupeau des hommes pleins d'abtus., .

éussl bien gue celuy des celestes rrophetes, 4
‘escrivain Uran;er en ses chansons part alctes,

301t tancer le complot des mores Eelzebutg,

Et ceux-l2 gui awd Pans vont consacrant leurs voeux

&t . du vray Jeloua chanter les sainctes festes: (1)

- However, as one might =uSpect from these guotations, especially
those from Auvray and Saunier, the attack on pagan tradition
betrays a taste for classical allusion. this is confirmed
by reading the:remainder of their poetry, and this is true.
of many other poets also. The habit of using mythological
imagery does not seem incongruous to them in spite of what
may be said in their prefaces. The poems of Yramcois Ferrin
which are often moral rather than religious in tone, contain
quotations of many examples of moral teaching from €lassical
antiquity. {lassical allusion is found to a certain extent
in the poems of La Ceppede:

Son amour est si grand, son amour est si fort

Qu'il attaque l'Enfer, gqu'il terrasse la mortg,

qu'il arrache & Fluton sa fidele Euridice. (2)
REecguigny in his abuse uses not only Biblical hut also
mythological comparisons:

Ingrate Jezebel, maudite Froserpine (3)

Fastoral poetry,

In the later part of this period poets seemed to bhecome
more concerned with the depicting of the idyllic life of virtue
and enjoying the love of God in tranquility. Descriptions of
the beauties of nature often involved imagery including

1) BSaunier, p.9.

(
(2) La uuypéde, r.68.
(3)” Hocduigny Pp.63.
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reference to pagan gods:-
L'Air est beau qaunL Junon ne fait ses eaus dissoudre: (1)

In his iionnestes P0651es, Gody describes in allegdribél terms

& journey in search of peace, in which the traveller is called

Amour divin. He is attacked by many other characters -

Crainte, the band of Iri stesses who fire arrows at him. He

is tempted by Qisiveté, by earthly love, and Detraction, but
guided by Patience he reaches the fock of Frovidence where
union with God brings him peace,

Tnc peem is Jntendec to show the vanluy of ca_tnly love
and the joy.pf loving God, in spite of the avfilc 1lties
encoun ered, Yhe form of the poem, however, the use of
-allegory, the pastoral setting, the dark woode arid fields of
flowers, su-né"ts trhe style of med1eva1 and jlxteenbn century
1ove noetrv, or the seventeenth centu . pastoral uocms and
.novels.

This tyrpe of description is found also in the work of

benjamip de la Villate, Zonge et _sou Internre%afion, the Garden
of ﬂdeﬂ}centaining é‘beautiful fountain and'streams where
nymphs bathe, His charécters,are a mixture of Biblical,
mytholcgicél and allegoridal. Two geddésses,.one beautiful
and one ugly éppear, toe ugly one promising glory to the
virtuous man. Be attacks the sins of the pagan gods and
equates Supid and the servent. |

bomme nouo avons veu que ce fol Ciprien

% ce ruse serpent sont pareils en maintien,

Tous deux enfans & nains, & tous deux sans prunelles
rortant tous deux arceaux’ eﬂpl unez €s aiselles

(1) Auvray: OQOeuvres Sainctes, p.38,
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Et tous deux mesme voile, arc & carquois tous deux
Tous deux mesme flambeau, mesme trais hazardeux. (1)

He looks back in the Herrmitage Chrestien to a rather pagan

Golden Aige of virtue and egquality and recomrmends a life of
solitude in the. countryside:

Ou pres d'un charme, ou pres d'un saule ombreux
ledans un pre parmy milie fleurettes
Fres Gd'un ruisseau frisant ses ondelettes. (2)

This countryside is almost that of Thébphile where he courted
his mistresses. For the hermit, as.well as for the lover, the
birds, the nymphs, Fan, the Sylvans sing to delight him:

Ges Hymphes leurs chefs coiffant

. Blatiégant

%% peignant leurs trece

Azsises dessus les ione
g surions

it sur les Dords de leurs ondes

Aanimeront tous les floits
Sur le los ,

De ce seclitaire hermitte

Blles doucement chantant
Invitant\

L'univers a son merite. (3)

3 blondes

0 m

Medieval in®fluence

Allegory is a stylistic device Which is used freguently
by writers of this period, and may suggest a survival of
medieval literature. Certainly the didactic tone .of much
religioué poetry combinedlwith the use of allegory wéuld nake

one think of the second part of tre Roman de la Rose. In

Les Tragiques d‘Aubigné conducts nis whole attack on the

corruption of the law courts in allegorical terms, and many

of the figures he depicts are very grotesque and described

in unnecessary detail. - adriamn de Rocquigny introduces his

(1) Benjemin de la Villate: Songe et son iInterpretation
avec un Hermitage Chrestifn, rFaris 1020, P.JUD

(henceforward abbreviated as de la Villate)
(2) Te la Villate, pp.29-30.

(3) De 1z Viliate, p.106.



volume of pcetry with a debate betwesn Charity uﬂd Avarice
which is very didactic and medieval in tone.

For tue medieval poet allegory was & simplification, a
meang of expressing psychological or moral comrlexity in clear
terms. It belonged to that type of imagery vhich uses
visibvle pictures to express what is ot visible, wnfd thus
maie it more comprehensible. The first part of the Roman

de lz Rose trunslated love into allegorical terms so as to

show clearly which characteristics most aid & hiopeful lover,

and wirici: werk against nim. Allegory is also a feature of
retrarciist pcetry. Yetra.clh described Love as a person,

orce wnich was hostile To himself and infliicted

Ihe roets of this period still use¢ alliegory to revrresent
moral problems - very citen to portray two cuntrasting |
forces in life, such as virtue and vice, cearity end avarice.
These are reypresented by two figures who ezch point oub the'
advantazes tc te gained by pursulng one way of life of anofther.
Very often, however, the use of allegory is ornamental, as in
the deccripeions of Lalherbe, where the allegorical figure
or image ecables tte'ﬁcet to add mere decorative aetails te
is narrative

inother cemrlication may come from the faect of Biblical:
influence. Here allegory as such is not useé,_but a great
deal of symbolism of a :ysterious kind is. The prophet
describes strange scenes ard naprenings which then have to be

interrreted in terms of ordinary life. Sometimes the imagery



76
of the poets of tris period tends to take on this visionmary,

ar

dream~-like gquality, as in Le Songe et son Interpretation or

du Beliay's Le Sogg;; Ailegory atltiﬁes has a more bizarre
and groﬁesque guality, as in the imsgery of &'Aubigné; His
allegorical figures become monstrous. -moreovér, his tendency
to think in terms of pictures, of conerete detéils, gives his
allegorical figures more life on the human plane than on the
abstract. They are caricatures of real people, certain
characteristics being exaggerated, rather than personifications
of abgtract ideas. |

Rousset (1) sees in the barogue style a survival from the
fifteenth century. Although the Gothic.s@irit'was submerged
by the-Henaiséance it was s$ill to be fovnd in the works of
late sixtesnth century poets. This style is characterized by
an obsession with death and physical hcrrcr; viaich was pertly
evershadowed by the more optimistic era of the Henaissance.
It is true that somé writers are obﬁiously hofrified by the
physical side of deatk, particularly Sponde, d'Aubigné and
even Chassignet, and the'images of skeletons aﬁd decaying
bodies are similar to thése im Villom's poetry for exauple.
However, both periods were periodéﬂof war and devastation in
which it would be difficult for evéryone'to ignore the
spectacle of death., D'Aubigné .especially as a soldier
would be familiar with scéﬁééfédéh.as those dwelt upon in

Les Tragiques.

(1) Jean Rousset: Le Littérdture de 1'ige Barogue en France,
Faris 1954, ' o L i
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One poem vhich ig interesting for its medieval associaﬁions-
is a xind 'of modern version of the Ubi sunt theme, The form
is now a éonnet, and its aim is to prove that

_ Mout est vain, reservé le Dieu de toute chose,

The whole atmosphere of the examples is very Henaissance,
only the basic theme is medieval: |

Ou sont ces potentats de la nerlee Tndle,

Ces Cariens Mauools, ces dorez Fhrygiens,

L ‘argenté Hr racmanois, les tyrans Memphiens,

Le Croese infortuné de la riche Lydie, (1)

One element in the imagery of religious poetry of this time
was & survival from the Middle Ages: this was the symbolic
imagery which resulted frem the superatition commﬁp in medieval
times, and which was found in the bestisries and lapidaries
of this period. Mario Praz.(a) sees emblemisﬁ as being
linked with conceits as a!pppular form of art and 1i*erature
in the @eventeenth century. *hes"e symbols were linked Wwith
the Fetrarchist trdstlOD, many symoolu being teken from
Yetrarchist conceits. Pebrarch mentlone for 1n4ta_ce the
salamander which suryives .1n bbe mlddle of vhe fire, am
imege which is found occa31enally 1n religiocus poetry.

The best xnown of uhese squals:are thg Pellcar and the
Fhoenix. ﬁoth are symnnls 01 Chr:'z The Pelican was
supposed to wound itseif“tG;S&ve-1th«cnildren:

Lt oweeau trop cha_ltable, & soy nesme inhumain,

'blaye a grand coup Gé bec, le profond ‘de son sein,

Four con sevver mourant les siens.en leur na Lsgance,
rais le grand Roy des Roys des” Dleab, .des mains, du flanc,

Saunier, p.29. ’ :
liaric Fraz: utudle° in Seventeenth Century Imagery,
London 183S=47, ’
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Flaie, fiche, cloue, & respandu son sang,
Four donner par sa movt la vie 4 gui 1° offence. (1)
The rhoenix symbolized the uriqueness of Christ - his deeth

d resurrection.

&

Voici le vray Fhenix qui soy-mesme =’engenare,
Hon pour s'eterniser en ce mortel sejour,

Hais pour nous faire tous renaistre de sa cendre,
Il se vient embrazer au feu de son amour., (2)

- In the Iremisre Sepmaine of du Bartas a great deal of description

is devoted to strange animals of this sort; and their supposed
customns. Howefer it is probable that Gu Partas was 1n_luenced
more by his reading of Pliny in his descr¢vt¢ons. Ehong
other poets the ¥hoenix and the Pelican are the most eommog'
symbols, Pierre'de'greix éeecribes anthrazx whigh ﬁes supnosed
to ba:ngin-Water'ané grow ceold in fire.  Frofane iove-makes.
his desires grb@ eeld, but tears of holy ;epentance make them
burn more strongly. The sunflower iz another symbol, always
turning its face towhrds the sung; +the amaranth is used as
a symbol of immortality and Benjamin de la Villate devotes a
poem to the palm tree Wﬁich alweys grows uPWafds in sﬁite of
the heavy weight waich drags it down.

The literature of reiigidn‘iﬁ'the Middle Ages, as seen in
exanmples quoted by G.K: Qﬁeﬁ‘(é) bontainé manvlof»the.images
which poets of this perioﬁ'uéeé‘; or example the use of the
image of the uhlp at see'is often found in meq1eva1 sermons.
The imcge is worked out 1n detall an &1ven many more symbollc
meanlngs in the Middle nges, whereas *n‘tnle later period it
is usually more vague and _eneral the uea symbol1z1 ng life,

the ship the true fei'hifo;;eye 1n¢1yldual souls The poetry

Le Digne: La Hagdeleine/, p.10. )
Auvray: Qeuvres daibétes, .72,
G.R. Owst: Literature and “ulblt in Medieval &ngland,
Cambridge 1933. i .
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addresszed to thé ’1rgir the praise of her besubty, imagery
taken froﬁ'the Song of Songs, the réligious love-énngé’were
familiar tc the medieval audience. — h

The imagery of the iiddle Ages wss often symbolic and
alle gorlcal,.that is to say of the most abstract and transparent
type.: 4 goqd image was worked out in great detail, embellished
with symbolic meanings. he significancé of numbers was of
great importance --the seven deadly sins for example. . The
stories of the Bible were interpreted as being full of hidden
“mganiné. Traces of this attitude are found in fhis ﬁe riod,
as in the work of La Ceppéde for instance, but it is generaily
found only in moderation, '

1he use of mgtholoclcal imeges, and the medieval influence
is not so important ‘as the Biblical or Fetrarchist thenes.
Classical allusions were only part of the ornamentation of
the poetry, never closely linked with the themes. Pagan
influence had little effect on the central images of religious
roetry. There was no real conflict between pagan and Christian
themes in the sixteenth centurv - beth existed side by side as
part of the cultural herltage. On the other nana, the images
taken from the bestiaries had been psrt of the Christian.
tradition for s0 long that there was no conscious return to
a medieval style; they were-part of the convéntianal-imagefy
of religious teaching. There is some survival of medieval
forms, varyirng with the individual poet. . The uée of allegory.

by a'&ub1gne or @u Bartas is 1mply a device which helps them

to express thelr fee_Lngs wztn greater force. For.most poets
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éllegory.ié_a form of decoration, a convenient way of presenting
abstract ideas in poetic fopm. _ , »

It 1s interesting to see, however, how biblical imagery is
woven into a poetry completely different 1n style, On'one
hand there is the simple, primitive, violent in 1agery. of the
Bible and on the other the stiff conventicns of precious
imagery, C1asblCdl allusions, the contrived metephors. It
'is.difficult to drég a definite distinction  between iniluence:
on Protestant and Catholic writers. Influence of ‘the reading
ofAtbe Biole'maj be more apparent in'Protestant cocc~, not so
-htc“’im the use of imagery, but ipfgeneral tone. - wherev
poetfy was .more bersonal, less concerned with the wider religious
iszues, and concentrated on a poet's intimate feelings there
was little Bib;ical in xluencb, and HUuh "cre dependencc on -
other influences, c:pecially reurarchlst. . Baturally not all
réiigious peetry is written from °1ncere Teel1ng,'ouﬁ'may
come from a desire to use a theme wnauh is pcpuLur; ané in

these'gases the poet may intere t hlmsel” in the ornamentation .

ef‘his » eb¢y an& the cre tlon or effects, rather thah,vn

cenveying religious ideas.. lVeryfeften the type of imagery

ed varies with the narulcular tneme treated. The cbsession

o
m

gith eann and the b;anu¢ence of human life depended on imagery

._-

'Which oweﬁ links with the:ﬁiddle_Agés and certain passages
of the Eible, and on thegqtherthand tiie reflection 0 the love

and lhope for Lnd VLaual salv ti n depended on the

O
i
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imagery of love poetry.  In generai,_nowever, influence cane

mere Ircm & siriving £0 . emulanu contenporaries and immediate



81
predecessors, and to adapt their images to religious themes,

than from the Eible, or the distant past.



Chapter IV

Fart I: ©Sensuous and Ficturesgue Ima Tery

To say that the- Doets of tnis- pcrlod chose to erresu
themselves in concrete, sensuous ang. very picturesque 1magery
does no%. mean that they Lned their poetry simply as a aeans
cf drawing pictures, ignqring abstract ideas. Cf course nost
imagery is expression of abstract ideas in a more vivid form,
and it is difficult to find imagery whiech does n@# refer to
the materiél world. FEowever %here are differend;s:in the
extent to which a certain image ray strike. one thfoﬁgh its
actual physical presence. Boue images are almest transpareht,
allowing pLe reader to see straight through them to a more
abstract idea; others have a reality which forces ome to see
the image first and only afterwards to realize its full
significance. On one hand the poet, trying to express a given
experieﬁce,'may choose to make it more abstract, subjecting iv

' to the order of his mind, and on the other he may feel it with
more imagination, and work it oﬁt in the terms of the pictures
.which it immediately suggests. The Christian religion is one
which in_itself presents not Oﬂly aoatvuct ideas, but also
dramatic, concrete descrlptlon pf-ﬁne 1ife of Christ, the
.Creation, or the Apocalypse. Tﬁe abstract and the concrete
are woven together inextriéabl&,xeven more for the Christian of
‘the sixteenth century thaﬁ'faf thé'éhﬁisﬁian of teday.

Al

It is important tc take .into c01 1deratlon such works as

the Spiritual Brercisss of St Ignatitéuin this respect; as
' T
has been pointed out, meditaticn ¢n réligious subjects included

B f \
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imagining the events of the Bible as if one were present, the
torments of hell and the rleasures of heaven with all five

senses. This indicates the kind of wey in which many people .

approached religion. Writers tried tc stimulate the mind and
the emotions by appealing to the senses. Hany of the thenes

cf religious poetry were.cajabié of beinglimagined in visual
terms - the martyrdom cf the saints, the life of Christ and
the Day of Judgement.

Sensuality in art, of itself, wes condemned by thé-ﬂeformea
Church, apd in theory by the Council of Trent. Fer the
?:otestants, the ﬁate:ial world was sinful. On- the other hand
" many Ciristians, éspecially Catholics, reconciled humanism with
Christianity and made it possible to combine love of the world
with love of God. God was reflected in the méterial'wcrld, as
its creator. For many Christians the world was a series of
images‘which_reflected spiritual reality. This is conzected
With'the'Platonic view of the universe, where'earthly teauty
corresponds in some way to ideal beauty.
| The motivation behind the use of very concrete imagery
was probably varied. Imagery which reflected the propagandist
atﬁitude of the poet could tecome very sensually shocking. The
creation of images of grest visual impact would awakén and rbuse
the emotions of the reader and make him accept more completely
the intellectual concept underlying the image. This sensuous
imagery may also express the emction which the poet himself
feels, an emotion which.éoes_beyoné intellectuel reasoning,

and extremes of emotion may be expressed in very sensucus
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lapguége; znd in imagery which exaggerates and diétbr%s the
vision of the material world in order to.express these extremes
of gmotionl The love of the pictﬁresque is another aspect of
this, the history.éf all things connected with Christianity
being made %o Sueﬁ more strange, more uniqﬁe, and so gifén this
very picturesgue guali T 4 pleasure in the things of the
raterial world may, as I Lave said, be partl& expression of
admiratipn for the God who created them. Ca the other hand
the desi;e ko deégribe natural objects may be a result of the
feeling oi the impérm&nence of all things.' Beauty is described
only to make one feel the bitterness of its 105&.

Iragery and the afterlife.

The'use of imagery to draw pictures, to enable the reader
to witness certain events in imegination, is naturally typical
of poetry on the themes of the Day of Judgément, the horrors
of hell or the pleasures of heaven, or the Crucifixion. These
images are also inténded te pro%oke cedtain emoficns, particularly
those of fear or'ho$ror.l Toets often draw pictures deliﬁerately
tc shock or startle the reader. D'Aubigné for example felt
that his poetry should descrihe subjécté wﬂich were distasteful
or horrific:

«oles horrivles charqgnes
Des sepulcnres blanchis.. (1)

Although much of his violent imagéry is Iiblical in origin and
tone, he felt a conscious need to break away from the style he

considered o be typical of classical -antigquity.

