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. particularly those of Fabri-and Sebillet. . .

both on adhéerences and deviations from the period‘hﬁrm as represehtéa

[ - ~
« B -
! - Lovd 4 .
¢ e . .
N v . . e s '
) . '. ‘ o , . .\ /
‘ - ‘ & ABSTRACT - .o
"y , I ) — . \
STYLE IN THE NON-DRAMATICWERSE OF THE o
. - MARGUERZTES DE'LA MARGUERITE DES PRINCESSES

o Yy -

Bhis thesis attempts a -description of the style of Margue;itﬁ.de
_Navarre as 1llustrated in the non—dramatic poems of Yhe Marguerites

., de la harguerité\des grincesses-with the purE?se of defending our’ con-

tentfon that the Gféen denied aesthetic quality of thege poems is a signi—

ficant faptor in ;heirbSu:vival_Lo the preSent. Our @ethod q‘,stylistic

. . : f
analysis ig. based on statistics derdved from a, patterned sampling of

passages, as well as on intensive studies of phssgggs containing
14 . M - - . ': ’
striking convergences of" stylistic devices. ) -

\

’

/-
The introduction presents a statement of the prgybdéyand the aims

. ®

of the thesis. In it we give a -summary of the vagaries of critical

opinion with relationship to the Hargﬂetite -and, situate’ the formal
P /’ P
aspects of* her poetry (rime patterns, fixed fbrms, etc,) witQ&n.the

norm of the period as gnunciated in conremporary theoretical works,
3 L N - e, < - A |

- .
-

In the second chapter, a grammar of Vniguérite's normal style.’
fad - N .

is preagnted{ We'note its principal characferiétics, remarking . -

» - - ™

Pl

L]

in ndrﬁitivefﬂork.: diccionnrieu. grammaru and hintorieu of language

v

of the aixteeneh centuty. ThJ’noac praminent atyliatic devices ata

found to be conveﬁtional in nature, typiéll of the poetry coutampqrary

t A »

to the Hnrguerites. . { .*, o . ‘*_ : ‘ » . et
* _a:/.t : ¢

The Qnouing four chaptcr- danl dith four typtl of poem: ré- .

cer @ . ' -

'-r’ L . .. * PR
. : D .

L

' ' . ’ . ] LIS ’ . s
° " s, ) . 'v‘ A - L.

2
4




°

'flective, narrative, epistolafy and 1ytiéa1; “Each group exhibits

-

particular characteristics, noted especially 1n the converﬂbnt clusters
4

of stylistic devioes. Thege convergences, ot high points in the

<
[4 L L4 -

affective thrust of the poems, both‘représeQ;\;entres of good‘poetic

quality and illustrate the central pe%suasive"ode which we found

~

throughout the poems. This persuasive ax{s, around which the style
of all four groupa centres, expresses 1une1f differently ‘in a variety
of emphatic, repetitive and figurative rhetorical devices.

The 1ast'chagier\summagizes the ‘conclusiona of the thesis.

3

Marguerite's status as a poet becomés evident in her ability:to make

apt choices among the availaole’poetic devices in-order to induce

A}

ﬁarticulaf effects in the reader?‘ In the context of her hiétorieal
- ’ v -
situation, these effects were aimed at {Qajacceptance of neo-Platonic

-

- and reformed religious 1deas. Marguer!te 8 Eignificant plae 1in

history, however, is related not so much to,the content of these

2

ideas as to the quality of/the literary works th which she chosé

to express them.
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¢ s LIST OF ABBREVIATED ‘TITLES
. - . g

-

In order toofaci}iQate reference to the man; poems studied in

this digsertation, we have abbreviated all of the tirles of the indivi-

. ° a
dual poems as follows: ™
‘ | L L.
Y ) ,E e - .
"Le Miroir de 1'Ame Pé&cheresse'" - "Miroir'- -

"Discord estant en 1'homme par la cgntra%iété de 1'Esprit et de la

-

2 « »
Chafr, et paix par vie spirituelle" - "Discord". °

"Oraison de 1'Ame fidé&le, & son Seigneur Dieu" - "OAF'.

-~

"Oraison 3 nostre Seigneur Jésus—Christ" - "0JC". -

"Le Triomphe de 1'Agneau'" - "Triomphe".

row

"Complainte pour vn détenu prtsdnniér" - "Complainte".
"ChansoQSrspitithellesﬁ - "Chansons" followed by the number given to °

‘each in Georges Dottin's edition of the "'Chansons spirituelles”.

I have given the number 2a to the rondeau beginning "L'odeur de

-~

-
>,

mort'. - ; .
, - , .

"L'Histoire des Satyres, et Nymphes'de Dyane" —."Hispoire".

"Epistre de la Royne de Nauarre, au Roy Frﬁngais sorn Fre¥e".- "Epist;e

S U , - ’ R
"Epistre II. Enuoyde par 1; Royne de Nauatgﬁ, ;ue; vn ba#id.au,RoY 
Frangois, son Frére, pour ses'ﬁa:reinea"'- “Epistre II". -
"Epistre III. De la Roynq_f; Nauarre, ‘au Roy Frangois, son frare" -

"Epistre III".

“Epistre de la Royne au Roy Frangols son Frire" - "Epistre IV".

."Epiltte de la Royne de Nauarre, au Roy de Nauarre,°malade" -
"

"Epistre V", -

vill

»
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TN es quatre Dames, et les quatre'Centilzhommbs"“ "QJatrg,Dgpeg": ’
gha Co;he" - JCoéhe".- : ;c . - L . )
. . e , e .
"L'éébre" - "Umbre". o - ’ ) . Q o ,
“La Mors et Résurrection d;Amour; - "Morf™. . . .
'"Chaﬁéon.fait; a v;é Dame, sur’la{helle L; Ro ha faiE la response

suyuante” - "Chansen'" and "Response. .
s ° . . . " .

"Léé’Adf@u.de&FDamea de chez la Royne de Nauarre, allant en Gascogpe;

. &
v

.

. [ . R v .
LY ST : . y S " " N
a, ma Dame la PrincesBe.de Nauarre” - "Adjieu'. -~ &
. - = Cow ° e
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Enigme' - "Enigme  1". 6 ¢ -
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CHAPTER'T °~ . %, , <o c

© ¢ ) ¢ 0 ’
o o 3 . o . \:. . < . &
pieal .
> _INTRODUCTION _
G’ o o 7 o ¢ . ) ° - . ol
d ° B ° &Y o

This dissertation proposes to ékaginevthe’style oY the‘nonjgramnric
) o < ’ '

' . o o . . 8. . . © o .

poems of the Margherites de la marguetite des princesses by Marguerite
soXgUe 1es ¢ ' - o €

de Navarrel with the purpose of detgrmininé‘their.lingﬁistfz chasac— e

terisficq and literary value In using the term ”Iiterary value'
o : B -

24 < "
we wish to avoid the issue of the possibility of defining the beautiful

L}

LA . scientifically Our aim is limited‘to establishing Marguerife s
s . % e ol ™ S o .
_staftus as a poet rather <¢han merely a rimester. The study is founded
1< D
on our baﬂief that thts poetry has survived as long a& 1t has. because'
0 . 2 o -]

. of ihe intrinsic poetic merits, which put its value beyond that of -«
o« *. € ©
’ mere historical importance. Through the ?earg, critical commentary

o
© -4

on the literary value of the pgetry raﬂ&es frpm effusive praise.
° - T
“son style eBt‘Eeaucoup Plus doulx, plus ¢lair et plus facile que
< . - x . i
o tous les autres du régng du Roy Frangois Premier"2 to curt dismissals:
o
e Cgmme poete. elle n'a rien de remarquaﬁf% que la facidité. w3 While
° . 44 € "
o . N '1 5*.: IW" 4 - » '
¢ . : ~ Ré%iint of the r§¥7 ediciéﬂ with. an introduction by Rdith Thomas,
L ° 2 yols. (New Yoqk’ Johnson Repring, 1970). Hereafter réfegyred to as

. Marguerites

oo . zGuillanme Golletet Vies dPOCtavien de Sainct Gelais, Mellin de
. ‘Sainct Gelais, Mar ucrite d' goulesne, Jean de la Peruse, reprint of*
862 edition (Genc\m.c Slatkipe Reprints,’?!)?O). p. 140. .
. also Hgnriette Luciua. a Li‘tﬁ#ﬂtuté "viuionnai.re" en France du début -
. B du XVI~ au'début du XIX “siScle (Biemne: .Arts Graphiques Schller, 1970).
p. 74; -Abel Lefranc, Grqggg Ecriva igs de la Repaissance (Paris:
Champion, 1914), p. 214, .. o o

© .o’

o R

o Dp 33

° . . 2

. ] ) jcr;A: Scinte-nguvé. Causeries du’lundi 1853 (Paria. " Garnfer,

S . .. A928), VII, 452. See'also L. Feugdre, Las Feunes podtes au XVI e
: ! sl3cle (Paris: Didier, 186Q), p. 113; A, L. Jmbe#t d€ Saint—Amand,

- ° Women of the Valois Court, trans. E G.‘ﬁnrtin (New" York: Scribner 8,

Ce 1893). P 110. L, oL o .

& ~

1 - . . -
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s
¥

‘elements. The linguistic differences between the editions are

_la Haye" ; who had published in the pfevious year a translation of »

¢ ES

we are sympathetie Jo the first statement, initlallv we shall accept

a -

Jdll attention paid to the Marguerites as a signal to the student ‘hat

Jh

there 1is stimulus for the eomment, whether laudatory or not.
The text chosen for examination is bne'of the pfintingé of tie
- - . - [ . f

first printed'edigion of;thg !9rgue£i£g§'pablished in_1547. "While

f ) . - . 3 - l"“("’“"

a eehplete collation ofyall existing.copies has ot yet been ddﬁg?:n
there were at leaEt stwo and probably three different printings

' y ‘ . : " tok D.' ?
of this edrtion.& Ong.isjapparegply of higher quality than the

.. , .
other two, using more-ﬂttractive initial~letters and other detorative

<

-

e\trenely ‘minor. The différences between ;he Coche ' as.it appears

in the 1547 edition and in what Marichal considers to be the ™
authoritative manuscript” are in a few cases eignificant, but’

- A ?

.when these-are pleced beside the far mqre}frequen; and important Z

-

similarities,-we are &gcouraged ;o‘place\sufficiept_feith in the

o
]

authority,nf the. printed Véfsdon to use it as a paee”fér q.styfistic
StU‘dy ot . « Tz ’ . : R N '—’- .

4 ,

_The preparation of this text- was done by Simon Silvius, "dit de

[ 04

‘the ﬁangﬁet of Plato, iﬁtroduced by a. Lim;nary poem addr%esed to

\._/ L) - i

)3

* ’/

<

e )aThe ‘Fwo mentioned in Lucien Scheler, 'A-propos de 1'édition &

originale des Marggerites de la ma;gperite des princesses’”’ .

Btblioth2que d'humanisme et t renalssanee—XVII1I (1956), 282 285

Ruth Thomag in her introductioﬁ to the Mapguerites, p. xii.
or" O

‘and a third combining- characteristics of these two discussed by 2

5Marguerite d' Angouléme, La COChe, ed. R, Marichal (Geneva ‘-
»oche

Droz, 1971), p. 139. ‘
. ! : . a
; ) . 4 .

'
o



- . ; ' o . e S {

o

6 . —_— ' ’
Marguerite, Recently, Robert Marichal has come to the cenclusion,

critical edition of La Cocne*, that this edition is the

ilvius alqne.7 While this. possibility.may not be dis- )

‘ eounted, wé do not yet think that the intervention of Marguerite in’

G

the production of tHe edition W3s been conclusively. dispro &d )\?\

An état present of purely or even primarily stylistic studies

of thegﬂarguerites is readfly completed. The attempts at thorough

concentrated studies of the&ﬁueen s stvle in either her p;pae or ©
a ‘ .

her poetry are not numerous, an6’as one might expect, glven the

felative youth of research in stylistics, all quite recent, It

- o

would seem usgful howeyer, to go back further in literary history

Lo

<« . . -
and:attempt an inventory of those who have reacted to Marguerite

L]

as a writer,'and more parfieularly as a poet, following the-principle

1 ’ 2
» .

pnt forward by M. Riffaterre that-where there 1is a judgement,

- - =

r
3

. $

whethex’favourable or,gt, there is a stimulus.8 "Here the findings
i

are very rich and varie
P |

We cannot, of course, ignore altogether the fact that some
, . ) o
» <
reaction to the Queen as poet 1s in fact reaction to the Queen‘as .
. '... . - L]

EI

queen., This would most likelyeoccur among those contempvtarieg who .

[ X%
depended on her for their %uppprt——both financial, spiritual and

in gonfe cases, political. ‘Thus'wg’find Ngarot,,9 Scéve,10 Héroéé.ll
- A2 ‘ - ,. ‘ ‘
SMarguerites, I, ix. o \ o e .
70p. cit., p. 138. g 4 Ay
Michael R&ffaterre,‘ 'Criferia for Style Analysis”, word Xv'
(1959), p. 162. ;‘ N ) . @
"Plerre Jourda, Marguer}gg d'Angoul@me (Paris: Champion, I930), .
1, 195, R . o
*, 8 oy gl

. to o )
,9Margueritea, I,,12.~ 11Jourda,ﬂdp14ctt.. p. 209,
G . o : ‘.

(a]
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o

[

nonetheless her poetry would have been -familiar to all, ‘and her °

. ; ® / .
B‘ '*v- P
A “xj :
) ) e hd . .'b.'“". &
: — 12 13 14 b ase
Vittoria Colonna, _Rabelais,™" Etieﬁne.nolet, 7 Nicolas Boé‘bbn, :
. S. Mac;in,16 A. du°Moplfn,l7 Boysoﬁnée}ls Chappuy§’19 Bonavénture.
des'Périérs,zo,Peletief du Mans,21 Aretino;22 Niccolo Martelli 23
e \' . ' ) . v © . ?" @ \/ .
Bandello,‘24 not to mention the number of lesser ‘and unknown }iterary

. ) [

-

:jigures who wrofe her praise;.among’fhose,who speék of her favourably,

1)

-

even in many cases in.what can only be an exaggerated manner. “While )

v A B ~ .
c ‘T 0

‘;t is safe to say that none of thege 01ewed.ﬁ9r primarilygas ‘a poet,’

. .
’

o ¥

R o . i : L. . R i ©
reputation as a friend of-literature had.cspread even to ‘the ears of:

- o

Erasmus,25 The fact thatishe was mﬁthconsidéred firét of all a éoet,

§ \

e < - @

nor even would have claimed this f07 herself should née predidﬂoﬁe

? Q

us to. judge her poetry as merely a %astime Other sovereigns of’ the

3 -

q . v - % Py

12

> ““Ibid., pp, 241 748. L T .

13FrangoisuRabelais, LeOTiers Li*re, ed M. A, Screech (Geneva
Droz,* 1964), p. 2.’ . .
. : l}b " /- ° 4‘ -I < ’ . ) ¥ . -" .
¢ Lpurda op¢ eit., p. 302‘ ) .

f .- . . . Q
B4 . . . o . * e

e SIbid., PP 149 1s9-160, 328. " . < e oo T

l61b1d., Pp- 1525 160." ‘ ”":°°~ RN

. Hivta., bl 3. S e T e

"N, o : v - R 4 i
glbid., p-.d076. . o

. 19 & - * Y — - . ¢

Ibid. . : LT

zofbi‘d:,,)p'-”m. e ’ -

o7 2ypia.)p. 330, '

°
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time'wfote both prose and peetry‘fncidentally26 and some _even took
- . ] f ? -

A - the trouble qo_pubiish it,27 Bdt‘no o?e of ﬂanguerite'é‘iquals hes ©
. . ﬁfeduced.as large, and reepected,va body of poetry as ghe, It wes
. ) not her 994§ occupation, but it wag most éertainLy one which she took
oS N A ..{serioﬁsl} and persfste& in througliout her life, nublishing steadily
. fo; more tﬁen fifteen year;. ’ |

v . . ‘ -
- ° “ . o
Eellowfng her‘death in 1550, under the influence of Charles

. J °
. K : ,de SaintehMarthe there was an ogxpouring of praise from all sides

in the Oraison ﬁunebre de 1'1ncomparable Marguerite, Royne de

Navarre . . composee en latin par: Charles de Sainte—Marthe, et

.
. . c . [}

Eo

tréduic;e par luy gg_lpngue ‘framcoyse. Plusy Epitaphes de 1adic§g

'dame-ﬁar gplenns poetes franqqie,g§3fnllowed in‘lSSl‘By Le Tombéaukgg"

. 'Marguerite ae Val%is, whieh 1nclpded among others by the old guard,

° 0

&'

* the 1ast homage of the . aixteepth century to Marguerite. ' As Jourda
M o < * ° .

. o ﬂﬂ’goints out, her poetry continued to. be printed througﬁout the century,’“

in 1552, 1554 556, 1558," 1559 1571 +15743 and 1602,30 constituting .

T B

o
-4 L o C e

- "a more ‘substantial form of praipe, perhaps, than dny‘other;
o . - ya o ° - -

laudatory poems byﬁBaIf du Béllay, Ronsard and Dorat %2- Vor was this

“\}C

) i . ) -, - s .
£ o . , A ;
> .

- 26Fran99is I, Hénry VIIIﬂand Elizabeth I, for inssance.. .
© . (8 o ¢ ’I @
27A Latin prosé work.by. Henry VIII of England was published ir
) ~_ London in 1521 the Assgertic septemq§acramentgfum. This is excep-
", . tional; practically all of the vetrse of this king and the other two
e mentioned above was not’ printed during their lifetimes. “0’ °

S s zanurda, op. cit., p. 340. T . - - ) .

e @
P 14 -
! -~ 29
i

. v‘j Ibid., pp. 382-343, - . . ’ '

“ 30P1erre"J0urdd; “Tableau .chronglogique des publications de
"Marguetrite de Navarre," Revue du sejfzilme si&cle, XIII j1925),
gt . - pp. 232-239; : < . T :
. . o o - .0 ” ! < -
o L. , ot ) _ .

- o o7
Te “
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. ) Y
teenth céntury, neither her poetry nor herself ‘as poet was completely

forgotten Guillaume Colletet in abaut 1650%} in his Vies Wwrote an

article abdut Marguerite, which though not published until the nine-
teenth cent ty, represents the opinion of a well—known and respected

critic. ;he\’ moires, of Brantome, published tn 1665-1666 but w itten

before 1614, "also mentionsMhrguerite as a poet.32 Finally, . -at th

o

N \ °- . %
of the centuryithere appears to have been a ﬁebirth of interest in

. ) A
) Mar%uerite wi&h the publication of a short seélection of her poetry
s e 1 . . o .\‘ °

o , ' . ¢ 2
}h the Recueil\dés plus belles piéces des pqétés franqois"by Barbin
33

°

4dn 1692,7" a largely apocryphal biography by, Mme de la Force ? in

L

1696 and an articlé 4n Plerre Bayle s Dictionnai;e historique eb

b o
/ .

critique 1in 1697. € o . e o

-]
a

The early eighéeenth centyry mafke'tﬁe low pgfnt in-intefest in
: Matguerite's poetry. hg 1726 in Venice four Italian gonnets- attri-

[

bﬁted to Marguerite Jere published in Componimegti poetici delle pile.

121lustrd rimatrici d ogni g_e& La Croix du Maine in volume five

~of his Bibliothequesfran;pises 11772 1773)inc1udes an article on

' Marguerite, referringgtd:her poetry. 3§' In 1778 segmentb of the Fable

Le 4 -
T . [N
o e t -

31For approximate date see Colletet, op cit., p. xiii.
(4] [
o 32A. ‘J. V..Le Roux'de Lincy and Anatole de Montaigloh L'Heptaméron

des nouvelles de trés haute et trés illustre princesgse Marguerﬂte
_d"Ango uleme,!eine de Navarre "~ (Paris: Auguste Eudes, 1880), I 132.

lagjqutda,«'Tableau chronologique o o ooyt pi239, v

~

34Jourda, Margggrite 5% goul&me P 1161
35Jourda, "Tableau chronologique.. . ey p.«2403°

‘e

i 36(Paris% Saillant et Nyon), p. 17.




%

du faux cuyder are published in the Annales poétiqpe§,37'1n 1779 a

L ]

sélection in the Encyclppédie po!tique38 and in 1787 a fairly extensive,

¢ . . 5

if severely judged, sample of her poetry.39

1

It is in the cvourse of the nineteenth century that most of
'Marguerite's poetry was either'pubiished for the first'time, or ré-—, |

edited exteneively. A "mauvais- roman' of 1809 gives proof of continued

interest inaMargueri&e,ao while in 1811 Mme de Genlis refers to her

_in her book De 1'imfluence desvféghes sur la littérature fran;aise.41

3 i "

In 1824 seiections, probably garﬁered‘from eigﬁteipth century’antholo-

\

gies were published by Auguisf'2 A poem of dubiOus authentiéitj, but

W ’
indicatiJ; qpnninued awarenesg of Marguerite as poet appeared in

a4

1839-1860. 43 Jrom 1841 on, the number of publications increased

[

dramatically. 1In 1841, “Génin published his first volume of the

Queen's letters, in 1842 the second, both containing‘previeusly

»

°unpubliehed poeqﬁ, in 1847 Chamgpllion—Figeac hisg Caggi;ité(gg.roi

‘FranQdis 17 and Les Eoesies,gg Franggis I°T aldo containiﬁg

: unpublished*poetty;«ih 1853 ke Roux de Lincy ipc}uded several neuiy

discovered pleces in his edition of the Hgﬁtdﬁéron: and 1n-1873,iﬁ

‘an edition of the works of Melin de Saint Gelays, five works are

. 3 o
o . . . ’
. o ]

3?Joufda,-”TaBleau chronologique . . .," p. 240.

° . ~

By, S L : e
. » . _I. . 4 -
391b1d e
40 1 .
Jou a, Marguerit d'An g P, 1161 ‘
Upfa.” o, : _". <
. T o
ézJou;da, "Tabledd chronologique . . .," p. 241. o
o Ombga, - |
A S -
S oy g . )
fro o n h’ e T
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included generally attributed to Marguerite.M In 1873 Felix Frank
2. [ °

. .. 1,
' published the first comn}ete edition of the Marguegites to appear
2 ' .

td
R

since thg sixteenth century 45 The discovery of more new, unpublished

yaterial.continued.- in 1880, 1886 1896 (Les Dernieres Poésies

edited by Abel Lefranc), 1900, 1904, 1913 and 191,6.4 At the same’ - s
®

v o v time there apneared seberal biographical and critical works dealing

‘yith M.argue'rite.and‘her‘poetrir,47 articles,as—and some new editions

' og\prEViqusly published wcorks.['9

L4

- e

The culmination of the numerous late’ nineteenth and early
twentieth century publications is the. theais of Pierre Jourda,

Marguerite d'Angoulfme, publxshed in 1930. Of_.all the criticaT‘studies

®

e of Marguerite s poetry, none can match this one for its extensive
documentation and very broad base. Virtually all facts knqwn at the -

time are brought together, while at’the ‘same time much 6f the inac-

4

™ . : curate material of éeriier criticai works is examined, discussed and
)- , ' ey 44Ib‘id., Pp. 242-247. 'o " - g
. | _ ‘ ) . ‘ - . )
) : o 45Marguerite d'Angouléme, Les Marguerites gg_;% marguerite des.
e . princesses, ed.- Felix Frank, 4 vols. (Paris: Librairie des Biblio-
. ' philee, 1873). . ;’r , - : s
aﬁJou:da,."Tableau chrOnologique rA.A. " pp: 2&77255.
47 ’

See W. Rasmussen Margyerite of Navarra (Copenhagen E. .
‘ Bergmanfi," 1901); E. Picot, Les Franqais italianigants au XVI® siecle,
(Paris. Champion, 1906); Abe% Lefranc, op. cit.; Henri ¢ Guy, Histoire

de lalgpésie en France au’ XV1 siecle,ovol 2 "Clement Marot et son
tecole (Paris Champion 19!% S, -
\'488ee .e.g. A, Cartier. "La Fable du faux cuyder," Revue des livres

e anciens, I (1913§, '233-243; Anatole France, "LajReine de Nayarre", Le
Génie latin (Paris: Calmann-Lévy, 1917), 11- Jourda, "Recénts écrits
" italiéns 'sur Marguerite de Navarre", Revu e du seigiéme sidcle,. XI (1924),

273-288; Jourda, "Tableau chronqlogique .'.‘ s Jourda, "Sur la date du- '
"o 'Dialogue en forme de’ vision docturne'', Revue gg seiziéme siécle, XIV =~

. (1927), 150-161. o ' -

A '#9Jourda,‘"TableauﬂchrqnologiQue .. " p. 255,

.
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‘,:/ o‘f“the Margﬁe“r&egi Since 1930 scarcely -a year has passed withqut

- selections of Marguerite's poetry. . A\

ﬂ”i.) ’ . $ v . ) e,
R . v . . ¥ 9 N‘w e 2
c’. . L N * B . .."‘,‘\1
4 ‘recjected. While Jourda s work is not a stylistic study, he does preséntu .
TN ‘ ° ! S~ f‘ ‘:‘“el"u
material onisources and judgements of value on’ the style and conte;I N
- 'Y 2 .o N

publicatbons of some kind on Marguerite and her poetty. The QOSt

. -
significant by far-of these have’ been the works of Robert Marichal
/
the first to examine systematicaily the language of’ ind‘l*dual poems.