(1) ILes Tragmigues, p.71.
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C§s ruisselets d'argent gue les Grecs nous feignoient,
Cu leurs poetc& vains beuvelent et se baignoient,

‘We courent plus ici, mais les ondes si claires,

Jui eurent les saphyres et les perles contraires,

Bont .rouges de nos morts; le doux bruit de leurs flots,
Leur marmur»_plalqant, hurte contre les os. (1)

The éffect of this imagéry is heightened by the contrass between
the idgyllic picture:typical of poets of antiquity, and the river
blocd togeﬁher with the ircnic description of the sound of
" water washing ovef the bones. The horror of thic image strikes
the ear as wel;.as %he eye., He aléo uées'imagés which a;peali

to the sense of smell, again in an atteupt tq'discuségénd
;.horrifyg

'fﬁet Enfer nou&risséit en ses obscuritexz
Deux € prits gue les Cieux fermerent, despitez,
uev pires exer ementu, des vapeurs lncunnues S
Hye l'haleine du bas exhale dans les nues., (2)
It is, in the qeccrlptlon of the Apocalypse that 4'iubigné can
sxercise-his descriptive powers on an‘imaginary subjeét,and
£i11 the"reaéer's neart with feer. His picture of heaven
appealé to-all the enses, sound, tmoue, si ght'énd touch.

However, inag es of pleagure and hanh&neab always seem less

L%

convincing, aﬁa in any case are always less stri
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those evoking torture and,suffering; fichel Guillian in

La_Derniere Semaine tries -also to create sn atmosphere of harmony
and enjoymenb.:

Ils flaireront, joyeﬁx, la roze printaniere,
Ils gouteront, contcns, du Hiel Hymettien,
Ravis, ils entendront le luth du Cinthien. (3)

-

To find images which would suggest pleauravle emoticons to the

(1) Les Tragigues, p.31l.

) Les Yragigues, p.50. -

5)  Liichel wuillian: La Derniere Sepaine, douen 1597, p.l9l.:
(Henceforward abtreviated,as wuillian) :
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same degree for everyone is more &ifficult than to evoke yrain

.,..*‘. 4 . . .. --‘.7
or fear. - However, the descriptions -of hell given by d'Aubigne
are more than adequate:

Voz yeux sont des charbons qui embrazent & fument,
Voz dents scnt deeg cailleoux qui en gr ingant s allument. (1)

The themes of fire and darkness occur in many dlfferenu Ways:
L'estang de : oul;hre vif gqui rebruslie sans cesse.
Les tenebrea.espgls plus.gue la nuict espaisse: (2)
while in his descriptién of the rgsurrection hé qreates the
visual im;ression of dead bodies taking siape again in theﬂearth
or the sea.
Iu Bartas also has a very concrete vision cf the end of

the world; this one image seems to sum up the whole horror:

Le mer de v1andra flame, et les seches balein es,
liorribles, mugleront sur les cuites arenes; - (%)

Michel wuillian eccoes this in his description of the end of
the world:

Il me tira de force @ la porte fumante

p'un grend champ allumé od le ciel degoutoit

En stinceliles de feu od 1'homme sanglotoit

Les oyseaux soup iroyent, & par les mers profonues, )

les poissons respiroyent dec plaintes vagabondes, (&)
However, it is in the devails of his images that du Bartes
reveals the richness of his visual imagination, as in this
passage where the hand of God becomes a terrible reality:

_ ees de l'autre poing il serre
L'espongeuse rondeur de l'execrable terre;

La met dans le pressoir, et luy fait peu a peu
Regerger tous les flots que jadis elle a beu. (5)

(1) Les wrazigues, r.503.

(2) Les Yracigues, p.30l. .

{(3) IDm Bartas: The ¥orks of vuillavme de Saluste, wieur du
Bartas, ed. Holmes, Lyons & Richter, Chapel nill 19 ‘EER
Vol. 1I, La Fremiere Sepmaine, p.207. (Hencefcrward
abvreviated as vu Bartas. )

(4) @Quillian, p.2<

(5) Dm Bartas, Vol. III, La Seconde Sepmaine,p.S%
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Eichel uillian desecribes the horrors of hell like d'Aubigne,
fitting the punishment to the crime, drawing here a rather
humorocus picture:

Dans une ner sans fond, dé vivres toute pleine,

Nage 1'homme glouuon & la fumeuse halégine,

Au ventre non moins grand que quatre a cing tonneaux

Plain de vent seulem=nt, se roulant dans les eaux:

Comme un porc eschaufé ,ui non loin de son ar=e )
Pour froidir sa chaleur se veautre en la bauge, (L)

Imagery of violence may alsg be found in tue aescriptisns
of contemporary events. Foth du lartas and d- Aubigné described
at reat length the horrors of war, duv Bartas referring to
Biblical events, and d'iubigné to tattles he had witnessed.

‘In both poems the same descripticns recurr, detailed descriptions

of the bodies of the wounded and dead.

imagery and the Crucifixion,

Viclent imegery was also to be found when poets concentrated
on fhe description of a'particular‘eﬁent - fhe death of Christ.
Again the intention was to shﬂck the reader into = fegling of
pity and guilt. £bel d'Argent in his SDemaine announces his
desire to awaken the emotions of his reader:

Enflamme mes esprits de celestes fureﬁrs,

Afin que le Lecteur qui parccurra ces carmes
Donne a ces pleurs ses pleurs, & ces larmes ses larmes.

P
oy
-~/

His description of the wounding of Christ is very “natOQLcal
but in contrast the blood of Uhrist becomes a symbel cf grace:

Un fantasque so0ldat sa lance brandissant

-y Pluﬂtc dans le flanc du #ils du Tout Fuissant,
La pointe penetrant jusques au pericarde
Traverse les boyaux alors que le sang se darde.

1) Quilliam, p.175. . .
2) 4Abel d'Argent: La Semainé 4‘Argent, Ledan 1629, p.1l10.
(Henceforward abbroviatea as D Argent)
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Par le passage ocuverte et desja ml—gcle

U'une eau comme arigatine- e5t01t pesle-meslé

Doux signes du haut ciel Sacrements veritables

Qul turgent nos esprits d'ordures aetewtabl»s.

Jui nettoyent nos coeurs de 1l'immondicité, (1)
Auvray's description of the Crucifixion is even more horrific.
He has a vision of the scene, set on the mountain, where the
Crows

Laidement croassans, dechiroient par morceaua,
Pes corps suppliciez les entrzilles piantes (2)

Jesus himself is a horrifying figure:
Si crasseux, si sanglant, si umeurtry, si difforme. (3)
‘and he goes on to give a detailed picture:
Toute sa face estoit de crachats enlaidie,
S achair en mille endroits estoit toute meurtrie,
Sa croix de toutes parts pissoit les flots de sang,
Ses. pieds, ses mains, son chef, et sa bouche et son flanc,
En jettoient des ruisseaux, les cruelles tortures
Luv avoient tout demis les os Ge ses Jointures,
Sa peau sanglante estoit cousue avec ses os,
&t son veﬁtre attaché aux vertebres de dos
Sans entrailles sembloit. (4)
Here details of physical description mlnmle mwth the exaggeration
in the image of floods of blood. It is only the light which
shines from his eyes that ascures the poet that he is alive,
though aprarently dead. The at first realistic picture is
tater meodified to make clearer tne religious img 1ications of
the scene for the reader after he has received the 11rst shock.,
In such examples as these, the imsge is intended to be as

concrete and striking as tae events described. Any poet would

(1) D‘*Argent, p.158.

(2) Auvray: La Pourmenade,
(3) Auvray: La Pourmenade.
(4) Auvray: La FPourmenade.
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haﬁe recourse tc¢ visual imagery. = It is in the use of images
to convey iore abstract ideas fhat we can judge the extent to
which a poetirelies on concrete example, and forms his ideas
with the aid ol his senses. The symbolism of colcurs is an
excmple: d'ﬁubiéné uses colour nct oaly as descrirtioa but és
expression of feeling. White is of courée thne cdlour of
purity and innocence. Black is for d'Aubigné the s¥mbol of
evil, arnd red, suggesting tlood, ié the symbblgéf vioience and
especially God's punishment, and of anger. For Gabriells de -

01gna%d the. reality of the Crucifixion is also symbolic.  The

Q

blood of Chiist is turned into baptismal water, For her,
to ima:iine the Cricifixion is to remind ﬁer'of the nesed for
repentaﬁce;_

de voy le Sainct des fainets sur la terre eslever,

Je voy son sang bouillant ol Jje me veux laver,

Je voy son corps divin chargé de cicatrices: (1)
" Here the physical reuslity is made more distant by her symbolic
inferpretation of the Crucifixion. For Cesar de Nostradane
the Crucifixion means;nof only the tragedy of Christ's death,
out also ﬁis own salvation. %is agpreciation of the symbolic
significance of the Crucifixion causes him to choose imeages
of beauty as well as horror. He takes a more beautiful obdbject
as an imsge of reality:

0 cloux, mais diamans et rubis precieux. (2)
This type of image is not descriptive of the Crucifixion, butb
of what thé peed fe.ls about the Crucifixion.

(1) Coignard, p.45.
(2) Cesar de Kostradame, p.46,



Allegory
Allegory is a very popular form of presenting abstract
ideas in a nore or less visual fornm. D'Aublgné s use of
allegory reveals hlS need to express hiﬁself'in concrete terms:
abstract virtues and vices becorme real reople - the earth is a
goman in a very literal sense in the next passage:
Cachez~vous soubs ma robte en mes noires fores%s,
bt, au fond du malheur, gue chacun de vous entre
Yer deux fois, mes enfents, dans l'obscur de mon ventre. (1)
In another passage the sea is an old man, who is norrified by
the dead bodies washed intc the sea, btut on discovering that
they are martyrs welcomes and protects them.  Both d'iubtigné
and du bartas make gkeat.use cf allegory in depictiﬁg the viees
of the world arocund them. Their personifications of evil are
striking caricatures. " On the cther'hand allegory-can be an

elegant decorat;ve aev1cc, as in the personification of dawn,

quoted on page 68, ih the Larmes de St Pierre. HMalberbe presents

1

St Feter's emotions of scrrow and.also adds to the picturesgue

B

guality of hi: poetry.

The theme of transience.
A freguent theme anong poets of this period is that of
transience, of the shortness and futility of life on earth and

his theme is expressed in a2 pumber

Ky

the inevitability of death.
of images taken from nature - tne flower, the.cloud, the stream.

typical of Chassignet, among others:

ﬁ,

Thig type of imagery is
?
Nostre vie'est sei-blable a guelque espaws nuage
Qui vole copntremont, monstrant 2 sa grandeur

(1) Les Yrazgigues, .38,




De durcr longuement puis tout soudain 1'ardeur
bes rayons du voleil la dissout et ravage. (1)

Sponde’s sonnet Hais si faut-il mourir is a series of images of
this sort, the breaking of a wave, the dying-out of a candle,

following each other, eacn a different imapge suggesting the

ct

same idea of transience. Here one has the im@ression, however, -
hat thke images have become so conventionalized that the abstract

idea is much meore real than the visual image. Chassignet
seems to be more aware .cf the reality of the example: he uses:
as imazes, as in the following passage:
Guand les arbres fruitiers au Frintems fleurissans,
#ettant hors de leurs troncs mille Jjetons fertiles, -
C'est un signe evident que les courbes faucilles
Doivent tost retrancher les rameaus surcreissans. (2)
The exanmple taken from nature is wmore complex, and shows a more
than superficial interest in the procecses of flewering, end
a desire to draw more complicated parallels between a flowering
tree and pan's life.

A wmoral attitude to life, a disapproval for the way in
which men lead their lives, may inspire the poet to choose
exzmples woich show in simple terms the folly of man's life.
Chessignet uses examples taker from animal life to illustrate
his ideas:

) \ - ] -

0u court ce pauvre ver qui travaille et bracasse

Ignorant de sa fin, las! comme les poissons

Sont surpris aus appas des trompeurs hameégons, ,

Kkt les simples oiseaus aus neus de la filace, (3)
His pessimistic attitude to life leads him to teke animal

life as a parallel to that of man. '‘he same image is found

(1) Chassignet, p.9%4.
(2) ' Chaessignet, p.lO0Z.
(3) Chassignet, p.54.
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in B. e Hontzeja's Ode de Printemps:

Les oiscaux qui leur ramage ' o
Desgoisent dans un becage, '
Fendant qu'on leur tend des rets

Nous enseignent que liesse

Est la proye de tristesse

Dans les mondaines forests. (1)

#an's lack of foresight .and judgement, the choice of pleasure
rather than goodness leads him to his inevitable doom, at least
in the orinion of Chassignet, and so he chooses examples of
animals who are guided cnly by greed and instinct.

Nuisible est le plaisir du folastre poisscn

fui, frayant scus les eaus, er mordillent s'efforce

D'engloutir et manger la captieuse amorce,

Qui cache les crochets du mordant hame%on. (2)
The movements of the spider as it spins its web suggest the trap
which man sets for himsclf in his purposeless activities.
Although his theory is questionable as far as the spider is
concerned, the visual image expresses well Chassignet's thene
of the futility of man's activities:

L'homme seul est celuy entre tant d'animaus

wui le pius a de vie, et le plus a de maus,

Semblable en =on traveil & L'zraigne subtile,

Yui, filant, devidant, renouant et tournant

En ses propres filets se va imprisoanant, :

Curdissant et btramant un ouvrage inutile. (3)
The movement of life is not a continuous stream, but a complicated
web constructed out of purposeless uovements.

Imagery and eizotion,

Occasionally poetry which has to convey extremes of emotion
contains images which appeal forcefully to the senses. The poet

needs to find a means of conveying the depth of his emotion.

(1) B. de Hontmeéeja: Ode de rrintemps, in La Muse Chirestienne
de_f£. Poupo,p.77.

(2) Chassignet, p.115.

(3) Chazsignet, p.69.
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The feeling of self-disgust which dAlphonse de Rambervillet
wishes to convey is more than adequately expressed in this
- passage:
Car 1a! j'ay remangé plus que brutalement
Les long—illars morceaux dennwlvomL zent
Jd'ay las; me degradant de l'humalne nature,
Retourné au corps-—mort, % plus gu'auparavant,
J 'ay reveautré mon corps dans le bourvier puant, .
cemblahle au Chien, au Loup & au FPorc aim—ordureg (1)
DAY, ublgnc s hateed of Cabqerlne dae ledicis mada hin drav &
plcture of her which partly would be intended to incite hatred
of her, but a also partly must have seemed true, tuis attribution
of supernatural powers of evil to the women whom he. felt to
have ruined ¥rance.
llc chanbe en discord l'accord des cTenents,
ﬂbn paisible minuict on vit ses hurlemens, _
. Ses sifflements, ses cris, alors que l'enragee
“Tourne- 1a terre en cendrs et en sang l'eau changée; (2)-
The expression of emotion.in cother people is always piysical,

e describes people's hair standing on end and the grincement

de dents of anger.

Picturesque imapéry: the ¥itegin and Mary Magdalene.

The more r¢ctnresque imagery and more ligh tnearted
approach is found in the poetry dedicated tb the Virgin Nary
or Mary ngaalene.' In the poetry to tiary Maédhleﬁe attention

is focused on her hair and her tears. With the Virgin iary

symbols of purity are more frequent. N Thése two sainﬁly

characters are described in such a way as to appeal to the

aesthetic tastS, Stressing their beauty and comparing them

to beautiful quect51 Natural objects are used to symbolize

(1) Alphonse de . ¢dberv1llet Les devets Elancemens;dﬁ'Poete
Chrcsblen, Poht-a-Hoisson 1803, p.40. (Henceforward

abbreviated as Rambervillet)
(2) Les Tramigues, p.55.
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the'béauty of these spiritual beings. As the colour wihite
symcolizes purity, flowers and péarls suggest this whiteness
and purity to Nicolas Le Digne:
o Le 1yz passe en blancheur la Ferle la plus franche,

is tu es, douce Vierge, €t plus nette et plus blanche
ue la perle n'est blanCJe.et que le lyz n'est blanc. (1)

v bt
- "'._1

&

Ou er symbols of Lurlty are mount' in springs, milk, while her
beauty is like the rose:

Tu es la fleur &u ciel,j et 1'odorante Kose,

Gui du lustre esclatant!du rourpre le plus beau

De. tes rares Beautez embellis toute chose. (2)
Hot only is the sight of the rose bedutiful, but its perfume .
as well. : This sweet perfume suggests her sweshbness and
kindness towards man, for du Ferron at least:

C'est cette ayrrhe et fleurs et bvaume odorant

Qui rend. de sa senteur nos ames consolees,

Jest ce Jardin reclus suavement flairant, , . )
C'est la Hose des cunamps et le Lis des vallees; (3)

In La Hagdeleine Remi de Beauvais brings out in his imagery

all the picturesque qualities of taoe story. %e have -already
geen how poets made Magdeleine into the epitomy of the repentant
sinner and the beautiful woman at the same time. dven in
moments of great emotion her physical beauty is. stressed:

Au bas de ce vallon a 1l'abry du rocher,

Od ses doits ae”plteux ne cessent 4' arracrpr )

'Bes cheveux aussi fins que filets d'araignées. (4)

Jesus himself does not escape this detailed analysis of his

physical charucterlstlcc and exazgeration of decorative effects:.

(1) Le Digne: La Couronne, p.56.

(2) Le Digne: La Couromne, p.57

(3) Du Ferron: Cunbique ae la Vierge iarie in ﬁenrujn Book
of ¥rench Yerse, 2 ed, Brereton London 1958, p.l141.

(4) Remi de reauwvais: La NMasdeleine, Tournay 1617, p.603.

(denceforward abbreviated as 5cauvais)



..et Jesus my-assis,
¥y-couché, d'un 2dLnL164 & d'un parler rassis,
HMais divin, abreuvoit les ames atereeg
du sucre doux-coulant de ses levres dorées,
Levres, qui de leurs berds, ores serrez, couvroient
&t ores, en parlant grevement, descouvroient
Ja_my le: vermeillon, deux luisantes rangées |
De perles 4'Orient dans sa bouche rangeeg. (1)

Images of sweetness are also found in illustration of the
relationship between God and man, and particularly the grace
of God:

Comme on veoit que l'abeille en succeant }a rosée

bur l'esmail de la fleur gqui en est arrosée,

kange ceste ligueur en un miel doucereux:

La grace dé mon lieu venant sur moy s'espandre

He lavera du tout, & me fera reprendre _

ka naifve couleur, m'eslevant drcit aux cieux. (2)

Disproportion in vivid imagery.

The relatiorn of the image to the idea or emotion it
illustretes is sometimes rather strained. The image in itself

may be striking, and yet contribute little to the theme of the

3

oem., A poet such as La Ceppdde remains close to the abstract
reality; and his imeges only occasionally become physical, as
. 4 - E . . - . e o s ~
in this example quoted by Ruchon in his introduction to La Ceppede's
poems:

Ha substance fondue au feu de mon martyre

S'ecoule par mes yeux: Voy la donc et liattire

Comme le soleil va les vapeurs attirant. (3)°
The 1mag although tasically a conventional retrarchist comparison

can present a more literal picture. The same is truve of the

o4

next image:

..Sur son chef cette flame conduil?b
Four le cuire au fourneau de son Sainct-Evangile (4)

(1) Beauvais, p.l32.
(2) Jodet V..

(3) La uenyéde, 7.2G.
(4) Ia Cﬂppédc, p.25.
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n the other hand nany poets remain even less close to the

abstract idea, and théir images reveal a fascination for

o

sensuous experiences, the creation of vivid pictures. B'Auhigné
frequently expresses himself inia very concrete image. vhich.is

developed at greét 1cntub The'mast familiaf'images are those
of the gisnt, or thé mother with two children fighting at her
breagt in iiseres. ' dere the imsges are more real and strlllng
“hrbugh.their visual impact than through the concepts they
illustrate.' nis visual imagination is seen in his verbs
espe€cially; they are often verbs of action and movement. In
the next passege the image is made rather comic by the verb, which
turns one'of'd‘Aubigné‘s more gonvertional comparisons inte a
very vivid Picture:

| 14 les agnelets de 1'Eglise

Sautent au nez du loup romaia. (1)

This passage describes the feelings of the mothér about tc

éevour her child:

La mere deffaisgnt pitoyable et farousche,

Les liens de Dlt' avec ceux de sz couche, .

Les entralllcm d'anour, lIes filets de son flunc,
Les intestins bruslans par les ftressauts du sang
-Les s:zns, l‘%umarlbe, le coeur esmeu qui trcﬁble,
'1out cela se destord et se desmesle ensemble. (2)

The abstract qualities turn into physical ones, and in the last
iine come to life,.twistirg and turning.

Du Bartasz is a poet who tends =2lso ts'think in concrete
“terms. His greétest achievenent seems to be in poetry which
is purely-descriptivé, which relates things he sees or imagines,

The drawback is that sometimes his very down-to-earth way of

seeing things detracts from his attempt to write in a tragic

Les fragiques, P.
Leg Traziques, Dp.

)
).

n -

(
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tone: he also describes the mother who devours her child:
.o« €scoutte au mcins les plaintes

De mon filz, qui bruiant dans ces beciaux ici,

I'un murmure confus te remonstre cecy. (1)
This fascination with visual, material imagery, in crder to
conﬁey horror or delight in a particular scene, méy cause the

.

imagery to grow cut of proportion. Phe lack of balance and
moderation in the imagery may detract.from the importénce of
the thene illustréted. : ih many cases the theme is so well-worn
that the poet has difficulty in finding a means of embellishing
it, and giving it an individual présentaticn. -Some poets have
5,80 extrexely,Conbrete vision and sometimes incorporate scenes

familiar to them “ut not gquite aprropriate to the theme, as

n La Mazdaliade where lkagdeleine approaches Jesus:

-2

with Durant

Alors comme un FPoussin pepiant fuit soubs l'aile

De sa mere soudain que, clouquante, l'appelle,

Ainsi toute joyeuse elle va l'approchant (2)
Generally Chaésignet strives to achieve a balance in his poems
between the image, which is the exumple he uses, and the idea
which it illustrates or which he appears to deduce from it.
This is true of meny of the poets of this period, especially
La Ceppéde, L.azare de Selve, or in the work of poeté who
meditate on aspects of Christ's pass%an,andthe moralizing
poetry of poets like Antoine Favré. i The developments within
the image itself are not decorativé, but meant to correspond
to development in the idea. Sometimes, however, the image

takes on a life of its own, and overshadows the idea. This

(1) ©Du Bartas, Vol. III, La Seconde Sepmaine, p.4335.
(2) #.Lh.A., Durant: La Mazdaliade, ou ssguillen Spirijtuel,

Loches 1608, p.4l. (Henceforward abbrevated as Durant)
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is more typical of poets like d'iubigné and du Bartas, where
the image is overdeveloped in relation to the idea. The followin
passage illustrates how tie same thing happens occasionally
in Chassignet's poetrys

Veus vu sgavoir gue, c'est de ceste chair fragile?

C'est de l'herbe et du foin & present verdoyant,

sn cent plis recourbéz flos sur flos ondoyant,

Ou passera demain la tranchante faucille. * (1)
The conventional Biblical image is amplified in tne third line,.
vhere 1t tecomes a visual reality, breaking away from the
abstract link between man's doomed flesh and the cora which
is to be harvested. Another beautiful image is that of the
ship:

on de fer ny de plomb, mais d'odorantes pommes

Le vailsseau va charge; ainsi les jours d'hommes

Sont legers, non pesants, variables et vains,

Qui, laissant apres eéux d'un peu de renonmés-

L'oGeur en moins de rien comme fruit consonmeée

rHassent legerement hors du coeur des humains. (2)
The imege of the apples is meant to suggest the vanity of man's
life, but the conjuring up of the fragrance of the apples is
sc pleasant an imaze that it contradicts the underlying idea,
and the transience of life Yecomes a somehow nore attractive
and pleasing idea. Although Chassignet's poetry is generally
rather abstrect, not depending too much on imagery to express
his ideas, not visual imagery at least, very often he creates
images which are picturesque, or in the case of his physical
descriptions, very disquieting: tois is perhaps a result of
his exact and anzalytical racher than emctional language.

) Chassignet, p.l13.
) Chassignet, p.96-27.
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Leg Tragiques, p.l21.
Beauvais, p.>54.
Chassignet, p.110,
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showing how prone they are to sickness, as in thia passage:

Le pi€, la main, l'espsule & la goute est uuaeute,
Les poumons & la tous, l'oreille a surdité,

Le debile estcmach & 1'aigre crudité,

De cent maus dv:xerens se tourmente la téste.

Un ardent pleuresis nous pointelle le flanc,

La flegme et la colere enveniment le sang

De tranchee et de POLﬁt le ventre se contriste., (1)

-

‘or again his disgust for t he body:

..11 n'est membre si. sain
Dez\la plante des pi€s jusques au chef hautain o
D'ou ne sorte du corps quelque puanue ordure. (2)

It Woula seem that - Ch&bSlQR“t has a greater than normal 1nterest

T

in the phy ical aspect: cf man ana rlo weaknesses., Hany poets

describe physical suxzerlngs, but few go as far into the
physiological details of the human anatomy as in this passage:

.Tantost l'“spre gravelle espa1531e en tes reins
Le ance les boyauu de trenchante tenaille. (3)

He sees man g life as filled with s1cknesa, which awakens in -
nim a horror of nhyglcal existence. B851aes this tkere is,
as for many others, the feeling of perpetual movement onwards.
This long description of the wvna suggests a growing force,
moving everything along with it:
. IR ~ . .

Sur le commencement a grand peine respir

Le vent debile et lent, pris venant escrouler

Les fresneg et les pins, il fait au ciel voler .

Le sablon tcurnoyant au vouleir de son ire;

De 1& plus furieus, il sappe, il heurte, 1l'tire

Le rocher conire vel et fait en bas rouler

Les arbres arrachez, tempester et bransler

Des monstres mariniers le fluctueus empire; (&)
These poets all show in their images the discord they feel
in life - a dissatisfaction with the conditions of existence
in this world wiich leads them to insist on the value of the

next. This is not true, however, of all the poets of this

Chassignet, p.lO5ﬁ
Chassignet, p.79.
Chassignet, Dp. 90

(1
(2
3
E& Chassignet, p.l27.
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Quand ie voi du matin les cieux estinceler
uous les premiers- rayons du beau jour qui s'efueille;
Lt les pleur* cristalins dont l'Aurocre vermeille
_Vleat vn cez plus doux mois les herbes emperler:
wuaga i'oi de toutes pars les bois r0551gn01er
Et W'argent des ruisseaux tinter & mon oreille
'uand ie voi mille fieurs de senteur nompareille
Tapisser les chemins par ou ie dois aller:
prefx quand ie voi 1! er01r de la vie annuelle

ue la terre nourrit d'une pluie mamuelle,
hledo, vins, fruits,-& troupeaux presperer & scuhait,
Ne seroi-~ie pas bden d'une ingrate nature
=i ie n'aimois celui qui tant de biens me fait? (1)

Althou gn the image here is izore tortuous and the style more

i

elle de Coignard, whose simple

(4]
1

rhetorical than that of :iz2b

n impression, the idea of the

0]

dire ct style makes more of
'cont:nu¢ty-of nature 1g similar. Foupo cannot resist cccorating

-h_a description with words like pleurs cristalins, euperler, or

1'arpent des ruisseaux to accenbuate t:e prettiness of the

scenery-around hinm,

The mcral,.ﬂidacti? type of poetry seens to ha ave predominaved
in the early paxrt of,this reriod, perhsaps in reacticn against
the more light—hehrted secular poetry, or perhaps under the
influence of humanist studies, the reading of Seneca or fhe
stoical writers of this period. In the latter part of the
period the more personal, emotiomnal poetry wis predominent,
ccncerned with expressing the love of God, and imagery tecame
more sensuous and pictureéque. _

Theré ar: maﬁy types of imagery whick could well come under
the heading of ccacrete, visual imagerj, which are takeg from
the experience c¢f the senses, but whlch being conceived of in

péirs of oprosites are better dealt with later. For instance,

1) Poupo, r.l3.

i
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this passage Irom antoine ravre makes a2 trensition from the
concrete to the abstract:

Flus en vient 1' d?lvbib, rlus 111521ﬁdu est aigre,

Ainei d'aller A tcy le desir me croistre,

Fuis ta grace, a4 ma mort, la douce huile sera,

Qui de ton fier courrcux :attera la vinaigre. (1)
However, the expression of things invisible in terms of the
visible is cn important element in the i.agery of this period
and incdicates a break away from the Fetrarchist tradition to
_évdertaih exteht. The intérect in many pocms is in thiﬁﬁs,
dramatic scenes ’ picturesgue tcbleaux,_rvly1nb rnrhaps much
. more on re.l life experience and also on the influence of the
Bible.

Vivid.ima&éry is used, then, firstly to co.vey horror,
as & means of persuading and LonV1n01nv the reader, throuzgh
fear in descriptions of the end of the world, and pity and
guilt in the Crucifixiom. Imagery also e xpresses regret ior
tre beauty of the eafth and of transient bhlng s and.also in
thié connection has'perhaps the function of an exanple, pointing
a moral with instances from the natural world. Imagery also
expresses extrexe emétion thrcﬁgh violent, cr distérted.pictures
of the_Wofld. Picéufesque imageyry is & meand of praising, of

beautifying certain aspects of religious veiief. Lome joets

m

see the world in more Sensuous terms; thair use of imagery
moreover reveals thé disteortion in their view of the world.
The_more.pessimistic view of life is exﬁressed in groctesgue, oOr
distorted mugeg, tryan tc horrify the reader. A more optimistic

eligious faith is expressed in more beautiful, barmonious images

which reflect the beaubty of tThe natural world.

(1) Favre, p.l7
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‘Part II: Antithesis and raradox.

The idea that the word ié formed of contrasts, of opposing
forces, is a common one in the sixteenth century. Nicolas of
Cusa set out the principle of uniting all contraries in God:

Ve, however, behond the opposites in the womb of the
Drinciulc that unites them prior to théir duality, that
is before they were two th ings mutually opposed. (1)
Stability, equilibrium is achieved by balancing two opposites -
the cycles of day and night, the coxmbination of body and soul,
the microcosm asgainst the macrocosm. The stylistic dévices
of lowve poetry were adopted by writers of religious poetry,
and one of the elements of Fetrarchist style was the use of
antithesis which is a typical feature of the religious poetry

of this period. The form of poetry encouraged the use of

rs of

|

antithesis to a certain extent: +the sonnet with its Ta

i

equal lines tended towards a balance of different images or
ideas. Often the sare sort of contrasts existed in love and
religious feciing: ©the struggle between 1life and death, in
love poetry more metaghorical, and in religious pueury mnore
literal, was a theme tney had in conmon. Maurice bceve
poetry is full of thiz alternation between life and death:
»e.Qui la veoit sar-c mourir, ne ¥it point:

Bt qui est vif sans la oqavowr au ¥onde,

st trop plus mort, gue si kort l'avoit point, (2)
Tre conflicts may be fundamental to tue poet'’s attitude to
life, or they may be merely cecorative eifects, ﬁart cf a
literary convention. This poeem could equally well be é poem
tl) Guoted in H.0. Taylor: Fhilesophy and m=cience in the

Sixteenth Century, Yew York 1862, p.42.

N Ry e~ - . U . a
(2) Maurice Sceve: Delwe in Schmidt: Poétes du LVie Biécle,
PG is 19/9, P 1)6.
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about the sorrows of love as the sorrow of a Christian:
Le soleil en un an acheve sa carriere,
st la lune en un mois termine sa lumiere,
Tous les astres du ciel Geclinent en leur cours,
Les nuicts vont succedans & la clart€ des iours,
Les saiscns se font place, & toutes choses nees:
S'escoulent par les loix qui leur sont ordcnnees,
&t ma peine, Seigneur, est reduite & tel point
qu'elle est vousiours entiere & ne decline point
Comme si les decrets & les regles hum2ines ‘
&'alteroit en,moy seul pour maintenir mes peines. (1)
The descriptions of the sun, moon, stars and seasons seem to
overload the anulthe is unduly and the result is to make one
feel that the poet is concentrating on the exaggeration rather
than the actual cisery. Here the contrast is a device used for
emphasis.
Paradox is not an unfamilisr element in poetry; one has

ohly to think of Villon:

\
A

Je meurs dé soif aupres de ls fontaine
paurice sScdve used paradox to describe the effecfs of love:
Tout 1ibre faict m'est esclave contraincte (2)
or to express bis sufferings: |
... le feu vif ée ma lanterne morte. (3)
The use of antithesis or paradox contrasts with the use of
sensuous inagery. As I have sikown, eoécreﬁe images illuminate
aspects of thought, and at the same time reveal the author's
feelings avout the worldé around him, his relationship with
material things. ihe use of antithesis, or contrasting inages,
shows a tendency to think in more abstract terms, ané to arrange
(1) merveve, r.23. , ) . ) N
(2) aurlce Sceve: .Délie in Schmidt: Poetes du LVIe Siecle,
P.1E3,

P - . . w1 _— -— M - ~a N\ .
(3) Wauklce Sceve: Délie in Schmidt: Foétes du XVIe Siecle,
‘ pngBQ
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:éxperience'in a systematic way. ‘he imagery of opposites shows
that the poet is nb longer:coﬁcerned #ith things as taey are,
but with categories of things. ue is 1o longer using his
perception o1 things arcund hkim, but is trying to fit his
e#perience'into a rigid pattern of ideas. D'Aubigné may
comﬁunicate the feeiing of opposition between earthly and
-sgiritﬁal things in. an image which cenveys visually and
'ewotiopall§ the uurubgle between flesh and spirit. OCther
POeto, hcwexer, uay rau1ona11ze this strugblc ‘angd chocse ex amples'
which illustrate the logical dilemma. o whereas d'iubigné -
1ébow$ the eArth.aé'é person, reacting to the anger of God, who
'is_élso.a human figure, 8Sponde takes.the conventional 6pposites_
of light andé dark to correspond to the Qtru"cle in- n1m3ﬁl¢
between the material and spiritual impulses.
There is & dis%inction to be made between antithesis, the

um¢aposiﬁion ef.CGhtrasting imag £, and paradoxical 1hages.
Antithésis'expreSSeéia conflict, two opposing forces. Paradox
in a_ sense fepresénﬁé the resolution of the conflict - two
elemeﬁfé fused -intc one self-contradictory image. Eere again,
although parauox.would seem to deny the ideal of order and
logic, it is- the result of a secking after order. FaradnX
is & kiné of inverted logic, it quesﬁions expérience on rational
grounds, and points cut and preserves the inconsistendies, but
for the Christian particularly tuis very lack of logic makes
experience nore vaiid. Paradox enables man to glimpse & superior
kind of order beyond his own ccmprechension.

Religious faith can be reduced to z series of oppositions.
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The conflicts which preoccupied religious poets were numerocus.
The main an;cht'witﬁin man himself is the conflict between
the earthly rart and the scgiritual part. Cne part of him is

flesa and belongs to the wo

rld, the other is spirit and aspires
to. God. Tﬁis ;anflvcn is also expressed in his actions wiich
_coulc e e’tﬁer good or evil. Then there is the conflicth
between llfe and death, 5eéth which :eads to ancther kind of
life in contrést with the Iirstv kihd. Iherec is also the
ccntrast between the transience of life and the eternity of
_?he;afterlife. This struggle between life and death is
perhams théfmost imﬁartant theme for many poets, anc the most
paradox cal | |

Anotner theme is that of the two different attitudes to
life: +that it is ridiculous,. or tnat it is tragic. - This
'is seen in the title to one of Jacgues Grevin's voluxes of

poetry, La Gelod acry&, or the repetition in Chascl net or

" Montaigne anong otrers of the theme of Heraclitus and Iemochitus:
the tears and the laughter, summed up in these lines by
Guy du Faur ce Pibrac:

Ry, si tu veux, au ris de Democcrite

Fuisque 1le nonde est pure Vﬂiltc, .-
cbMais quelquefois, touché 4'humanité,

Fleure nozs mawx des larmes d'Heraclite. (1)

or from Chassignet:

Quand Je viens & penmser a quelle vanité

Far sa presumption l'homme se precipite,

Jer ne sgay si je dois feindre le Denmocrite,
ﬁlant des actions de nostre humanité.

Yais lasi quand j 'appergoy de quelle infirmité
Nature a composé nostre cors decrepite,

J'ay bien plus de qugeb d'imiter Heraclite,
Fleurant incessanent nostre infelicité. (2)

(1) Guy du Faur de Fibrac in i. La taynardiére: Poetes Chrétimms
du_ aVI> Siécle., Paris 1508, p.l28. '

(2) Chassignet, p;.80-81,
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However, the poets ‘of this period were much more inclined %o
take the tragic view than the comic.

Antithegis: the flesh and the spirit.

Sponde, in his Stances de la Hort brings out mest of the

basic conflicts felt by the Christian and expresses them in
‘the usual'images. Lis dependence on the abstract framework
of iceas is seen in nis repetition cof words and a few basic,

unadorned images. The struggle between death and life, flesh
and spirit, is expressed in the conflicts of :light and dark,

\

fire and water. . the whole poem depends on this series of

conflicts. At first it is the image of light: his eyes are

dazzled by the light of the flammeuse vig¢, but there are brighter

lights, plus vives lumieres, and in order tc appreciate this

greater lig.t ocne sheuld close one's ey.s to the light of
this life. ‘the ccnflict continues with this same imaje, and
with that of fire and water:

Mais je sens dedans moy quelque chose gui gronde,

Wui fait coutre le ciel le partisan du iorde,

wui noircist ses clartez d'un oxbrage toffu:

L'Bsprit, qui ntest que feu, de ses desirs m'enflame,

Bt la Chair, qui n'est qu'eau, pleut des eaux sur ma flamme,

Mais ces eaux-l1l3 pourtant n'esteignent voint ce feu, (1)
Later ne uses the ima e of light and darkness to show how man
opposes the will of God:

‘ . : .

He: que tagtonnes-tu dans cette obscurite

ud ta clarte, du vent de Lieu mesme allumee,

ne pousse que les flots d'une espaissg fumee,

Bt contraint & la mcrt son immortelite. (2)

/ ~ . ] 2 . 3 - -

D'Aubigne maies use of the light-8arkness image also, but in
a less abstract way:

Jesus est tousjours clair, mais lors son teau visage

Sponde, p.182.
Sponde, p.1l835.