_ The article,on "La Coche" 1in 1938 >0 and the critical” edition of La

Navire in 19565. are of the ‘greatest importance in- the history of the

ﬁtud¥3of Marguerite's poetry. Mpst recently, probably because of
N | . : A

the stimulus of such editions as<that of Marichul, a series of critical

editions of her pbetry have apeeafed: in 1570, the reprinf of the

15&7 edition of the

luerites; in l971,\the Chansons spirituelles52

and La Coche53 and, in 1972, Le, _g_; ame ﬁicheresse.sﬁ Almost’

every anthology of sixteenth century\ioetry in print today includes
55

o <
L

.~ SOR. Marichal "La Coche de Marguerit:\ﬁenﬁzzerre," Humanisme et
renaissance, V (1938), 3799, 247 296 L ST
™

¥ SlR. Maricbal, ed., La Navire (Paris 'Chanpioﬁ, 1956). ..

«

B .
52Marguerite d’ Angpuleme Chansons spirituelles, ed. G. Bottinz —
(Geneva. Droz, 197%). ‘ . . ;
53ﬁarg,§rite d'éngouléﬁe, Lgfﬁaehe, ed. R, Marichal. x o \ N

fe . . <«

g
5t'l‘lat-guerit:e d' Angoulﬁme Reine de Navarre ,Le Miroir de 1'@me

ggcheresse ed. Joseph L. Allaire (Munich Wilhelm Fink Verlag, 1972)
55See e.g. Floyd Gray, Anthologie de la poéaie frangeipe .du xvi® -
sjecle (New York: Appleton-Century-Crofts, 19&7), Alan Boase, Thg
Poetry of France 1400-1600 (London. Hethuen, 1964) .
ViR

L
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. ~ That the poetry bg Matpuerite de Navarre has lived threugh fqur,
., ,r‘c““ L ", , \; » . T, ‘: ] . ‘," a0 -
o centuries and is Sti}l‘}ively today should be reason enough for a N
T o :
» < » comprehensive study of. Lty stylistic qualities and characteristics. )

Thg problem of the eétthis?ment of the textﬁi§'noﬁxeasily~resolved,

but until coﬁvincing evidégce can be p;oduced té.di;éréée-the autho:ityJ
, of the 1547 edition.of the Ma:g_g;ites, it seems to ;; ‘that this work
L forms the literary bequest of the Queg; and ehus s;quld ge -the basis
of such a comprehensive,studx. . 1 S ‘~"w ’ -

- - -

"
L

PR

£ .
- Style has been variously defined. Pierre Guiraud® and /Bierre -

L]

Kuentz give an excellent and syccinct review of a 'variety of defini-+

»

Otions ranging from that of Buffon through D'AIembeét, Mme de Stael,

3

. j Chateaubriand, Stendhal, Flaubert Sayce, Marouzeau, Damaso 7
— ! '
" Alonso, Bloch, Hockett, Osgood Barthes, Warren and Welleck,"
Riffaterre and'others.56 As no one universally acdepted mehniug

v emergeé, this study proposes as its own summary definition of . e

literafy style: the choice and arrangement of linguistic units

in a work of literature. This notion of style is similar to those

proposed by such critics as Bloch,57 Marouzeap,s8 Cressdt59 and .1s

'implic{? in such basic theories of -language as those of Bally60 &nd
. ’ L o » 2

56.La Styl stigue (Paris: Klincksieck, 1970), pp 3-16.

57See %. Levin, Linguistic Structuﬂ!!_in Poetrx (s' rravenhage.
Mouton, 1962), p. 15.

- SaPrecis de s;ylistigue franggise, 5th ed. (Paris: Masson, 1963),
PP 10-11. . < - .
s ' 5?£g,36§1e et ses techrmiques, 4th ed. (Paris: Presses
) Univeraé;aires de France, 1959), pp. 1-4,

60Traité de s:yliatique fraqggise, (Geneva: Georg, 1963).

-
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We do not yigp to place undue emphasis on the-ihdividual stfle
bf the author. Ours, we feel is a critical attitude cdﬁhatible

/ with the period 1n which Marguerite composed her poems. Ih’ °
° // contiguation of medieval fhetoric into the first half of tbe’six-

. r teenth century in Frence was accompanied by a contiquation;bf'g i}
“iack of interest in originality fer its ‘own sake,"63 AF:QQ'EB%V

same critic sa&s.further "the relationship that mbtte;éd“Wae_tﬁ&t

i

..between theé theme and the poem rather than that between the poen and
. s

its author’, whose own life and sentiﬁenté, even in app&fentl{ supe'

- . é rrr .
jective themes, would remain in the background.'-.'.ﬁ4 That Marguerite - )

- . -

standg at the end of this tradition becomes evidentﬁ when we-e;emine

.herouﬁshhliehed poetry and even the occa3101;1 paéeage igp the = = N
- ~ - V_I,." . ‘ v * '
Marguerites ‘'wherd the desire for self-revelatién ig more ‘evident.
Her publiepéd poetry, hbwever, largely retains the impersonal o

formal}ém of _the norm of her period - We have chosen to work within
‘

5 . .
a///bé’limits of the Margggrites? and while not denying tle existence

’
. © of an individual style, and indicating where it occurs, the stress

here 1s laid rather on the characteristics of the work of art pfoper,

2

. . : - .
- " y . 61Language and Style (Oxford: -Blackwell, 1964), pp. 132-153.

625ce R. A. Sayce, quoted.in Pierre Guiraud et Pierre Kuentz, .
op. cit., p. 145: "Le style d'un auteur est quelquefois dicté par "~
les cunventions d'une ‘période classique plut6t que librement
_ engendré." e
'.. N . 63 pe - < ' ] .’:’_ '
: John Fox, The Rhetorical Tradifion in French Literature of the
Later Middle Ages (an Inaugural Lecture delivered in the Univereity, -,

of Exeter on 17 January 1969), P. 10. L e Y
6&I‘b'1dc’ p- 11. , * . “ . ' ‘ ' / ' .
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whether or not tPese characteristics are markedly different from

those of otherﬂdorks of art by other authors. It is our belief that

artistic success 1s not gecessarily linked with originality. As wil

v

be shown, rguerite’'s poetry is, in many reépecf%, quite conven-
( -

tional, tonyention being a word used without its modern ngjudicial
cognoﬁatio 5.65. It will be shown that the poet successfdlly and .
créat. ely uses conventional xhgﬁﬁrical m?des in o:dér to Qrite

. ﬁ/ypoetry which 1o fundementally meant to teach and to please and not

basically the gratuitous expression of feeling. We believe it 1is-

hazardous to attempt to prove any general development from one poem '

to the next in the linguistic and stylistic cheice evinced in these.

- ' poems. ®Both these aspects of the poems seem governed more .by the
° ’ A
external 1itérary;norm éng the type of poeq involved than by a
. V) )
desire to innovate and improve. One cdnnot say that the composition

. of the later poens sho&s‘a*greater desire to organize clearly the
~ message expressed: the "Discord” $1531), one of the earliest'poéma;
to which a limiting date can be given,is as well or better organized

than many of’ those certainly written later, such és‘the "Navire] -
(after 1547). Marichal, who has studied Marguerite's language more

» i : ' -,
. thogoughly than anyone €lse,- finds virtually no significant language

<

- . - R 1} -
$ 6SWhile”we find M. Jean Cohen's book Structure gg‘iangage
poétique (Paris: ;. Flammarion, 1966) most informative, particularly
“with respect to ideas tegarding écart and norme we digagree empha-
, ~ tically with h®s position that' the ie.sthétique classique est une

esthétique antipoétique " p. 20. We find the notions that poetry

o becomes more poetic through the centuries and that the classic X
- . writers succeeded in composing successfully in spite fof their

. aesthetic milieu while those 6f the symbolist group almost’ because
ofthaﬂl,strnngely ‘optimistic.
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- o . ’
~difference between the "Coche" composed about 1541 and the "Navire™

P
o

writtgn in 1567.6fg We h&fll therefore treat the Marguerites without

respect to a gpecific-date of composition.
(=) . . ° . /
Before we can speak of Marguerite's style, or even of the

style of the Marguerites as distinct from period style, we must
A} . bt '
establish the stylistic and linguistic norms of the period in which

the Queen was writing. A norm, although impiying a static entity -

within which other, more variable elementslmay be compared, 1is, in

-

fact, in itself an elusive thing.67 Clearly, neither the "linguistic
nor the poetic norms ¥n sixteenth century France werg unchanging.-
Even had~they been so, our.access to them is severely limited by

the réla&i\s paucity of normative t0015 at our disposal "The scope:>

68 69 -

and Sebillet °~ ig°limited, and

N

although both attempt to fix a norm through description and enuncia-

of works such gs those of Fabri

tion of rules, neither author claims to have exhaysted the poetics

of his‘periad.° It is eqﬁaliy difficult to speak. of the norm of“ohé

.
<

author: what is normal in'a short enigma probably is not so in a

long elegy. Each type, each genre, every subject call up a different
.
_norm. At most w&gan describe those e.lements most freaiently recur-

3 -
i .

ring along with those which,‘without being dominant,ar® still

4]
¢ . . .

66Harichal La Coche, pp 47- 48 ' . s

67For discussions of some of the difficulties involved  in de— e
fining a norm see J. Dubois et al, Rhétoriqae générale (Paris. Laransse,
1970) p. 90-"Ces considérations.. . ." to p. 23 "... . formation -
rhétorique;'" Ducrot et Todorov; Dictiodnaire en;yclopédique des

4 ©

sciences du lang_gg (Paris. Seuil, 1972) pp.- 162 -169. . s
' 686rand et Vrai Art de pleine rhétorique, ed. A. Hergn (Geneva:
Slatkine Reprints, 1969)._ . oS / T
69 '

Art poétique- frangoys, ed. Félix Gaiffe (Pafis: Droz, 1932)..

o



°k. présent.and charactefistic of the author. Whenf in this d%ssertation
S . . - . o . <, .
°  and particula#ly in chapter II, we speak of Marguerite’s norm,eit is o -—deru
L] ¢ 0 e ¢ , —z” .
. to these elements that we are referring.

P’

1 - 3 . o
In the present chapter we shall outline briefly the normal usage

-

. ~of the period in @hichiMaTguefite was writing, that is to say, the
) ] . - - A O
second quarter of the sixteenth century. For this we turn to the most
vt . A : -
'w;dely available tpeatises on poetry and rhetoric, the Grand %ﬁ Vrai
- 3

kel

Art de Q}éinerhétorique by Pierre Fabri and the Art poétique

< LN . e

frangoys by Thomas Sebillet.

These were widely circulafed in'F7aqse,"

. . ) .the former seeing six editiéj; between fSZl—leb and the latter, seven

e editions between 1548-1576. Fabri's wdrk 1s based largely og- Cicero, -

. s - a
!

" Sallustus, tbe‘ég Hefennium,?o as well as on an earlier French work

by Guillattme Tardif, alERBugh 't shows the tendency of the Renaissance
to stress the elocutio of tHe classical writers, while neglecting-

1 <
1

yf ; inventio and dispositio,-in Harmony with the adaptatron of rhetoric from

oratory to written works in- verse- ,A/ditidnally, the fact that these
o ] ]

o o works are descriptive, the precepts in che case of Fabri's Rhetorigg

T

having been generated by examples drawn frorf Ccmtemporary poets (the .

obscure 1! Infortune in particulax), makes them particularly valid in
v o o N v
the establishment of a period poetip norm. As Q: F. Patterson points

-a : oyt, such manuals are "poetic. patterns created by the poets qnd o
+ < o . o
) 70 . . .
. o _ Fabrf, op- cit., pp. xxiii-xxv.
71See Aldo Scaglione The Classical Theory of Composition “(Chapel
° Hill: University .of North Carolina Press, 1972), p. 140, and Lee A.

Sonnino, A Handbook to Sixt egth Century Rhetoric (London. Routledge
and Kegan Paul, 1968 p. aﬁ § last modérn compendium of gixteenth

century rhetoric is our source for the- definitiﬁns of the: ?olours of
rhetoric used. BT T

N 3 - 0
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recorded by the theorists." Fabri's treatise was pub shed in 1521,
ab;ht the time Marguerite began to write poe ; Sebillet s in 15484

4

* one year after fhe publication of the Margggrites. This work, like

the former,is descriptive on the whole rather than innovatiﬁe,greflect~

ing the somewhat changed nature of poetry'in'the intervening twenty-
< < .

seven sea\rs. Again, as Patterson says: "This document aefinitelgr

reflects the practice of Clement Marot and his contemporaries."7%“
s ©

It is not a manifesto as is Dy Bellay}s Deffense but rather’, a poetic
e o .

generated from examples drawn mainly from Mai@th and Melin de *Saint
.

Gelays. In these two works, then, we find specifically laid. out a

3]

point of departure: the rhétoriqueur poetic of Fabri and in

1
Sebillet a summing-up of ®he neo-Platonic poetic of the poets of the
: . ; .. -
intervening years. Together, they summarize the 'contextuall
‘ T |

related eerpus"7b with- which our text will be compared.

Howgver, While relying most heavily.on these two works in the
. ° , - a A ‘ ’
establishment of the epoch norm, we cannot forget the influence .

of the education system of the time on the stylistics of the educated

9

person. Rhetoric was one ?f the three parts of thé trivium, the .
basis of any education at ‘the time,75 énd the étudy of Qéintilian=
was fundamental’ to the study,of~rhetoric. -The Institutio Oratorio
% 2 oL
7%W. F. Patterson, Thre¢ Centuries of French Poetic Theory .
(1328-1630), 3  _vols. (New York: Russell “add Russell, 1966), I, 216.

73 ;

v 3 &

¥

‘bid., p. 288, : N
74 Nils Erik Enkvist, "On defin!‘l si&le. an essay in applied
linguistics in Linguistics and Style, ed. John Spencer (London:
..Oxford University Press, 1964). p. 26. ' )

75E R. Curtius, European ‘Literature and the Latin Middle ‘g
(New York Harper nd Row, 1963), pp. 42\43‘\

> .
¥ '

.
° : * . .
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’ ' . .. one of the great'books of the Renaissance. It t o .
~ . profoundly influenced writepe on pedagogy; rhetoric and

’ e poetics; and a knowledge of;its doctrine was deemed S -,

‘ ' essesgial to the scholarly‘equipment of every learned ‘

.f . . man. . . . . S Cot
- A ‘o -7 . ’ - - [ - .~ a
- : : Sebillet assupes a knowledge of thntilian/ﬁn his reader @nd there-— .

ol z

o - . .

fore sees'no necessity to reiterate po ﬁts»already made byahim. "Mais

-

-2 pource que lés preceptz appartengﬂ//é cecy, sont ecriz au loﬁg dedans

. . o w77
Quintilian, Ciceron et autres;kheteurs,‘je voeil seulement L
‘. B Rhetofic was alsg studied id the works of Cicero and the Ad Herennium, .

R ' E N -

a work wrongly ‘attributed to-Cicero, and‘;n;a variety of compéndia and

; - ' Fe S .
comméntaries,. the best known of whtch was the De Copia“®f Erasmus. It
' . e : o -

.. . would be impossible to name' any ome source £t the”claséicai-rhetoric

’ of the period, so fundamental'a study’lt Qas. Curtius expldins that .
' g
. ‘ T

]

the wide study of rftoric earlier in the Middle Ages and the contact

.

° 0

resulted ‘in a "kack of. settled terminology,
[v]

- . - 'and, in short, the endleSss variations in enumerating and defining

Eetween various school

the figures."78 The rhetorical tradi@hon wag; in fact, one with deep - .

" roots in France. J. H. Fox deals with this in his exgellent paper: - A .

. .. \ i -

. - . . the rhetor(cal tradition, based on a study of the o ‘
i e x ‘ : experience amassed by the writepg and orators of classical .

e o

3

R Z6Harold F, Harding, "Qu&htiliangUWitnesses,"qin Historicl

’_—M—'— Y
3 Studies of Rhetoric and Rhetoricians, ed R. F. Howes (Ithica Cortiell
o ! University Press,vl961), p. 9L, T . ” o

. .' 77 ! ] L4 0
. R ) Sebillet, op. git., p. 32, - -

Pl

[Lod

) . s - ’ ) . o o .
v A L ~778Curtius,’op. cit., p. 4. . e T . . - <
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antiquity, far from becoming established In France in the

#sixteenth century, has not ceased to influence the
literature of thg untry, in varving. degrees, practically
from its beginni

It is got our cohtengion that Margherite Qroce with these book s
’ . : A . “ e s ¢
in hand (or even conscioujdly in mind) hat Yather that they -reflect the

ggneral poetic background a ainst which we must ew her particular

A

. . \ .
creation. Thatkshe must/hav? studied classical rhetoric-1is more than

- . . S N 4
likely, however, given thé f@ct that she ‘studied Latin.80 3

7 " =

d;Both Fabri and Sebillet are much concerned with versifi tion. . ;

a“
c

Both enumerase the accepted typgs of l;nf: two,_three, four, five,
six,’seven,*eighQ,‘ceﬁ-syllahle°;1n§s and the alex&ndrfﬁzdefined-as
having eitpér.twelve or’thirteen syl};;légiSI, There isoﬁo’signikicant
differen£e between the rules of versific;tioncwith_;éé;rd to thié\?
questigﬁ'as eﬁunciate; byﬁeithen authg}. "Both ar; inte¥es££d”in:the :

length and type of stanza used by the poets of their day, ﬁarticulafl§

"-as they are appliea to genre and fixed forms°although Fabri8 approaches

- - K-

this queseiqnqmore dogm@tically thdn does Sebillet,who reflects the

1 E - ~

" breaking dowy of the-old fixed forms in the }acé*&f a revived Lntefes}

e i . “ 3 - e

in -accommodating form“to meanipg: ''Trouve donc le PBéte avant toute ©

‘autre chose,:qg'ilﬂpuiséé proprement dire,et commodémént’ adapter au

79—o_p'. ci.tj.' 0 p:‘z"z.; . ' -
80
-Jourda, Marguerite 4’ gouleme, p. 25.

<
S

81

Fabri, op. cit., pp: 3, 4,%6. ehillet, op. cit.; pp MB4-41.

82, e o woir1. e
Fabri, op. cit., pp. 49-111. :
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and toWafds'the end of

$ 'subjet qu '11 veut deduire en_ sbn EBeme,"
A e s 0 .
] \\\“;/hlgftréatise:o T , ’ e - :
-~ : . S1 je ne t'ay juéﬁues'icy spécifié toufes 1lés différentes °
i ) ‘sortes de PYémes, si t'en ay-je declaré la plus part, et *
du premier, et plys ffeqhenf usage. Je-say bien que tu en
trouveras encor quelques uns autfes que celuz cy: ‘et o ¢
n'ignore pas que le ‘temps soit asséz pg%ssant pour én [”
descouvrir tous 1lés jours de nouveauz. ¢ .
K Fabri describes the . lay" 85 'virelayV,86 "rouanaulxﬁ,87‘ e
¢ w . ¢ ' ) ¢ i
o ?;dundeaulx :(. . dohbles",88”"be;gerétte",§9 '‘pastourelle', 90 .
‘ ) . ° \9\.. £ H
chapefes" 91 palinode 92 "e}flogue' 93 "fatras" 94 reﬁfréin bran-
lang”,95 "balladesyj6 "'s;éptaius"',‘971"chanson",9"8 riquefaque" 99
LN /7’§3Sebillet, op - cit.,’p: < T
. . , ° . « N ' , ) ) ? - o ©
Bl’rbfé.,,, p. 186. - R
L 8Sf‘a,bri,,op. cita, I, 51. . e °
’ : ~ .L 2 . ) )
. Bmwid., o, 56. L | :
‘37 \ et e e '
. Ibid.) P-. 62 41 S - e, « v
e ’ . B o ~ . ) -
881b1dﬁ, p: 70. \ - o et LT
e -89 : - ¢ . -
) o Ivd., p: 7. <« S
o'” 7vv aélbid-, p.c 74 . :b ‘ A . < ".’ - . < '
. Tnd, 4. c . AT
U‘,92I'j>1d.,"p.->77. e ks ¢ T ) :
W 2 | N “ o .
93Ibid., p.-82. T . T ’ °
- . F- N ? 4
/ e e . o .
. 9%Ib:l.c}., p. 82° / ® P s
c\o g 'J‘. 'f. @ : s * ) ‘ p‘% ’
.~ glbid.,p. 85. SRR e e T
. L e . o L.t .
. 96Ib1d.; p. 9. - P C e - .
> i 97 A . v . L ." T < ° P
S Ibid. - 91, o e, - . o °
ob ’ 3 H p . .,’.g)'— , 0' " ",,l A . .
° °. " %Ibid-"‘ po 95 ’ . * o .o “6.0',‘ °"‘ ¢ 5 .
¢ .« . 6' T . - e P
99 . - T - A 1Y -

L Ib:l.«d P 96 e (./ S




’ c"’cham’p rdyal";lo-o‘"ser\}antoys"‘ 101 iAn det.,ai‘l, giving the éype of ‘iin;.
) :emd stanza app"-rbpériates to e,ach rw:L(t‘,hin‘-t}fe confines of 'thése‘ agenr,&c
‘ " he Ccloes %rdrr:it-ﬁto minor va;i‘ations’.,\” "a la \'rolum.:é bdu” facteqr“,iozw
but dods ot speak of mixed geénres nor of oldﬁo and new gt?_nrnes;c c
° ,Seb;l“le't, on the other ‘hana ’wiém;_ss”‘qs: oto the %voli;tion and aband-on-
“ ment of.many of the forms, commeptirig on their 'havingh fallen\ 1n‘to v
o . dis:xse, as we see in the above, qudtation. R . He speaks of the "‘i)i—.
. )( 'g;:agnmé" 103 cr:onnet,",loé "rondeau", 105 "b alade" 126 "¢hdnt royal"
et - :'.'r_'::mt;:lque",l‘o8 'chant 1y:'ique 109 "chanson", pistre" 111
"'elegie 112 "dialogue L1 3 "cog al' asne” 114 "bla'son D"’ ig-
— S e ¢ j.c
. morb\” . 97:¢ : : :
. 101Ibid., p. 109. L :
10 Ibid., p3051 See _als;) ;)p! 62;:6;7‘, 68"emd otl'}efs.
3 - , o ¢ )
/ - : 103§ebillet, oP. éi.t.; ‘p. 1"036.‘,. ., ©
T ' 19f?~1bid!., p... s, . ' L e o .
o loslbid., p. 1iga;° o ’ ) ¢
. % rbid, p. 2315 ° e L . .
: lOszid., p. 136 o - ’
. v - 1081p14.) o 1430.,, T . S
- lo?g"Ib_id.,.”f). 146. f ..
9 : 105444.,. p. 150. ’ co y
’ lllIbid.,lp‘ 153. b R o .
‘ v llzIbid., b 157. '~ g !
- _b o %1 bid., po 157. v = L |
Sl paoter. . . e ®
N A5 rh1du,.p. 169¢ - .’4 . ‘ :
” . ‘ - .

-
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me",ll6 "pom;lainte'

117 "lay" 118 "virelay ,119 as well as of s

© . ' © - Q * y ¢

“dramgfic génrg and traﬁslation. AHLsuééfinitioBs are less precfse
. . . ] . . . s © B - ,~
than those of Fabri: ramely does he say exactly how many syllables, <

3

‘ L)
lines, what type of rime and stamza are the norm for the. genre.

P Defining thei"chanson",fofﬁqxamplg; he draws the reader's attention ¢ ; .
: © ¢ to it§‘resemb;ancq to the ode: '"car aubsy peu de constance ha 1'une .
_ . ° que l'autxe en forme, de vers, et uﬁage de ryme". 120 This oﬁérlappi;g
3 ¢ ‘
of types ‘of poems just noted is frequently commented on by Seb:Lllet'121 o
- the old formal genre and type limitations are clearly giving way to
i ) the exigencies of ney types of expréssivity: s ,
- ¢ 0 J' o ° ¢ .
. ¢ ". . . tu peus faire la qantique de téle sorte’ vers, soient
¢ ’ _ petis ou longs ou meslés, et de téle.ryme que tu vouydras, o
° ; . maisgue avec propprtion, encor tant 1YB§S et tant cours-qu'il ’ -
! te plaira: caer n'y a rien de limité, . . .

. - ngri describes and i%iusprates extensively.a véfiety of rime

s . . . o, o ° . - - L.
e . + ¢ gschemes where Sebillet is ‘content to. déscribe briefly and illustrate

summarily or mor at all. Fabri ‘gives examples df's;ﬂglé rimes .= -+

1)

(léonines) ranging from fheucouplet'tqlthiff& consgcutive lines

¢ .. = o

) - ll‘iIbidc.G, o175, M o
S L " . m117Ib1d., . I78;.‘ v'; . } ‘ o ‘ ; . - . o
- 18 b14., p. 180,  _ “ B o
97 o e, O | s o

/ o 1201044, 5. 150. _ R S
T o 121 C C T ' . )
o . ‘See ibid., pp. 115, 143, 153, 157 and others. . N o
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e I S 21
" . : 123 ”
based on the¢ same sound,’ crossed rimes arranged i? several ways:
" ABABDCDC, ABABBCBC, ABABACAC, AABAAB, AAABBCAAABEC, and.others, >’ =~
- - " ' . T |: 1 &’ :
. "rime equivoque',125 "anadiplosjys", 26 epanalepsis ;127 "entrela-
\ chée”,128 "annexe",129 "couronnée", “r’frogréﬁe” and "deux .
\ ¥
. ek ar', 132 Sebillet, on the other hand, while he devotes three
- . ) -
chapters to rime, deals elther with general principles or brief
s - " illustrations. In the first, Chapter II, despite his quite opposite
) taste, ‘he makes .a distinction very similar to that made By Du Bellay
in the Deffence et illustration'gg_lg langue fnangozéel32 between
Ca poets and "“rymeurs': ° "
< o
. a appellé les PBétes FranQOys, rymeurs, s 'arrestant a
la nue escorce, et laissant' la séver et le boys, qui sont .
T 1'invention et 1' eloguence igf PBétes: qui son¢ mieux
/ appelléz ainsi que rymeurs . '
His secpnd chapter, éemewhat less disdainful of rime, anpounces thar - .
. : . - A . . .
© 12 o : : :
_ 3Fapri,,op. cit., pp. 29-31. T
l . .
: 241b1d., pp. 32-40. <;
) ’ . ‘ .
‘ - 12?1b1d.) p. 41. N
~ . l_26Ibid., p. 42. ,
g | . 127Ibid., Pp. 42-43. . S SN
- broas ] :
1 ot - . .
o Bmadl, s : .
Co S5 Y T TN YA S :‘
s T PO, b est
. 13_1Ibid., p. 46. .
L ' 1321b1d., p. 50. o : )
, .. 133 C X :
' *"""Ed. Henri Chamard (Paris: Didier, 1948), p. 179. .
134 ’ .

o Sebillet, op. cit., p. 20, ‘ ' c
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<

.there are five sorts of rime:

"and a half syllables, >’

N N
- K ‘. : e | 22

135 ,, 136

"gquivoque", riche", rimes of one

Finally, )

dne syllable,l38 and ";'J'auvre".139

in his last chapter in a piece clearly added in retrospect (as is
,/

¢

admittedly the cdse with the chapter on the old fixed forms): 'Je

, . -~
sois quasi hors de propos te venant maintenant ajouter . . ."140

Sebillet mentions brief&y some of the types of rime described by

141 ,

Fabri: "annexée", fratrisée" (anadiplosis)142 "enchainée"

(similar to anadiplosis ,¥é3 "senée" (a rime mentioned by Gracien

146

14 - . ' -
Yu Pont), 4 "couronnee",145""emperiere”‘(an elaborate couronnée),

"echo" falso described hy éracién.du font);lAZ -"batelée",“w8 "rétro-
grade"149 and some obscure varieties of this las;I .
f351bid.; p. 62.
1381414., p. 63. 5
137Ibiéi, p.\@AZ" ° ;
1381044, , p. 66. o '_ :.
14, : _ - : R
14°1b1d.,'p.~rz§. - :
18k 44, , p. 196. |
M2 pe7. E o
Y31p14:, p. 199.
1ab1y 44, /
1551§1d.; p. 199. ]
" 1465414, p. 200. & '
1“71b1d;, p. 201.
: laslbiﬂ., pl 202, . ‘ E Lo - 4‘
149, . - ‘

Ibid., P 203.
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Figures q£>fhetoriq are described aﬁd'eﬁemplified by Fabri in

both his prose and poetic Rhétorigue.léo There are a large number o{

classicdal rhetorical figures and tropes, somevdeécribed in detail,

°

others summarily. Metaphor, f&% instance, receives one=of the most

summary gefinitions of all: '"Methaphora, c'est translation des

- A

choses par similitude, comme ung homme sSimple est dict aigneauxef ung
"151

. - ‘ N ey
orgueilleux est dict cueur de lyon. Both he and Sebillet are
. ° 0

aware that their works have not treated this subject adequately

and Fabri suggests other avenues to the reader: \\

-

Ie lesses a desclarer les aultres figures de lexeos et de
tropes et plusieurs autres grammaticalles, les quelles sont
pratiquees avec les couleurs de rethorique cy devant au
premier liure desclarees; et le sourplus l'en PQuyTa veolir
es livres de grammaire pour cause de brefueté.

o
Sebilleé‘in talking "Du style du PH&#E: du chois et ordre des

Vecableé appelle en Latin, Elochtion (Chapter IVv) writes: /dlés -

preceptz appartenans a cecy, sont escriz au long dedans Quintilian,
153

‘ 1%
Ciceron et autres Rheteurs . The study of these authors beih

-

as we have noted above (p.15 ff.), essential to the education of any

°

person in the period, %oth\aqthors, and péiticularly Sebillet,

4

consider it unnecessary to repeat this aLready‘wéil*knoﬁn material.

[

We mist not allow ourselves to treat this as of little importance

2 . . . : IS

15005, cit., 1, 153-193; I, 112-133. - '

151 1414., 1, 192, - | , /‘
‘ 1521444, , 11, 133. 4 . ’ " -

153égbf11et, op. cit., P 324 ST

~
PN
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‘>because of the relatively short shrift given ‘it in these twé works.

-

It was so much a paft of the sixteenth century literary mind that,

ift an ar} pogtique, descriptions of the rhetorical figures were not

+

really necessary.

. . e We have discussed above'the areas.of poetic most interesting

. . ‘to the two extremes of the poetic norm, as illustrated in the works

® -

of Fabri and Sebillet: verbificqtioh, particularly syllabification

: and rime; formg both fixed and free,fané rhetoric, particularly
<f/~\~ - the figures and tropes. As we have seen, -there is no significant .

aiffere}nc‘e between the two on questions of syllabification. Nor @
“ do they differ with respect to rhetofiéal'figures: Fabri merely

enters into greater detail, while Sebillet relies on the reader's -
] - .S N
-outside knowledge. - The questions of.the importance of elaborate

Red -

» 4 . ,

rime and the forms, fixed and other&ise, available to the poet
are those on ,which there 1s some variance. Sebillet clearly con-

siders that rime as an end in itself is not as important as does
- Fabri. Again; as we have seen above (p. 17 ff:) Sebillet accepts

as the norm a somewhat di{fferent set of forms than does Fabri.

We may conclude,then, that the rorm of the period insofar as
. syllabdification and rhetorical figures are cohcerned may be con-

sidered not to have changed during the perfod 1nvolved and tﬂbt

I3

either source is normative, that for quéstiona of rime and set forms
'we are studying a grxiod characterized by change and that here

! : Sebillet's nom, sgmarizigas it does the ' school" of Marot, is

to be preferred. ' : ) oo

f . . The Iinguistic norm we use 1s that established in a variety
! . [ .

’ of normative dictionaties and.gxammars. M&st valuﬁﬁlé of these

- .,




o

are’ the works of E. Huguet,}sa F. Brunqt,lss and G. Gopgenﬁeim.156

All oflthesé authors use the literature of Ehe'period as the basis

v

of their deséription, and all give ample examples. It 1is possible,

t

therefore, to distingufsh between late sixteenth century usage

and that which would have been available to ﬁarguerite by question-

r -
ing any langhage use.not exemplified by referencer to Marguerite or

one of her contemporaries. These works have also assisted us in «

establishing those deviations from the linguistic nerm which do

occur.-

In addition to the above mentioned synchronic¢ works, we have

used, albeit less frequently, a selection of other diachronic. works

" with particular reference: et;ymological,157 orthographical,158

;*md‘gramm.at:tc:al.15’9 Such works were particularly uéeful in caseé,

.
- . o . ¥

lsanictionnaire de la'langue frangaise du seiziéme sdecle
(Paris Champion, 1925- -1967); L'Evodution du du sens des mots depuis
le XVI sidcle (Paris: Droz, 1934); Mots disparus ou vieillis
depuis le XVI™> siécle (Paris: :Droz, 1935).
155Histoire de la lang - francaise, vol. II (Paris: *Colin}
1947); F. Brunot and C. Bruneau Précis de grammaire bistdrique
'~ de la langue frangaise (Paris: Masson, T1933) . :
156Grammaire de la langue francaise du seizieme siécle (Lyon
I.A.C., 1951). ;

15703car Bloch and w von Wartburg, Dictionnaire étymologique de

«- la langue franqaise (Paris: Presses Universitaires de France,

1964); W. von Wartburg FranzBsisches Etymologisches WBrterbuch ‘-
(Basel: Helking and Lichtenhahn, 1948-1966). ‘
‘ - - < v o i -
lsgCharlés Beaulieux, Histoire de 1l'orthographie francaise,
2 vols. (Paris: Champion, 1927). ‘ -
159 o

Kr, Nyrop, Gramnaire historique de la langue fraqgaise
(Copenhagen: Gyldendalske Boghandel, Nordisk Forlag, 1930); M.
Grev&gse, Le Bon Usage.(Gembloux: Duculot, 1964).

ot

- . -
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- where those dealing systematically with sixteenth century usage were
: silent. Finally we must mention Alexis Frangois"Histoire de la

. ' langue frangaise cultivee.160 which while 1n most cases not

Lghfficiently detailed to be of extensive use in this dlssertation,.

ha's the distinction of calling the language of the conversations

-
l&zvhrguerite'g Heptaméron the norm in the court at the time:
f . . i oo 3
. Le langage de la cour, c'est celui du Toi, de son®"conseil",
- ! de la noblesse qui l'entoure,'hommes et femmes, gagnés par °
' " la politesse. Les conversations qui accompagnentwles nouvelles
. de 1' Heptameron de la reine de Navarre ont déja la force de
L la demonstration par 1! exercice. De ce point de vue entre
autres, l'ouvrage marqueé une époque.
« , ) i )
Against . the epoch norm as found in these works we shall examine
- the Marguerites in order to define .their particular style‘: In our ° ' .
", . research we began by+studying the sounds, paS§sed to-the word in .
o . C . . - w .
*{8olation and combination, and then to the sentence:as a unit. We .
. . > .
. . ‘ ) . .
- " -have noted the areas in whiech Marguerite'g style corresponds to
. . _ . -
'\ that of the period norm both linguistically and‘poetitally. While
¢ . we do not aim to provide an exhaustive grammar of the style of the

Margnegites, we do hope 'to show that its principal component” con~

n
f(ﬂn to a specific system. The traditional segmentation of words

. \.\ v
?; 1nto such morphologigal categories as 'verbs', adjgctiye , 'moun’

’,

. has been retained. Because of ‘the relatively»lérge body of méterial,

we adopted a systematic sampling procedure162 in order to stidy

o . e . ™y . , N
- 160 L : . .

. Vol. 'l (Gemeva: Jullien, 1959). . . v
6l1b14., p. 190.

-

l623ecause of the amount of material involved we cannot ¢lkaim-
to have counted every article, verb, etc.. Rather we have chosen .
pages according to a predeteruincd method Weé have examined word \
by word the first and last pages of eath poem, the middle page of ~




.

certain passages in exhaustive detail.

Ve

"We have not, however, allowed ourselves to be reatricted by this

approach and have also studied in detail certain passages which have
L : .

struck us especially. We found that, in certain contexts, concentra-,
. . §

0

tions of particular dévices;occur. Throughout ‘the poetry a persua-

sive axis is'apparent.- Intersecting it are two primary subjecg !

N

. axes (religion and l¢ve) and four main types of poem (réflective,'
narrative; lyrical ;and epistolary modes). The points of - intersection :

of these axes providéd intefestingfand §ignificant conyergencesv

-~ ~

%

“ Without wishing to sep%rate style from conéent, we feel that the
subject matter has already been adéquately examined. We shall not
attempt therefore to define her exact position on the topics of

religion and®love, confining ourself to a statement that these

¢
.

‘subjects were of great interest to her. .We have adopted the four
types referred to above as the foci for this\hissertation, believing
that ‘the distingdishing characteristics;of each tygf“setve to under-

line the attribute bhared‘by all, the persuasive vein, which is,

v

we b?iieve, the vital force ﬁehind thg Marguerites. As the thesis
develops we will show th;f this 1s the rhetoric wiﬁhin'the rhetbric
that is at the heart of Maréqenit;'s style. Along the axis of
pérsuasivg rhetoric conveege the main aspects of M;;guerifé's public'-

sgyle. ' : 4

o J

. T~ A
each poem, and every terth page in the longest poems, every fifth
in .the shorter oneg.y This procedure revealed sample syntactic '
patterns which when compared to randomly selected pages proved con-
‘pistent and’thus appeared a sucgessful method. The vocabulary was
studied in its entirety, and of course the poem as a structured unit
was algo studied as a whole. . ;

A
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e . CHAPTER 11 .
THE STYLISTIC NORM OF THE MARGUERITES oL .

-
£N
-~ . - .
. . *
N

« In thds chapter, we wfﬁibettempt to outline the basic components

N

. of the style of the- non—dramatic poems in the Marguerites The choice

_evinced.here ds a primary one; - from all the devicesweyailable to

0

Marguerite in the poetry ahd theoretical works qf the time, these axe
L J " .

the devides vhich she selected. We shall not’httempt at this point

to show to wh;t extent they ‘appear (or do not appear) in individual

- - 1 o

L

poems nor in t&pes We are merely establishing the basic shape of

a4

her stylistic usage in the poems we will study .

L}

Marguerite uses a wide variety of-line and stanza forms, -all

N B
-

within the standards establisﬁed in Fabri and,Sebiilet; The'shortest
line.used .is the four- syllable line, the-longégi'and the most freguently
- used the twelve syllable”Alexandrie. The only two of those meetioned'
~ by fabri'and Sebillet which she omits'are the. tyo égd three syllable
= Zlines, uesuitable in any caee fgr anything but the ;oet incoqpeqﬁential
R "° epigram, a genre which % rguerite practised but did not cheoqe to " .o
T putiiah.l Of.the fixed ?&i@s meetio;eq in eur intreduction,z‘sﬁe'
published the ronQeau, the shngetq the chansen, the Epidtre, the
'ggiggg and the ceggiainte altheugh we kney that she also wrote

epigrams, dialogues, and‘eleﬁiesa 'He; practice is clearly cloeer to

a ) .. o . . . o

1See Marguerite de NaVarre, Les Derniérea Poéaies, ed Abel
Leftanc (Paris: Armand Colin, 18965, P 368

[

2See above, Chaptev I, p. 20.

3
368.
¥

-

See Matgucrtte de Navarro Les Derni!nes Po&siel, pp. 342, 349 ' Y

[ 4




" Samuel R. Levin, "Thé Conveitions of Pdetry" in Literary Style
jwu ed,kSeymour Chatman (New York: Oxford University Press, 1971), p.

.

' [N

that followed by the school of Marot as described in Sebillet,

particularly.in the flexibility with which .she treats the chanson. and

in the amount of poetr§ whieﬁ,QOeé net fall into any of these categories.

The long unfixed forms represent the bulk of the poetr& studiedq"éng

in fact the bulk of Marguerite's non-dramdtic verse. The new freedom

-

g ' ’ .
we saw-reflected in the doc¢trine of Sebillet is present in Marguerite's

poetry. N - i -

The impact of rime, ¢onventional as das otheg, is to place
. -

-

stress on those words rimeg, not only phonologically but semantically.
This 1is particularly effective where there is a refrain, repeatimng

“ o ¢ >
one or several ‘lines and giving even greater impact to the message

-

conveyed in the refrain. Even when the sound .pattern exists for itself

alone, it cap induce what Levin calls a "primary ,aesthetic re,spons'e.'f4

3
Marguerite uses a large vafiety of rime schemes. Her usage is"

] consistent With that described by Fabri, although she never goes to

»

the extremes Qf ghirty consecutive riming lgpeqmuhich QF mentiong.
. . ~» e ’ E IS ’ ’ L - ~ )
She uses the riming couplet extensively;-as well as a variety'gY -f

crossed rimes. Thg couplet is used exclusively in the "Mgroir",

"Triomphe", YComplainte", "Histoire - the "Epistres" " "Umbre "Mort"

"Adieux", and "Chanson 7". Crossed rimes are used in the "Discord"

> . 4]

e "OAF", "0JC", "Quatre Dames", "Chansons'. and the two "Enigmes".>
. . , ’ T > -~

4 ’

.Y

"187: "This level of aesthetic response rules out by definition any .cog-
‘nitive stisulus. Such a,responge 1s an.intuitive, precognitive matter,
activated by sensory rythuical and formal stimuli. Thus, acoustic
chiming, regular recurrence and 1ts cénsequent formal structuring.

~ are gufficient stimuli far this primary aesthetic.resfonse.”

° . A

5 . - - ‘ ° . .
See above, p. viii for 1list of:abbreviated titles. .

-



[

. .
The "Coche" uses a combination of riming cqQuplets and crossed rimes to
" ® N : - Lo

distinguish the narratof/queeﬁ and the thwee ladies. Sqme:of‘the

i . ok - =

5 "= . I3 s
- crossed rimes are quite intricdate, involving eontinuous chains, such
< . ? ) ]

“as thgt in the "Quatre Dames':\ AAAB BBBC CCCD and sozon, or the

o
seventeen and eighteen line starizas of the‘”OJC" which ¥re all

different variations on two rimes. The latter shows the most

convoluteq‘gf all the rime schemesaused by the Queen in the Margueriteg

-

Such 1nt}icacy is not, however, particularly obfrusive, because the

? [

s - Queen showed very little interést in theﬂelaborate rimes illustféted .

by Fabri angt glossed over by Seblllets There a¥e only a handful bf

] k)

. gxamples of rime equiv oqué e, anadiplosis, epanalepsis, whiie the rime
p I TR 1] ST 6 -
.deux et ar.is used in the "Coche" gnd the."Quatre Dames’. Her
> - . R
- i . 3] &
ot . ‘ *indifference to such matters is very similarfto thdt expressed by

Sebillet in his second chapter7 where he'q;stiﬁgﬁisges~bétween rime’

- & [y

. “ . and poeﬁry. whife she’does use all f%ve degrees dErrime'ﬁentioned and
A defined‘éy Sebil]:e;t,8 it is without any appapent R;eferencé: ﬁérely,;
however, are the lines equ;vocal‘pr rich‘atcprding tQ'Seb{}Is;'s
' ‘ L definitions, nor oﬁ the ;ther hand are fhey poor. The first sixteen
. lines of the "Gosﬁef ilkdsprafe tb;(@iging of rimes.g' Th;; passage -

‘includes rich ("temperance",."esperance"), one and a half syllable
) /] "Q,

; ("soleil", "ve;ﬁeil") one’ syllable ("vainqueur",

"coeur") and poor .

" ("doux", "courroux") rimes. While, there are negligent rimes our stady

e -

6This rime was particularly appropriate to nnnologue according to
Fabri, op. cit., P- 51. .
' 7 7 'D‘ - ."- o

T 'Op. cit., p. ZQ. A ) -

~8See above, Chapter I, p. 22. ’

9Marguerites, 11, "Coche", pp. 265-266.
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o . ’ ‘ confirmed thOSe of R. Mari hallo whi¢h established the generally good L

quality of'ﬁarguerite s rimes. . _: " e

=

. For Marguerite rime can have the structural function we have
Q N N

Q ]
>

thusfar noted:  Ehe,organ1zipg'of the poem into stanzas and the

° . - . -

marking off. of rythmical’ groups, or a semantic funetion when used‘té
El R -

i

. draw attention to key concepts or even a purely aesthetic one where

' . . )

the sound pattern gxists appafenfly for itself alone Riming soungs
- ~:‘WhiCh do no; fnnction structutally occur at random places in the line.
of poe;ry, mostly in the form of rhetorical alliteration and,mepqtition,

Aiiitergtiod, or- the repetition of socunds, as contrasted with

nrepetition of morphemes, is used by Margﬁerité in these poems, although

))

never in-the exaggerated rhetoriqueur tradition, as in the poem by

- Jean Molinet 'Oraison sur. Maria”, where every word of the first ‘stanza

4

. a begins with M, the secomd with A and-so on: ) B (
’. BN <~ T T 0 | :
: : . - ' Matie, mere merveilleuse . e
Marguerite mundifie - - -~ - ,

’ . ) ‘Me;e misericordieuse . . .ll-
. ’ . - ‘ s
Qlliterhtions of one souﬁd,’exéluding repetition of agy other single

[ [

s >

sound are rare in extended pgé&ages. They occur in the course of one,

two or Ehree 1inesoat‘the Qéry most: “Vehez Ygﬁeurs:'venez, venez",’ 2
‘s "Ccar vous priez et_g}gidoyezlgour moy/Et qui Qlus est quand Eoure
i . me Vo " 3 § P 5 i ° ‘
X yez . or v . . . ’ ° H
\ . ; > - 2 , “ >
VQ ’ ‘; 10' - . - o . ‘ ) ,g . . ) o ! - , .
o -See K. Marichal, La Navire, pp._221-223; La .Coche, p4 52. - .
” 11 o S : L .
, ~Gray, op. cit., p. 8. . .. .<3~,) ‘ Yo
.' o °- e “ ‘ ..‘
' * l?‘Margueﬂges, T, "'Chansons" 6, p. 480. B .
131513 .y ’U'Miro_ir" » P . 69 * . © ". . 4 .. ° . ’ ) ) . “
> - ' . . ” - ' E 4




Son coeur soit paeu de tristesse et angoisse,
Soit son e*prit frappe de gpcite. ; o
- Puiase souffrir toute l'adversité, . 0

»

s x

N

Pdsshges°fonger:than these -glmost always involve interwoven

14
o

consonancgs of two or:three sounds:

o
e . 2

L obscurite des tenebres ;epxensm'
Et nostrE e_prit de not;e chair despgens,
Le, ti:gnt hqzs “de ceste cheg}nee .

- _Noircie au feu dont elle est gy mjfiee,
Que gf,l Qgp;%} 1 faisoit son sefour, ,
.Lq;_iﬁfin; enuceste chair finee 15 °
Seroit en nuict eternelle,sans joq;. g

U

o
o L - N N ° Ce
]

Much more frequent are onec<line alliterations where two rimed sounds

.are paired, symmetrically opposed or crossed "Finer la fault,(ou

prens une qulie 16 "Contre le Clel; gue le Solefl nous cache", 17 or

'"De votre amour vraye approbation .18 The mogt qommon.qlliterati&n

‘ 19

[

generally is ‘that 1nvolving pairs of words. “maligne maratre",

"fragil& facture" 20 aud otherg. It would appear that the conclusive
: ) ¢ 3.t
- » M - P
factor in the ¢hoice of:word pairs is, in many -chses,_ the desire for
4 - : . .S

3

simi}a?ify’of sound, both forféﬁphagis ghd for. the pleésant effect

o

) o o -
* of the repeéted sound on the ear. ‘ _ _

o

- ° /
Such alliterations have the effects of attracting and fixing the
L-’ R ) . : -'4? X - g - ]
-reader's attention on particular-words and passages. They thus are a

o
e

c
T -

Ibid.,-"&oﬁplain;e“ eéaez
Ibid., "OAF', p. 86.° |

h ©

-y
s

: -‘161,1:?15.‘,' n,' "Quatre Dames", p. 93.
7044, 5 1, "Tgipnphe",;p; $as.

181b1d., "Mirotr", po26.
19

Ibid., "Cemplainte”, p. 455. _ ¢

201p1a., moarn, p. 87.. "




e

means ‘for the author to emphasize for the reader the mEaning of the

o

. words alliterated In addition they,tend to lend cohesivenegs to
~words, from pairs to several lines of poetry, thus encquragink'the
: synthesiziyg of the subject matter. *Finally, alliteration has an

- aesthetic appeal merely by the effect of° the repeated sounds It

- < &

_ was one of the: classical/rhetorical devices and one found throughout

tB;,renqh poetry. As a stylistic device its effects are simllar to

those of repetition of -morphewmes, whole words/anJ strgctdred groups.

-

-

« - In the Marguerites we find &4 wide selection of the figures
Orepetition. :Those which .repeatcwords and phrages are aneghora: .
. ’ *

< N . =

'y
o .

- . 3

e -]

C'est luy par qui. sommes, vivons, mourrons,‘
Par qui pensous, congnoissons et sgavons©
G'est luy qui est nostre espoir, nostre vie, ..
Nostre desir et nostre sainte enuie. T
c’ est luy, qui est nostre force, et vertu

o
P
«

traductip: "Et que d' ' amour vray, Amour est le maistref"zz Eolzntoton'.

"anlement anoblie"23 cogulatio: "Il 1 feit gerf de sa palignité /

Serf, je dis serf‘ . voire sa dignit /- 8: "Seignepr,

o
o -

Seigneur, par ta force et prouesae"'2 heratio'
» O 4

] ° K

Voye et vie,' 2? eEanodoa: "Chef de mon chef; vigueNr de ma vigueur,”

IS N a

q';_"Qt:her;'1:e1>et:i:t:1ve devices repeat structures.asoior example frequentatio:.

3 B ‘ <
3 - %

. 211bid.,uII,:"Epistre IV,“ p. 68.
22'nntd. , p. 69. ‘

23Ibid., I, "Miroir", p. 39.

2411347, "Triomphe”, p. 389. ..
25 &

Ibid., p., 401,
269414, , "ou" p. 9.
27Ibid., Conplainte" p. 449.°




ot

‘ ' " 0 mon Pere, quelle paternigé! . - . .
' . ) \ - O mon Frere, quelle fraternité! ' o
‘ J . . 0 mon Enfant, quelle dilecti®n! '-2 ' .
: ° 0 mon Espoux quelle conionction. :

2 ~
o

-~ Y
» ..

commoratio: "Le plus petit, le de;nier.étml‘infime"?g hypozeuxis:

-

!

© 81 Te Deum feut dit ioyeusement, "
si mercié feut Dieu devotement, ‘
R Si frere et soeur de tous maux confortez °

" Niestoient pas de ioye transportez.30

<
& N . - - s ’ -
. . ¢
‘i N .
& ' : . .
[N L . . -
. e L)

+Repetition, whether of sound, word, nétion or structure has the efifect

- s -

o ~ of reinforcing the content thusfrepeafgd. It can also ‘have .the effect,

‘pérticularly in'the convenfional rhetoricél deviceé.mentioned above of-

.