NN
N
AW N



Mous cache ses rayons si doux,

Yuand nos techas fumans entre le ciel et nous,
les vices redoubléz enlevent un image

Qui nouréit le Ciel de courroux. (1)

D'Aubigne makes the image more concrete by using sun and smoke
rather than light andéd darkness. This theme of light and dark
is comuon in all the poetry of this perioed. Henry Humbert,
himself blind, treats the theme in this way:

Fuyez tenebres ennenis,

Le mes paupieres eJdc”mies,

Je vois au regard qui reluit,

De qui la D'th coustuniere

Chasse avec c¢e peu de lumiere
outes les ombres de la nuict. (2)

The same type of image may of course be applied to most aspects
of religiocus coni llct. Cther standard antitheses are those

"l ) . » "‘
between lightness and heaviness as in this example from d'Aubigne:

Toute vertu est née aux Cieux:
Tout cela qui est wvicieux
Hecognoist la terre pour mere,
Chacun son pareil elisant,

Toube vertu est donc legere,

Tout vice: constant et vesant. (3)

The flesh and sin are hzavy, pesant, while virtue and

m

spirit
are light like fire. Sponde also shows the different aspirations
of the flesh and tre spirit: |

Ja Chair sent le doux fruit ces volupbez presentes

L'Esprit ne semble avoir qu'un espoir den absentes,

ut le fruit pour l'espoir ne se doit point changer. (&)
The conflict is now segen as an actual battle, in which God
will intervene:

We craips'noint mon usprit, d'entrer en ceste lice

Dleu t! armnra de ier pour piler ce beau Verre,

(1) 'D’Aubigné: L'Hiver, Ceuvres Vol.IV, Paris 1877, p.299.

(2). P. Leblanc: Henry Humbert pBibliothdque d'humanisme
et Renaissance, AVIII, 1856, I, p.55.

(3) D'Aubigne: Le Ie Printemps, Oeuvres Vol. III, p.179,

(4) Sponde, p.182.
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Pour cascer ce-roseau;- (l)
The last of the sonnets on death is also concerned wita this
intense conflict:; the world, the flesh and the devil, against
God's temple, hand and voice; in the two sets of images, the

Iy

cnde, effort & charme against the nef, apruy, oreille dormante,

which God will give him.

Contradictions in life,.

Life in itself has its qontradictions and contains in it
movement towards death, so that life and death are iﬁéxtricaﬁly'
.linked. Chassignet is concerned with life in its movement
.towards death.

gu'est-ce de vostre vie? une bouteille molle,
Qui s'enfle dessus l'eau, quant le cilel fait plouvoir

- 3t se perd aussi tOuu co::e elle se fait voir,
5'entre~brisant & 1'heurt d'un moindre bricole. (2)

Sponde in the same way sees life as growth and decay:
Voulez-vous voir ce trait qui si roide s'eslance
Dedans 1'air gu'il poursuit auv pa.tir de le main?
Il monte, il monte, il part: mais helas! tout scudain
I1 retombe, il retombe, et perd sa violence. (3)
The conflict does not ekist only outside of man, in the choices
e has to meke, but within himself, in his own attitudes. For
rd
d'Aubigne man him self is full of duplicity, presenting a
virtuous exterior, but hiding a vicious nature.

Tels sont les monts cornus, gqui {avaricieux)
Monstrent. 1'or aux enfers et les neiges aux cieux. (4)

or the illogical behaviour of the perverted:

Vous succez Le poison et vous crachez le miell (5)

(1) Sponde, p.l&z.

(2) Chas—ignet, p.47.

(3) OSponde, p.l9%4.

(4) Les TPaFlQuﬂs, o667
(5) Ies Tragiques, p.l74.
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The poems on the Fassion of ChrlSu depend on entithesis to

s . . s - - N oo
emphasize the magnanimity of the sacrifice he made: La Ceppede

makes the contrast uebween the crown of thorns and the crown

of glory:
: . ~ - - ’ <
I1 a son teandre-chef de ronces couronne
Four ceindre vostre chef d'un brillant diadese., (1)

Auvray sees btoth the horror and the joy of the Urucifixion:
Crucificr un Dieu! jpendre la £0:
O Justice, nuict, fiel, haine, gusrre *nh"malne, )
G palx, miel, jour, amour, rencs % douces loix. (2,

M des Roys

s s . . S
a {eppede sees This Joy in the resurrection, the elements
expressing the ccntrasting moods:
Veoicy le calme, apres tant de flots orageux,
Vowcy les fleura, apres la rigeur des gelées,
de Ciel gui fub n'aguere et trLs , €% nuageux,
lot ra sserené ses clartéz receleées. (3)

Contrasting 1ma@es-are also used to aescribe the plea.ures of

G8
7
e

life, which are only & 1agade behiind which tre. truth is less

pleasant. For Gabriellie ds Coignard they are amerzs douceurs.

Loys Godet deceribes the child chasing & butterfly which seems

beautiful but is only a simple vermisseau. For Gody, life is

passed ertre fleur et nourriture.

Et tout ce que ie voy fleury
Est en cette sai son ®iante
A la veille d'estre pourry. (&)

Comparison by oprosition,

e have seen ncw the perspective ci religion makes the

Chr'stian view things in different ways. The belief in an-
afterlife leads him to comsider the pleasures of this world as
(1) La Ceppede, p.69. , .

(2) Auvray: La Pourm:naae, Sonnets sur la passion VIII,

(3) L= Ceppéde, p.l0%-

(4) Godys; ILes Honnestes TJoeswes, Faris 16%2. p.5. (Henceforward

abitreviated as Gody)



altes bim see bthe Crucifixion
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deceptive. The joy of his salvation

a tragedy and a reason ror rejoic¢ing. Sponde's gloomy
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or life makes him see pleasures ag sSorrow:

zays Frintemps me scgt des funestes Hyvers,
¢ -racieux Zephir de son repos me semble
n Aguilon de peine; (1)
Similarly Chassignet's outloo& tends to iecad to a deformation

of life, seen ffom the point of view of death:

Nos libertesz gus lags, que prisons eb. gue c;; na,
Wostre aise que mal-aise et nostre ris gue pleur. (2)

Sponae‘ﬁakgs comparisons between this life and the after-life:

8UK oeJOur ’lcin de 1l'ceil, pres de 1' enueﬂdeme_u,
Au“ r;in de uuv le Tenps' ne monte qu'un noment,
.ﬁv prix de gui le Jour est un ombrage ~¢mhre, (3)

'.5 / . . ' - - - - - ' 3 . » -
D'Aubigne makes use. of the same type of 1magery in hwis descriptions

of leaven:

_Le* jeux, les  pas setemps et les eshatvs d'icy
N'estoient qu amers C\a“rlﬁa, que colers et soucy
Lt que gehennes, au prix de la joye eternelle., (&)

-~
-

s2s the COﬂ_“aub between heaven and earth in order to

a

br
@
0n
d.
H

e

i3]

z¢ the perfection of heaven.

o
ey
g
-
n
I.-l
S

Les amours d'icy tas n'estoient rien gue halr
Au pr11 des hauts amours dont la saincte armonie
fend une ame d¢ tous en un veuloir unie: (5)

or as.Hazare de Belv: says:
L

! . - - 4
a vie n'est qu'uneé heure, un instent lipite
Au pris de ce yrand jour de l'immortalite. (&)

\ - P . . . - - - :
La Ceyppedé uses antitliesis as a descripgtive device also, to

describe by comtrest what cannot be expressed adeguately in

. Sponde, p.131,
Chassignet, p.33.
Sponde, p l92.

Les Prafiquee, P 505,
Leg Lvagwaues, p.3C5.
Lazare de selve, P. #C.
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images. He uses the imege of light and dark; it is the light
which seems dark beside the glory of Chrigst:

Les Flanetes errans, les Agtres arrestez,
Aux rayons de s& gloire eclipsent leurs clartez,
Comme au jour d’'un flambeau lec chandeles brunissent. (1)

Paradox in Christianity.
The inability to_describe adequately the immensity of -

religious experience 1ed to the use of antithesis: describing
by contrast, and paradox: 'usiné contradictions to indicate
the incamp:ehensibility of this exterience. Faradoxical imagery
also exjfésses the uncer%ainty man feels in the value of reason
and knowledge as oprosed .to faith. Man cannot know .anything
for certain, The only certainbty is in the Christian.religion,
which is a belief based to a grezt extent on paradox and
aﬁparently iilogiéal events and statements. Many Writers show
the conflict between faith an( reascy which leads in poetry to
the streseing of the irrational elements in the Christian faitk
to contrast more strongly with ideaslwhich are simply*ratioﬁéls
Only thrcugh'faith can the :ysteries of religion be graspe@.,
Calvin placed little value cn human reason. Du Bartas in the

. Triomphe de la Fov says:

k)

sgay que j'entrepren une chcse impossible

scay que l'oeil humain en ceci rien ne voit,
s¢cay gque la raison rien du tout nily connocit
Lais la FOY me rendrs l'impossible possible. (2)

€4 CyCq
o ®

It was in order to make this impossible knowledge real that

religious pcets expressed themselves so much in paradoxical

(1) La Ceppéde, p.120. N
(2) Du Baptas, Yol. II, Triomphe cde 1la Foy, p.133.
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the use of contrasting imeges showing the
dual nature ¢f man which is appareunt in this very struggle
between reason and faith. “he recolution of the conflicts
leads to a greater knowledgs which transcends mere human reason.
Yaradox ie inherent in 1life, az poets such as Chas.ignet
SAT . Iwageé~taken from nature symbolize the ccentradictions of
life;
Ainsi desz roncos sort la rose delectatle. (1)
or. again:
e et ; 4
L vois come le grain scus lu terre Jette
vopit meurir et pourrir paravant qu'il renaisse,
st gue son buyau vert conure le cvﬂl rearosoe
Lea barbillens pointus de son espic cresté. (2)
It is uﬂrough paradoxlcu situations that a confliect is resolived:
Lt ccmme_un médicin sc¢ait tirer des poisons
Contre les meaus futurs des remedes fort bhons.
“1na1 de uostrﬂ mort procede nostre vie. {(3)

Paralox: death and life.

it -is tiis theme of death and
most paradox. . The words 'death!

deeper meaning for the Christian,

in & passage like this from St John.
Vivo zin vivir en mi,
Y de tal manera €spero
Yue mrUerc porque no muero.

This often led to a

is an early example cf a religious

contrasts between life and deatn,

rlaying on words.

1ife which gives rise to
ant 'life' are filled with

meanings which are illustrated

of the Cross:

(%)
¥Marguerite de Navarre
roet whose ﬂcetry refiects

sin and "‘ODL; €55. How COIﬂplGX

opanish Verse,

(1) Chassignet, p.31

(2) Chau31gnet Do,

(%) Chassignet, p.26.

(#) w»t John of the Cross in Peasuin Book of
‘ed. Cchen, London 1960, p.182.
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the conflict can be is seen in these lines from Jean Fasseratb:

Une amoureuse haine entre l'ame et le corps
Esmeut ce different, gqui, tourne en bons accords
Car pour monter au 01e1, il fauvt descendre en terre. (1)

1he_struggle tetween the scul and the Lody is more conplex

tecause of the’ambureuSe_ atred Lctween tnem, and the harmony

-

is achieved by their seyaratlon. This nYav on words reveals
a d_fferent.vision from that seen in visugl images. 1n the
examples quected in the firust part of The chapter images were
used to eXpress aﬁ intensity of emotion:fc:“whi;h words were

-

scarcely adeguate. sere the word has more importance. - There

3 ]

is nothing beyond the words, they themselves express the truth,

ot

he a -stract 1d€u~, but are divorced from physical reality.

rarados 'is only vossible if one has an awareness of worde rather

than things.

Chassignet is very fond of using thic kind of play on

'}

th:

f'

words, &5 in this describtion of the struggle with deat

Et si 1z nmort qu@ met aus meurdres son evhat
L'affronte cors & cors, au milieu du combat,
Vaincue, elle la vaint, et l'abat, abatue. (2>

or again

+esles plus mortelles pl y

-
-

e font estre 1mm0ﬁLel (%)

Wicolas Le Digne also eEy.resses the same idea:
Je puis vivre en mourant, ie meurs estant en vie,
i‘ais cette mort vivante est contre mon envie,
Car ie passe la vie en espoir de la mort. (4)

Sponde also depend: to 'a great eztent on the,douhle:me&ﬁing

of words to express conbrasts a thexr Tes olutlon. _ 4T¥naldo

(1) Jdean wasserat in L Mavnur iér e: Foébes Chrétiens du iVIe
Gilcle, Faris 190 8 L 243, -

(2) Chassignet, r£.55.

(3} Chassignet. p.>4.

(&) Le Digne: La MaedeLelnc, Tetie
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FPizzcrusso in Les Stances de la llort de Jean de Sponde (1)

churacterizés Sponde's poetry as being dominated by a 'baroque,
dramatic fusion or simultuneous presence of op.osites'.  One
of the most revealing of dponde's images is the paradox in

wanich he speaks of the tombesu du corps or of 1ife being a

tomb. the properties of death are attributed to life, since

(’\
-
o7

for a ristian, life is a kind of death comparsd to the afteriife..
Death is being apart from Ged. How condensed Zponde's imagery
can becone is sxown in the line:

T (2).

an image sc conventional That his condensation seems to give it

L]
<t

‘G

3

Paisons, faisomns navfrage et Jjettons nous au

a fresh point, and brings out the whole parsdox of death, which

is a trage edy ana alsc the beginning of harpiness. La Ceppede

uses the 14439 of the transformation of the caterpiilar into

ke butuerflj to exrress the same paradox:

ver meurt dans son nid, et sa mort est suivie
e la vie, gqui va de sa mort renaissant, (3)

ol o
1]

Auvray sees twd paradoxes which contradict each other in the
states of life and death:
L2 Rose meurt raissant: vous vivez zu tombeau. {(4)

The paradox of Christ and the Virgin.

'‘the para.ox of Christianity is embodied in Christ himself
who was God and at the same time a pan, in llary who was a virgin
and a motﬁer, the death of Christ, which is the death of Go&,
and the salvation of man which results from the crucifixion of

Christ bty aen. Amadis Jaryn says of Uhrist:

(1) Arnaldo Pizsorusso: Les Btances de la iort de Jean de Sponde,
' in Studi in onore de Carlo Pellegrini, “rurin 1963,

(2) &Sponde, p.lo4

(%) La Ceprede, T.l1l04.

(4) Auvray: Oeuvres Sainctes, p.43




Vaincu tu fus vainqueur. (1)
The geath cf Christ is merged with the life-death theme, as
AT
for La Ceppede:

O comme tu se rc bien, 0 soleil,ce bon Maistre
tu fis naistre un beau jour la nuict gui le VElt naistre
Lt ce Jour qu il se 1curt tu fais neistre une nuict. (2)

oy

Fierre de Croix cuntrast

m

p._,x

the actuality of “1& gsuffering with
the actual spiritual good he is illustrating:

J'admire s valeur en son infirmité

La beauté de =a grace en sa deformité,

bn l'excez de ses @maws son amour infinie, (3)

Antoine Favre sses the paradox of the situation where heaven.
becones accessible to man:

Le Faradis si cher se ‘donne a tel Laruhe

wue le salut perdu se retreuve au Dbbhe,

“t le naufrage mesme est fait port d'asseurance; (&)
Another paridox is the Immaculate Conception, which inspires
poens about the Virgin, describing her in raradoxical imagery
to stress the uniqueness of her purity:

La Vierge est une fontaine,

gul parmy 1° 1ﬂpurete,

ui parmy la salleté
Te nostre nature humaine,

-~

. Conserve sa netteté. (5)

The series of Chant Royal poems describes Mary using all the

-

usual images, a rose amq@g thorns, a sun rising at midnight,
Cube ferme en 1u rondeur mobille (8)

oT
De faux accords, un concert armonigue (7)
(1) 4uoted . in Vianey: Le Petrarchisme en ¥rance au iVIe Siécle,
. .Vonbpnl%er 10uU9, p.zUY.
(2) Ia Ceppede, Do 75 :
(3) Pierre de Croix, p.1l20-
(4) Favre, p.ll.
{(5) Fierre de Marbeuf: Recueil de Vers, Rouen 1628, p.98.
- {dencefcrward abbreviated as Harbeuf)
gg; Auvray: Qeuvres dainctes, psl3.
C

Auvrey: U(CUVIES S@inches, D.22.
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or with more violent imeges:

I,'entier Falais dans le hrazier du monde. (1)
or

D'un sang infect, un corps aromatique. (2)
Irn the poeus of .iuvray the final paradox ex

single element of good in &

Par cette mer % ses vagues affrsuses
Le ilonde immonde est po“tr ict dans mes verc

L'heste infernzl des cavernes souffreuse
La chair mutine, % nos v1ccs,d¢vers;
se nt ies vents guli troublent 1'Univers;
L'are de Lieu, la foudre Jjusticiere,
2t ce Coucept, l'abismze et la fondriere
Qu1 angloutit nos humaines raisons,

fais pour la Vierge exenpte de naufrage
Eri ince, je chante en meg comparaisons _
L'Arbre immobile au glllnu de l'oragge. (

A\
N

The Hely Trinity.

#opil, like other religious poets, fe

els the cunflicts
between religion and life, but feels able to resolve thenm
torough his belief. He is mgst csncgrned with the rysteries
of the Christian religicn, particularly the Holy Yrinity, which
-is at the same time one person and three:

L'honme n'est rien gue nuict, & l'ange
Au regard du oleil gui estant trois en nombre
N'est qu'un seul par amocur, (&)

or

118

rresses his adopbation

corrupt world:

n'est qu'une ombre

11 est un par essence, et psr mystere trois. (5)

The light-dark image here becomes a paradox;

thie radiant

or

- .’ -
darkness of the Christian zystery, obscurite tres-claire,
puict, plus claire gu'un jour:

(1) Auvray: Qeuvres Sainctes, p.27.
(2) Auvray: . Oeuvres uainctes, p.?
(3) Auvray: OCeuvr.s Sainctes, p.l2.
(4‘) HOpil, 13‘921.-9o

(5) Eopil, p.36.
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Ces tenebres ne sont qu'une extresme luniere
Yui desrcbove & nos yeux le divin throsne d'or
De l'easence prEWLere. (1)

The cosition of the Christian is also paradoxical; ne believes
in what he cannct see:

Au r yoa tenebreux ou se cachc l'dssence
uans 1l'obscurité clair on WOge le silence,
‘entreveoy ces beaux tF01
Lesquels estans nommez meur“nc
&% ces frois sont wn Vieu gue J!

ineffables,
J'edao
~ux cachots admiranles.  {(2)

re ¢t ne veois

',
il

The paradcx of life.,

the use of paradox is extended to express a judgement on
the whele of life. vhassignet sees life as a harmony achisved
from -dis ordapt elemeqts.

Ce morde eemposefd'un discordant accort. . (3) ‘

The inw e ibtself is coatradictory yet comprehensibie. This
type of paradcxical imagery is very much a literary convention.
in the sane way licoclas Le Digne expresses his own uancertuiniy

in reradozical {erms:

Je gele dans le feu, ie brudle dumrs lleau vive,
e jour m'est une HULCE. & le bien-une mert. (4%

auvecey takes up the same theme, haunted by the constant

contradictions of life:
Voir 1l'amour dans la haine, & le jour dans la nuiet,
Le feu dedans la glace, & le Ciel dens la terre!
Le vivant éGans la mord, le calme dans le btruid!
Le vertu duns le vice, & la paix dans la guerre! (5)

L

This saue coufusicn leads

]

W

hir to combine two opposing images

to show how life is made up of two oppesing forces:

Hepil, p.87.

dopil, p.295.