3 . * . functioning as an ecant, drawing attention to that part of the poem.a:L° v
. . " The line dividing nepetitive and emphatic rhetorical devices is ”
? . I -% S
* . very’ narrow, .as epphasis in;Margugrite s'poetry is often achieved

through repetition. She does however, use arumber of emphaticiggvices

" not necessarily iﬁv§1ving.repetition; tﬁis groug of rhetorical figures =~ . .,
is uséd secdnd in freque;cy_tp”tﬁé;f;petitive groﬁﬁ. ’ - T

. c OExcL;Qatgry jigure;:suchjas.abominatié: :"O-quel touément,' ’

j o quelle grefue douleur}Ma mys’ au coeur ceste mixture amere'"32 . A,‘

v

admiratio: "0 la vertu, qui rend.puissant, sgauant,/Cil qui:eétéit

1 Il33

. S - ... foible et sot par avant dhtatiof; "s'i1 estoit bon, © que ie

e :-«281b1d.,p.‘5~1.‘c‘ S )
“’ .,2911:14.,“ "OAF", p., 82.°

3OI’bid., iI' "Epfstre 11V p. 63.

e . - . 4

lSee J- xDubeis et al., op. Cit-q P 40, part 2.3.2,° _—_—

32Margueritea, I, "Com@lainte”; P-. ha7..

o ’ ' R 3311:1:1., "0AF", p-.,,loc. & ) o

3

>
© . - ' : S "\ . - . .
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x
%

o

-

-

l aymerois

. adynaton: ''Car vous louer ne puis comme ie doy

. S . 35
arid paeanismus: : B

134

4 .

2 ,

o) quel honnedr, quel bien, et quelle gloire
A 1'ame "qui samrs cesse ha la memoire o
Qu elle de vous est fille!3> ' S

e

.occur ¢hroughout‘the poems studied Rhetorical questions édbh as

)

'1nterrogatio. "Qui est de nous, qui en larmes ge -fonde, /D avoir telz

»

dons, qui de foy n'avoit riens?"?6 rogatio:

.Et s8'il vous ‘plait un petit 1° 1mprimer
" Dedans un ¢oeur, la peult il exprimer?
Certes nenny:
s ]

» ™ + *
. and Eércontatio:..
< . Las! que fault 11 plus- 8 mon ame )
S ’ " - Qui est tirée en sy bon lieu ' :
e .Sinon se laisser en la flame >

Brusler de ceste amour de Dieu?384

©

" are also,frequently used devices. Other recurring emphatic devices are

r

n39 hyperbole:

4 R
-

A mdy, qui suis ver de terre tout nud.
) Que dy'ie ver? 1e luy fais grop d' 1niure
- A moy, qui suis tant infame et pariure,
"D'orgueil remply par mondaine raizon,
De faulset&, malice, et trahison. 0-

o N
7 3
o * N .

341b1d., II, "Quatre Dames", p. 96. -
J. 35 )

»

36

Ibid., I, "Miroir", p. 23._

.

Ibid., 'Discord", p. 74.

Y 37Ibiﬁ., "Miroir", p: 66(}

381b1d., "Chansons” 13, p. 5047 -
© 3 31p44., mosch, p. 145,

4ofbid., "Miroir", p. 19.. o .



paradox:

laudatio:

gsermocinatio:

B

-

topoeia:

|IIe

"un/Uris". >0

MImmortel suis,

0 Ciel, et Terre,

Qui‘soustenez, et qui couurez ma guerre,

Vous me voyez en grand espace en serre

Voudriez vous point m'envoyez un tonnerre,

Pour abbreger/

Mes iours mauvais
"Le Roy, qui ‘est digne de tout” le Monde",

"Goulu Enfer",44

"Allez, dehors,.Scrupule

me. taiz; /Et pour penser,

the reader's attention,
by aﬁp}itude we find such devices as articulus:

pour vous avoir hay,/Abandonné,

a

tendant a pourritu;e"41 lamentatio:

42 ‘

?

[

L )

asservatio:

a2 -

- ' 45
sententia: ''On dit que “1'ceil est du coeur messager',

3

"I1 m'a soudain dit; Voz paoureux alarmes",46

lFé

ontoma-—
—

te voy trkste, et souuent souspirer

familjaritas:

, 8 brachiepeia "En Ceste foy ferme et seure
149

le parler i'abandonne' and antonomasia:

All these highly coloured devices serve to attract
Where streﬁgth’of expression is accompanied

'""Mais, Monée}gneur,

laissg, fuy, trahy"sroand congeries:

4lipaa.,

42p 4.

“31bid.,
pp. 47-51.

481p14.,

45Ibid.,

461h44:,

47114,

481p14.,

491p44.,

O1b1d.,

l1bid.,

i
A

"Discord", p.';5.

11, "Quatre Dames', p. 92.

"Epistre II", p. 46, The:-praise actually continues on

I, "Miroir", p. 63.
11, "Histoire"; p. 18.
"Epistre II", p. 46.
"Coche”, p. 276.

I, "Chansons" 12, p. 500.
"oJc", p. 147.
"Triomphe", p. 392.

"M{Zoir", p. 41,=




' - . . .
ot v

s _ - L 52
"Lds, c'est pour consommer, fondre, brusler, du tout andantir,"

‘Finally'certéin devices have the primary effect of amplifying: circum-

locution: (speaking, presumaSly of Marguerite herself)

>

: . Celle enuers qul le Seigneur m'a fait faire
B De, son salut 1'amyable message.
. Comment aussi m'a fermé son courage
) . Celle chez qui 4ie feuz le laboureur i
- . De 1'Eternel.

)

*

-

ihterpretatio: '"Le diray ie? L'oseray ie annoncer?/Le pourray ie -
= by !

’ C . . .
sans honte prOnoncer?"54 and the similar device expolitio used in the
: . ExpoL-t70

oL ) .
lengthy amplifications on the relationship between the soul and God,

- .summed up in' the following frequentatio

Vous appellant “Pere .(parlant a vous ° )
© . 8 Sans crainte auoir) Enfant, Frere, et Epbux.
v 2
Vous ecoutant, ie m'oy Meresgommer, '
Soeur, Fille, Espouse . . . o

1 ) - ' .o

. Peristasis also serves to enlarge.a sub}ect by developidng its cir-
I o ) 3
dumstances: "Et mere-et vierge estes parfaitement, /Auant, apres et

~ -

56 el SN
] "
en } enfantement.- Appositum alge amglifies and is a&Very frequently

- . useg'devfce: "Supremg'Moﬁarque".57
521b14., p. 52. )
S3Ib;q.;,“Complainte";‘p. 460. .wA » ) -
'Salbia., "Miroir", p.'39.' ‘» ) .
) ?SIbid., ;. 52, - .‘ |
56 | - :

Ibid., p. 26, . . | -

57Ibid., "Triomphe", p.,AZI. .- .




tu .. . synecdoche: '"Car aussi tost que deuant ses yeux vint,

. @ 38 @

If emphatic and repetitive devices are used to drive a point home,

z

L4 o .

"we are given a clue to the sort of persuasion offered in two other

groups of rbetoéical devices. ;DéQices intended to cla{ify are not
particularly common; Clarificatién i; @uch more likeiy to be achie;ed
through \the affective means of analogy, ﬁetaphoﬁ and other descriptive
and’narrative,figures, thch are,ﬁore common in the Marguerites than.
are those fiéureé which clarify logically.

Frém the variety of descriptivelénd narrative devices available,
Marguerite selects the metaphor: "Par dure mort, sauver son blanc
w59

de tache,"58 personification: 'Ainsi Peché devant la Loy gisoit,

simile: '". . . .ainsi qu'un festu/Retire 3 soy 1l'Ambre, ta grand ;ﬁr- -

w61

w60 .

2 o
sermocinatio and antbnomasia,6 tractatio:

Se§ yeux estoient en la teste en{:ncez,,
. Comme charbaons en un.fourneau mussez,
De son gosier une puante haleine
Sortoit, ainsi que d'une fosse pleine; 3 ) Y
Sa langue aussiifiel de Dragon iettoit

. 4

. tempus: >
L ~ Leurs grands beautés descouvrqtent au Soleil,
Qui, se couchant 3 1'heure, estoit vermeil; - s

Et laigsoit 1'air sans chaud, ny froid, si d0ux.64 - . *

58Ibid., II; "Higtoire", p. 21.

>9181d., 1, "Triomphe", p. 389. . .

60Ibid., 11, "Histoire'", p. 20. )
- 4’

GlIbiai, "Epistre 1", p. 42,

4 W
625ce above p. 36. ) . PN .
63Marguérites, I, "Tiioqphe", p. '390. . I
64 '

Ibid., II, "Coabe", p. 266.

¢




“. . . ayand pour leur couverte,
. Une espesseur de branchettes, yssues .
Des arbres verds, iointes comme fyssues, ' -
Et aupres d'eux (pour leur soif estancher)
Sajlloit dehors d'vn cristallin rocher
Douce et claire eau . . .65

° o

‘testatio: "I'ay veu les yeux desquelz. Amour cruel tyrant/Auvoit fait

"466

les doux traicts. These descriptive and narrative devices occur,

naturally enough, in the narrative poeﬁs most often although occasionally

L

théy appear eisevhere.

Metaphor occupies a privil‘gedﬂpésition among the rhetorical
deviées to be found in the ﬁgiguerites. "It is by far the mogt
frequentl§ recurring singie device, reihforcing'the position that
metaphor is central to the ﬁotion of poetry; that there.can be no
poetry w;thout mekaphpr.67 Paradoxically, however, it is not always
'the most effectiveiy used device, Figures of repetition and emphasis,
also very common, are often use& to greater effect. Versification
an§ metaphor combine with fuﬂdamentally or;éoriéal, aﬁpare;tly prosaic
devices to poinF-to the meaning of the poem. We ;}nd“a wide vdriéty
of imaées drawn from such sources as the Bible, négure'and'fhe

- ! .
elements, figures basei'o secular and religious readings’including _, -

the Petrarchan and neo-Plgtodic traditions, and imagery callihg on her

. .o v s N
L 4 ‘

65'Ibid., "Histoire", p. 5.

661114., "Mort", p. 328.

67

See Cehan, opf ctt., p. 113 for a résumé of such positions.




.- . : ‘ : : ' . 40

~ <

* ‘daily e¥istence as woman. and royal personage. In most cases 1if is

the source of the image: the image of fire for

"impossible to defire N

© .«
’

instance could be- biblical or Pétrarchan, drawn from nature or from

2 ~
<

. her daily life. Rarely aré the images unusual, being £ound throughout

-

. _the literature of the period. The most common biblical images are

69 life as a path,70 ¢

v or a bat:tle,71 and heaven as a porf.72 FlageAand fire imagery,7%

.thosg of. God as father,68 Christ as husband,

.

-~

as well as references to 1ighf and darkness,7 water,75 are frequent,
. N < . .
N : . » °
« as are’ references to parts of the body,76 particularly the heart77

and eyes.78 Other recurring images are drawn from Marguerite's daily

experience. References,to«war,79 hunting,80 the court,81 clothing,82

ol ) &
'GBSee'Marguerites, I, pp. 22, 25, 27, 29, 30 and bthers.

®95ee 1bid,, pp. 23, 24, 28, 39, 40, 41 and others.

7OSee.ibid., pp. 45, 56, 109, 387, 384 and others. |

] 71See ibid., pp. 30, &7, 54, 62, 63, 72, 105 and others.
- "25ee ibid., pp. 50, 75, 78, 140, 404 and others.
73 ‘
74 ¥ ek :
« _ ""see 1bid., pp. 55, 61, 65, 67, 78, 86, 88, 99 an
A 3
75

See ibid., PP. 35, 61; 65, 67, 785 86, 88 and otgers._
othefs.

See ibid., pp. 60, 68; 75, 78, 79, 81, 85, 86, 89 and others.

"€See 1b1d., pp. 30, 44, 45, 46, 53, 55 mnd others.

"see 1bid., pp. 17, 18, 20, 22, 24, 25, 28, 29 and others. -
. : . "®see ibfd,, pp. 32, 38, 43, 4%, 47, 56 and others.

5

see. 1b1d., pp. 16, 19, 21, 24, 26, 29, 30, 34 and otherg. -
- .80 ) ’ S

~

- . /{~ 8:.I'See ibid., pp. 18, ?7, 46, 47, 52, 56, 58 and others.
. ) . . : .o /
82

See ibid., pp. 19, 31, 38, 50 and others., .

See ‘1bid., pp. 29, 42, 66, 82, 87; 101, 102 and others.
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¢ . [ 8
animals,83 hqusehold objects,sa birth and death, > commerce,

writing and eother-intellectual puréuf§337 find their way into her

c

poetry as .images.

‘ Notwithstaﬁding the extensive use of the above affective devices,

there are a cert;in number of figures of thought whose appeal 'is not

o

only affective but also intellectual— chiaémus ,» which 1is very

. *

common: "Je fais le mal, mais le mal je ne faisq 188 aqalogf:

4 c

" Ie voyois bien que 1es comparaisons

* De la vigne, qui vous donnoit poisons,. . .
Et la brusques en lieu de fruit parfait,89
Estoyent pour moy, qui avois ainsi fait. ’
1
ratiocinatio: "Qu'x a 11 plus?. est ce tout? helis non,"90
exemplum: . P

Si pere a eu de son enfant mercys -
Si mere -a eu pour son’ filz du sducy,
si- frere a soeur a couvert le peché;
Ie n'ay point veu'.. . 91
. : : ! . . e . ‘

and definitio:

, o R o)

83See ibid., pp. 19, 30, 32, 42, 55, 68; BQ, 81, 85 and others.

84ee ibid., pp. 32, 37, 38, 47, 50, 77, 86, 98, 10t and others.

s

855ee 1bid., }p. 19 30, 31, 45, 47,52 and others.

865ee 1b1d." pp. 18, 22, 23, 24, 29, 40, 41, 47, 54 and others.

N,
87See ibid., pp: 17, 22, 38, 42,”30 and others.

- 881p1d., p- 721_ K ’
‘891bid., P 43; ‘ )
Oipsa., p. 23, ° © o . .
911b;d:, p- 37. This ;s &lso hxgozeuxis%A ' ' a e
. ’ . .o - » ')
. . 1 | , }
; - :



Ie dy viure Spirituellement e
Cil qui vers Diev a mis son ensement92
Fiance, .et Foy; dont vient 1la| Charité

.

While all the aboveumention;d rhetbrical\ igures are not used’
with equal frequency, cléarly Marguerite's poetry, imbqed as it is -
with such devices, gelongs in the same traditi as the poets
studied by Sehillet and Fabri. Many of the. device3 refetrred to

occur in Fabri's Rhétorique and those which do got are defined

in the classical and contemporary treatises we %poke of in our intro-

"duetion.. o ] a

3

Before we begin our investigation of Marguefite's linguistic

norm as seen against the backgroupd of the language norm of the

period as nearly as both can be e3tablished, we fropose to summarize..
areas of Marguerite's poetic in comparison with the nérm of the ~.-

period discussed in our Lp;rodugtiom.gé Marguerite's practice

.
~ 4 =

coincides with that described by'Sebillet:and Fabri insofar as.

° -

syllabification and rhetofic are concerned. On the questions of

)

. Dy ) -
elaboration in rime and the “use of fixed .forms Marguerité 1s closer -

. . ’ _
to Sebillet. In these areas, she has kept up with the practice of

the time, While she do%F not display any intense interest 16 the '

musicality of rimes (which might be demonstrated'by more freduent

use of-rich rime and thus is not quite in accord,with Sébillet}94
. t . a ° .

c

92141d., p. 75. . v
93

See ;bov’, Chapter I, Introduction,_ pp. 13-26.

. gaSebillet,’op. cit., p. 64: "Aussi la dois tu-tenif et

observer en composant le plus pres que tu-pourtas.'.

(=1

. . o
o L2 ‘. . - - )
. - - .
o . -
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- "she dégs allow herself great freedom in‘the form of her poems, usiné

mostly open—ended type forms. The lgxical—choice shown in the’

L

Margueriteé is within the limits set by the three stylistig levels

accepted in the rhetoric of the day.’ It ranges.from words and expres-

sions drawn from familiar daily conversation to high style latinate

- and Greek 'book' words.. There are a few words which would have

- oA

° been judged completely vulgar and beyond the capacity of ﬁoetry to

absorb.  Such words as "fiens" were proscribed both,by Fa§r195 and

Peletier:gpiiThe stylistic level fs usually medium, using ‘common

a . .
. v . : . .

words and more involved figdrati?e expressions in combination (mediotre):

Ay ile chéréhé luy donner nourriture ' . L
Sinon toujours de la sainte pasture? 0‘ ’ -
. Ie conduisbis mes Agnelins exquis | . .
B " Non aux deserts, mais~wux Heureux pastiz 97 < i, ..
P _Dont IE%US CHRIST‘&By seul en est 1 porte.” . -_:F’ .

L]

The inélusiop of a diminutive such as "Agnelfns" greclhdeS this" -

from high style (magﬁllogugns)}ﬁghiie the ;etaphors relatéd to the e
srepherd and.rhe door raiseiit aﬁbve‘ the lawesr style (humile)v
In this latter there are no figurative expressions and the’ "lardguage

fis cowgletely prosaic; the' vocabulary 1nc1udfng no specifically poetic
or 'dictionary words. This stylistic, level is very rare in

. Marguerite s _poetry, exCept in brief passages. Even where. the words

- ) are consistent with this 1eve1,.thdir,arrangemqpt, and the effects of

. : o ‘. ' : T .
95Fabri, op. cit., P 22. ‘ : N

96
Jacques Peletier du Mgns, L Art poet;gue, ed. André Boulanger . -
(Paris. Le's Belles Lettres, 1930) °P. 85.

‘ Marguerites, I; 461,
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end line ﬁime and repetiti&é devices such as the refrain raise it to the

-~
4

middle’ level: ) . . )

> gl

S1 par la priére
. Tirer t'y pouois,
' Certes gn arriere
' . Tu ne demourrais .
. o {) Ne tarde mye,
_ _ : : Viens et me crois :
. ‘ . Chercher la vie . '
Dedans la croix.

o
i

y . . Sustained high sfyle, on the other hand, does occur, particularly
in the long, réligious poems. Althoﬁgh, again, it 1is not as common
£ ~

as the middle style: - R . -

»

”’// Que diray ie? encores que souuent -
De mon malheur vous vinsiez au deuant
T ~ En me donnant tant d'aduertissementz N . .

' -0 N ' Par parole, par Foy, par sacrementz: . -
- o . - M'admonnestant par predication
Me consolant par la reception
3 ) De vostre corps tres digne, et sacré sang:. <
| ” . Me*promettant de me reméttre ‘au rang
5 - ¢ Des bienheureux en parfaite innocence -
I'ay tous ces blens remis en oubliance. ’

; * C Here the cholce of latinate words "admonnestant", "predication",

- ' ~

b - .
."innocence"g\as well as the periodic arrangement of the final. six

e’

‘ | " lirfes, the repeated and balanced structures all are indicative ‘of

the high, €loquent Stylei ® ’

-~

Marguerité's vocabulary shows littl% specialization, with the

. exception of a very few areas where somewhat technigal words appear.

-

981b44., 1, 480. 2 L .

1b1d., 1, 20.

o

o]
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100 101 102 - . ' AP

Hunting, war and music are the only areas in which any evidence

of a desire to use concrete words‘spegiffcaliy is shown. 'To these:we
can probably adg'r%;igion, as many of £he words used, f%r insténée go:
name God, were suffused with specific séétari?n meanings amourting
almost to techpical term5103 or a protestant 'code}‘ Relté102 én&
;g‘fﬁuman ;ove being the central subJects of the Marguerites, ig‘is not.

,vocabulary Springs from these

unusual that most of the particularizeg
two ér&as. | .

- While yarggerite'dogs not exbloit.thg synonym, pa?picularly
. ;h-herishorter poems, in the two ﬁaih éob;c areas.justgmengioﬁe& she

ddes give e¥idence of.a.broad vocabulary quite ample to express the

Sa-

, nuances of religious thought and amourous feeling. Her own sinfulness, o
. . i .. .

for example, is.expreSsed in'a variety of ways., She calls it 'peché",
"fadlseté, malice et trahison”; "orgueil", "paresse", "maux" and

speaks of herself as "infame and " ariufé" 104 Eagh of ‘these words
p

conveys a}particular meaning as well as the general sensgf feflecting
C
a semantic overlap between the”words and g;¥ing particular meaning to

~

° each. She does rely, however, on such general téfps as éimef, mourir
RTINS e e
Ibid., I, 483-487 venepr y 4 chasseur , 'colliersg!,
"coubles", "laisses" "curee" <.
101 "oy i "o Mg "
: Ibid., iI 46 "egpee'™, espieu » 'arbaleste", "fonde';
. P+ 49: "armure"; p..59 "escarmouche” . ' ST
102Ibid-., 11, 11-12: "fleustes",'"flageolz",-"diminﬁtions",
"bransle'", "mesure".- . . e o~ :
- 103 W o '
- .Ibid., I, 526—525 predestinee o '"dateur", "servateur'
For the significance of these words see Rabelais, op. cit., PP- 139
294 450, N = . = «
R N
- ' . \ ,
,-Marguerites, I, 195 ANV - ..
L} 3
ot & :
! . ] b 1 -
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and pécher more heavily than on' unusual synonyms and synonymous exprés-

c
-

"<:sioa3- A . . C. - T S

- "Mafgueﬂﬁbé'§ roabulary bears the mark of «the pefipd. It appeérs -

¢ to H‘,in the mainstream of wfitteﬂ ianguagea' char?cterized by some

.slightly archatc expréssions, some atsempts at using new werds and -
. < o B - .

the use’of,é large body -of generalfy accepted lexical material.,“MosE
Low .
of the ‘words used are familiar to us today, although their meanings

- v

"have in 'many tases evolved to a greater or lesser extent. The, concept

éyoked'by‘a word such as "fmprimer"los,ﬁas:quice different then

S « -

-slightly old-fashioned when the work .was publdshed: "chﬁuereur"los-'

107 108

. had been feplacediby conquérant , ”doutdhcé'
109 ., '

by doute, "€uyder™,
“"mercher",

-

» oo +
the middle ¢of the century. "Marguerite was net, however, oblivious

-

words nor %g newly acquired meanings’far old words.

to newly coined
; 11 N

She uses "transiéf}

-~ . ”

1.1~31b1d, ¢ 11, 329. . L g .

than .now, for instance. Some of qhe'§ogds Marguerite uses were already

dest.ouber",}o among others were passing $ut of use by -

insigé“modern sensd, anﬂ'iﬁclude; 'fad' words .

k4

' duch as U‘lenitgé"llz gnd‘"érespelets"ll3 fc:jlh;tanée; Apparently,thé
105_11;1d.; 1fe.” T | T
2 1061114. , o | LT P
N ; . ] .
ERRN Rt ST ) ‘ S |
208, 4. 5. 53 ’ ' .
/ 109114, , p. ;8: ' o :
o MO0 44, 11, 53, , L o " 4‘ .
. ll,l;bid.:'ll', 62. . . - J - -
Mob1g,, 1,0 e N

¢
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" used.

" mark syntactical relationships.

meaning of ''lenité"

in Estienne's dictionary in 1552
The vogue for !

It appeared and disappeared

-~

'crespelets”

115

was also limited,

-

wis not yet ‘crear around 1527-1531:

114

e

it appears

and is scarcely used thereafter.

though not as‘strikinglyn

ith tbe’eixteenth'century.

116

<

}~ The words thus far di ussed in our exposition of Marguerite's

l'

lexical choice constitute only slightly more than half of the words

she' uses.

-

Pséudo—words or syntactical particies,ll

? as distinguished

i

from lexical signs,. representAa significant proportion of the words

of from 367 to 57Z syntactical particles

effects within the sample.

t

N

By themselves they have little .conceptual value, but serve to
In our' sampling we found a range
depending on the type of

. poem,'the location of the sample within sthe ‘peem and the density of

Déspite the. range,: the overall average °

.was 497, a figure quite witﬁin the normal for eixteenth century

A

poets.118

«

While, as we shall see, there appears to be a relationship

within Marguerite 8 idiolect between the frequency of such syntactical

-

[

particiles and euch factors as the degree of analysis, the increasingly

.

larée percentage generally tﬁrough.the'period reflects the decline

\

14Huguet Mots disparus, pp. 238—284.

115

o

Huguet, Dictionnaire,’IV 793

Sn

Brunot, op. .cit., II, 192 lists it as -

°117

-118

s

ew word, while
Huguet Mots disparus, P 209 1ists it as one whicH’subsequently
fell into disuse.’ . .

i

[

Conjunctions,zpronounb, articlesﬁand:éome ;djectives.

This information was obtained by word - frequency counts of
For example, in -develop-

similar topics treatéd bysdifferent authors:’

ments: on the theme of
such particéles.

.

!

)
.Gray,,

, in "OAF"

<

I, 88, 437 of the words were .
_ . cit., Labé, p. 194, 37Z Du Bellay, p. 185,
45%;-4° Aubigne, p. 466, 52%. - . X

q
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of the artie}e‘and pronoun ellipsis which teok place im the langue

. 1 _ . .
) during.the_century.l ? ) o . - , ¥

The usage of the artieleg, both definite and indefinite follows

/ -

that current at thestime the author was writing; on the whole, the

Marguerites are within the literary norm for the first half of the

sixteenth century in this respect 120 That is to say that dsage

yarieS'considerably and that tendencies rather than consistent

practicé is what one .uncovers. This 4is mot to say that those who

-

* used the 1engnage were unawarée of the stylistic effect of the presence

[

or, absence of-the a’rticle.a Meigrétzin'ISSO.is aware that the lack
of a definite article makes a noun nnre.general.121> Hence we are

dealing not only with "faits de iangue"122 but also with faits de

r

style.
In the vast majority of cases, the definite article is used
with common noUns to determine them, and is-frequently omitted with
'proper and abstract nouns, except when the meaning 1s deliberately
to be limited: "Alors luy fait bien sentir VeritejQu en vous y a

é" 123. Both of the abstractions 'verité" and péﬁernite

vraye paternit
: aré used in the most general sense, in contrast with the specific types

of "fraternit&" ment Pned in/‘?e following quote: "Mais,»mon Sauveur,

o

oy
oY
Gougenheim, op. cit.; pp. 64, 68
120See Brunot, op. cit., II 277—281 386 399, for this norm..
Tt ' ulIbida) P- 386 . " ) s :.- T - * ] . -
. izz a - .r - -

: Yves le Hir, Rhetotique et stylistique de 1& Pleiade au
Pgrnasse (Paris: Pressec Univeraitaires de France 1960L, P "18.

123

Marguerites, I, 23.
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o

de la‘fraterhité/Qu'aVez a4 moy par vostre’hhmilité,"lza-where the. .

determinizing of the artic}e ls.reinforgced byaﬁhe relative clause.

Most enumerations of nouns follow the general tendency of the

period‘to_omi%'argicles after the initial one.lzs The advantages

of this procedure are rhetorically clear; there is an efféct of
intensity achieved th:;fﬁb the omission of particles. Thus, liges

) ? < 126
such as '"Doit recevoir coeur, corps, entendement" _are not con-

@

" ventional but thetorically effective. Eq;ally compelling in an

opposite way is the inclusion Of the definite article, in a line
| 127

such as “Les iours, les nuictz, les heurés,-et le temps' = where

. -4 ) . - i W\
the accumuldtion of time concepts is stressed and at -the same time .

" the pace is slowed by the device. We are made conscious. of. the

length of time.-as well as of "its existence. In these pbems, the

omission of the article occurs most often in groups of two words,

-

where it appears-ﬁéfore the first,ﬁouh but is subsequently left
' 4128

©

-

.out: '"l'cdeil et sens. The second noun is no less actualized

<,

than the first and there is no particular effect derived from this

procedure which was_charactariétic of the langue of the.tiﬁe,lz?. .

. s .

Freguently the decision'to inc1ude ar éfticle or not depends

-

14 . - .

124

Ibid., p. 27.

lszgunoc, op. cit., If, 398. This coincides with the rhetorical
device articulus. - . : B .

1

P )

t . ‘ -

26Marguer;ces, 11, 71. SR oL -

1271614, , p. .69.

C128014n, . 38,

: 129Bru"not, op. cit., II, 398. . . ' -

S

+ o
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on the mett;cai‘exigencies of -the line. Thus we find lines sucg_as:
"De conseruer le chaste et le purAnom,"130 where the seéqnd "le'"

o
} supplies the required number of syllables, as well as lines such as *

. 8 131
”Contre le glaive et vertu tyranhidue."

-

article is also used to turhA a common noun or verb into a name,

K

The omission of the

Thus the'"Cﬂyder referred to throughout the "Histoire" while not
acting in the story, ‘takes on some of the qualities of "a person (it .

can be spoken to, for instapce);

o

The indefinite article is uged almost exclusiée}y.aceording
* to the norm of the period; that is to say, usage -varies but tends
. R » '
> towards more frequent occurrence. While ‘Brunot and Gougenheim do

not agree on the questlon‘of the indeftnite article in the predicate i

) : "after é'tre,132 Marguerite favolrs modern usage: ' "Ne dois le pas

' . . - e .{_, R .
’ - demander estre un Ange."133 'Hernusage varies in the case of adjectives
. \

such as-‘tel, where we find the indefinite article appearing as metre Y ;

demands: un tel bien' and ''tel Roy" 134 'Unlike the definite, the
. b . . . i .

indefinite artiuie-is‘almpst neyer repeated in an -enumeration: MUn ¥

135

tel est pris, tel.blessé—et tel mort." The indefinite article

1s used affectively tp,distiﬁguisﬁ'a type based on a proper noun:

30Marguetitesi_11,'21. e C \ . et
Blivia,, 1,441, . . ¢ .

. * . . - /:_‘

] 132See Gougenheim, op. cit., p. 663 Brunot, op. cit., II, 392:

T o o _133Marguerites, LI, 66. P L " . :
: o 13“1b1d.,-p. gé,; o . . . .

st T R T T T S e

. o
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n136

“"Mais d'un Enfer saultee en Paradis. The article changes .

the sense from the specifjc place, Hgil, to an i%determinately

hellish place.
Stflistically, the function of the possessive adjective is

' simila® to that of the articleé. Both serve .to make real, or to
. . . .

-

actualize a noun,‘by;giviﬁg it‘a specific reference.’ Maréuerite omitg‘
° ¥

- ~the possessiyve adjective much less frequently than she does the

c

137 -
articles, however, sometimes in enumerations it occurs at the

3 f

beginning and not subsequéntly: "Ne vous lavez de vostre agilité,/

. ) > . 138 |
Beauté, bonté, puissance, utilité,"

althouéh th%s is reversed
‘when the author ‘wishes to emphasizé a péiﬁt;-par;iculagly if it is
'oée involving contrast betwéen'qﬁalitiés belonging’to two opgosed
creatures: - , ' T .o _ ) =

3
\

. Helas, ie y voy de mes maux 1a laideur,
’ L'obscurité, 1'extreme profondeur -
‘Ma.mort, mon rien, et ma nichilité;
Que rend mon oeill clos par humilité;
Le bien de wous, qui est tant admirable; ’
" Le' mal de moy, trop inconsidephble’;
) " Vostre hauteur, vostre, essenct tres pure
- Ma tres fragile, et mortelle nature;-: 139
. Voz dons, voz bieng)_vostre beatitude. )

-

3

-~

* " The modern form of the possessive adjective (son), occurs.far more
H ¢ M N Y - N

- . s .
frequently than the declining tonic form (sien): "ses biens",140

e

’

1361p14., p. 63,

13?Seé Gougenheim, op. cit., pp. 81-82:

138Margueritgs, I, 89. : ‘ -

1391b14., 48, e -

148tp1a., 11, 60. ¢ - ‘ . R

-




possessive adjective is uded affectively to denote fondness or

- b

* “.
141 but "le pouvoir'mien".;az Occasionally the

’ 12
"son Createur",

e s . <
choice is made to suit the demands of metre: '"Qu'd dire vray plus-

tot sentir luy fais/Le sien peché, voire aggraver son faix."14§

Infrequently, an archaic note is added.througlt the use of a genitive

form: "Que les cheveux d'elles souvent ils iouchent."lha The

familiarity: ‘nostre Dyane”145 or "'sa Iesabel";146 Or to express

an amicable felationship-between master and underling: 'noz Dames

avecqgues mnoz Prelatz."147 _ : //// _ o

The demonstrative adjective has thé §ame'actualizing,force as

&

the articles,ana the poééeséive adjective, and in addition, can add
. » R

,

certain stylistic nuances to the poem, particularly the-effect of - .

.dramatic gesturé, It is a device capable both of distancingaand

148

bringing into proximity. The.aistanqe created between- the

v

author and thé.object By'the word ce is exploited by-Marguerite

'particularly,when,she.refers in awe to things, events and qualities4

L4

w 149

_pertaining to God: ‘''ce doux Agngau,-cg‘Fédempteur;»ce‘Roy s e b

‘ *

e 1411bid‘1 1Y P\ 61-

wlézlbid.;,l, 406. <; ' .

1431p14d., p. 408.

v

Whipta., 11, 27. o
. md., p. 11, . . i ..

1461p4d. 11, 16.

147Ibid.l_11,“63.

148

Seg Cressot, op. cit., p.'95.

M rgierites, 1, 413. . . ..

. : °
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. © ' - ~
and to things which are distastefal to her;''ce corps terrestre et

150

impaffaig". It is used much less frequentlf to suggest ‘immediacy:

151 .

"ee papier" ]

Having outlined those features used hy Marguerite to actualize

€

or to bring into reality ¥rom the state of pure concdept, let us
N . 3 B
3 ) - < ”
. .pass to those «means of characterizing. or giving distinguishdng

featutes to concept words. Certain words contain their own, self-

generated eﬁsentiql.characteriégics: "chambrette",152 "jardinet"‘,153

156 nl57

?"agnelin",}sﬁ "plusgrande",155 "treshumblement",
N " 158 ' ‘ i
: ' ~and "espieu". -In all these words-the prefix or suffix adds a .

"feuilluz

-

‘quality to the roet element. The most common. by far of such

L)

devices is the prefixing of tres to adjectives and adverbs, indi-
cating a desire to intensify a quality_;aihér thaniédd further dis-—

tinguishing features to it. ° .

‘* v Most:frequently used by Marguerite as characterizers are ’the

. / - R
adjective and adjective phrase, which can be represented by any num-

o . , o,

ber of examples, for the most part lacking distinction. Grand, seul,
. ‘ T~ -

o . e
o
’

1301h44., 11, 65. . : e

1liyid), p. 98.

S 1521p44., 1, s16,
S 31114, p. 458.

“15%1p44., p. 46l. : | c

X 1351b14. , p. 39. )

1561444, 11, 61. .

' 1571444., p. 10. 4 -
158 )

Ibid.’, p. 46, ' .o

-
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. ’ - . -
' tout, vray are the most common, altﬁough there are certainly exceptions .
. ’ " w159
to this. L' arbre sec et facheux a voir /Raboteux, et dur 5 toucher

-

Béing‘a»good example; What effects there are to be drawn from'conven—

tlén@l qﬁjectives occur when they are grohped in clusters where they

- ‘.
act' emphatically:k ) ) .
' . .
. ’ ' . Apres Peché, la Mort espouventable . .
‘ . N D' lun noir enfer, horrible, redoutable , -
‘%5 . ) D'un gouffre ouuert de soulphre tout bruslant
: Troublé d'horreur, et de fureur bouillant,
‘ . ‘Sailloit, courant de-tyrannique sorte, ¢
. "D'un dur. regard; et de ride distorte.
' ' *
[ 3 ' . < : -
. ‘Anothér de¥ice very characteristic of most of Marguerite's poetry
is the biblical calque of the type "homme de v:ﬁolence".161 -Exémﬁles
. ! of this are frequent: 'puitz de ‘maledictibn",162 "Rose de Charité"163
- and many more. - This stylistic procedure, in'addition‘pd the numerous
- ~ scripturallrgferences, contributes to a.distihctiveiy biblical tone
o in the }eligioué.poems. It also:has an interestingly ambiguous
- concrete-abstract effect, one element working on'the other. The "rose"
\ is.deconcretized while the notign of "Eha;ité" is fixed to an attrac- "
i tive image. T ) - ’ . B
k\* . In the Marguerites, verbs are normally characterized by adverbs.
. The sixteenth century was a period of heSitation in the form of the
i . 1944y, 1, 492. .
. R .
160_, . - o . , .
OIbid., pp. 394-395. - . .
‘ R -' 161L ~ ¢ - ’ ) . -
' i e Hir, op. cit., p. 34. See also Dottin, op. cit,, p. l1di-
N liv, ‘ Lt . Y . . . o
BN - . ¢ T .
~ - - l62§grgger1tes, i, 15. . R
- . . . ‘: - - f & 4
. 1630147, p. 531 c = . ;
” .y ¢ - v ) - )
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qdverb164 and we fiﬁd traces of th%s:ié these poems. Thus:we find

A 165 - 166
"hault" and "hautement used on the same page, "soudain'" ~ . and

"soudainement", 167 "viste"l68 and ”Viétemept".l69 Typical, too, of

o . : o . : IR
the language of poetry of the time170 is the use of the aajective

171 172 oA

as .adverb: "cher", "d t", and ''doux", for instance.

Generally,however, the adverbs used by Marguerite are formed regularly

n

on the feminine adjeftive root with '-ment' or in the case of '-ent'
and '-ant' adjectives, with '—amment': ‘"abondamment",l7é and ”ioyeuse—
 ment". 173 Quite frequently Marguerigearelies’on adverbs for resonance

and rime. In the folloving’ example, the adverbs add little to the

Te. . -

logical develoment of the poem, their function seems to be largely
LY
to plegs?‘the ear: .

' - 3

-

‘I'aymois pour moy: m! arrestant a la, rente,
\ o Pes biens receuz de vous [presentement],
’ Et en. espoir d'autres [abondamment] ”

164 . ‘ T

. © See Brunot, op. cit.,-II, 369. v
'165Marguerités, I, 83, . ", o .
1661014, , pu. 455, ) ‘ AT
167 ’

Ibid’; p. 24.

1681444., p. s17. - S

E

we

" 1691144, , p. 517.

- 17OSee Brunot, op. cit., II 409 410

¢ 171Matggerites,gl, 81.. ! Lo X

© ¢ °
¢

2yp44., 11, 65. -+ S \

31444, 1, 511,
Yiria., p. 145, '

- ’

. 175 5. 0 P e ‘ e .

Ibid., p- 90.
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En recevoir: et (3 fin'que ne mente)- .

Sduvent vous ay prié [deyoqémjgt] 6 .

Pour m'oster hors, et garder tourment. .

. .- - . .
The squaYe brackets indicate thosg part f the line which do not -
add greatly to the sense of the poem and might well be omitted, were
it not féf the é;igencies f metre and rime. It is siénificant to
note that- the two adverbs corftained in the remainder of the selection:
. ‘ , .
"souvent' gnd "hors' are, though less resonant, more functional,
Apparentl§} the older forms were an integral part of Marguerite'ss
A}‘D ‘/ ..

idiolect while the more recent latinate forms had not yet been fully

assimilated into her speech. 'Tant, fort and bien are the most common

adv#rbs, indicating, 1iké her favourite adjectives, a.desire to

intensify rather th4dn to add supplementary concepts.: Such adverbial

s "'ne . . . pas", "'ne . . . point" and others

\ -

atically: ' - . w
o

forms as the negati

are sometimes used e

Parquoy, mdn DIEV, nulle comparaison
Ne puis troyver en nul temps ne saisom:
Mais par amobr, qui est en vous sy.amgle,'
Estes icy seul\ et parfait exemple.l7

~Here the four negatives reinforc the.incomparable perfection of God,

:Ogr study of the characterizeks tyﬁic ~ of the Marguerites reveals
. : r ’ ‘ !
that the most significant group by f re those words which gtve relief

«

to, and intensigg, meaning. In combihation, sueh’ charactexizers, with
¢ g o~ - > »

the repetitive and émphafic rhetorical devices already discussed, with

t

170044, p. 145,
P4, 5 38, :




o . ¢ . ‘ 5%
. . 2] 1 1:78 1] - 4:,179
word choice which tends to be hyperbolic: parfait”, eternelle™; ‘

F

180 - : . -
Yavaller" where accepter or consommer would convey the meaning,:

et "créUertlSl wherg mourir would be a possible choice, and with the \ - e
. frequent use of the intensifying genitive blural expressions of ‘the
. - ,)—\‘ o, -
o type "Roy des Roys",182 create an effect on the,ré%jij/yﬁéch is intense
3 and persuasive. ‘ —_ : :
t Before sfudying the varioﬁs forms of the verbs in the‘Mérguerites;
» it is iﬁkerest;ng to examine the general mode or voice of the verbs;' ]
. < be it active, passive or factive. “The active voice dominates in <
- P Marguérite s poetry as it does‘*generally in the poetry of the period.
. v
ﬂormally the styllstic effect is neutral, but occasionally she will
useja series of active verbs to emphasize the active rather than i
/ . . , . -
passive or receptive nature ‘'of someone or something: 4 ‘
. - oo . -
P . 1'-7 -
. - Adam plein de peches i'ay mis en croix austere,
. . Ie 1'ay crucifié en iocuant gop mystefe . e P
' : ‘I'ay prins ce vieil Addm . 7%, ) _:* . ’
—‘K/‘ - 5 . . . . - . . . . o'.
®» o :I'ay gpusté Le morceau dg Mort en patience
S . I'ay entré en Enfer ... . . -
/ ) . . . . . - . . [
v . " C . . Tlay gaigne l heritage ,
o ' ' -I ay acomply la Loy, i'ay gaigne la partie: ‘
. . . ?f © o183
I ay du Pere prieo;'indicible;c];mence.
o . ‘
_ ' ; l781b1d.,- p. 514. - . : ’ .
Y 1b1d., p. %y, I : : v
180 :
- Ibid., II, 58.
e o > s .
* Ibid., p. 41. p e
182ibid., I, 481, _ . -
’ . 'y r

’ | - 1831p44., pp. 489-490.  ° ' -
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‘ Al il " o

’ Here the redeeming action of Christ is uMderlined by the series of
’ ° ' - ) .
. -]
’ active verbs. The passive voice occurs less frequently and is more P

susceptible of stylistic effect. It is used t& express the weakness >
- . .. - rl

-

) * 7 and passivity of theereceptive ldver, orathe®soul v}s d vis @od, as

- [ ] N - ’ L ] N
«* .~ ip '"Chansons 24" where the soul is portrayed as awaiting the salvation ~
. ‘ > . | R : .
.. . " of God: '"sera . . . amenée", '"sera adiournée', "estre estrenée', and
R . o . . » - ‘e
1" - . " 184 [ . N 4 .
seTra mise''. Ihe passive, partichiarly when the agent is not men-
ti8ned, places additionabestress omythe object ol the gction: 4 .
.. ’ i ! ' '
.. - iy Q .. ’ . - 2 .
N . \;‘! Alors sera la Foy par teup plantee,
) f fo Bt seinte Eglise saintemendt augmentee:
- Pt Uh. seul Pasteur et seule berger ! 85 i
) e ‘ . Setraeslors‘vey en vraye confrairie. ' .
’f.:li?;" . = .7 '
. e te o . - . ~
N -THe v;,é,xtensioq of the Paith rather than the identity of the agent 4
f . . - . ‘o . ' v .
; is, for the moment, uppermost in the Queen's mind. fAn inferesting
! . ’ 'f' ";‘9’ . 3 B .
o o vartant in the normal word-order of the period used by Marfuerite . -
a . PR ¥ - } . ; , -

5o S . A L
in gh{w_use of the passive, is yhen it occurs in cqmpany, with normal

» .
~

) s act‘i.ve word order: "Et qﬁe :p,ar‘Christ la vie t'est rendue/Par Christ .-
. . . . v ! - . - [ A .
c hd c . 3
o ) mourant la'sentence est esteiute."186 The effect 1% not only to . .
¢ T - ’—«/ - * «
. ‘ . " ” * i .-
.. i ‘ reverse the weakening of the agent by replacing it «in @ stressed . -
v .o - . A N . & . L. -
. ’ position, but also to s't.féngtheh(vit by the presence ©f a preposdition ° s
(‘ . . ] - ' L ) ) * - ’ 2
-, . indicating agency, 'par'. . "
/ . R . .o . . [ -
: ’ s - L " :
\ . The factive mode is mepresented by the use of faire in the - ‘ -
R : _ . . ). T . .
- causative sense. The.effect is similar.to that credted by thew . o
3 S 18411 14., pp. 524-525. .+ : o, .
. ) R . 1 : - . . <
X B1b1a., 11, 44. .. .
. v 18 e

6 : ; y '
-' Ibidl. y Iy 401—-5‘02 - _ _ -/ N
», »

e A <
-

Rt A bt M




:passive: it*can both emphasize thé\power’éf the subject-and the

¢ E - o

impotence of the object.. Causative faire is reserved by Marguerite

for those entities which have great powef over gan: love, some evil

L - ~

forées Such as cuxder, and God ths,post frequently 0ccurring force.

In "Chansons 20"1 the superior power of God and his love implied in

the metaphor of the first line, is expressed several times through

the auxiliary faire: 'fais apparoistre", "fais : . . nourrir et
croistre', "fais repaistre" and others. The attention of the

reader is diverted subtly from the actions in themselves to .the rela-

tionship between God. and man, which is in fact; the true subject of

! RS
‘ [ )

P - the poem; It is interesting to note tHat this device both stresses
. .. the nature of the relationship and the. inherently ffotestant notion

that a direct relationship exists. : .

ey

- The reflexive ‘or pronominal form of the verb is usged regularly

i [ s hy 'T"'—"
: . by Marguerite-.188 Affectivglg it expresses apgrgbriate y the self-

mdtivated actions of God, successfully eliminating any exterior action

) : ) . L 1
. on the deity: "Bomté&, beauté, et sens, se monstre & nous", 89 and

also occurs in the meditative pggsageS‘where it has an interiorizing
' T Co 190 '

effect: '"Morte se voit quand ta clarté la touche" It is.adso

used to suggest.self-generated dymamism in actions‘yﬁich appear to

- erupt‘spohtanéously:n "se feist soudaipementyTelle esca_rmouche”.j.'91

) > - /18 Ibid.,p 527.
) (k/ . 188

See GOugenheim, oﬁ tit., pp. 127-129 for regular usage.

e T e i

L L lagMarguerites, I, 78.
& . ‘_") * ' 3 ' ’ s v .
\, ‘ o 1901444, ; p. 80. ‘ .o I
19150 44., 11, 59. - -
v . e . . N
- ‘
N N -

-k . R ‘.




The impersonal form is yet another means of calling attention to

o

the action at the expense of the agent, although not ome of the Queen's

favoured devices. Marguerite's usage corresponds’ to modern usage. The"
~ e . .

»

. ’ tendency already observed to include more particles can be observed in

the impersonal forms where the impersonal il is usually included:

- 13 - ‘ * ’-’ — ]
' "il me suffist",l?2 despite the fact that this.ls apparently somewhat -

rd

. advanced over general usag?\vhich omitted the pronoun with semBle,
. faut,gand.suffit.193 There are remarkably few examples of the
]

impersonal form il faut, considering the genefally didactic content
4 . :

+

of most of the poems, both religioué and secular. The freedom of the

individual to follow or not ig perhaps underlined by the absence of

this devicé. The poet 1s careful not to advise directly but to draw the

P -
e reader by persuasion and example. . . )

¥

Some of Marguerite s most effective passages are so because of’

4 . v

“her choice of verb tenses. . With very few exceptions, verb tenses in

“

¢ - the sixteenth century weére used as they are in modern French,lgﬁ and

. -
.,

‘as they had been in the precediné century.195 Marguefite's usage 154

in .accordanw this.practice. Some selectiors display a pre_,

N j"' dominance, #f one tense at the expense of others: the "Chanson 3 une .
% ) . Dame"’ 196/ for instance contains seventy;five indicative ‘verbs of which
. all are present tense but hine. In this poem the speaker exnresses
% lgszm., p. 40. " .
. ' V l93Brunot, op. cit.,»II; 413, |
‘ - 194Gougenheim; op. cit.,. p. 135. J ’
] . - v
. i ® lgsBrundt, op.lcif$ﬁ;11, 442. » ‘ i

) . : lgﬁMarguarites, 11, 332-333. . . . ‘
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his emotions directly, -without any attempt to analyse them. .Else-

N

where, bagéicularly-in the long meditative and narrative poems, there
is a.temporal interplay not found in the less‘anaiytic, temporally

- ) .
simplpf poems. The fbllowiﬁg‘leﬁgthy selection illustrates the variety

of tiges involved in 4 tairly complex and varied passage:
. G «
. 01 - “
* Tu t'es pour nous du ‘tout aneanty,
Apres avoir et porté et senty
_ % De noz peché&s punition entiere,
A mort et croix pour nous tous consenty;
Promis 1'avois (aussi n'as tu menty)
Que tu ferois*redemption pleniere. SR
0 mon doux Rien, vien rompre la'barriere
De ‘mon Tuyder, me faisant estre Rien,
Et- tout ainsi que soleil:en verriere . ) “
Reluys en moy, qui sdns toy n'ay nul bien. o
. Tres voluntiers d Rien tu t'es soubmiz,
A fin qu'3d Rien Adam par tey fust mis;
- Duquel avois prins la robe et figute:
Aussi viuvant par Foy en tes amys,

Les as fais Rien; et d'eux mesmes desmiz, ¢ ’

'f>' . Ne sentent rien en eux, que ta nature.. . '

. D'eux ilz n'ont-plus congnoissance, ny cure:
’ Car en toy «sont, qui Rien-as voulu estre}97

Iﬁ the first six lines we find'a past indefinite "tles .o aneanty",’
- — B ) . h

three perfect infinitives "avoir . . . porté", "senty"'and "consenty",
1 - o« .