Chassignet, p.27. :

Iz Digne: La bkagdeleine, p.l5.
Auvray: - Qeuvres Sainctes, p.39.
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- Ocean, non, un feu qui enflamme nos coeurs

Un ¢eu non un glagon gqui cungelie nos .mes-

Car si <, ‘estoit un feu 4°' ou viennent ces fr01qe urs?
It si ¢! eSu un glagon, d'ou procederu ces flames? (1)

Gody sees ﬂlHQCll suifering at the 1naaequacy of - the world,
w.aich cannot métc“ his ;deals:

Lors cue le our, ne t'estcit que tenebres,
Les Dlas'uoux chants, des desaccords fupebreg,
e plUu pur air, meslangé de poison,

Le pas pius em:'.J un affreux precipice,

Le ﬂcu plus franc, un estrange supplice

Diexv Quels ralheurs, et quelles dures loix
Une f015 naistre, et mourir tant de fois. (2)

The! postry of Limea Goulart alsc reflects t.is confusicn. Ee
knows what is right, but feels unable to pursue it.

Je cours apres le monde et demeure tout court

- #n suivant Jesus Chrl’t guand volupté raisonne

Je l'entends et j'oy point le soulas que me donne

Tal douce Jvoix de Christ gqui apres moy accouvt. (3)
- The cont: dlCtiOﬁ comes. in leading a life without Christ:
Fropos vains de profere et ne fay que cercher
La vie dans la mort verité dans un songe.
''laimant sens aimer Uieu je me hais a.mort
sstant sage sans Christ Jje suis serf de Bensonge
"Las Beigneur leve toy et brise ce D*“CORD. (i3
. In ube world around them poets saw life itseld as contradictory,
a1ways ch¢ng¢nﬁ and even the pleasures it offers becomlpg
distasteful after a time. The paradox is in the lives that
‘men lead, knOWlﬁ” wnat is right, but éeliberately choosing to
do wreng. ''he writing of Montaigne also reflects the paradox

of man's position in the world, and the existence which is

" beyond his grasp. There is no ceontinuity in life, everything

n

chensing .

V) Ve Yan Yan

1) Auvray: Oeuvres Sainctes, p.4l, §

2) Gody, p.l104. i )

3) Quoted in Schmidt: 4Quelques Aspects de la Foésie Baroque
Frotes tanue, Hevue des océences Humaines, 1954, p. 385.

4) Quoted in SBchmidb: wuelques aspects de la Toésie Bapogque

Frotestante., },5:5
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Fous n'avons aucune communicaticn a l'estre, parce que
toute humaine nature est toujours au milieu, entre le
naistre et le mourir, ne baillant dé soy qu'une obscure
. apparence et unbre, et une certaine et declle opinion.
¥l o °L, cﬁ fortune, vou: fichez vobtre pensée 2 VOLlO1r
prendre scn estre, ce sera ne plus ne moins que gui
vouldroit empoigner l'eav; car tant plus il serrera
et presserz ce qui de sa nqture'coulé par tout, tant
plus il perura ce qu'il wouleoit tenir et empoigner. (1)
ost erta are aware of the conflicts within themselves, and
in the life arpund them, but feel that these will be resolved
by death. ., A few others are aware of the struggle which they
must carry on within themselve:s in order to achieve peace. In
he poetry «f Sponde, for instance, there is the atnosphere of
the alternating attractions of the flesh and the spirit. In
his conflict there is a note of despair: the reality countrasts
with the hope, the ideal which he may never reach:
Quelle plaine en 1'Enfer de ces pointus encombres?
Quel eau Jour en la nuict de ces afireuses ombres?
wuel doux largue au destreit de tant de vents battu? (2)
Minor poets like CGoulart or Gody saw life as an illogical and
self-contradictory nlzht re in which they were trapred. Iror
most writers, however, this confliict almost inevita®ly has as
¥
ips ainm the illustration of the superior harmeony oi the religious
life, ¥or Hupil,'the paradox is the achievemént of the impossible,
faith accomplishing what men slone is unable to do:

J'entrevoy l'invisible en ce tenebreux lieu,
nt je le voy sans yeux au sejour solitaire. (3)

If iife on earth is seen as unstalle and contradictory, this

is only in contrast with the certainty end stability of the

(1) dontaigne: Apologie de Haymond Seton in Zssais ed.
' £ Thlhauaeu, Faris 1950, p:&79.
(2) Sponde, p.l82.

(3) Hopil, p.193.



divine will.

A feeling of contrast and conflict is bhasic to the poetry

in
ct

of this period. The use of the yl.snlc devices of paradox

and antithesis are Daruly expressicn of this, tut the“convention
of this type of image?y encourages ppets to express themselves
in contrasting pairs of ima es. Christianity can ecsily be
seen in the light'of this conflict bétween two opposites. The
images uéed are often very banal, taé most pdpular being of

course light and dark, fire and water. Faradox is essential

to Christian beliefg making the impossible seem possiltle. The

dea.h and life then expressed in apt*iﬂeclu finds also expression

in paradox, since ;o“ the uhrlsU1an 1113 and death are inter-
changeable terms. Apvllea to Chri st and the Virgin Mary
paradox stresses the miraculous and unigue nature of their
being. These ;1@&?65 of speech aldo eXpress for many poets
the state of confusion in which they live, the extremely
pesvwm1st1c religious attwtude to 1~fc. raradox and sntithesis
are xuch more absnract terms of expression than other types of
imagery studied in thlr thesis. They ace.muéh.less striking
visuélly and acquiré their force rather thivush surprise,
éaused by plays on words and ug rling with ideas., They try
té-present a biased attitude to life through:a peculiar kind
of justification which consists in creating a special forﬁ of

logic.



Part II1: Complexity in Imagery.

In the preceding passage it has begen shown how a feeling‘
of conflict in 1116 gave rise to opposing pairs of images,
and how the 1rrat1o1a11ty of life was expressed in paradox.
On the whole, however, the basic attltuue to llfe was very
simple. _The complex1ty oxtcﬂ COmMES - w1tn1n thc Christizan
 faith itself, and partlcularTy in its use of symoollsm.
The mysteries of the Christian fauith are not explicable in
raticnal terms but are made convincing by the use of series
of analogies from other spheres of life. This often leads
to complexity: knowledge in itself has no value, and the
more oné knows, the more chaotic the whele world seems. ‘The
world;;lacking,unity, becones merely &« series of pictures,
images.for reflecting God., God is the only basic pattern
beﬁinﬁ the universe. Du Bartas writes of the folly of trying
to uﬁderstand more of life than is possible for man:

Mais pouqucy, fole humains, allez-vous compassant

Du compas de voz sens les faits du Tout-puissant?

Qnel superte a951r, mais plutost quelle rage

Yous fait de Dieu sans Dieu des chifrer'tout l'ouvrage? (1)
In cpite of this du burtao. like mdnJ of his contenmporaries,
tried to find a pautern in the world, to fit the chacs into
gsome kind of system. His own attempt to cdescribe and explain
The universse leayes oné with the impression c¢f a series of
chaotic descriﬁtions. Cther poets build ur complex structures
of imagery, fluthb experiénce into a system of aralogiss

based on the framework of religion.

(1) Du Bartas, Vol.II, La Premiere Sepmaine, p.250.
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Sone $riters wer: content perhaps to point out the incom-
prehensibiiity of God's purpose, and contrast the confusion of
this world with the perfection of the next. 4 few, however,
were concerned with ways of gaLnlnH more knowledge about the
nysteries of the Christian religion, maeking them more clear,
and relating the phenomena of the worlid around them to their
belief. hey could take images from other branches of science

uch as alcheny and astroclogy to increase their understanding.

T 2

4ru&iticn-@as very much the fashion in the early work of the

rleiade. - A great deal of their imagery depended on a knowledge

h.

cf classical antiquity for its appreciation, and traces of

this style are still to be found in this later period. Classical
allusion as a means of decoration is always much in use.
¥requently the complexity of imagery, however, comes from the

use of symﬁdlism from which the poet tries to sxtract the

maximun of significance.

Svmbolic images.

Symbolism was often basec on images taken from the Bible;
particularly the symbols of coTO ur and of numbers. La Ceppéde
within the Biblical ccntext, finds a whole series of variations
on the theme of whiteness,

Blanc est le vestenent du grand Fere sans age,

Blencs sont les courtisans,de sa blanche maison,

Blanc est de son esprit l'etincelant pennage:

Blanche est de son agneau la brillante t01son.

Blanc est le crespe szinct dont (rour son cher blason)
Aux Nopces de l'Agneéau d'Espouse s'advantagze.

.pBlanc est or' le manteau dont par mesme raison

Cet innocent Espous se pare en 500 NOPGage. (1)

(1) La Ceppéde, Pl
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He shows a vro¢+ deal of knowledge about the Bible itself,
omnparing dif ferent even.,, explaining cne occurﬂence by

drawing analogies from different parts of the lel Whiteness

is a general symbel of holiness, which.also.links up the

o

different aspects of holiness, and image: of Curist ~ the

Hamb ana the Brlde%room. In the seme way his poen on the
symbolic wvalue of the number three brings.: ogether different
°vages from the narrative of Christ's life, to llnk it into

a whole. At the same time the insistence on the importance

-

of the number three adds importance to those partlcular
historical events:

Trois fois il renolia sa priere enflamée,

wue trois fois pour les sieps il avoit-iatermis.
Trois fois il fut revoir ses amis endormis,

Tesmoins des trois vertus dont elle est dninee.

Trois amours en cet acte ont son ame allumée,

Dont l'ure 1l'a comme homme 2 trois craintes soubsmis:
Les deux autres l'ont fait pour trois genres d'amis -
Accorder que sa vie au bois fub consommee. J

Trois foim en cette eugowsag il ful regonforte

Far 1l'Ange, par qui fut & arie apporte.

L'advis de ss naissance, O Mystere ordinsire.

0 saincte Tr¢n1te, vous wodeles c¢e Iront '

De la scene, ou le Christ doit souffrir cet affront
Sur vostre unique ewemple au saint nombre ternaire. (19

%itk La Ceppeéde the complexity comes frem his own conception

of the Curistisn mysteries, end also his desire to link up the
events of thre Hew Testament with the 0ld Testament, and with
elenents of classicalvmytholcgy, drawing conpariscns from everj

fTamiliar. Frances L.

=t

field of knowledge witk which he

Lawrepce describes La Cep cde's approach thus:

uzzling subject wuich

Bach scene of the Fassion i p
ght of his ability and

3
La Ceppede portrays to the he

a
eig

(1) La Ceppede, p.39-40.
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then wrings of its meaning by exrloring its figural
antecendents in the 0ld Testament and Greek myth, its
exemplary character for our etulatlon, and its symbolism
in the scené of salvation. It i= essentially the saune
process which Saint Ignatius recommends after every
application of the <znses "tc reflect in order to derive
profit from such & spectaclel. (1)

This, it seems to me, describes very well the way in which

p

Y . . . - - . .
La Cerpede builds up his imagery. He alsc involves hinself,
as representing the individual Christian, in his narration

of the events of tne Crucifixion.,

Ces crachats teints de sang, qul sur vos yeux dlstllle
Les couvrent ¢e beurbier: ce bourbier eést utille

i mes yeux, gue l'horreur des pechez rend afvreux.

La selive, et la terre (O Symboligque fange)

Cnt bien .uery 1'Aveugle: et ce nouveau meélange

De sang, et dée crachats guerira ce lepreuz. (2)

His s corresgond tc those of Christ, and this dirt caza

(©]
0

Je
cure him of his sins, Just as the blind man and the leperv
were healed by Christ. |

In the next poem the évents of the »nHible sﬁggest a wider
context to him: he sees these few events as symboalic of. The
whole Christian belief:

Cette nuict qui vous sert (race ol tout mal abonde)
A prendre le tauveur, figure l'autre nuict

Pe vos coeurs aveuglez, dent 1'humeur furibonde .

Ce BSoleil de justice injustement pcursuit.

.lals pburquoy cet amas de lanternes vous suit?

Cet Imnnccent sur gqui vostre rage disbonde

Bet (41 vous 1'a narque) la lumiére du mondé;

Qul par l'espesseur dem tenebres relulu.- -

Au moins pouviez vcus bien ce prince entreprendre
BGans armes -en plein jour, il est facile & prendre
Voire. #ais vous aimez cette infame fagon.
Soit. Aussi convient elle & cet amour éxtreme
Tu Christ, qui vray larrcn se desrobe d soy-mesme
Pour largement en Uroix payer nostre rancon. (3)

-~

(1) Frances L. Lawrence: La Ueppéde's Théoremes and Ignatian
heavtuu;on, Comperative Literature 1965 No.2, 1.138.

(2) La Ceppede, p.59.

(3) La Ceppéde, pp.45-46,
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‘ mhcre 1Q a constant reference from the symbolic to the actual

(R . C e s ¥ N .
levels. The literal night is compared to the metaphorical

darkness of men's Iearts, and their actualfinjustice dbntrasts'
ﬁith the epitomy cf Justice in Christ who is.a sun amonm the
darknelks. This theme of ddrknes and light.is developeﬁ to
.contrant the réal lanterns with the spiritual light of Christ.
-As He is be1n@ treaned as a tnlel, La Cwuﬁede shows how th
reality is also weta pnoricsal, in that He steals Himself from
Hims¢1lf to pay the ransom of nen's goﬁls. He is céntinually
aumplng in uhls way from one level To anotner, and his poem .. .
moreover 4Ao0es not pre=~;t a static poeint of: v1ew, but seems to
develop with the movement of La Ccpnede g own thought at first
horrified zt the actual indignity of Lhrlma, then fi ing the
reasons on a symbolié'leVel to make it compr enSLble., ;The
'imagé.tandslto make the theme nore absﬁra;t, to remove it from
the présénce of the events taking placel A1l Christ's actions
have a-great meaning for La Ceppede:
Tous vos faits, tous vog dits, ont'ua sens hercique. (1)

He attempts tc reveal all the subtle shades of significancel
waich link the story of Christ and the entire Christian myth
into & structural whole. He uses all the resources of metaphor.
While describing the cords which bind Christ he plays on the
,contrast betwecn the physical bonds and thelspiritual ones,

confusing the twe levels of meaning in his imageryf

Or sus donc, serrez foft, liez fort, 6 cunaille,
Celuy gul vient a vous " pour dsaouer ves noeuds,
Tiraillesz, travaillez, cestui-cy qui travaille,

Pour soulager les griefs de vos travaux peineux. (2)

(1) ILa CcPLeae, p.39.
) La Ceppéde, p.47

—
N
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The images he uses are often the conventional ones, but he
draws much closer parallels than- is usual, as in his comparison
with the Phoenix:

L'Oyscau dont l'Arabie a fait si grande Leute,
Lst de ce grand Heros le symbole asseuré.

Te  Fhenix est tout seul: le Christ est figuré
Seul libre entre les morts par scn Hoyul Frovhete.
Le fhenix courh”°ux se norce a sa qeféltc

sur du bois parfumé: 1'Amour demesurd _
ﬁawt que Chris a la mort sur ce bois endure,
Gui parfume le Ciel d'une odeur tres-perfaicte,
Le sa mouelle apres le FThenix rénaissant

nleve tout son bois, et l'emporte puissant
sur un Autel voisin des arenes bvulne

far sa ﬂ1v1nlte le Christ remuSCLta-t,

Sur l'azuré-lazbris des voutes estoillées

Eslevera son bois de rayons éclatant. (1)

He is not content with drawing one example to illustrate

—

the analogy, but ru1t1r11e< the ways in which the Fnoenix
can stund as a symbol of Christ.

Complexity within one iuwage,

in exunmyple of one imaze telnb developed to 1an1ve a
complexity of ideus is te poem by Lazare de Selve waich adopts
the theme of the ship. Here, however, the complexity arises
from the attempt to draw out the analogy to t:-e utmost. The
imagery of La Ceipéde's poem is based on what he considers to
te trutis avtout tre Fhoenix and about Christ. Lazare de Selve
is using the image to paint an d]leWOTICal .cture of the Church.

fon Hglise, Seigneur, est le vaisseau sur mer,

Tu es le vray Filote, et provident et sage

La Toy en est le mas, charité le cordage

Et l'encre un sainct espoir, gui nous Vlcnb anirex.

Les Pasteurs, mattelots, ne cessent de ramer,

e monde est ceste mer toute enflée d'orage,

Les erreurs sont ies venits, la tewpeste, et la rage,
4t semble gu'elle soit en danger d4'abysmer.

(1) 1La Ceppede, p.. 105,



dais toy, U vray septune, O tout puissant Aeole
Avecgues ton trident, la saincte Trinité.
Appeise tous ces flo ts, et les change en oonace
bt vODthb_”b‘te nef 3 ton havre de brace,
i ce port Gien-heuTeux de ta ssincte cité. (1)

The abstra.t allegoricel meaninrs are reminiscent of medieval

sermons which are extended at léngth to include the maximum .

number of metaphorical elements from one example. The same

ayplies to the following poem by warieuf:
L'oeil ezt dans un chasteau que ceignent les fronticres
be ce petit valon clos de deux boulevars:
I1 & gour ront-levis le:s mouvante: paupieres,
Le c¢il pour garde-corps, lez sourcils pcur rampars.
I1 conprend trois humeuro, 1'aqueuse, la vitrée,
it celle de cristal qui nege entre les deux:
Mais ce corps delicat ne neut souffrir l'entrée
A cela gue naturera.fait de nebuleux,
Six tuniques tenant nostre oeil en consistance,
I.'empéche dé glisser parmy se€s mOuvemens,
&zt les tendons poreux apportent la substance
Qui le garde, & nourrit tous ses compartimens.-
uatre muscleu sont droitvs, & deux sutres obkliques,
Communicans & l'eeil sa prompte ag 111te,
als par la liason qui Joint les nerfs optigues
Il est ferme tousiours dans sa mobilité.
sref, 1l'oeil mesurant toutv d'une mesme mIsure,
8 soy mesme incomneu, conaoit tout 1l'univers,
fifyv con901t dans l'e¢enclos de sa ronde figure
ILe rond et le carré, le éroit et le tTavers.
Toutesfois ce flumLeau qui conduit nostre vie,
De l'obscur de ce corrs c ibrunte sa clarte,
Jous serons donc ce corps, vous serez ll'oeil, ilarie,
fui prenez de 1'impur vostre pure beauté. (2)

The first few lines are medieval ard courtly in tonre, treating
the eye allegorically.. He then takes a scienfific attitude,
relating the eye to the four humours, then describing it
anatomically. He then approaches it philosopiically, the
eye, not perceiving itself, can seec the whole universe, wnd
returning agzain to the image of the sphere shows how it

encompasses everything, this time in a geometrical sense..