. a g}uperfégt indicative "promis . . . avois", a past indefinite

d . ° . /"> N ' .
"as . . . menty" and then a conditional. The temporal layers in the
. . . ,

‘redemptive acf_are thus analysed. . The action most distant in the
*pagt_is-the préﬁi e; next came the bearihg‘of our sins and then the
. ’ . he

actual annihilatiol on the cross. The order of succession of these

.

evénts would not be important to the sinnér and could ds readily be

+

’ ’

expressed in a feries of past indefinites, were it not for the fact

)
T ~—

197

Ibid., I, 101.

i ' . . .
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that "it shows that Géd, having made a promise, then carries it out,

. ‘ ; . o .
a detail evidently present to the poet's mind as indicated by her
' . > .oy

asidé: "(aussi n'as.tu menty)," This is followed by a four line ejacur

latory prayer in which Marguerite uses the imperatives "vien', and

Yreluys" to invite-God to overcome her presumptuousness and, become

the 'light' of her soul. In the final eight lines, ‘the historical facts

of redemﬁtion (théAinca}nat%on, crucifixion.and resurrection) are

treated as past actions.''fust ﬁis";‘"avois.prins",.the past definite
. ) Y
and pluperfect indicating again the temporal order of the events, :)

while the resulting relafionship of Chiiiﬁpﬁith the béliever is one

+ Having once liveﬁ in the

"

of constant being in Christ:'?eh toy sont
fiesh--""1a robe et figure''--God lives on Sy faith in the believer—-
" C . ||- ) ) T . - .
vivant par Foy . - . . L. < ‘

The present tense, is uséh‘mosb often to-express generai truths

. ) - " » . Ll 1 .

and permanent facts: "'Car il est seul Verité, ‘Vie et Voye". o8
It is also used to réndep a paésage more vivdd anq-immediaté by

expressing eilther a past or future action in the present tense, but -

. this is not common except in .sermocinatio. The present may also

4 . . »

’

refer to the actual time of writing or feading: In these ca®es, the

verb generally describes Marguerite's thoughts and actions as ‘she’
: . ' ) ;
writes and are therefore personal interjéctions into the poems such *-
as the "proteste" of the following quote: ' .
™ ° -
. ‘ . . 4

P

" e proteste que i'ay fait autrement. -
Car moy mesmes i'ay aymé folement,

, - " Pour rendre en, tput ma volonté contente}gg‘
1981p1a., 11, 67. ‘ '
©o 19944, 1, 1450 . T
- 4




63
Those poems which make the least attempt either to marrate cr‘Eo analyse

contain the greatest number of present tense verbsj the lyrical poems

‘have the most of any group studied.

-
»

Mérguerite uses all the past tenses, with the past indefinite

P N + » Lo

being in general the most predominent. The difference between the

- °

pasts definite and indefinite was more strikingpin the sixteenth
century than today, when the ear was attuned to -the particplér nuarnces

of meaning.ZOO. The:part present, part pagt, relatively imprecise

time relationship conveyed by the past indefinite contributes to the
casual, conversational tone of heny of .these poems and of her style in

general. The past indefinite is used to express sgﬁcle past actions

’ -

having occurred at an unknewn point in past time: ; -

. S - > -~
N .

Le Seigneur Dieu, qui ainsy 1'ha promis,
Y a desia hon commencement mis. 201 .
En vous 11 a.commencé 1' edifice. ‘ . »

. . a

b3

/ -
It is also g;:HJEO attach the. past action to the present,2Qz a device
noticeable in'ghe following passage:” = '
) T R, - BN

h

'Y a 11 ieu plus plaisant 3 iguer ..
- Qu'incessament recongnoistre, et louer
" Ce, qui ne peult 1 egtré congnu,
: ] qui de luy est venu? .
Lequel eninous esg nostre sapignce, - -~ .- o A
: p ¢ cérteine science, 203 ,
ndre en nostre estre premier -

Qui nous vint

]

200Brunot and Bruneau, op. cit., p. 501. ‘ : *
2OlMarguerites, i1, 44 BT /‘ . ¢
202 )

Cressot, op. cit., p. 126. This stylistic nuance was apparent
to the grammarians of the seventeénth century. See also Roland P
Barthes, Le Degre 2éro de 1'écriture (Paris. Gonthier, 1965), pp-. 29—
33. ’ .

-

) 203Marguerite§, iI, 70. ' I » o .

4
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The "est venu" 1nd1gates .a single past action with results that stretch

- . . A

into the present, while the

6&

'vint" 1s a single past action with no -link
with thg present. Lo

" The past definite occurs to express single past acflons which

are characterizéd by 'precise situation in'time and.sometiﬁes, place.é

The'"en nostre estre presier" above, while a place reference, implies

.
~

fime, time when we were very young, and thus gives rise to vint".

The decisive role of a pime reference is shown in a line ‘'such as the

3

. following whtch’clearly.suggests a continuing past action inviting the

Ve,

imperfect: '"Qui par dix iours nous continua telle"204 but becayse

" of the-"dix fours" the verb is in the past definitey The past

+
.

definite occurs regtlarly in narratiVé'passaées:'
’ §

. « . Lors (comme mal apprises)
Le lieu heureux pour reposer laisserent, 4
Et au travail malheureux s'auapserent: 205

I3
e

Marg?erite's use of the‘imperfect tense emphasizes its- durative

aspect, describing an action or state which <ontinued for an”}ndefi—'
B » o .,

®

nite time in the past: e ) < 4

+ - " LN

Pour faire court, touyt ce que defendez,
Ie le falsois: et ce .que commandez
Ig;le "fuyois, et le trouvoye aniErzoé N

| . . .

It is very often used by the poet to interject her own comments:
3, 2 N s/ .

=2
P . . .

/ .
20411 4d., 11, S8.

2051444, , . 10.

206Ib1d., I, 41.
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207 208

" "ie les tenois bien heureux" or "Te craignois'. The imperfect 18,
. A AN .
' - |
of course, also regularly used“in‘agégz&pt;ve passages:
" I - 4 R - v i

Et aupres d'eux (pour leur soif estancher) . .
%Sajlloit dehors d'vn cristallin xécher, .-

Douge et claire, eau, tres agreablk 3 voir,
_Qui”d'arroser le lieu faisoit deugir209

v oo « . \ ~
] ‘ ‘ .

j . but 1is pérticularly effective«x’ﬁn passages which freeze a'sidgle .

r'd

action into a tableau: "Demandez en 3 ceux de ]a Rochelle/Desquelz le®

pied estoit ia sus l'esche}l?”/flO, Here the evocation of a fleeting

¢

moment in battle is imbyed with a sgnse of arrested, urgent action.

. Marguerite uses the future tense in a variety of ways,.sometimes
4« simply to express an action or statg,that will occur in future time:- ' v
. ) v 211

"des mauvais fera chauffer".” ™ Within the context of the Queen's creed

there would be no doubt about the factualness of-this statement. She
X ¢ e -
also uses the future to make what is in fact a conditional statement

’

more re€al; in the "Epistre au Roy de Navarre" the Queen projécﬁs her
N V4

desire that her husband reéoverffrom his 111ness5l
. M ) \ \ AN L]
. . ) Et nous l'aurons dens trois iours, ie le croy: .
s Et vous verrons en santé si parfaite,
' Que nous dirons, le Medecin a faite 212'
La cure aipsi, comme 11 nous auoit dit,

* While there are conditions over which Marguerite has no control which
a/’ . /7 . . v N
207Ibid.,'p. 494, .
r“ - _zoslbid., 11, 5%. ‘ ’ . )
- L 4 ’
K4 2 . R )
091b1_d., P. 6. . v -
’ ' . . . e -
\ . 0544, p. 51, - e .
i . ' Pl : .
2 rvsa., 1, 5154, - .

-

- .
v, - ’ . . B

* ’ . 212.’Ibfa-, II, 74q ' . ) <
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-

‘wiii determine this happy outcome, no hint of the conditional mood
mars.vhe‘assurance conveyed- by the future. nCdnversely, tﬁe %uture
can attenuate br makenle;s striking a verb with normél réﬁerenke to
the present, a device whHich occurs, aléhough less frequengly.

. Expressing deference to Frangois I, Marguerite writes: '"Vous.h'en

[ 1

ferez, Monseigieur, nulle doute".213 ’

The remaining compound verb tenses, the pluperfect, the past

antelor and the future anterior are all used, albeit very sparingl}
' ¥

by Egﬁgueritg to add depth to the actions and states of her poems. All ‘

_ three are relative tenses, depending on the time reference of the magin
’ ' - LI

214 b o
.action. As we saw above, = significant use of such tenses ogccurs 1

.the longer, more agalytical poems, and even in these 1s frequently

~

avoided by the usé of directly quoted dialogue which obviates the need

for a wide variety of time levels.

- v

Y

Marguerite also uses certain circumlocdtions with temporal

reference, such as "aller'" and the gerund expressing an enduring
215 .

action: '"'va causant",“ T and devoir in the imperfect subjunctive

expressing the future: '"Bien est le coeur de fer, ou de rocher/Qui
‘ - 216 ‘

par amour ne deust partir, ou fendre."” v Both these procedures are

_in" accord with the period norm.217 - - ’ -

-

Passing to the study of mood, we can say first of all that in the

T— ;-

‘ ¢

2131044, , 11, 63. . ¢

214 5. 61-62. K CT ' , ’ - .

2lsMarguerites, 1, 29. ) ) .

‘ ~
264544, , p. 136. %
’ { . “

, 217}3ee Gougehheim, op. cit., pp. 135-136." ~ »

4
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. 'Marguerites as_almost everywﬁere else in language, the indicative
predomlnates. -‘For the most part it is used without i&fective over—
21
tones, that is, merely as denotative-statement; g_ Occasionaily, it :

" can have the effect of tran%lating an eyentuaiity into a reality, when

*

. L3 .
used where the reader might expect a comditional or subjunctivé verb:

"0 qu'il sera le bien venu."219 This mood is mostgstriking where it

-

occurs in a poemcthe subject matter of which would nBrmally suggest a

mood of doubt or condition: "Chansons 1", just quoted, is a case

L d

in point. Here it would appear that Marguerite is both imagining the’

worst and hoping for the best, all the while praying to God ig succolur
. N o )
. her brother. A study of the verbs reveals’ the true nature of the poem’
’ .o . X - . \//;
. and the urgent, although not despairing tone. In this poem the very

a

great najority of the verbs are in the indicative mood. There are .

in fact only three conditional verbs and twice that number of sub-

. ‘~‘~ Junctives.' By using theg indicative tense in those passages referring

g

* to the recovery of the kipg, she reinfofces her~faith in” this outcome.

4
' The effect s at once more vivid and more confident, afd contributes
4 . ¢ . . .
to the vigorous impresSiOn that this poem leaves with the reader.

4 .

Although the situation is,éufficiently serious that Marguerite mar-

¢ ° : . v
shals the king's good deeds and virtues on his behalf, still she states
them categoric 11y as facts, not as conditions for his beiné cured.

[
3

ry
— L 4

g ZLsThere is no evidence ‘in Gougenheim, op. cit.; Bruneau, Brunot,
‘op. cit., Brunot, op. cit. that the aspectual use of the indicaeive

was any different in the sixteenth centu than it“4s today. Nyrop,

op. cit., VI, 276-277 discusses the questigns but gives no more precise -
dating than ' primitivemeng for, the evoluti of the meaning of this

mood. : '

L4
~

219 S ' L
Marguerites, 1, 471, . .
> - HMerperites .

. N
. - . * ‘
., - ,
2 .
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v

. T .
The doubtful conditions, expressed in the second stanza, refer not to .

- the king's merits, nor his cure, but to her own ability to express her

.wishgs;

is used only once,

"sgaurgit",

- [4
"defaudroit', and '

as a prayer: ''donne".

"

‘seroit

221

" 220

and- the subjunctive

~

Marguérite uses the conditional as mood and tense,222

o

most

frequently as a substitute for the future in a'passage recounted in

past time.

"Such is the account of God's promlse to Abrah&m at thec-’

beginning of mEpistre 1.

>

"I1 Juy dura

pliroite. .

et feroit

-

n223

The mood,

que

multi-

as Grevisse affirms, .

° »
is in fact indicative in such a case and there is not. the same note

of unreality that there is in a true conditional.
.‘ -
the conditional mood to express cautious hope -that a hypothetical sftu-

w224

' Marguerite uses .

R

ation will be realized: '"I'aymerois mieux qu'il.fust par mort transi.

It is used to giv tempered néte (abseqt from the future

an attenuated,

indicative) to ap”eventuality:

<

. . Ief voudrois bien vous monstrer par effect
Tobut le zepours; lors congnolstriez par fait,
Iuste, et loyal, naif, non contrefait
*Ce pauvre coeunﬁ g

‘ 2201444, , pp. 467-468. : .

2211bid., p. 471. . ' .

. ?ZZForvévdiscussion of the classification of the conditional see
_Grevissey op- cit., p. 662 and Brunot, Bruneau, op, cit., p. 510.
. . L
223 Marguerites, 11, 3§-39.
\2241b1dp p. 102, |

2251p4d., p. 103.
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It'1s also used to convey a sense of apprehension, in the case where .

’ M Lot .

tﬁis is also an undesirable situation: o -

Et si sgay bien congnoissant vostre coeur,
Qui par homneur est de crainte vainqueur,
Que sans la mort ne vie regarder

A tout peril vous iriez hazarder.
v

. e

The conditional effectively presents the péinful situation as uﬂreal :

both protecting the Queen from the reality of the thought of it ?ﬁd

suggesting' that the king should not hazard his life.

-

. The subjunctive mood regularly displays significant variation in

< .
A -

usage from modern usége,'alﬁhough the sense is similar to the modern
sense. In the sixteenfh'century as now, the squﬁnctiﬁé was the mood
’ : ,
' - < . : > .
of doubt, although the Yules for its use were more fleiible}thanvthey -

are today‘.22 " Used affectlvely it frequently expresses extremely

>

hypoﬁhetical action

. - o
wo . . -
Al 3

coo 84 1es regretz des propos et deviz,
Que nous tenons, quand sommes viz 3 viz,
. - Tgnt vertyeux, sans vice gy folie,- .
22 )
Nombre; ie Bceusse . .

-
B

This action is‘éiven‘no possibility 6frrealizat16p'through ther use -of
o ’ . o e + / . ’ .
the subjunctive, . The intensely hypgthetical nature of the subjunctive
g S S TEREREL e . - 9
also serves to convey a strong degree of polite attenuation:® “En -
. v N " - , M v P

* vous n'a mal, dont vous deusse-reprendre,/Ny en moy tMen, que ie vous

: o RO )
) ‘ ’ ’ “ : ' DR L )
' 2261p14., pp. 58-59, S e
227 ' )
‘ See Br“n°t» op. Ci”-, II, b ~453 ‘and Gougenheiﬁ op. cit.; - -
pp. 130-135. o T R N

Mhrguerites, 11, 73 ot .
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~. Marguerite also uses the-subjuncttve in short‘ejaculatqry wishes,

%

which punctuate the poetry and lend an air of spontaneity: "Lous

a
. ’ : 70 ‘~-

229

L Y
eusse apprendre."” The respectful tone conveyed is similarly used
p PP ] ; Y

n . . .
in prayer, where the supplicant would not -dare to presumge a certain .

{ -
gutcome:

Lis, donnez moy, mon DIEV, amour ardente - , ;
Dont la bonté de vous soit fondement 30
Et qu'en vous seul soit ma fin et pretente. "¢

3

Tra231 )

soit Dieu ., A rare but interesting subjunctive, expressing ,
. . t v

notions of wishing, apprehension and doubt occéurs in -the words

of the father who hopes for his son's safety: "Il me suffist, mais’

w232

que mon Iosqph'vi§e. The simplicity and urfassuming character of

"Iacob le bon'homine"233 is underlined by the hesitation expressed in

3

the subjunctive. |

s

arficularly A

The subjunctive also appears after conjunctions,

temporal ones, although,.in keéping with the practice

the suqunctibé 15 not automatically used: ''Tant que par “sera \\ .
congnu mon nom"234 and "Tant que tu sois de toute chair tenu,/Le Roy
des Roys, et Sauveur"r,econgnu'."235 -In the first case God himself is

-

229

; Ibid., pp. 70-71. .
’ N ’ - I3 * . ﬂ’ -

Ibid., I, 145.

libga,, 11, 630 0 Lo e - - .
2Z1p1d., 9 64, . -
23 1p14,

2

Bibed., 1;-408. 0 . )

' .t . - : L' dd
 2331b4d., p. 431, :
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talking about the future extension of his kingdom: His omniscience

apparently permits him to assert in the indicative mood what the
. /4’

ordinary mortai,must‘cguch in the sUbjunetive mood¢ The absence of

.~

. . * . . ‘ . -
the subjunctive in such cases can effectively convey a greater sense

of certainty  about the future than would otherwise be the case.

»

The imperative mood appears in thg.ﬁarts of bbemé'whiﬁh are

-

éither préyers or exhortétions. It~ is an intensely express;ve form,
Y

the note of doubt implied in the subJunctlve is replaced by & fo?ceful

N

fequest amounting at times to a demand. The first person plural {s

sometimes used, producing a relatively attenuated exhorration:

- . 1Y
t

Or prdons DIEV nous donner la prudence . .
De faire ‘tant, gue”1'Esprit ayt regence
Dessus la Chair, et la matte, et domine:
S$'il nous vient bien, gardons troy, dg licence, .
S'1l nous vient mal, .prenons en patience; 236' ,
Si Chair nous pbingt demandons continence. . :

. « N ot
Here Marguerite includes her&elf and. her readers in the call to

:
3

prayer for assistance im resisting temptation, avoiding both the

. N ‘ -
second person plural form priez and a first person singular: form '
Q . . ' - ~ ) . - R
je prie. Elsewhere she is-more direct: ST, -
.= , o v :‘._‘ .
sy - A T, o .
et : grvray Pasteur, escoute ma damande: ~
scoute .moy; de coeur te recommande 237
Tout ce troupeau; prens en donc le soucy,

<, N - ’ [
-

& - T

Marguerite generally.uses the singular imperative form whem addressing

the deitylgnd'the saints, 'but not always: 'Aveuglez moy de.vostre

y-4 - . ) .
2¥1014., p. 76.. L

237 1014. . p.. 465. ‘

.
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2
‘\.

S' ) grand l'umiére".-z/-3 .When addressing her readers directly she uses the

- ! A - v

plural form as well as when addressing such pergsonified abstractions

. C 239
as Amour or Mort: "O mort, venez; rompez moy cest obstacle" "’

. -, 0 ¢
and, to, the reader: '"Eseoutez le, voyla qu il nous en dit". 24 )

T ) . - .
. ‘ ‘-~ . ‘ .
Thus the intimacy expressed in the secand;gggggg singul?r when referring

“t
241

to God is qubably déliberate:* usage was in any case unstable.

¥

.~ - " Marguerite's use of the infinitive is in apcbra with' the normal
' e practice of .the pe}iod. The summary quality of the.verb, and its

» N . A ’ -

+ © 4. complete lack of tempoTral reference are also used affectively.- When ,

. - ,
writing of actions or states which she prefers to desprf%e as

. unactualized, she fréquently chooses~a modal form, using the o .t
o iﬁfinitive follo%ing such verbs as_pouvoif voulpir, or savoir and ‘
a - ¥ - 4 . -
. 1y ‘ -oa, ) . . - )
, , _certain prepositibns, particularly a, de, sans and pour. While '
Q - . ) :- oy . . . .* . - .
e " syntactically quite regular, thé resulting accypulation of~infinitives’
) ' . T E ) N < . ) .
. ' _#ives a timeless. quality to,the,gassagef She refers to-her ,customary
, . - L] )
, . -o - .. " , ~ . ) .
O . sinfuj, state in tiris way: . ~\f’, RS « "
. ‘ \ . e - s
X . . \ 'Il~m'enﬁuyoit.d'ouyr'de vous parle&:
” ‘ ; I'aymois bien mieux & mon plaisir aller.
Coe ) - _Pour faire court, tout ce que defendez.
) “'1 ' _— Ielle faisois . . ,242 : K .
“ L. ' . ‘ " ) 2 . i ) .- - J At X
N . God s Cus{omary forgivenesg is aisq referrea te in this manner? . _ i
. "n -. .. ! . . ) » \ . ) d
" .- . . T . oo AL Lo
. 238 , ‘ . . Lo . .
: e S1bta., p. 146. <, - . . - .
. ‘u ) v - .. R ) ‘ B
- n . . . N /‘
. s - 2391bid'. s P 505 t . . - .
L 40 o " o . ’
T Mo, e |
L T3 1 ST . ’ B ¥ )
- o - Grevisse, op. cit., p.-432. . “ -y . o .
Al ° . . . ‘c . - . re .o - s ‘ - . .
‘k" Wt ‘ ", » Q,_MZ‘M_‘;&%I, ‘ll. . " . : 5 '. ) 4 . . . B
= v, a T N . e ) ‘.' N » ,aﬁ‘i , - . : . . ::.. . ) .




S ' Helas, mon DIEV, on ne scauroit trouver
) . . : Semblable 3 VOus?cuﬁ.d?ignez preserver
" : Voz rachetez et creez seruiteurs., o ‘
B Vous les voulez maintefols esprouver .
e : Pour ves graces mieux erl eux approuver

w ®

The infinitive is also used affeétively to remoye‘certain e

<

expressions.of general command from the'fesfricqions of finite realiza-
. ® : - .

tion. Thus we find the law of Ch?i?f_ﬁ;ﬂmed up in the following

- ’ “ R N ‘ " .
infinitive constructions: P

» -

4 - N fea

. . Car, dites moy; qu'est—-ce que Dieu demande?
Qu'est®*ce que tant 1] loue et recommande?
C'est réndre bien pour mal, voir, et aymer
3 ~ Son efinemy : 5
p ‘ . ) . -
The attenuative effect of avbiding the imperative in repeating God's

.

. ) " commandaénts is typical Sf Marguerite's gentle persuasion in religiéds

- matters. The infinitive is-also.used to expreés a verbal notion with-
.- | ’ ' o e -~
out actualization. Ip these cases, while the object of the agtion \\.
. . ) . v\ - ) . \

- may be expressed, the agent is not, at least explicitly: 'Est il y

b, . v - - .
pldisir (dites &p vostre aguis/Que de passer en ses plaisans . -

ot . : 245

» . . , .
- o : deuis'. “ The impersonal form ""est 11" followed by "pqsger" #s well

as the question format remove any suggestion of preaching on thé part
. . 14 ‘ ) * -~ -
of the Queen. Finally, the ipfinitive 1s used in ‘the interests of
' 248"

bgevity and condensation:” 'Mais tout soudain viz venir un message'.
’ p' ' ] ". ’ -
-Here the infinitive is more cqncise than woulld be un megsgger quj

.

- ‘ : n
243 o s ‘. -

. < c Ibid‘ ’ pl 1.-39. . q) ﬁ' . . n .
244 '

*

Ibid., II, 50-51. °

. L . . )
oo ‘ 2431b1d., p. 69. . R

© 246 ; S :
. R Ibid.’ p. 41‘ Q‘ ° N vl . Yo
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venait fo; tnstance. Infinitive nouns, used with relative frequency

have a similar effect: "Qu'il soit mon voir, mon parler, mon todcher,/

) : . 247 -
Et mon ouyr, mon gouster, mon marcher'. 7 Situated as this passage
' ]

is, near the end of a long poem, it sums up the total r8le of God

in the existence/ﬁff/ne “"3me fidéle". A'einilar effect is obtained

,by the consistent use of sans and’pour with the infinitive "sans

1248 49

- v2
cesser and "pour. vous tenser,‘enseigner, ol prescher" both

substitutes for.lopger clauses beginning wWith sans que or pour que.

Y

Like the infinitive, the participles have an atemporal quality
Euggesting in general a concomitancy with the main verb. Marguerite

uses- the present participle frequently to., convey a loose but durative
[ ] . . R .

. . ) o . 0 .
relationship in an economic way: - "O.doux regard iusques au coeur
pergant/L'ame et le corps, et l'esprit trauersant".2§0 In this . L

Yoo

.1 D I
example, the participles replace the.possible relative clauses qui

perce and‘gqui traverse, The efﬁect is te make the, action last an ’

£ )

.indefinite time. ~A parbiculer‘action'éan thus be given general

‘reference, as happens in '"Chansons 9" where a series of present

[}

pgrticiples.COupIed with other generalizing devices wuch as the use
of plurals, tradﬁférms the account of a particular conversion irdto a

genexal framewofk for cenveiélon; Like all widening and generalizing

N .

devices{kthis serves to include the reader without actually naming-

_him and thereby d: aws him imperc8§£ibLM to Marguerite s. beliefs.

~
\i P . .
' 471b1d., 1, 134 5 |
“Brbid.y 11, a1, S r ’
- 29014, o 70 .

2500 5a., 1, 128, ’
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~
§

The economy achieved threugh the use of the present partlciﬁle is the
’ : . . .

result og?its being ufed \as a substitute for a varieey of sﬁbordihate_
) . . . P

)
%

v . -clausges particulatly those ‘expressing cause or purpose: "Parquoy,
voyant vostre merite mien;)lustlce plus ne he demande‘rieh".%sl It .
is also, rarely,’ used adjectivally: ”tra;aillant pr»op’es”.252 This
verbal adjecgﬁée or gerundive retains qnly.the esséciation with ‘
.actioh and has'lost.all notion cf eredicate.l r S . "

- .
-

.The past like the present, participle is atemporalu Fér‘fhe
R
I\ . .mest pagt it occurs as part of a past indefinite, where it has lost its

independence as a verbal-form, or as an_adjective where it adds a

l’;ense of action, a remnant of its verbal origins:

. ’ o Mais d'un Enfer saultee en Paradis .
~Ie me sentiz, et d'aise surmontee,
Prins mon mary, ainsi que desliontee
]

‘ . Avecques nous, tout pleln.
P ne monde vint, plus ggrtez de plaisir : .,
: : Que de leurs piedz

— ’ -

.< . Here the past participles add to the effect of‘:BVement created in the’

-, passage. The bustle ittendant on the receipt of the news of the happy

.

_outcomefof the operation in which the kiag took part, i's in part ' .

successfully conveyed by this device- ~ The zeugma in the 1ast two

lines directs the reader s attention to’ the past participle.
v, o The past partigig}e is aléo uséH by Mérguerite in;ﬁhe 1ntereats. T

. AR : - s o
- . of economy, neplacing,a-lohger clause, Among the most common is”veu
- r

o Plpid., p. 61 7 S

- S2rp1d., 11, 65. - ' .

2531bid., p. 63 .

-
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‘ ’ ' 254 ' ' -
que as in ""Veu que mon ame est s'emye? which summarizes the notion
o L J L . .

; of 'given the fact that'. A’'similar effect is derived from the phrase

"Ces, mots ouys" which summarizes the sense of the much longer 'when

' .. .. N Yo [
- " . I had hegard these words".255 . _ : !
| ' ;i:?gxneral effect of the '‘participles a§~yell as the infinitive
. ' . "¢ is to Wlur the exact'time-seQueﬁce of evehts and to sbeed up their

recounting. %hese forms serve the purposes of econdmy rather than.
v analytic precision; and are particularly useful it short or non- .

< ) .
ané}ytid poems. Theﬂ’are also impersonal and aid in the generalizing

.
) . . Ao »

of the poem.

1]

As Le Hir has remarked, the,orgéhizatipn of werds into whole
. . : \‘ .
- sententes. in poetry was not a distinguishing feature between poets.
‘Constrainéd as the €entenpe was by the va}ying bonds of metre, rime -

S and stanza, the poetic sentence did not hqve‘tﬁe same cléarly‘recoé—
’ ' ’ . ’ ~ ’ . : i Lo
nizable style that the prose sentence could have. We have found this -

to be true in studying the Marguexites., The sentence as a-unit-does

) \

not have the importance that the stanza, the line, the rﬁétoricel :
. . . . .

TRE -
i T . " The sentence structure of ghe Marguerites is thus characteristic
N oo ,
sixteenth and seventeenth centuries; for the most part‘the Queen
e rtiVe sentences, the patfb ;oined by a multiplicity of con~
. | . . . s . ’L~_A . 1." ' f T
/'/'\\é., - 3 . 2541bid” 1, 506\/ P ‘. k E \ -
-] 258 E L . S

Ibid., 1I, 52,

. T 256Op. cit., p; 91 "Ce, qui est exact, c'gst qu'il y a autant
: de proses que de prosateurs . . . alors que la phrase versifiée n'est
. pas organiqhement différente .chez bu #ellay ou chez/Bansazgﬁ" I1 peut
© ., y avoir upe différence de Qualite ceci toutefois éngagé\ndtament la ~
néture et la valeur des imgges. M;is la structure reste semblable."”
. . (J o 3'

’ o T e
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f oa R . s ' s
- - ;. A

'\ . Junctions, the end corresponding most frequently with the rime.. They PR

@ ° .
provide an assertive backgr0und for such sentente—lengtb,rhetorical

3
"

forms as the rhetorical uuestion and the exclamation, whicH occur.less
3 ' often and are more susceptible of e#fect. There is a mixture of a
* . few very long, a few very short and a large number of sentences, which.

do not strike us because of their length. In those poems rimed in :

couplets the eud of.the.seneence almost alwayé correspouds to rhe

. end of a couplet, whlle in .the sranzalc poemsj the sentence most often
. - o« . S L= T

’ ends at the end of the Stanzafl While it is‘evident that considerations

of rime and sta;zaic'form pley the most‘iuport;nt rble'in.the determina-~ :

Lo e
»
-

-

tlon ol the sentencé in Marguerite's peoetry, in those poems which are

. [l

-~ . s . ‘

long and not stanzaic, vasiation for purely afféctive purposes~rather;;
v L + .t ) b .

§
H
2

K]

than farmal reasons is possible and sometimes_exploited by Marguerite
. L R . \ d .
in effective wWays . : ’ : -

) . . “ (

" The puactuation is largely, of coqfs? ‘our key to the aentence.

In this Marguerite, or ‘more probabiy herﬂpninter seems fairly regular, -

*

“

despite the OCCasfbnal typographical error.257 wThe period‘ question-
- 4" )
and exclamation marks, comma,-colon and semicolon, and parggspesis are’

used but not, quotaqion maﬁks or the hyphen. Gfevisse ig clearly =~ - . .-

-mistaken when he ways that" the semicoloﬂ and exclamation mark wére not

e , . 1ntroduced until the seyenteenth century as both ‘are ‘uged’ exten%&velx

.. . ‘ . . ./
i - . in the Mgrguerites.zsa Thé usage correspondsfto modern usage in most
i . . S '
' .257_ SR SR o I
‘o, See Margaﬁrites, I, 108, 109.forexample. - ¥
Lo 8Op. cit.; p. 1111, Marguerite id not’ use punctua;ion in -
o , -+ her letters. See e.g. facgimile letter in e Roux de Lincy et
3 ) . Montaiglon op. cit.,'IV, 187 and 11lustyatin.’ The,punctuatlon. )
i . of the Marguerites, usually the: work of the rinter; here seems’ to

| 3 . . - have been done-with great attentidn to meahing, ;ﬂdicafing ‘close,
Co S infotmed readlng by someone ., .

. .
* .
LI . % A n/ B .
. . . ) . . -~ . . -

. . . - . . P . L s !
- . . - . : . .
¢ v ° . . .

/"""”‘,:’ ~. t ‘ J N Cd "‘, "~...£. 1
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S A 1
respects except that of the colon and sehicolon which are often used

-~

where one would today ekpect to.find a period.” Within the context of

4

contemporarvksixteEnth century,language, this would not have been
'Y .
B []

striking, however,&u;it was a\dommon occurrence. S

" L]
.Y

Despite the fact that the punctuation ihdicates a significant

- e .

pxeoccupation with rime and stanza Marguerite was ngt the slave of

these: conditions and at‘ttmes varies hér usage effectively. Some

.

-

sentences, less than a4 line in length are effective because the curtness

of the nessage is conveyed by'that of the'sentence: "Qui Se;peult

donc ioindre a ce Iout parfait”[Chose qui soit."259

¢

The negative
response isg reinforced by the ShOftRESS of the sentence without regard

@

to’ the length of: the line of poetry While this device occurs

/‘

. affectively primarily in conjunction with question, and ‘sometimes

. /Jk
exclamations, (rhetoricai devises‘mentioned above) 260 it does.
2 * y .

r

'aopeap elsewhere, particularly?in the "Coinplainte_i'261 where the free-

dom from the constraints of ‘line and rime is particularly striking.

-

In this poem especially, the device .appears to indicate a fundagad%al

*

-dis!egard fOr such constraints rather than a desire to underscore

. the’ meaning of lines~thus interrupted. _ - L

‘'The short sentence is used particularly,effectively when, freed

from considerations of stanza, it occurs in-conjunction with a longer

L] , . _' ‘ N ‘

_2§9§érguerites, 1, 104. . S . ; ; o
26040q aboVe"p 35 =
261

See Marguerites, I 465, "Car 11 est tien,_c est hose seure.

ht s1;""p.~456 "Autant perdu. Car céluy‘. . ;“,“ P 453 "N avoit pas

tort. Car quand .- . W
' t4

g L ’ ° 4 B
i s, . N . "

4.
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sentence, The terseness of thae sentence "Le Roy l'ha fait",_%'2 follow~

. y
ifg as it Yoes a longer sentence describing the hardest duty of a

Chrigksan, to love his enemy, emphasizes the absolute lack of hesita-

. -

tion on the king's part in folloding this duty. The very short, one

1ind"senfence 1s alsogused as an ejaculatory prayer: 'Rendz donc
‘ ~

263

en luy ton chef d'oeuvre pg;fait", while the slightly longer two

line sentence frequently is used as an aphorism, the compact sentence

reflecting aAcompacfed and simplified thought or sententia: \;Car

"bien souuent esé>l§ gaing .d'un combat/De perte plein, que la ioye

r'abbat.”264' -
] g .
Shert sentences, rhetorical questions, exclamation, interjection,
) ) L) b | N }
B ’ li .‘
parenthesis and quotation of direct speech26? are all means:of breaking

'

. . » - P

intd a series of usuain lengtﬁy assertive sentenceé; catching the.
, > .
reader by surpriéé and- thus gaining a measure of control over him.

They are all effébtive devices ,and,against the'background of ‘the

'normal’' assertive sentence; give relief to what might otherwise be )
. ' . Ly
long and tedious developmemts, particularly in tﬁecionger poems. Thus ' :

they function as écacrts, although quite conventional. Ewven these
y 1S grarts, gh q nvel

'normal' sentences, ﬁgy%yer, can be made to appgal to the reader by

) v

. an ordered arrangemenp.bf-units building up an appreciable rhythm. *

. ‘ ‘

The mean sentence length in the non-stanzaic poems is four ¥ines.

“

2821044, 11, 51

263 S

-

Ibid.y p. $&.

“Ibid., p. 59. o .

26

265

Mentioned aqug?p. 36 ,"tn connection with rhetorical devices.?
s . &

) »

’

.
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lience any sentence lasting for more than ten lines can be described

. as ﬁnusually long. Such long sentences are well structured, containing

~
N s

coordinating, subordinating and parallel phrases and clauses:

Pour obeir & DIEV le Tout puissant,
Pour estre a toy, IESUS, obeissant,

. Et 3 ta mdre et 3 tous Saintz et Saintes,-
Par ton esprit, dont le feu mon coeur sent,
A toy le viens; clerement congnoissant, - ' o
Qu'i} fault oster touted doutes et craintes, .

¢ Pour embrasser ton corps, ou sont esteintes o -
Par ta vertu,\gpoz imperfections; - M
Et dedans luy, qui .cohuie maintz et maintes

— . ’_.loyeusément souffrir ses passions. 266

&

~ [ . .
The structure of this long sentence reflects its meaning. The majn

LJ

clause is very short and conveys the essential meaning of the whole

-
sentence: *'a toy le yiens". Grouped around this assertion are all
. s , ‘ I

the reasons and conditions for coming, preceded by thefgfternal rea-
son A''obeir") and followed by the conditions, the soul-mist undergo
’ ("oster toutes doutes" and "souffrir"), That all these factors are ’

present to the soul at one time is structurdally expressed by the

/pentral location of the main ¢lause.’ The balance of the -sentemce

consists of six .adverb phrases, three.relative clad®es, and two  *

3 -
-~

. C Y ‘ . .
subordinate.clauseg. Thd two subordinate clauses are coordinated - ',
- \J

' .
ote with the other and] subordinate to the present participle’ "congnois-.

© . , . . .
sant’.” The length s clearly under control here as.elsewhere in her s

.
’

- 67 R
long sentences. Even ih those sentences where she declares her -

LY

ineptitude dn exﬁrevg Jher praise of God, she i)resents" well prganized

- 1 * N
. ' v . - ‘4
.

S o " : / - ’
26§ Marguerites, I, 132, . B - o e -
. 26 7See for example 1b1d., I, 19, 23, 42-43; 45-ts, "84-85, 105
' and others. , - . . "

<' . ) - ' LN
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sentences? P B - . . )

|
.

'In addition t$.being well organiged‘é§ntactically, long sentences

-

. aa o : .
e are QFequentlyuarrFﬁged‘so that they are rhythmically effec;lye, ,

-7

A r
-

Periodic construcaionjis not common in the longer sentences, but »

repeat®d structures.are: " L . eoe 0
. i : .
) ) !\ . .

N (
) . L' homme»est par Foy fait filz du Createur:
! . L'8omme| est par Foy iuste, saint, bienfaiteur,

) Yoo . L'homme est par Foy remis en ipnocence
. v - L"homme .est par Foy, Roy en Chrism regﬂateur T _ .
L Par Foy avors 1'Esprit Consolateur o . o R
s - ‘ © Vniz au Pefe, et au Mediateur L 269 ) ™
, . Par FOY Vay CHRIST, et tout*en affluence .
. }
LY -This sentence coptains repeated structures: "L'homme est par Foy",
- - . . i .
et - wards ”?of”, anf concepts ”Roy", ”reghateur", as well as‘enumerations - N
: "ifuste, saint, bienfaiteur— and an emphatic accumulation of aspects R
. . ’/_ . < ? R .
of the Trinity; The dignity of the suhject maﬁf%r is thui'pffectively .
iy f L0
%lntained 1n ‘this lqu but very rhymmical sentence. . P -
> On the o her hand, if the subject matter calls for a less oratorical .
. .style, Margue A‘l ds equally in control of the sort of sentence struc— ‘ .

»

1° ture whid} gives the effect of rambling COpversatipn, " Such sentences -
P i ’/}/ﬁa;e loosely coknected Eompound complex stfﬂ‘tureé; sﬁowfﬁg little

. N . ' . -> A i '
attempt to'iqfla;e\through the use’ of emphatic)-repeated or. balanced

. . .
N -

' [
RN o l‘,

- ‘ . elements: : I . . v
. - L .. . - . /- o
v o - . i /f*
) ‘ . N'en doutez point: ‘‘mais entendez qu autahnf ' Ty . .
‘ : . : . Que mon coeur feut, vous lalssant malcontent '

- ’ ‘Autant aura de ioye, et de plaisfr -,
. . A vous~iggoir, et -compger d loisir. - A : o

I3
“

- ; ’_,;,. v, " } ° - . . '-.’-" ” ’ )
' : 268 W
' . See Ibid , I, 108, 138, 145 and others. . .
L gl ] n -
", .

’ . 2691bid.,¢p. 74. -

<
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Le bien, le mal, que ie pourray entendre,

En vous priant ne failre pas atten@re

A voz amys longuemept des nouuelles,

Que ie requiers 3 Dieu nous domner.telles,
Que de bon coeur luy demandons en foy,

Et nous 1‘'aurons'dens trdi; iours, "ie 1e’gtoy
"Et vous verrons en santé sy parfaite, .
Que naus dirons, le Medecim a faite

La cure ainsi, comme il nous .aveit gi&

Pensez vn peu s'1l aura bon credit

4 .
. \

This selection contains “six 'coordinating conjunctions and six
S‘ t N .

subordinating conjunctions. The Queen's mind moves from the thought

) ° 14 €
of“her sadness in feaving her husband, to the joy of seeidékhim
r‘.' : ! \-/\ .
‘again to‘ihat of heaxing from him, to speculation of what the news

1

:*\ might be¥ Occurring in a 1etter the‘effect ig’to allow the reader
to gpproach as,closely as pOSsible the thought of .the writer, thus
achieving an intimate relatlonship suitable ‘to the particular genre.

In. this’ chapter we have outlined the basic elements of

T ' s T )
Marguerite's style, phonological,‘rhetorical and syntactic. In

almost every respect, we have noted that Marguerite's idiolect falls -
" - . LI ¥ . '

within the bounds of the laqéuagé and poetic norms of the perio&”
N .
Creabioq of poetic effect clearly does not mean, to Marguerite at
¢ . .
least, - the b%eaking or bending of 'rules', of poetic and grammar, -,

®

Nor ddes it mean a search for the-unexpected expression. Variety
'éh

<

in expgésaiOn does gccur, but it serves to avoid _monotony ‘rather

-

" ,
than to surprise the reader.: Her style is made up of conventional

\ unitst Shonuloéical .graﬁmatical and rhetorical‘ it is in the effec-
ah 4&
tive and au/yopriate arrangement of these elements that the poems

achiebe distinctive artistic 8UCCéB5.. Marguerite chooses and arranges,

-

L]

'2701bid., "Epistre au ?oy de Navarre", p. 74.
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’ v . . 8 '{ »
- . K L - " 2 )
Ll . -

“she does not innovate: Style as-choice and .arrangement is the sense
® . ~ - ' T

in which Sebi}let understood fhp te;m. .in hiS'chapte; "D& style .

du Poete:  du chois et prdre dés‘Vocables,.appeiyé-en Létin:‘g;ocg—,,

tion"27l he writes of thé importane of following the exaﬁplé ;f Greek,
o , Latin, Igalian.and Frentch .poets in the apt sglection of ;ords."The‘ ‘

1 4

X . . . . 4 7 g
importance of choosing was ,stated even more emphatically by Peletier,272A

who although writing after Marguerite's death, was associated with’ - .

her in her literary c:irclezz3 ané;%oulé'scatcely have failed to .

L} -
A

discuss his ideas on poetry with\her. This view of style was as

"
.

valid in its day as one which ca£T§ for endless ipnovation might

be today, and in the long vieQ, equally worthy of the true poet. \\;4

- . . ‘ N N A
* Consistent with this notio® of *style, Marguerite favours certain .

4

-deyicés, whilelignoring coﬁplqtely othérs.cﬁxre‘t and available to

her ‘in the penio& norm, Ong has only to consult Fabri-to establiéh T

-

.. A .
.the types of rime and stanza which are.not presen?, Sonnino to
n :

Ny
[ S

, . [ <7
establish that many of the available ‘rhetorjcal figures are'ndt(

ds?d. In this chapﬁer wé‘hdﬁé chong }o concenfrate on what.seems .
to us to.betﬂgr favoured and’mosf éhﬁr;gneristic~cho;cgs. : ) . ’: &

‘ Didactic devices, Whgéher é;;tacfical or rhetégicq}~nred§mfnaté.
. -Reéetitivg a?a emphﬁtip figures are'?sed along;ide bolit;vaéersua4

-

‘. sive syntax. The'Queen does not rant, father she implies thatfsalva— -
tion is more desirable. Rather than being told directly that he must

" *1 behave in a certain way, the reader is drawn fo the desired position
\ : . . e ! ,
A . . ' —

- 2 ¢ ) .
'Y ; . 27lSebille;, op. cit., pph'29—§3. ’ .o I v e
27%Peletier, op. cit., pp..36;41. ., :

273

Phtte;sbn, op. cit., p, 398.

- - . N
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indirectly by example, whether- confessional as in the reflective boems,

B
y oo %

or through the rarrated experienced of a third person for instance, | -
. . <
“as we shall see in succeeding'chapters which deal with four types of

-

poetry. The double imperatives of plaire and instruire underly the

choice_made'%ﬁ the level of the Queen's - norm. The Marguerites are
N , o . ‘ ¢ .

intendéd to please a varied audfence and to teach it lessons,
-particularly about religion ‘and love, but also about politics. ‘ v

. . Whilc at least one of these :ypes, the epiqtolary, is also
. . .
a genre, the others contain & variet§\pfngenrcs; Each type group is’
united by a fundamentally common structure which is expressed in
J

different emphasés in the choice and arrangement of linguistit and

stylistic devices. As Le Hir has saids Concerning other types:

'

¥

Journal, récit;, monologue intérieur, dlalogue c ey, ' .
Y . . ~ autant de formes différentes mais qu'on doit sentir
o appropriees & un dessein particulier. Le choix de ‘1'une |
.ou de l'autre de-ces fprmules, leur combinaison presque
toujoups . . . €xprime §4un .choix décisif sur 1ao
structure de 1' oeuvre. : . .

4

3 - -
-

Y The s;rﬁcture of the reflective poems.ié ioose and cyélibal; the
developmént of the subject doesonqt move from a beginning in one place,

“to an end in -another. From.a formal standpoint, the structure is

-

flexible, showing no emphasis on stanzaic divisions Qg.liﬁited length. /&

{

ve poems are simflarly lacking formal stanzaic strdcture,

*

The narra

.but must mee he demands of linear development in the suybject matter.,
‘ . . e . ‘ .
. .~ . The episto}ary,genre involves a relativeLi fixed.form, involving a
e b S . . . ~
: ' certain chpice and level of subjeéct matter and language governed'by

Pl . .

K ' . éEipp. cit., p. 195. "
* A’ . - h “
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the conventions of* the period.275 The lyricalupoems‘are> unlike the

- ’

>/ _groups mentioned above, divided formally into stanzas and are limited

i‘nhlength.iike the reflective poems, they are sometimes structured
= s L]

. to develop a central idea, net necessarily, however, in a logicél or

.

N linear fashionﬂ ,Elsewhere, they resemble the narratives, ﬁaving a

. ‘ R .
/ i short episade as, their core, In the next four chapters we_shall N

attempt to show that each of these four typgs of poetry, while sharing

e

the devices characteristic of Margﬁerite's nofﬁ, arg,disting}ished’by

- [
i .

different em'pl'ss and groupings of selected devices.
/

e -

-
&

4
. , ® . : [ .

P

, ' ¢
® ']
D
- - M s - ) &
\»’ » - . [
A ) *
, ' ’ s
- S S ‘
- . - » ' ’
'.' " !
bl .
¢ - - ’
_ . " ' ° t . o
, _S" - . e . s -
o 2754 ‘ ' ' | ‘
' ~+"See Sebillet,dop. cit/), pp.-153-154. L
. A > v
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, . ... CHAPTER IIT Coel '
. 3 o . R ‘ T P : - . . =4
THE REFLECTIVE® POEMS . '.
- : . -

- « ‘.

The poems- dealt with in this thapter ‘“Le Miroir de 1'ane
. %
pécheresse , the "Digcord-estant en 1' homme par {a conbrariete del, 3

» -

1 esPrit & de la ch;\r, & pailx par vie spirituelle", the "Oraison de

N L3
1'ame fidele a2 son seigneur Dieu", the "Oraison i nostre seigneur

' \ .

~

Jesus-Christ“, the “Complainte pour un détenu prisonnier » "'L'Umbre"
- and "La Mort eg'ressurection a' Amour are, despite their varied subject

——

/
matter, reflectiwé mon logues on gnneral and partica&ar‘problems of

human existence and hum;h nature 1 The first four, fundamentally
§

religious in subject,-a#% meditations of a sort, and although nct 80
e

,

in the strict and discfplined sense of for instance the meditations of

Saint Peter of Alcantara (1499—1562) or ‘Saint Ignatius Lojola (1491~
1556), they do reflect a similar desire to direct thg.thought to .
siécific spiritual questions Z, The Complainte, while approaching

the "épitre" in its form, is not strictly epeaking a letter, but .

-

‘ "»IApproximate datee of composition have been attributed to these
- seveép poems by Jodrda in Mirguerite d'Angouléme, pp. 1099-1128. The
\'Discord" and the "0JC" would. be earlier than 1525, the "Miroir", and
he "OAF'" composed' between 1527.and 1531, the "Complainte" in 1536,
the "Upbre" and the "Mort" in about 1544. Clear evidence is lacking .o

" 4n every case, ‘but the dates of publication impose a 1imit of 1531

. -on three :of the religious poems, - 1546 fqr the two love poems and . .
. 1547 for the "OAF'" and the "Complainte’. ' Jourda's grouping of tHese e
religioua poens is suppofted by the evidence of eir style. Simtilar
devices, top,are used-in- the three secular poems, {hough, as ve .

.shall see, not to a similar extent. The "“Complainte" and the ”Hort"

. are in. this, xéspect aonewhat exceptional, as our atyristic study will
show

- "- -

zrbid., p- 376 ‘calls them "n‘ditations pieuses” and on the same
page "pri!te:", but admits "'d'évidentes intentions di&,ctiques"

.. . . 8s.
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rather an expresslon of the thoughtsg ana feelings brought -ox" by the -

¥

¢unpleasant cirdumstances Jf the prisoner. The fact thdt tgg,speakér

is not Marguerite should not detér us from classifying it- among the g

meditative monologues, ag it is just that.3 The Jlast two are veflec—

tions on two aspects of ?eo—Platonic love, “_the extreme closeness pf

the lover to the beloved and the idealized love which follows the
'death' of physical attraction.b v ‘ b
) : - ’ [ ) A . .

The only one of the above mentioned poems that corresponds to -

the ggnres defined by Sebillet ‘and Fabri is the "Complainte". This

-

penre was practised fairly widely, as Sebillet points=oht? but was

»

not as rigidly gefined both from the points of view of the subject and

o

.the *form:’ "Poume entre tant d'espéces et formes diverses, te.reste

&

s€ulement a c«choisir celle que td‘verras plus propre 3:la matifre
o] - «

déglorable."6. The Queen uses the riming‘couplet—and ten syllable

line, as recommended by Sebillet. Thé "Mort" might be described
) . - .
as an dlegy, alphoqgﬁ Sebillet's.description of this genre does not -
S B L]
allow for alexandrin lines nor could Marguerite's "Mort" be described

as "triste et,flebile".7'thfle disfegarding any'normative constraints

» as far as genre is ébncérned, Marguerite does adhere te acceptable-

o - s o - -
5 -

3Ib1d., p. 411. ". . . une longue priére . . .", P. 413 "c' est
une plaidoirie ou les réssources de la rhétorique, les(artifices de
1'école deviennent sinc@res: les procédés de style destinés 3 lui
donner le ton oratoire ne sont plus,des procédés, mais 1' expression 2
naturelle des emotions qui animent la poétesgse." -

} .
-Ih%, p. 527. Jourda calls these "two ljespectively 'une dissex‘ta—

tion qui essenciee" And a "poéme"

s E
Sebillet, op. c}t.,'pp. 178-179.

Srbid., p. 179. | w

+
°

"1big:, p. 155.

-




line and rime types. All f&”ghg poems use,thé‘ten syllable line except

. . . . CL..
;" "o, .
N _ the "Mort”. - Although three of Ehe lgpger poems are ;ompOSedTig\\j\,_

n‘.‘ "'. .
stanzaic form, the stanzas afe not printed separately and are quite

o

I

= ' \\\?ﬁg \thus giving the visual. and auditive effect of a continuous
¢ <
“ unhit rather than a broken stanzaic effect. The "'Discord" 1s the

e . o’
only one in which the reader is conscious of the separSmess. of

the stanza. In this‘poem' tife stanzas consist of seven lines; rela- ° °-
. - : w — R . ¢
. S a . 4
. tively short but acceptable according to the period“norm. The 1

. 4 © . . .
L “ .

) intertupiigg effect of'stanzas is attenuated, however, by the return
from one stanza to the next to the central subject.. It.is a poem
. R . - i 3 . . 9
very tightly organized around the theme announced in the title. 1In - -
& Y B \

its reflections on the conflicfiﬁg‘urges‘bf spirit and,bcﬂ§, the .

mind is not éermitted the digressions'we find in the other rkflective

.