(1) Lazare de 3elve, p.9.
(2) Marbeuf, ppr.95-96.
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Finally he takes up the image of light and dark, the eye ﬁaking
the ligh. from the darkness of the body, and equating this
with purity and impurity makes Mary tbe eye of the body of
mankind. This central imsge, thabithe €ye is Hary, is not
revealed till the very end. The first part of the poem would
seem'to be merely an erudite digression on the theme of the
eye, but all these images relate to the central theme. The

. beauty, ;erfection and complicated structure of the eye is
symbolic of the role of the Virgin. There is a suggestion

of the style of the Chant Royal in the line ferme tousiours

- 4 - - .
dans_sa mobilite. He composes images within images in an

attempt to weave every aspect of the eye into the sywbolic
structure -of the poemn. the c.mplexity arises from the fact
that the imagery is on two different levels. First the eye
is tue syﬁbol{for the Virgin, secondly a whole set of images
describes the eye¢ itself, vaguely suggesting sone s?iritual
significance which is not confirmed until the end,
Another 1@em which tries to unite disparateé._ eléements is

this n»xt dne, where the poet uses the image of a gardsn as é
fruomework intc which he can fit tne traditional images
connected with the Crucifizion. The complication comes from
the contradiction between the cbjects he uses, and the images
he attributes to them. Heretagain there is u nedieval tcne
in the poen, in the use of allego:y.'

0 jardin du Sauveur, cul a pour pallissades

Les espines, les cloux, la lance, et les douleurs,

Et l'angoisse, l'ennuy, les cr.intes, les frayeurs,
Pour allées, destours, cabinets, pourmenades.
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Four rossignecl un ange, et pour ses serenades

Un calice dée mort,, pour fontaines, des pleurs,

L'ora 1sop,pour'¢v_‘ﬁrre. et pour les belles fleurs,
Des sueurs de pur sang, l'absynthe pour salades. (1)

Cbhscurity in imamery.

| Another tyire of complication is when the poet takes his
images frém rather obscure realms of knowledge. In this poen
La Geppéée draws his analogies from astrology:

Ce grand Soleil, qui de l'autre n'est qu'une flame
Far quatrc dez maisons du grand Cercle a passe.
Tar celle de la Vierge, ou neuf mois sa belle ame

A de son corps égal 1l'organe compasse. .

Par celle du Verseau, quand son oeil a trasse

wa douleur par son pleur, en maint acte sans hlacsne,
ar celle du Tauresu, quand son co®ps terrasse
est pour victime offert sur le givet infame.

Or a ce jour il entre en celle du Tlon

Eerruque de lumicre, il darde un milion

De rzyons flamboyans sur les deux Hemispheres

#t sa voix ruissante, et son fremissement

fu scrtir de la tombe espouvantent les feres,

it les rarngent au joug de leur amandement. (2)

Carist is compared to the sun moving tarough four of the signs
of the .Zodiac: Virgo, Agquarius, Taurus and Leo. The first
analogy comes in the comparison betwéen the sun and Christ, who
ié the metaphorical light of the world. His_life cor:esponds
to the four signs of thei%odiac, his “irth, his life of tears
and -innocence, his sacrifice, and his ultimate glory. The

last sign corresponds to the sun perrugue de lumiere, suggesting

Christ who ressembles the lion, inspiring fear. This is
another examnple of imagery which depends largely on abstract
concepts. In the sams way La Ce ; de addressés God as an

intelligible sphere whose centre is everywhere:

Intelligitle sphere, il est indubitable

(1) Lazare de selve, p.48.
(2) La Ceppede, p.l0&.
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wue ton‘centré est par tout, qu's luy tout aboutit, (1)
¢ his prayer is that he shbuld draw close to God:

Eonne luy tant 4d': Amour pour te fdlre adherance
qu'il passe par de 132 tcut humaine Jugement,
Comme on ne peut juger de ta 01rconfercnce. (2)

Bxtreme emotion is gquated with sometbing incomprehensible
tc the intellect. The image of the sphereiis also used by -
Lazare de Selve:

Comme tout ce grand monde a forme circulaire,
Chasque partie aussi fait un cercle agissani®;
Cracun des Elements, dedans l'autre passant,
e tourne, retournant au repos de sa Sphere.
Le soleil rond se tourne en s course ordinaire:
Ln rond l=« lune tourne, et forme son croissant;
Ou chasque Ciel commence il revieant finissant,
. Ainsi que fous les cerps du MNonde ~lementaire
-T'Ange se reflechit vers celuy qui 1l'a fait,
Ce grand Tour, dwnt le C3ntre est par tout si parfait,
ut dont le cercle est tel gqu'on ne le peut comprend;e.
Homme contemple en toy deux cercles precieux,
L'ame, qui vient du Ciel, doit retourner aux Cieux:
Le corps, de cendre fait, doit retourner en cendre. (3)

tU.!

Here the circles. form an analogy with man's composition, arnd
man is also & universe which moves in circles, while Goé is
the great immesurable circle. dowever, this poer lacks the
emctional intensity of that of La Lenwede, and treate the theme
in a nmore straigntfofward way.

| These are all “ttemyts to weave intc a pattern given aspects
of belief and to illustrate them by complex images. The links
between the imege and the idea are more complicated than is |
-usual,. Either the poét jumps constantly from one level to
another, as in La Ceppéde, or as in'the poens of Lazare de Selve
La Cegpeae, L.108.

(1)
(2 1La beppeue, P.108,
(3) Lazare de Selve, p.l.
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graduallyﬁuildéﬁup the image from a series of facts in order
to present more convincing evidencs in favour of the idea he
is illustrating.

Expression of the incomprehensgibdble,

The problem facing Hopil was to elucidate what for him
was in essence incomprehensible. Knowledge of God, for
La Cepb de also, is a mystery:

Aux Mysteres Divins la nie sert tousjour,
Car elle tient un peu de la nuict, et du Four
bvelon gque plus ou mecins le Soleil la penetre.,
Ainsi (comme & travers un nlage entre-ouvert)
Le Seigneur de Seigneurs manifesfe son Etre,

iy trop obscurement, ny trop & d@fccuvert.~ (1

S’

Hopil, in his attemptc to express this same sense of mystery,
becomes ratier confused among rnis images of light and darks

Abismé Gans le sein de la Bivinité,

ﬁ:us liocculte sceret dCCeate“&wnlbe

Gu Jje cherchne & tastons: L'unité bien-heureuse,

Fensant voir en ce lieu: lu lumiere et le Jour,

Je voy dans un trouillats une flamme amoureuse
Far les yeux de l'amour. (2)

The confusion is in his own mind rather thar in the imagery
itself - this is obvious in these lines:

Seigneur, je veux avoir de vous la co rnoissance
¥far 1° oell mysrerleux de la simple ignorance
Qui void qu'il ne void pas. (3)

Hence the images he uses also convey confusion in spite of
their attempts to clarify the cuncept of the Holy Trinity:

Le verbe est un miroir, une tres pure glace
. Ou le pere Eternel voit 5a divine face
n ce fils ton epoux,
Tous deuwr se complaisant en ce regard ;1de11e,
Iroced= un ... amour de complaisir tres—aoux,
Lmour essenciel gque l'esprit on appelle. (4)

(1) Ia Ceppéde, p.118.
(2) Hopil, p.84. '
(3) Hopil, p.90.
(4) Hopil, p.l17




vonfusion in language,

The very avstract nature of sponde's thought €fauses him
to write poetry which is functional, compressing a great deal
of significance intc a few words. Here the ides of deat:
distorts his wvision:

Mortels, qui &es mortels avez pris vestre vie,

‘Vie qui meurt encor dzns le tombeau des Corps,

Vous qui r'amoncelez vos trescrs, des tresors

‘De ceux dont nar la mort lz vie fust ravie., (1)

The petwtwon of t-e abstract words vie, mortvels and tresors

and alsc the inversion in the last lipe coatribute to the
appearance oi complexiﬁy in this pcem. It is formed from a
series of words or phrases which COLtra ict each other. maeh
word suggeéting life is counterbalancea with ancother suggesting

death, as in the tombeau du Corps. #is obsession with death

leads him back constantly tc imsge: dnd words referring to
Geath. the su.e kin¢ of confusion is apparent in the poetry
of Hdopil, but he insists on the idea cf life, the true life
.waich bezins after deati:

Iieu, non le [ieu des wmort:  mais des vivans se nonme,
11 est veu des vivans, il n'est pas veu de 1'homnme
&n ce tombeau mouvant,
I1 verra dans le ciél ce grand Dieu de la vie
“preTLe le Vivant,
Fer les yeux de Iiien mort, qui =a mort a ravie. (2)

The poetry of Auvray &lso illustrates the confusion which arises

in poetry cn the themes of death and 1life. the confusion is
due simpl. to the repetition of the words mort and vie waich
make tne basic idea seem more complicated:

.insi vivant la dort a fait mourir la Vie;
st la Vie en mourant a fait mourir la lort. (3)

= :‘r-

Sponde, p.l87.
Hopil, ».258. _
Auvruy: Qeuvres Sainctes, p.78.
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Kuch of this confusion arises frow“the fact that many poets

use 'death': qna '1ife' as intex rchangeable terms, each with a

double meaning.

Abruptness of style.
Another aspect of the-compiexity waiich is found in bponde's

magery 1s the peenm pais si faut-il meurir, where images follow

cach other without being elearly linked together, each coming

‘vack:to the same idea of death, even using contrasting imases

w0
o
5
o
3
)
.
o
®
w

to suggc The images and their meaning are

g0 close tcgether that there is no need for any explanation.
The next uuém by Auvray shows a tendency to jump from one
image to ano#her also, using the same images to form a contrast
with his originsl theme, and finally des’croyn‘.xﬂ'-~ their meaning:

. Helas! gu ’°”E ce de 1 nomme 0raue111cux et mutin?
Ce n'eSt gu'ure vapeur gu'un petvt ventv empcrie,
Vancur, non, une ileur gui eclose au matin,
Vieillit sur le midi, puis au so6ir elle est morte.

Une fleur, mais plustost un torrent sene-brult

gui rencentre blcn-tout le gouffre ou il se Llonbe-
orrent, non, c'est plustost lu'gqug& d'une nuict,

Un songe, non vrayement, mais c'est l'ombre d'un songe.

rm

Encor 1'o%brc demeure un moment arrests,

L'homre n'arreste riem en sa course legere;

Le songe quelguefols predit la verité€,

Hostre vie est toujours trompeuse et mensongere.

waint torrent s'entretient en son rapide cours,

On ne vold point tarir la source de son onde,

Mais un homme estant mort, il eszt mort pour toujours
ot ne marche jamais sur le planc~2r du monde.

ien que morte est la fleur, la plante ne l'est pas,

En une autre saison d'autres fieurs elle engendre,

YZais l'homme ayant franchy le sueil de son trespas,

s fleurs gu'il nous produit sont les vers et la cendre.

(1)

This poem sesms to be trying to express the movement of his

i

mind as he reflects on transience. sach image is taken up

(1) Auvray: La Fourmenade.
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and rejected for a more satisTactory one. The image of the

flower at the beginning suggest the pascing of time, but in the

*.S

end the flower“acquires a kind of per

manence compared with man,
and a new contrast 45 formed between the flower of life, and

the orms and ashes of death, . His abiiity to play with images

e

n this_way is due to the fact that esch one is an accephed
'symbal-pf transieﬁce, and the ifcﬁ& lies in the fact that forl
the poet not even the most conventional of imageéican be
aecePEed without question, but pas to be turned inside out

gnd fin aily Iudcct Q.

7/
Fous sommes tou S attaincts de lese majeste;
Le parv1u de 1'dglise est d'erreur empesté: (1)

The term lese. uageste is a rather surprising but very coampact
way of euxrressing msn's avandon of God.

Frudition ip imagery.

» general the obscurity in Saunier's style comes frem

hig tendency to0 over-burden his poems with erudite phrases.
His lines referring to the Fhoenix introduce the subject very

obliguely:

Dieu qui veut qQu'un bucher d'amas aronabtique

Vers l'Aurore a1¢ume soit sercueil & terceau

£t que le jour fée ucwt natal a 1°' owseau

Gu'il garde sous les Cieux en son espece unique. (2)
He deliberately avoid referriag to the Frioenix by name, and
hence his description iz very long-winded. He obviously
considers that & more obscure style befits a religious themne,

[l

e g Saunier, p.&0,
K

taunier, p.54.
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and contributes to the feeling of awe and dignity. ¥or the
same reuson, no doubt, he filds his poems full of classical
allusions:

Voulcv—vou° entonner de Carist la mort fareuse?
L%on scait que son faucheur est la fin des serpents

e uunln, de Neptun, de Fluton & des Fans _
Tyrans du ciel, du globe & de 1'onde escumeuse. (1)

The last three: llues becone even ‘more complicated as he brings
in both n1011cal and Cldh%lcal aLlu51one

Catharme de Jacob au seict autel offert, :

Four dernier Hecatombe, ayant rour novs souffert

Les maux prefigurez en la vague fLrithree. (2)
One cannot nelp fecling that he is trying to mystify his readérs
:ather-thaﬁienlighten them, |

his typé of deliberate complication is found also in

Auvray's 3octr3, though to a le °er eztent, in some ratuzer
precious 1magery:

Race d'Adzn ma parlante pe:nture
e .feinct, te peint ce sang contagieux, \5)

original sin is the venin du serpent Plutonlque. This use of

combined biblicél and classical mythology ig typical of this
period and accepted‘without queétion. As a geﬁerél rule
obscurify is not deliterate and is rathervto ke avoided. Only
those who are concerned more about the beauty of their poetry
then their themes ornawent tnewr poetry. to the extent that
Saunier dces in these lines:

Les bergercts voyaﬁs gue l'testoille diurne

'iroit Ge:x Antichbthons 1'Aurore, & le soleil
Flus iaune gue sarfran prencit un beau Vevmell

Tel qu'ongues ne sortent ée l'orientale urne {4)
(1) Saunier, p.48.
2) Saun1er, D45,
(3) Auvray: Qeuvres Malnctes, £.9.
(4) Saunier, p.50.
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‘‘rue complexity arises frﬁm the desﬁre te embody in one
imuge as many themes as possible relating to one idea, and to
glorify a reiigicus concept through referince to different
aspects of life. Le~s frequently, the cﬁmplexity is a result
of the confusion in the thought of. the ?oet, and his ettenpts
to shed light on very difficult ideas. iinally, on cccasions,

" tre complexity is a result of the very ébstract nature of the .
poetry which takes certain images as symbols, having a restricted
bEt not entirely obvious nmezning, and clofhe; i@eaé in very
concise terms. |

Tuis periocd, then, is characterized firnt bty emphasis on
vivid images, on seeing tne Uhristian message dramatically in
sensuous bterms. This secems to be an innovation, a characteristic
which differenciates tiis type of foetry'from that written earlier
in the century.: secordly there is the use of antithesis and
paradox, commonzsty&istic devices but ﬁhich are especially
appropriate to :eligious themes. Life ié-seen in te.ms of
opposites, as Eiack snd white. Finaliy,ia.ceftain amount of
ccnfusion results from the poet's Seaféhing for images whiéh
will adeguately express &as mﬁch as possible of the mystery and
holiness of the Christian faith. | Inmages are needed to provide
a strong link between this world and the next, and to elucidate
' the confusion of life to some extent.

The type of imegery used varies with the individual poet
between vividly concrete and semsuous, and the exbremely abstract.
The later examples show tuis fzilure of the image to some extent

to embody an abstract ideal, whereas in the first examples the



139

visual ima;zination of”the poet replaces'the rigid discipline
 of abstract ideas. |
However, all these characteristics of the imager& of this
period show a desire for truth, and foP that truth to be above
all con%incing. iither the image is intended to demonstrate

P

the truth in pictures, or to make the reader see it in terms
of a choice bLetween right and wrong, or to build up a kind of
proof from apparently uncomnected aspects of experience, making

use of any scurce from the Bible to claszical mythology.



Chapter V.
The question now arises of the function of the image
- within the poem. The iﬁage may be central to'the poem, cr
the'poem may depend cn &:s’cce sgion of linked img ge Again,
the imagery ma& be an illustration of the theme, a parallel
development following the thought closél#. Finally, if nay
be something added on to the theme to decorate it, to illustate
one Ucint and to make the poen superficially more beautlful.
¢ne relablon of the image to the tneme is naturally
,d11f10u1t to measure, FGClallj within the loose frameworL
of the long epic poems of d'Aublgne, du Lartas and their
imitators, or the long allegorical poems of Gody. Here the
narreztive is interwoven with description and the images are
apt to become lengthy and detailed and form a kind of digression
from-the movement of the poem itself. It is really only in
the shorter poems that it is ppésible to analize the importance
which the?poet places in his imagery.

Imagery as central to the poem,

'The fypw of poetry in which the image plays the most
important'part is that where the poem is formed around the
particular image that the poét nas chosen. In the following
posm by?La Ceppéde the deer is a symbol for Christ, and the
object of-the poen is to relate aspects of this symbel to the
events of Christ's life.

Le Cerf dque le veneur relance au hoié gauvage ,
Void un fleuve, s'y jette, nage, et gaigne le bord.

Christ poursuivy de Juifs, nage sux eaux de la mort,
Les passe, et viént surgir 2 1'immortel rivage.
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Le Cerf hayt le serpent, l'attaque, le ravage,

e mord et 1° engloutit.\ Christ mortellement mord
Le serpent uuL fournit & la mort son breuvage.
Céete mort engloutit, et destruict son effort

I1 a (pour ce gu 'il est le vivant et la vie)

Céte mort devorée a son estre asservie, :
Comme 1l'estomach change en 1ait scn aliment.

L ce victorieux la tr*npe propiaetigue

Comre au cerf matineux 'a chanté son Cantigue

it nous semond fidele au mesme compliment. (1)

The deer carries out on the plane of reali;y the actions which
Jesus carries. out bn the spiritual plane, There 15 a very close
parallel between the image and its spiritusal intervretation, and
the poen ltuﬂ¢f is’ Formea around the posolbllﬂuwes of the 1L§ge.

next jefo] % 1mage is the introduction, and serves to

-

In this

w

give a form to the narrative :bTCﬂ relates part of the action
of the erc;flxlon._ "It ulso establishes a link between

different pa ”tu of tae Bible -~ Jesus' own metaphor is related
to fhe historical Lac;s of the Crucifixion. The image plays
the most important role within the pégm, and also has a value

in itself of ﬁeepeninh the significance of the Biblical narrative:
'Le torrent orageux entraine renversees
Les maisons, gqu'on assied sur le sable mouvent,
Hais les autres qu'on a sur le rocher dressées
e branslent point au coups, ny des ilots, ny du vent.
Les flots de ceg torrens que les Juifs vont vleuvant
Sur le corps du Sauveur, eatrainent dispersées
Ses dix peuvres brebis: mais les fermes chaussées
De ce cceur maternel vont leur effort bravant. (2)

. To a lesser extent Raghervillet adopts the same technigue, using
an image which has a more accepted symbolic importance:

Flambeau, qui luis szns-fin, duquel la douce flamme
1a craszse de noz coeurs consune doucement,

Gui dissipant la nuict de tout aveugleirent

Des rays “du pur amecur illumines nostre ame. (3)

(1) La Cepbcae, P.107.
(2) . La Ceppéde, p.71. .
(3) Rambervillet, p.l47
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The flame has abstract attributes, the rays du pur amour, but

these only describe the torch wnlch cxists as a reallty,
embedying the two processes of burning and illuminating,
giving life to the two ideas of redemption and zuidance.

Interlinked visual imspes.

These are examples of poetry where the abstract. ideas to

a certain ‘extent .are subordinated to a iholic truth, embodied
_in a concrété image. ' Mo:e comzon is poetry:wnere the abstract
ideas are replaced by visual images which are in fact more real-
to the poet. : &s one would sxpect, Lhis t&pé of poetry is
"typical of d'Aubigné: +this is.a poem from . L'Hiver which
illustrates hlu bonccptlon of the relationship between the
1na1v1dual de God:

Je porte dans le ciel mes yeux et mes desirs,
Joignant, comue. les mains, le coeur & ma requete.
Je ploie mes genoux, atterant mes rlaisirs.

Je Te decouvre, & Dieu, mes pechés et ma tete.

Ieb yeux de mes dealrm corrupteurs cat cherché

'hor;eur, mes uaing’le sang, et men coeur les vengeances..
lies genoux ovb r1oyc au piege du peche,
¥t me tete a bien moins de cheveux gue d'ofienses.

Si je me deguisais, Tes cleirs yeux sont en moi,
Ces yeux qui percent tout et defont toutes ruses,
Qui pourrait s'excuser, accuse par son roi?
Je m'accuserai donc, afin que Tu m'excuses:

' Mais ‘qui cuide tirer un frivole rideau
Pour celer ses yeches sé prive de Ta face,
Bt qui pense denner & Tes yeux un bandeau,
st nu, et ne voit plus Ta face ni Ta grace.

Pere plein de douceur, comme aussi Juste roi,

Qdui de grace et de loi tiens en main les balances,
Comment pourrais-je fairc une paix avec Tei,

fui ne puls seulement faire treve aux offenses?

Je suis comne aux enfers par mes faits vicieux;

Je suis noir et sanglant par mes pecuds, si ai-je
Les ailes de la foi pour revecler aux c1eux,

Et l'eau de Silo€ me blanchit comme neige.
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sxauce-mol du ciel, seul fort, bon, sage &t beau, .
wui donne, au jour le cleiir et le CuJUd d la flamme,
L'etre a tou. ce qui est, au soleil son flambeau,
ioteur du grand nmotile, et ame de toute ame.

Tu le feras, mon Iieu, moh espoir est certain.
Juisque "4 l'as domne pour arrhe et pour avance,

it Ta main bienfaisante est cette seuls main

Qui parfait sans fzillir l'oeuvre qu'elle commence.

Ne derloie sur moi ce grand veént consumant.

Tout ce gui luy resiste et ce qu'il veut atteindre,
ilais pour donner la vie au lumignon fumant,

Souffle pour allumer et non pas pour eteindre.

La langue du mechant déchire mon homneur,

Luand de plume et de voix le Tien j'ecris et chante;
Lelivre-mol de honte et ne souffre, Seigneur,

Au vaisseau de Ya gloire une senteur puante.

J& me sauve ckez Toi, les mains et le coeur mis
&ux cornes de l'autel. rort des forts, Jjuste juge,
Ne souffre pas le f:r des meurtriers ennemis
snganglanter Ton s¢in en brisant Ton refuge.

Cet esprit gqui me rend haineux de mon peché

C'est le Vonsolateur, qui m'apprend: Adbha Fere
De contraires effets je suis par lui touéhe,

Car il fait que Jje crains et si fait gue j'espere.
Tu m'arroses du ciel, ingrat qui ne produis
Gu'agers chardons aw liew de douces medecines.
Lrends Ta gaule, béigneur, pour abattre ces Ifruits
Et non pas la cognée g couper les racines.

Use de chatiments, non de punition.

smonde mes Jjetons, laisse la branche tendre,

Ainsi que, pour chasser l'air de l'infection, _

Mettant le feu partout on ne met rien em cendre. (1)
He begins by drawing a parallel bhetween nis physical actions
and his spiritual ones. . He ascrites his sins to the different
parts of toe body, and is aware above 3ll of Uod's eyes looking

r

at him. Thus he places himself in a physical ratwer than a
mental relationship with God. Moreover, his sins are visible:
Je suis noir et ssnglant par mes pechés

and later he descrites his disgrace as a senteur puante.

(1) D'ﬂubigné:' Qeuvres, Faris 1877. Vol. IV p.>501.
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This linking of physical actions to spiritual is typical

i

S 1 . - 5 " . .
of many Catholic poets, who'use tzars as symbolad of repentance.

_"’ublgne experiences his emotions ¢ nrouwn ‘the senses, and is

acutely aware of God's eyes on him. His refuge is in the
house of ¢od, in fact God himself ic this refuge, which any
attacks on the persocn of d'aubigné will defile:

Ensanglanter Ton =zein en'brisant “on refuge

It is interes sting that God is the creator is so far as he

gives physical properites to things:
. .
-fui donne au jour le cleir et le chaud a la flamme.

For d‘au01gne these physical properties are the essence,

'vlnqout Whlvh the worla would not exist. _.The poem itself

7,

noves fron one image to anocther ful‘ow1nﬂ the novement of his
thoughtu Hi s themes_are almost always cfnfained in an image,
cr very vivid language as in .

i langue du mechant déchire mon honneur,.
where it is the tongue itself w ich becomes a sword inflicting.

raal-wounds. on his honour. -The imesges with which he ends

-convey all the subtléty of his ideas on the purging of sin,

us in the ember, or “h 1ast two verses where he differenciates

the "idea of.chatiments and punition with his ima e of pruning

trees. £11 these images point to a destructive force, which

is God, but which can destroy the sin and leave the soul
untoughed. D'Aubigné sees thig process as a physical on
which will entail suffering, but hiz imagery reveals that he
fesls evil to be connected to the physical side of life.

The development of the poem is cearried out more through
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the imagery than through the ideas expressed. e see the

confrontation of the socul and God, we see the sins with which-
it is burdened, and the sufferings it undergoes, and tihe
eventual punishment throuzh which the soul will be freed.

The individuality of the image.

Imagery is particularly valuable when used'to counvey an
idea and an emoticn at the same time. Sponde expresses his
irony itthrough the imagery of the ant-hills which are man's
embition seen through the eyes of God, This image reflects
Spondeﬁs.scorn for man himself: "

| be Voy ces Vermisseaﬁx bastir dedans leurs plaineé
Les monts de leur dessins, dont les cimes hwiaines
Semtlent presque esgaler leurs coeurs ambitieux. (1)
Within the poem the image pr.gents at tbe.same time an
illustration of the ideas expressed in the first half -~ that
man, farely imagines his own deati:
..dans son 6ubly tout le monde s'endort. (2)
and a nmore vivid condemnation of this attitude. This image
is the central point of the poem, forming a transition from
the philosephiéal reasoning of the first eight lines to the
ihetcrical and ironic condemmation of the last three:
Geants, ou poussez-vous ces beaux amas de poudre?
Vous les amoncelez? vous les verrez dissoudre:
Ile montent de la Terre? Ils tozberont des Cieux. (3)
The image is tde'd:amatic presentation of man's folly as Sponde
sees it.
In contrast with this Hopil uses the image of birde
Sponde, p.189.

Sponde, p.l80.
Sponde, p.1l89.
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which illustrates tre txansforﬁatlon =od can efvect in man's

o

soul, and at the same time conveys the feeling of extasy in

the flight of the bird:
Ternaire glorieu., O nature eternelle,
‘Izon ame est un Sorbeau, faites—}a_Colombelle
rour voler dans les Cieux. (1)

This next image evokes also the feeling of se urlty in the

relationshLP between God and man:

Son sein est le doux nid des chastes tourterelles,

Les troux de la muraille ou vont les colombelles
Fidellement nigher. (2) '

A11 these images form thne foeal point c¢f the poem, tre

condensation of the poet's ideas and emot;on, and express thought

and emotion concisely. Similarly in ulls inage from sponde:

-—— 3 -« » v \ [} ) L3 ’
Pourquoy tiendray-je roide & ce vent gul saboule
Le Sablon de mes jours d'un invincible effert? (3)

the expressgion of ddubt and uncertainty is frawmed in an image
which sui 8 up his déspair: it is impossible for him to resist
the wind,-siﬁce his days are like sand and will-all'be'ﬁlown
away eventually. The 1mu ‘e he chooses reveals his deepest
fears; - elsewhere he uses another image to express his feeling
of hope:

Reprens coeur, mon Eoprlt, eprens nouvelle force,

Toy, mouelle d'un festu, nerce 4 travers l'escorce,

BEt, vivant, fay mourir l'escorce et le festu. (&)
The imsge is one of violence, the body béing destroyed to-feee_
the soul. he importancé of the soul is that it is the

mouelle and the use of the image cof 2 piece of straw sgain is

(1) Hopil, p.l1l80

(2) Hopil, p.25cz.
(3) Sponde, p.196.
(4) BSBponde, p.l183.
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a very ironic judgemént on mén's vélue, and at the same time
shows the strength of the soul compare@lfﬁ the tody. -Thislis
‘the essence of his philosophy, bis attiiude to death, which
finds adeguate expression cnly through.an image, becausé of
its complexity and self-cohtradiction. In Sponde's poems

it is often the iﬁage which gives the form, either summing

up his thought in a concise phrase, or forming = constant
theme thrcugh the poen. |

Inmagery complementing the idea.

In other poems, imagery is used as & kind of expl ation.
In this extract ircm & poem by Loys Goaet already quoted:

-Comme on..veoit que 1! abelllc en nuqceanu la 1'-osee

Sur l'esmail de 'la fdeur qui en est arrosée,

Change cesuellqueur en un niel doucereux

La grace de mon Dieu venant sur moy s'espandre,

e lavera du tout, & me fera reprendre -

ﬁa naifve couleur, m'eslevant droit auxr cieux. (1)

the actwon of grace is explained through the image of the bee.

the transformation of dew into honey is something of a mystery,
but an accepted fact, so serves as an illustration, and a proof,
of the action of grace. Here the image, the precof, is as
important as the concepb it expresses, and forms the central

point of the poemn.

Imagery can thus be used often to explain a situation

<3
<

shich may otherwise be difficult to understand. Iu Bartas in
the next extract explains God's creation. The image is not
intendad to be decorative, and other poets of his period

might have rejected his image as unfitted to illustrate this

(1) Godet, p.22.
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_particular thene

Ou bien comi:e l'oiseau gqui tasche rendré vifs
Et ses ceufs naturels et ses oeufs adoptifs,
" Se tient couché sur eux, et d'une chaleur V1ve,
.Balc qu'un rond daune—blunc en un powlet s'avive,
" D'une mesme fagon 1'Esprit. de l'Eternel
Sembleit couver ce gﬂhfIrew et d'un soin patermnel
Verser en chasque peart une: vertu feconde,
Pour d'un si lourd amsas extrawre un s8i beau monde. (1)

'lne image is not centra1 tc the poem, but illustrates one
particular point. Cha331gnet also .uses this type of imagery
a great deal, ﬁo illustrate an idea.which alrea@y exists in
his mind. For this reason he is fond of using stories from
anc;ent‘history or legend to proviée examples for his themes.
His oemo develop as pbllosc shical argunents with the images
as example . This 1mage is worked out in detaii-to Trove
his point: ' -

. .
Nostre vie est un jer, ou si le Dé soudain ,
Sur le tabvlier ne roule en favorable chance,
&t le dLuCIEU Jjoueuvr les tablettes n'agence
Selon l'ordre des poins, il sé travaille en vain.
Or ny l'evenenent, ny le sorv incertain

Iu De avantureus, n'est en notre pulssance,

-Hais usgr de la chance, et par meure prudence,
Obvier a sa perte, et confirmer le gain. (2)

This. next hoem shows how an image is developea pdrallel to his
thought :

Sgais tu que c'est de vivre? autant comme passer -
Un chemin tortueus; ore le pié te casae,

Le genou s!afoiblist le mouvement se las

it la scif vient le teint,de ta levre effacer.
Tantost il t'y convient un tien amis laisser,
Tantost enterrer l'autre; ore il faut que tu passe
Un torrent c¢e douleur, et franchisses 1'audace

UD!un rocher de ssuspirs, fas scheus.& traverser.

1) Du Battas, Vol. II La Premiere Sepmaine, p.2C5.
Z) Chassignet, pp. 83-84,

{
(
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Farmy tant de destours il faut prendre carriere
Jusque'au rort de la mort, et fuyant en arriere
lous ne fgyonb pourtant le trespas qui nous suit.
- Allons y a regret? L'ETGZRNEL nous y traine,
' Allons y.de bon coeur? ,8on vouloir nous y meinej
bluqtoat qu'estre trainé. mieus vaut estre conduit. (1)
The inage of the Jjourney stresses tne feeling of continual
movenment towards death, a progression which only leads from
one .isfortune to another. He moves from imaze to reality
constantly. At .first the sufferings are physical ones, then
‘he remembers how in life friendships are bound to Fnd. The
difficulties of tihe journey then become allesorical: torrent

de douleur and rocher de ssuspirs and the final Fort de la mort

until the ﬁoral.point, that the Jjourney toﬁardsldéath is
inevitable. The image gradually loosés its reality and gives
way to the moral argument, becoming a mere allegorical device
whereas at the'begiﬁning it had been more vivid ﬁut.less'close
to_the theme,

Imagery as uhifying element.

45 in the preceding poem the image mey form the structuvnl
unity of the poen, bringing together different elementsz and
-relatlﬂ¢ thenr loosely to the same central image. This poen

by Lazare de Selve is also esrparently written sround one central

Tandis que le Yorrent de: passions mondaines,
Emporte nos esprits dans la mer des malheurs

Le Sauveur pour souffrir un worrent de douleurs
Traverse du Yorrent les onde: inhumaines.
Luy-mesme ezt le vorrent det bontez souverdines
Roulant du grand Olympe en ce vallon de pleurs;

(1) Cnh a,51nnet pp.28-29
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Qui pcur nous enyvrer d'un Torrent de douceurs
' Mous tire du torrent des eternelles reiner.
Gais das! c'est le Torrent de nos iniguites
Gui fait que. pour souffrir toutes ces cruantes
Il passe le Yorrent avecques mille alarmes.
0 vray lorrent d'amour gui es roculé des Cieux,
Yay sortir de nos coeurs, et rouler de nos yeux
Des rapides Torrents de sunglots, et de larmes. (1)

This image, however, has véry little force, anc zn fact its
meaning is 80 flexible éo to hecome..anost completely over-
shadowed by the anstract ideas it accompanies. . It is only
in the last line that it acquires any concrete reality, and
this of course is the most important point in the theme of
‘the poem. Here the image is mainly a stylistie deviece, a
meens of weaving togetner rore strongly the abstract thenes,
and leading up to the final important theme of penitence.

Imagery as decoration.

-In contrast the imagery of the next pecem is very vivid
and sensuous:.

Mon Ame esioul toy, tu es la plante aimee
. Qu's wlarté de sa main le monargue des Cieux,
~La palme flerissante au bord delicieux .
bDe la source-&'eau vive en son do0s enfermee,
Ty es le teau verger, l'enceinte parsemee
Ve roses, d'oeulllefu, & de lLS gracieflx
Fossession choisige aggreable a s€s yeux - N
Gu'il a des saints parfums de sa grace embasmée
Flus encor, en toy seul il a ioint les destins
Tu ciel & de la terre a chaisnons aimantins,
Tu es le beau lieu qui en un les enlasses.,
Doncg Ame peu-tu moins que 4'un sacre retour
Te vouer, non ingrate, a ce grand Dieu d4d'amour
£t doucement languir en milieu de ses graces? (2)

It illustrates his 1aea of the rclatlonshlp between God and tie

human soul, but agart from showing that the soul beldngs Eoﬁﬂ

Ei) 'iazare de Selve, p.46.
(2) Pierre ée Croix, p.5.
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to heaven and to earth, the actual imagery serves only to
create a reneral 1ee11np of pleasantnest and bcauty. The
poem consists in a series of images Which repeat the same

igea. . Yet 1t is this ¢ma-ery whi ch dominates the poen,

althougb its function is ma:nly decordtlve. . The very beauty

. of the images hcwever serves.to emphasize the uniqueness of

this relationship between the soul and God. Many images

which would appear To be simply decorative have a more serious

-

function. 4 great deal of the imagery of this period combines
description with symbolism, The poems of Cesar de Nostradame,
concéntréting on the comparison between Kagdalene's tears and
pearls, are making use of this as a symbol of penitence, pointing
out its value for the Christian. Those poets who describe
Christ on the cross as a sight of.great beauty are seeking
the symbolic beauty which lies hehind the physical ﬁcrfar.
Lvep this des 10t10n by La Cephede, altnough horrifying in its
entirety, uses comparisons which stress thevueauty of Christ's
face. |
Ces yeux (tantost si bedux) rebatug, rienfoncez.
Ressalis, sont helas! deux Soleils €clipses,
Le coral de sa bouche est ores jaune-pasle. (1)
The imagery still stresses the beauty of Christ? even though
it has been destroyed. Christ's bveauty is the image of his
spiritual virtues, it is not simply gratuifﬁus decoration.
However, nct all imagery is as central to the expression

of belief. Much descriptive imagery is intended merely to

(1) 1La Ceppéde, p.59.
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creat9 & more “eautifu1 atmosphere. The beauty of the Virgin
is theme on which poets can lavish ornamentation:- Loys
Baunier, always addicted to long-winded descriptions, elaborates
in thkis way:

Chantez ceste couleur de laquelle 1'Aurcre

Ses lornees embelit, mignardement laceasnt

Les roses et les 115 pres ltoillei. pourprissant,

i yvolre & le corail de ses bouches encore;. (1)
Imagery which says ve.y little, but simply creates a rhetorical
effect can be fbund even in the poetry of La Ceypéde.

Le beau Frintemps #'a point de fuea.llageO verd

L'Hyver tant de glagens, 1l'Hsté tapt de dve11es,

Wue durant cette nuict le Roy de 1 ynivers )

Bouffre d'indignitez et de peines nouvelles., (2)
This is simply & bringing together of commonplace associations
to illustrate a minor point: +the sufferln s of Christ have

(l

very little in themselves tc do with the fueillages verds or

glacons. Here the imagery betrays.a taste for exag eration
winich is found often in the poetry of this period. Fven th
K . '
most minor peoints are given exaygevuued emrh351s ard 11 ustrated
by ornate 1mares, as in this extract from falherbe:
11 est bien assuré que l'angoisse qu'il porte
He s'emprisonne pas sous les clefs a° une porte,
-Jt que de tous cotés elle suivra ses pas. (3)

Angu15ﬂ being personifed bv a pe;son W0 iollows St Peter is

perhaps as acceptable image, but the reference to the clefs
A ' .

d'une pcrite is unnecessary, and irrvelevant to the emotion.

expreésed, and contritutes nothing to the poem.

(1) Saunﬁer, .36,
(2) ZLa Ceppede, p.55.
(3) M= lherte, p.50C.
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Fopular imag es,

Although not all imagery is closely 1inked to the basic
ideas and emotioms the poet is trying to express, it is plain
that the image in general dominates the poen. férhapé;the
religious poet is conscious of providing a variation on'a'
well-worn theme, and his personal attitude is ;evealed.mainly
in the-imagery he provides as illustration. .'lhe truths of
Christianity are not new, but each -mage he discovers ﬁﬁrows
some new light on these truths. On the other hand? the
importancefdf imagery in the development of.religious_ideas
has been stressed in Chapter IT, and the poet muay simply
follow the uradltlon of dcvotlon i therabure. : ﬁome' a&es
_recur over and over in the. poetry of this per. a,\&s accepted
means of expressing certain pellglous truths. Perhaps the
most freguent are those where the éhip represents life, or
the soul, as for Chassignet: o

Lors nous serons ravis, autant que le pilobte

Qul, dormant en la nel quant douteuse elle flotte,

Se voit au resveiller dams le mole arrlve. (1)
or in a more gloomy passau_ from ?ierre Pougpo:

Sur une Mer d'ennuis, de tor ens, & de 1leurs

&En un basteau pourri, plein de meschant bagage,

K'ayant pour toute estoille, au milieu de 1'orage.

Que l'ire du Seigneur ardante en mes aquleuxs.- (2)
Another freguent image is tnatb ﬁhere blood and-tears are
intervoven:

Qui fera de mes yeux deux ondcysntes fontaines?

5 ¥ais plustost gui fera gue le sung de mes veines
En lar"neq escadnae i'eonulec car les yeux? .(3)

(1) Chassignet, p.42.
(2) Foupo, L.5
(3) Fierre de Croix, p.l73.
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Christ is the rhoenixz and the Felican., God is the sgﬁ, the
perfection-of the srhére. roems té the Virgin and rary_
Mugdélene use the ide;S of pearls, silver and gold, noney.
The same - 1ma[erj réﬂurs in poetry on the same theres, tThe
uay of Judgement for instunce, or the Crucifixion. Blood
becomes a symbol of redemption for the latter, but a syﬁbol
of puhishment for the former. |

Aesthetic theory.

These coavenitonal images and symbols become more natural
and familiar than abstraét idesas. Many of the puets of this
reriod themselves professed tc scorn beauties of style; it
was im@ortant‘above all thatv poiétry should reveal truth as
they saw it, and this truth wes closely connected with the
reslities bf ﬁhe material world.

Licst theories agree that art should be both pleasing and
veneficial to the reader, but in practice writers are usually
more irnclined to one of the two extremes. Jean Vauquelin in

his Art Peétigque puts forward the doctrine that poetry should

be pleasing and instructive. - This extract shows how he thinks
that the poet should ornament his verses:

Tout ainsi le Poete en ‘ses vers ravira

rar dlvcrQ passe temps celuy qui les lira,
smerveillé de vc ir tant de cnoses si belles,

#n ses vers repeignant les choses naturelles,

&t de voir son esprit en ce monde distrait, L .
Mirer d'un autre monde un autre beau pourtrait. (1)

. This idea of the poet reflecting the beauties of nature in
"his poems is hardly tc be found in the poetry considered here.

(1) Jean Veuquelin de Fresnay: L'irt Foétique, Paris 1885,
PP.160-162d .
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The ewphasis on instruction is more marked in the introductions
to their poens, wpeve many of- thea claimed at ieast to be
indifferent to'the beauties of style, and to preier a more
unuollsbcq_rend ing of spiritual trutnu. Chasscignet apologizes
for his btad style, and ststes his aims thus N
- il me sufiit’ de sonder, et e=sayer ce que ma force ne peut
descouvrir, et reuastaﬂt et petrissant ceste nochlle
matiere, 1a remuapt{ et reschauffant, ouvrir a celuy qui
le voudra trzitter & fond de cuve, quelque facilité pour:
.éen dOulr plus a son dise, la luy reandant plus souple et
. - [ ‘
-' " \ . - : - - . .
or Hervege in his 4introcductiocn: . _ -
L'art ne m'a point guidé, mais plustost la nature, (2)
and l?e1 d'Argent
Je me contente d'escrire nalivenment, & sans\fard,“car la’
‘Vanité, gque Jj'embrasse, est annemle des mondaines mlbn-

ardises: . zuffit quand cn parle 1ntelllg blemént, &.
. vaut bien mieux escrire 51mpieu:nm qué par un traict

de gueule par01stre, ou blasphemateur, ou,profane. (5&
_Although most of these statements are not to be taken

entirely seriously, .any poets seemed to hévelthe general aim
of convincin?-thﬁ reader of the trﬁth of their-stateménts, tu
maKe.hlm reflect on certain auodects, and to draw his attention
away from tiae vain things cof life, D'Aubignéfs'intention ié
not to please but to horrify:

Ici le sang n'est feint, le meurtre n'y defaut. (&)
The importance of his rdle is such that he must through his
poeﬁry awaker the ccnscience of Eraneé, by using a style which_
shocks rather than pleases, and the imasgery of his poetry
.ChdSSIEHDt o3 11.
Nervéze, rreface.

D'Argent, .reface,
Les Traﬂiques, P31,
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reflects his intensely propagandist attitude. Yo the role

of image y in hig poetry is the reverse of beiny decorative,
A . . e . . . - :
its function is, to shock and hcrrify the reasder.” One would

imagine, theref?re, that imagery would be used to. develop the
ideas in a very%functional, rather ﬁhan decorative way. Theré
are images_whic£ are aimbst purely decorative, but very often'
a poet like du bartas or La.Cepyéde uses imagery tc explain
protlems of relizion by analogy.  utponde uses imsgery to mike
his ideas .more precise, to bring out the conflict he feels

in more definite terms. QOther poets ﬁse imagery to express
their emotional attitudes to religious questidns, D'Aubigné

is an example of this: his very violent imagery conv.ys his
own attitude towards life. The gentler, prettier imagery of
the mystical poets also expresses an emotiocnal attitude to
life, a sense of hope and oy, while on the cther hand . . =~ _..°%,
'Ghassignet's use of imagery reveals his hopelessness. It is
‘mainly in the use of imagery that these different attitudes are
revealed. |

So the imageé itself usually plays an important role within
the poen. TFirstly, images may héve a strong symbolic purpoSe;
agd the poen itself may be formed around the image: or the
poem ﬁay be built out of a succession of images, the'theughﬁ
teing developed through imagery. Or: the other hand the imapge
nay be the central point of the poem, the culmination of the
poet's thought, or the illustratién of an idea. The image may
also bring together disparate elements uniting them into a whole.
FPinally, the image may be used to beautify a theme, or simply as

a stylistic decoraticn, although This is rare.
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Coﬁclusion

For the religious poet the truth is unchargeable, a fixed
framework-ta:whicﬁ all fragmentary impressiohs'of the world
can be related. It is around this one stable central truth
that all knowledge of the world revolves, and imagery tries to
reflect aspects of it. On the iowest_plane the imagery may
beautify the Christian religion, on the highest te a symbol
linking the world 50 the framework of true reality. F

In this 7oy imagery performs the function defiﬁed in the’

irst chaptver: +that is, the roet illustrates aspects of

spiritual experience through metaphors taken from the world
around him. Thus he relates the spiritual and terrestriél
worlds in his imege. Since the particular concern of the poet
of this time was to convince the reader of the truth of-his
statements, and to make him share his religious fervcur,'
imagery is used as an illustration, a clarification of ideas.
Imégery, particularly in religion, is a more effective means"z
of persuasion than logical argument. Imagery also brings oub
the complexities of existence, rélating disparate elements in
the world and making isoclated expefiencés more signifiéant.
In-this periocd images tend to acquire a more symbolic functioﬁ,
referring beyond themselves to a more meaningful reality. T'he
emotional element, however, is very strong during this period
in that it presents experience through images Wﬁich are oiten
dramatic or distorted. Because of the nature of religious
belief, imegery can-convey the truth of its precepts whilé still

conserving the sense of distance and mystery between man and
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God. . This is because art, like religion, aescrsbes through
suggestion, rather than logical gxplanation. . Both theology
and art try to present a viéion, an eXplanation of the universe;
giving it meﬂnlng in its totality, rather than analyzing it
scientificallyi Imageiry Torms an integral part of religious
practice, both in the writt@n word, the Bible and'religioué_
writings, and art. The Spiritual and real,ﬁgplasjcannot be
separated, but constantly refer back and forward from one to
another.l The Church teachbs through examples taken from
eﬁeryday life,'and individual writers can only express their
own rnrcona: ul?tlonshlp*uﬁn God through 1Lacery.v In this
re od certala 1mage: wer: commnon both in prese and verse
Writing. Wany of these images were ta ken from tne Bible,
.particularlylwhén the themes were similar to those de:crlbed
in tqe 1b1e, or when the poet identified-himself stroﬁgly
w1th the spirit of the Bible., The other 1mgcrtant inf 1uence,
Petrarchism, is found in all poetry in’ the sixteenth century
and a variation in theme from love poetry toireliéicus-pcetry
brought only a reinterpretatioh.of the conventional imageé.
A4 certain amcl nt of medieval ipfluence can be seen, and
refereﬁces to.classical mythology were frequent, but were
bound up less with the central themes of poetry than with its
decorative aspect.

Since the object of the imagery is to be persuadive and.
convincing, sensucus imagery is predominant iﬁ this period.
Sometimes shocking, to-horrl the reader and bring him to

repentance, sometimes beaﬁtiful and pleasing to persuade him’
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more geﬁtly, somtimes purely dnvcrwptlve in an at vemﬁt to point
:h
a moral, poetry always-hao a dramatic interest which reflects
the nature of the réligiouszvision. Cn the otner hand the
opposite type of imagery, the abstract antithetical and
paradoxical images aboﬁnd; partly tecause of the poetic and
philos opnlcal convbntﬂon of the sixteenth century, navtly
because Uncy expresoed the feeling of conflict the poet feld
in aimself apnd in the world around hin. :I-awery is also used
in a nmore medieval sense, the poet attemptihg to express the
nystery of Christian faith in comprehensibie ferms, yet still
" preserve a sense of oystery and awe, Here again the imagery-
reflects the confusion in the poet's mind, and his attempts
to find images asdequate to explain the nature of God and the
meaning tehind the universe,

IThe image is central in importance in this period - imdges
taken from the material world To express the divine reveal some
kind of sacred ccrnnection between this world and the next.
Images are exphlored to their utmost, to derive the maximum
of sign cance from them. The image also reveals the poet's
emotional attii tude tow rds religion - his own perscnal reaction
to thé world and relatvionship with God, énd'it is through his
imggery thatzthe poet reveals the individuality in his vision
of the world. The image in the poem is often the focal point
the revelation of truth, or illustration of the central idea,
and often a& poem will be built out of one image.-

In religious poetry,theg;the image is often an illustration,

ayl—

an example applyins to the same basic truths, and so.does not
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need tc .be originzsl..:  In the baroque style all the traditional
: .3
images of Christidn teaching and all tbe familiar imeges of
artistic tradition are woven together. It is interesting
that in the narly seventéenth ca itury the same themes and
nages occur"ei over and over in different European counvrles.
The Stoic vn_luepce is apparent not only in the wor of
Chassignet, but alsc in Quevedc, where we find t. s familiar
image:
Antes que sepz andar el pie, se aueve
cammineo de . la muerte, dornde envio
#i vida oscura: pobre y turbio rio,
que negro mar con altas ondas bebe. (1)
Andreas urypnlus writing on man's worthlessness uses images
reminiscent of Sponde:
ind wir Menschen doch? Ein Wohnhaus grimmer pchmerze“,
1 des falschen Gliucks, ein Irrlicht dieser Zeit,
hauplatz herber ingst, besetst mit scharfem Leid
ein bald verschmelzten uchnee und abgebrannte Kerzen. 62)
The themes of the Counter-ﬁeformation are common in other
literatures besides French. I have already mentioned the
Italian influence. ‘Crashaw elaborates on the theme of
Ifaxzdalene weéping: , \
When scrrow would be seene,
in her brlghtesb ajestie,
(For she is a Queene)
Then is she drest by none but thee,
Then, and only then, she wzarss
Ler proudest 3 arls, I meane thy teares. (3)
In the poetrj_of 8t John of the Cross the mystical, erotic
poetry describing union with God is expressed in im of

lizht and darkness, and of fire, the flames of love.

(1) GQuevedo: Obras Vol. III,Madrid 1953, p.22.

(2) Andreas Grvﬁulus, in umutsche barock uvrlk, ed. Cyserz,
ktuttgart 1864, p.lCS.

(3) Crashaw: The Poems Oxford 1527, p.309. .
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-These are all imageé which zre found freqﬁenﬁly in European
literature of this time. Each poet exfbeéses his own personal
experience through the choice he makes among the images of
his literary heritage.

Within one period there are many divisions: those
between Catholic and Proteétant,:intellectjand-emotion,
austerity and sensuslity. E'Another diviéign in religious art
is its attitude towards tbé world. Avt depichts the real
world, material life, and ?rom the religious point of vicw,
the danger is that att may;be too strongly committed to the
world éf'the'senses, may encourage instincts wuich are hostile
to the aims of one particular religion. Within religious art
there arc two attitudes, oﬁe'that the world is a glorious
‘creation of God, the other that it is evilj tempting man away
fron spirituéllperfection. S0 the image fékéﬂ frem;the
earthly world may provide an.analogy fﬁr the wor1d of Gd&; or
it may be in conflict with the Wrifer's idea of God, and serve
as a.contrast, |

Sone of tha Uatholié.writers were particularly concerned
'with the beauty and charm of their images,. and with the harmony
they found in rzligious faith. tlany of the pcems to lLiary
Magdalene are of this type, as those of Cesar de Hostradame,
Hemi de Beauvais, or ﬂicholas.Le Digne, whose poetry also shgwé
a great deal of influence of Fetrarchist style. Other poets
with an optimistic attitude towards life are Gabrielle de
Ccignard and Fierre de Croix, both finding in their material

surroundings images which they develop sometimes at length
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to tring out their symbolic beauty. Lazare de Selve at times
ressembles La Ceppéde in that he tries toc use £o the full the
abstract associations of his iméges, aﬁd'Eierre de Marbeuf
who uses ilmasgeg from medieval symbolism andé shows traces of the
medieval spirit in.his éttempt tc extract the maxinmum of
meéning from one image. These poets ﬁanteéttg use the natural.
world as an analogy for the spiritual world.

some pogts used images which were rather banal, beirg so
much under the influence of Fetrarchism; poets such as
Eervéze;'aEF?NT93 wrote very stylized poetry using a greast
deal of éntithésiég ihe best example of th;é-is iMalherbe's

t Fierre where the Italian influence predominates.

o2

Les Larmes de

Gody also wrote in a vepy precious style, devéloping'his thenres
througk allegory and Fetrarchist imagery.

In the work of cne voet we can find exsmples of the
abstrect and tﬁe rhysical. Avvray varies between a- rather
abstract type of imagery and a very sensuous one€., The world,
however, is generally seen as evil, In these lines he

presents the abstract conflicts he feels in physical terms:

Mais le monde trempeur, & la chair & le liable _
Lont treis vilains corbeaux qui me crevoient les yeux. (1)

Loys Godet also presents his tho.ght in scmetimes very concrete
images, and Alphonse de Hambervillet in his poems on penitence
has & very physical reaction to religious emotions. Benjamin

de la Villate, whose imagery is generally a mixture of classical’
Biblical and allegorical, uses very physical description in his

account oi the Day of Judgement.

(1) Auvray: La Fourmenade, Sonnets sur la lassion IIT.
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The extremely pessimistic attitude is adopted by Sponde
and Chassignet and other poets such as. Ferrin, Billy and Durant
who are always concentrating on pointing é morél throﬁgh their
images. Frotestant writers dended to be both more pessimistiec,
and nmore ]ﬂClLﬂEd tc express taelr pessimism .in physical ima ry.
Iu Bartas ané ficse who imitated him, iike du Uhesne, lichel
Quillian, Abel 4'Argent, were concerned with presenting the
Christian mythology dramatically, and the central events of

o~

the Creation, Crucifixion and Day of Judgement are portrayed

..‘S

sund in the work

Hy
(‘I

in vivid imagery. Violent insgery is alsc £
of Adrian de Rocqulgly. Cther Frotestant poets are aware of
the vinity of the world and also.of the ho*ror of death.

Fierre Four

'd

0 expresses pessimism also in his phycical imagery
which reflects the ziblical tone of much Frotestanli poetry:

Lez sillons tourmentez assiduellement _
Du coutre % de la herbe, aportent le froment. (1)

Some poets have an cbvious delight in the physical world, in
beautiful objects. On the other hand poste like Chassignet,
Sponde and sarlier philoscphical poets chose thelr images
carefully to illustrate the dichotomy between the world and
God, and between life on earth end life after léath. They
see in the world images of Ulckne SS and decay. The uiﬁimate
denial of tie world is seen in the work of d'Aubigné who is
'fascinated.by the ugliness and brutality of 1ife to suck an

extent that his imaalnatnon creates the most horrifying visuel
scenes, or distorts what he sees to give an iwmpression of

disgust with life snd ﬂWLerd1n5 disaster. He dericts not so

(1) Foupo, p.l2.
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mﬁch death, as the agony of life andé its transition into death,
highlighting its dramatic moments. In éohtrast, for La Ceppéde
tﬁe world provokes & personal and intellectual strugglé, and

a search for analogies for the ultimate mystery of Christ's.
1ife and death.

Imagery, however, whether négative or rositive in attitude
to the physical world, tends tc be striking. Lxtreme sensuous-
ness, conflicts and erudite images all combine to make of the
imagery of this period an impression-of extreme emqtidn,
disproportion and total commibtment to an ideal bﬁyopd that of
art. un themelseems to run throusgh ¢ll the poetry of this
period - that of persuasion. ihe poet frequently givea the
impression of delibératelj addressing an audience, and of
trying To influence t is audience in one particular way.
wWhether it is in tae tone of La Ceppéde, wno tries Lo explain
what he sees in the Christian faith, or d‘Aubigné who encourages
~Lkis fellow rrotestants not to weaken undexr c?;ression, or ény
of.the poets who held up sary Kagdalene as an example to
encourage repentance, tiere is always a conviction that the
poet has found tae truth about ilife and feelsSyrg}ﬁaﬁ ovhers
ought to accept it. Thus the loog allegoricai.:gdem of Gody,
sugge:.tive of bunyan although the style is iﬁ direct contrast,
si:ows the ideal progress of the soul in é&lear terms. The
allegory simplifies the real difficul.;ies of life which the
Uhfistian encounters anc points out the moral which is clear
bo'him. The experience of the individuwal is transformed into

an objective narrative. It is in this way that expression of
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.personal emqtiﬁns.is_suﬁordinatsd to a strong didactic purpose.
For the poet of this period all arvistic ideals are of minor
izportance compared with the desire to express the'divine. One
has the impression that any kind of poetry is of value provided
that it contains the reqguisite amount of religious fervour.
Poets at this time sesmed to think that the value of the work
of art was related to their own piety and the worthihess of
the theme they used. Their devetion to God gave them a kind
of artistic invulnerablility, so that they were less concerned

.®ith the harmony and beauty of the poes than wito the adequate
expression of'their feelings, which led naturally to the writing
of a large amount of infericr poetry.

Inageyry may be deccrative cor violent, derending on the

. Ttemperaxent pf the poet, but it is through icages that the poet

tries to convince above all, since a truth that is seen as a

vision is always more ccnvincing than that reached by rational
argurent, - This is perhaps why so much of the 1magéry of this

'period has an air of distortion. The poet is willing to
exaggérate in. order to convince, to twist materisal reality.
slightly to conform to spiritual reality, tc make the reader
see visions and to go beyond the beounds of his belief. The
image is the fofm towards which the peét strives and thé
framework intc which his thought fits. #here imagery is a
convention it hakes a so0lid framework into which the poem
settles. Otherwise a picture is wipat teets try to achieve, the
dramatic vision unfclling a story, cr a synmbol. The poet is
searching for an imége wihich will resolve the complexity of

life and man's place in the world.
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