- /////fpoems, particularly in.the long ¢nes. ) ‘ K

° o

. t, ¢ s "
This lack of rigid organization (with the exceptién of the "Discord”,

-

. where there is structure.comppgbd of.repetition of the subjecf) s

-

characterdstic of thg;:eflective poems which are ranging, loosely

organized in the sense that they lack the clear linear develqpment of | .

e

the narrative and epistolaryupoems. aRather they tend to circle around
Y A e = J

. one subject departing from it, ftom time to time in’ digression&, but

(i always returming-to the céntral thought. The cogtinuous riming coup-

)

let, or long, joined stanzas are in barmohy'with this fype.of éubjec;

) « development.

~ » Syntactically, the refiective poems/@o not differ sigﬁificantl&- . .
from the other types insofar as the def ite and Aindefinite articles,

and the demonstrative adjective-are con rned. The posséssive T

adjective 13 used slightly more frequeﬂtly than ‘the average i the 2




89 _
poetry as a.whol*e._8 While .there is a relationship between the length

~

. &
of the poem and the number of possessives used (the three shortest °
rePlective poems averaged slightly lower than the others), length

-

is not apparently the conclusive factor, as the narrative poems, the

_longest we étGdied, showed a lower o6verall average. -The poeg as -

] N -

‘reflectian or meditation seems to exhibit a gredter~degvee of |

telationsifip; things are seen as they relate one.to'another, and to

the author: This would indicate both a more anélytical style and :
at the same time a situation being described in which relationships .
are important. In the reflective pfoems, an abundanﬁs of possessive

°

adjectives'series to underline the difference between Ma}guerite'é

&

qualiiies and those -of G&#-or of hefglovgr, particularly in the longer

poems'which permit such developments: ¢

.

De voz graces, de vostre Charité,
De tant' de biens, que ie n'ay merité
Le grand‘mercy vous' rendre est impossible

v S
. . . . -

Si est-il tel que mon infirmite
. Le mercier treuue incdomprehensible:
Contentez vous de nostre humilité.?
.

Tﬁis*passage deal# with the unmérited°redemption of man by Christ |

(a frequently recurring theme) The'contrast between the generous

7

virtues of God and the incapacity of "Ye" are stressed in the abovef{)
saverage number‘of possessive adjectives. .In addition the interplay '

-
i

- 8The overall -average, in a sampling of 48 pages was 7 possessive
adjectives per page. In the reflective poems it was used 8 times per
page. . ’ -

Maiguerites, I,°"0JC", p. 139.
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- L .. ‘ ‘} > ‘ ) -Q ' .
between fir;t person singnlar and plural forms draws the reader' into

v ’ L , : s .
: the relationship Margyerite is describing. The readex too, has little

. . - . [y Y
. merit and must humbly wait on salvatéon by Christ. This so::‘:;'E“f\
‘_” - / ' : R - ’

. A T J
subtle action on 1he\feader 1s#very characteristic of" the !grguerites.

=

) 1 . . ;
. The “characterizers 6f the reflective poems are }argely.those we

have already discussed as belonging to3the Queen's norm. The longer - -

~

reffective poems contain moré longer, latinate adjgctives than do * b
a ’ ’ ’ ) C

the shorter onés. Like the long, latidate adverbs, such wo:dé tend 7

- * ' b
to ‘appear at the end of the line in the riming pos@tionf.

»

% : g

~ - - -

©
- a

Mais rien ne voit i ceste voix semblable. . "
Car de la peau tant digneé et admirable
De ton cher filz, 1'a sy bien reuestu

- - L3
Ta sapience et bonté secourablelo‘ -

° . . °
»

Thé'simpler, Yess resenant édjéltiygs rarely are found at the rime.

Such words as cher, bon were not ‘capable of conveying the effect of

N

- grandiose impressiveness wh th“Mérguerite chose to attain in her longey
- i < ’ i .,

refkective boems, Thus the fact that ghey ;arely occur in the
- I o .Wo A’ 3 « [y )
stressed riming positidn indicates a delibewmate styfistic choice,

-

here pfobably for the purpose of supporting a dignified stylistic
. level suitable for such serious subjects. Situating such words at

i @ . ' : . < )
" the rimes gives a distinctly resonant tone to the poem, while the

o

o > additional inclusion of leéss impressive charaéteriggré;in-unsttesséd
> . - o _ - - ’ e ’ ' -
positions indicates both the né}mal,:ungtrained level of Marguerite's

-y . laﬁguage and also, perhaps a desire on the part of the éuthor not to

4 .

N overwhelm her reader. The "Complainté" is, in this respéct, linguis-

-

101454, "0AF’, p. 82. . .
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4

. ’ ® - . e

never appear as purely riming appendages, but ‘are usually integrated
E 3 . . . ]

: into the hody of tﬁe line as a whole

HL Minerve'aussi qui’ toutes de leurs. graces :
. -Humainement ,sans-delay me Teceurent,
Et dé leurs biens abondamment me peurent
. : Ou ie trouuay la royale semence}1 .:r

LT 3

Y

The mixed-style resulting from a mixture of simple and latinate , ..

'sustained high style. S e s

TN

certaiply give ample space for sueh words. Compared with the average'

-~

characterizersxis certainly mo¥e approachable th%p would 'have; been a

« e

»

-.  The reflectiﬂe poems do not, howeVer _contain a high proportion

of charaeterrzers, particularly considering their length which would

of 147 characterizers in the narrative and epistolary poemis, the
-

IO7 we fbund in our sampling is significantly lower ‘This rejlects,

[N

- no doubt, the less dese;}ptiVe nature of these poems which are

rather more analytical, concerning themselves with relationships

° i

This analytical quality is further underlined through the -

- ¢

greater variefy of verbal forms used No other group exhibits as

extengive use of a varfety of moods and- tenses as. does the reflective‘

. one, As we have already seen,12 such usage conveys-temporal and -

hence sequential layers not otherwiee iﬁdicated " Marguerite uses °

the passiVe voice morg often in these poems than in the narrative .

o ¢

or epistolary poems, underlining the paasive nature of the cbntemplating

&

Ly e, ﬁCOmplain;e“.'p. 454,
12

See' above, Chapter II, pp. 60-61. L K

0 *

. ticallylsomewhat differedt from' the other poems. . Characterizers almost‘

0




—

- . | ) ﬁ'-;. '
poet. In these poems payticularly, wjtere {she 1s dealing with the °

Y
s

powerful gesition dstoq ahq Amourfrelative to the‘weakjppsdtipn'of,
man, the passive is used to express subseﬂvéence, weakness or sub- .
‘ o N . . » / -

~ ¢ mgission: , o S . ' ’ J
. ' N . R o i S
L ] . '
. x . © . ) §
!
’

v r . < ‘
. Les huyz de fer, pontsaleulz & barriere- ~
Ou suis serré, me tjiennent bien rriere K _ -
De mes pxochains, freres, soeurs 4 Smys. 13 °
, 9 * Mais toutefols quelque' part que sois mys, . . . °, ,
s , ) : /
i #» . a . . . i . ‘ . ~[ -
~ or: Quand de mon Rien en tous Qiéns suis. fondue: , -
" ‘ Et si {e suls de leurs yeux diuertie’, - . o
. Poq; en mon Tout toute estre conuertie, 14 ~ !
' : Ce m'est plaisir d'estre Rien estimée . . .°° N
. . . . . 0 . v
’ T *
‘ L] o 4 ) ’ Py . 2 ) C
In ‘the first case the prisoner is expressing his 1mpotence to help o /
- himself because of the passive,situation tnto which he has been forced
by secular power; 1n the second the shadow is passive, subservient f /C
- /« . .
\ but by choice. The latter is a parqécularly interesting example, -" f
i " ® . . B} /

because the.passive is used rarely in the "Umbre" and, in the example

. . . B .o i

, glven, the idea’that the role may be forced on tk¢ 'shadow' 1s
. - “'4/’1, . o ] N .
. countered in?the last line of the q:!!atign in the word "plaisir¥.

Elsewhere, in this ‘poem, Marguerite uses active verbs to'describe - .
. . ) _ 8
* the role of the 'shadow' and the effect 1s tg suggest that the

passive, self—effacins'tole of_thelshaﬁow~is actively sought:. -

Qu'en tous les lieux ou 11 va i€ le suyé. Q
Sans moy 11 n‘est ‘% sans luy 1e ne suis.
. §'il va fe vois ... .13 R '

. . . R 13Har§uerites, L, "Complainte”, p. 445.
- - 1“151&.!, ‘11, "vmbre" s p. 325. . - .

- . : ’ ISIbidl’ pu 32["




il ddafidinn . o an oS AN
.

. i .
Tant suis 3 luy qu'ou 11 vg_ie 1 ensuis 16.
/ Mais quand'iﬂ vient & moy tousiours lg fuis "

S'il s en eslbngne, lors #e poursuis ma queste.¥?.4 -
, 'U - "

he refult is a much mo%g subtle delineation of'thelrelétionship between
- . - L]

fundgmental conceit of fhe shadow, a suBtlety obtained through effec-

| N
[

choice pof verbs.

. e o oL 3
The reflective poems are additionally- charaeterized by verbs

N BN

ressive not of action whether given.of-received, but of state, and

i
o

H“

particularly the verb. étre' Unlike the spontaneous and unpremedi-

ated effect of the lyricé; or ‘the series pf.events of the narratives,
hese poeﬁs'Qs?d to meditate on states: the relatjonships of the soul
. < . “ . .

fand God, of the gpirit and the flesh in d@n;‘of-the lover and the o

N

i . . L . . . .
“loved one,*and the state of the prisoner. They attempt rather more -

.
e

to andlyse Liow things are, than to describe héw they are progressing:

N [y

-

car si amour est ‘au coeur,’ satfs mencir

11 ne sgauroit autre chose sentir

Sy grand' elle'est, qu e11e tient tout le lieu

Tout met dehors, tien n'y soqffre que DIEV. ¢
A . 18

Ou est amour vraye et viue, sans feinte .

' -
. .
- AN e .

It is in the choice of verb tenses particularly that we' find ¢
features which distinguiahdthe reflective from the other grvups and

"similarly ‘it is here thg;_we distinguish between those reflective

-

16'“I'bicl. )

17

. 2". v o ,
Ibid., p. 325. % .o -
. . "

181444, 1, sS. - S A



poems ‘which evoke an image without attempting a very profound analysis

of it and those which try to, probe deeper. The ref;ective poems,

.espec;ally the religiOus meditations,COntain a wide range of .tenses
- ) N . . . . . . . .+

+ . and moods, }ndicating a -desire to eiﬂress the time structure of
thought as well ag, the facts in-isolat.ion.%9 “The shorter reflective

poems;do not ‘attempt stich in-depth analysis and tend to uge the

N L

presént tense more freduentiy-than do the longer nnes,calthqugh-the

¢

o “ desire for analysis is still oresent in these poems. -
. fhe preeentntenee is nsed acéording to-Mhrguerite‘s.normai P
.'nsage.zo Partieularzto this group is the geérpning of each poem whieh
- - -, L .
involves—extensive u;e of the present tense, the first §tep in the
[ - . I

reflection (or meditation) being a callingeto Wind of etérnal or

. ever—preeent,facts and eituations. The "Mort" is somewhat exceptional,
d . o . ~
. although the frame,’'l'ay veu . . . Or les voye" does use the past

tenge to place the presentzcbndttion 1n ;ven_greater reltef.  In

the body of these reflective poems, ‘the’ present is used gomewhat more

-

frequently than other tenses, but not nearly as often as in the lyric

T W

. A - -
pap gtvpospe I!:iinstance which are temporally more static.'
: oty
% |
« o, .cAs we‘have noted past tenSes are used with particular effec—

.

tiveness. in this grOup 24' The most freqyently uged past tense in  °

J-{‘ . ' this group of poems 1s, not surprisingly, the past indefinite. The

&

. past 1ndef1n1te expreases the mqnologue type of discourse as weil aaj

. N e - T e . .

. .. 19 “ e P S SN S !
i Le Hir, op,_cit., p. 61. * .

-~ . »
. Eal .. ) '
2O!‘;e'e above, Chapter Ii, PP. 62>53.'

[ o : .ZISee above, <Chapter II, p. 66.




y

"> Here -the prisoﬁer, meditating on his sufferings, calls to mind a

'.
[ &

: R I N \\. s
. o o 950 .
- : H . . .,
referring to-single past events im a-generally non-narrative.setting..
. S ; TR

The’impeﬁfect~agd'pégt'defiqifé also éppear, but not nearly as-

fquﬁently, and the compbund égst tenség occur when it is nece;sary
. to make cleaf thg temporal relationship bet;een various past

occprfenceé. There are infreqheng AQVL;tions ¥nto narrative and

.

it is genérqlly in such récits that we find the past definite.

The "Complainte",-combfning as At "does reflective and natrative
. B <]
elements, gives more examples of this tense than dogs any -other of
the poems: ) ) o e
. ‘ pRET
° . ‘ ! . . ‘-\’“

S¢ails tu pourquoy ‘il te tira de France,
= Ou tu viuois en repos sans souffrance?
. Scais tu pourquoy icy 11 t'enpoya,22
Quand poureté sy loing te cbnuoya?

‘spécific event in the pasf: his exile from France to "y,

1
. . . \
apparently. the site of the prison. Other examples are to be found\‘

occasiShally’ where,because. of their rarity, they call attention .

. to the detached .and once only nature of the action: .
. s

Tonserviteur, qui des fois 1lusqu'3d trois’
Te renya, & puissant Roy des Roys, ' 23
L'as tu chassé hors de-toy, par main forte?

The reference here to St. Peter's denial of Christ 'renya" 1s just
such a series of detached past events. The extrémely generous

. . »
forgiveness of God is emphasized both by the use of the tenge and

. 3

2lMarguerites, 1, 455-456; . .
23 o

Ibid., JOAF', p. 121. - ‘ B
Y. _,.//0" . . ) . -

LY
- - - ¢

- . o
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by {ts eﬁphatic position at the beginning of the line. Simiiarly, o c

~ v,

the 1mperfect ;;nse occasionally occurs émphalfcallyuto‘underliné"the. ;:2},

. obstinacy of the soul ‘in wrong-doing,24 a‘jﬁnugh the present tenge

is much more commonly -used for this purpose., The imperfect also

v

appears when a descriptive element breaks into thé.megitation. The

“Mort", in whigh the accent on description is particﬂlaplyuapprﬁpriaqe,
- T ~ ! .
coﬁiémplates the physical disfigurement brqught bn;by age-and here
& . . a ‘ o . ) . .

) the imperfect conveys-an addit£9n81 nuance of .regret and nog‘talgiavz5

-
¢ .
<

.. ’ 1'ay veu-les petis pieds, beaux, legers et penibles, * \\
- Faisans pour leur Seigneur choses tant impossibles @
Que roues de son char tant triomphant estadent, 6 .B
Ce .. Qui en danses, tournois, et plaisirs le portoient,

o b .

Such relatively rare uséges:axé.all the more striking foistheir
infrequency. ’ ’ . . LT e
o>

While the future tense does not ‘occur often in a true sense,

‘ ’ . "

still we find it more frequently in the reflective poems than in any - R

H

\

other group except the epistolarf poems. when Marguerite allows her -

»

° " mind to -wander into the hypbthetical future, she sometimes avoids the
R i * ' o
- ’ conditional (although her projections are dependent on c¢onditions) . ‘-

' and‘expresges the future eveht in the future Jndicative.. The effect

is vivid and unusué;:

e

Lors ie suis seur que chacun larmoyra
Sur mon malheur, puis apres s'esmoyra
Comment a peu ainsi m'estre contraire
Celle envers qui le Seigneur m'a fait faire

.
’ . >

N e 24

.

See @bove, Chapter II, pp. 64-65.

ZSLn Hir, op. cit., p. 58. . - R

26Mnrguari;es, i;,'"Moft", p. 329. : c




) . T
. . ”, - ’
~ . . » .
. . . . \\
- . v
. . . -~ L5 04 97
oo B
A

[ L]
’ " . L [}
. o -\ : : ' °
°® * - De son salut 1'amyable message. _ e
. Comment auséi m'a fermé son cddrage
Celle chez qui fe” feuz le laboureur : e
De 1'Eternel, Dira 1'un, Quel erreur y
. D «
A iamais peu ce poure homnfe commettre?: \. ¢
- : . -
° s v ‘. i [l

‘ L .
v °
.

In this péssagv the future, combined with the antixhésfé {n the

first "two lines,  the "repetition of !'comment", the {mages of messénger

and worker, and the sermocinatio of the last line draw tlte, attention °
‘ ) . : T -

of the red¥er to the impossibility of an unfavourable outcome. The

reader mugt.loog to the futuré and choose, all the whfle guided by < ° o

. c . - [
Marguérite:s rhetoric ir’ the way that-'he should go.
, Co . o
The reflegtive-poeﬁé are Interspersed with short ejaculatoxy

prayéts as well as longer, organized exhortations and it is at thesé

1
e [} - s

junctures: that the subjunctive and imperative moods occur most often.

~ . °

It is interesting to note that those meditative poems entitTed

N .

"Oraison" actually do present a slightly greater frequency of sub-
‘e v : 3 ‘ . o . X .

¢ < -
junctives. That this 1s slight can be attyibuted to the fact that

’
o

the: fundamental meditation and prayer structure is common to all,

[ . . ) ,
despite surface variations. The subjunctive is used to maintain‘a
< correct, non-presumptuous attitude of respect towards the deity,
JRR . . e . : .

although most prayers, .as*well as invocations addressed to Amour e
Y : : . ) : ’ - B

Ql
- : Do .

s a

for exampie are.phrgsed in the less heé@gant imperative:
* Mourez donques Amour,‘gqis qye'ne'pouez vivre,

., . En eellé qui de vous par Amoyr est deliure, -

. ¢ Donnez lieu & 1'Amour de saine affection,

i‘ - Qui, prend de.ngt;e mort sga generation: ¢ A o
27 P ' ‘~.u e -
‘1bid., 1, "CompYainte', pp. 459-460. ¢
@ .“"'«: - . . ’ .

0




N Et lors\Amour, d)Amour vainqueur de telle gortt.‘ ; ) -
Fera viur da' Amour ﬂ amye en “Amour Mbrtu. e

. P

Y

>

~he impefative 18, in faét, much more common, reflucting ?erhapq the
. ? ; .ot

L

o R cC
§

Queen s accuqtomed public ‘posture; Pach of the seven poems i;alt with

A4 2 o . ¢

+ . »Z in thiq chapter ends oncanr imperative note giving added proof of the .
) ‘ . Q
: , persuasive didacticism'underlying these°pogms. LS :

.
.

In the ?eflective poems Marguerite uses the infinitive regularL >

c0, n v . . o [ - 3

o : according to her ngrmaL usage. It. is used particularly effectively

° < . o - * ' R

-+ °1n the two s@otgefcseéhlar pog#s in the grgup to immobilize 1m§§es. n
° : : - - s
Ln.;he "Mbré' a°compar1§on is made berween gﬁe youthful and aged lover.i
" 'Heseoth5°{nfinitives ser?e to};Lxﬁes.geﬁeeei images the unactuali;ed'
c"lcélons, creating ; repe;ged;éhifting effeci ftom:?be pfeeﬁtexef

) o o - . = .
a - > ‘the young lover to 'ekat xf the impotent ¢ld man. A similar effect

» - ; .
+

occurs in:"1'Umbre" where clusters of inginitéves rYemove the actfon
v o - - € - = \ '

- .
3 . B
. . ¢ B o N L}

frétm time and Eeni‘ﬁo.greate.a static %}cture:
. . 4 R : . . or . .
- . . o - ° . -2 . ' ‘.n*
: ) A Suyure. le veux commée sa chambriere: . .
: ) o . Mafs .81 derriere il vouloit regarder .
. . ' : " Dpedant se tiens, & fin de le garder29
¢ i : . De se heurt%r 2 murajlle ou & boys.

R . - N B . e R & . .
- ¢ e BT I ;,' C - : -

. 0, -
In this(gey the naturalLy jlickering and unstable shadow is forced to

“  be still. In both poems, the 1mage,produced is the object of the
. .
_ . meditatien, cdhpélliﬂtothe reader to,focus on.a situation and then
4 . B R D‘ 2 -
by the use of rhetoric, to come- to a certain conclusion. ,
yw” . . s . o'ﬂ. ~

As we have=alread§ nogea an Chaq;er;lr,%o sentence ‘structure

B < % o - k) - ¢ . -
¢ - 6 . . .

: . 281p14., 11, "More!, p. 33L. s T

29 " o ° -7 - ¢ "
Ibid. , Umbre‘, p 324., o

.

Sée above, P 76. WL , ' ) .




tended to be a constant from poet to poet, and this is also 225 case

within the Marguerites.i.ln ;he reflective poems, the sentences are_on

the averagg'four lines long, assertfve and end mast often at the rime.

h - d - N
“In the-"Mbpit", "Umbre", "Complainte", and "Miroir" the end of the

.sgntﬁpce almost always corresponds'io the end of the couplet while in

- - o .

3

- SN N z
the stanzaic '"Discoyd", "OAF', and "OJC" the sentence ends either with

-

the stanza or at the end of the line. Tpe’"OJC” is the most irregular’

. . - . <
- T

in this regard, using as it does a vgry long eighteen—-line stanza,

”~

. - ’ )
" Interspersed‘with occasional seventeen-line stanzas. Understandably

yi y

. . B
none of, the sentences in this poem correspond 'to a stanza. In the

- "Discord", a poem compbsed of sevemn-line, decasyllabic stanzas, there

are Hore seven-liné sentences than any other type. While the ten-line

-

sentence is too long to be predominant, 3till it occurs more fre-

-~
N L]

quently in the JOAFT,;a poem consisting of ten-line detpsyllab}c

stanzae, than in any other of the poeps in this group. Cleerly,

rime and stanza were important in the defining of the SQntence

in these poems ae elsewhere. _In the "&omplainte"‘be found some

evidence of disregard for these limitations. Here the poet uses
'

a Variety of sentence lengths for rythmical diversity, rather than

in her more characteristic rhetorical, emphatic ménner where

1nterruptions of ‘the ‘line are used to underscore the effect of an

-

assertion) questTGh"% exclamation by. causing the reader to pause

briefly and reflect -on whac has been’said.Bl )

. .-

Passing from syntactical to lex%cel mgtters;'we ffﬁgzthat the *
: : ¥ -

;)315ee abose‘p. M, footnote 261.




- : - ' 190
lexieal content of theo#f poems is largely that of Marguerite's norm.

Pseudo-words or syntacttcal pg;ii%les represent here «as elsewhere the
: - !

most, significant groub. Compdarison with similar themes treated in

other types reveals that the incidence of such words is significantly

13

greéter here,. a featire which would certainmly be consdnant with the

]

more analytic nature of these poems as already evidenced by such

2]

other §evices as use of yerb tenses, for instance. The 517 syntactﬁpal

particles in this group contrasts with the overall average of 497
in the p#ems studied, and the 47Z of thé_narrétivecand epistolary

poéms. The ig%idence of thesenparticles is noticeably lower at the
~ I3

beginning of all the reflective poems. except the "Complainte" where

¢

fhe reader is placed'immediately in the centre of the Subject without

any preliminary exhortation. The first line of the "Complainte"

-

initially seems, in fact, to refer to 6revious unpriﬂted lines,

~

although this misconception is clarified in the sucteedfng lines: "S'il

est_ainsi, comme tresbien ie croy/Que sans le sceu et bon vouloir

de toy".32 Elsewhere; é&% more striking the introduction, the lower

- #

the percentage. Thus the interrogatio which opens the "Miroir":-

. "Ou est 1'Enfer- remply entierement/De fout malheur, travail, peine,et
~ . ‘ b ’ - -" \ )
’tourment"33 or the paradox beginning the "Discord": '"Noble esprit,

>

et gserf suis de nature/Extzg}t du ciel et vile geniture_"34 axe more

colourful than the lines quoted above from the "Complainte", where

.the effect is watered down by ‘the pseudo—wbrds whose conceptual as

c a2

<

-

:?32Harguerites, I, "Complainte", p. 444, 597 syntactical partiZIea:

331b1d., "Miresr", p. 15, 23%.

3€Ib1d.;"ﬁDigcord", p. 71, 36%.

G




opposed to relational values are mieiﬁal In these exéﬁples we have ~

a Bropositio or indication of the further development of-thejpeem: in

. the "Miroir" Maréuefite asks herself a series of ecesticqs (tantemecnt

' to~looking in a mirror), while ic thgr"discbrd" we see im?ediateiy the

a .  cause for the’ﬁisparity between the spirit and_the-tleSh.- The intto-
o e Ty “ -
v . ductory lines of the other poems all show lower than average proportion
o = ¢ v / - P ° K
- of grammatical words.35 . ° s ’

"

Conceptual words, as contrasted with grammatical particles ¢
c aceount for the balance, that is to say,oabopt 497 of the “words in

the reflective poems.:- A sampling of the middle fifty werds of "each
. .

-~ ]
> e <

poem reveals an approximately equal numhpf of concrete and abstract

e ¢ N a

terms, .although owing to the very wide semanticcfield offered by "

¢ many of these words, the meanings, both abstract and concrete, of

a ‘ -

" ¥ guch terms as "coedr",36 or "homme">’ are much more varied and ..
° - . 538 39 o
diffuse rhan that of "vers""" or "a ud". The reader mubt refen.to

> e

-~ . ’ the context in the first two cases to establish whether these words

o - . <
.

o

- are used to indicate a physical entity ‘or an abstracu idea. “%Pmme

[}
o P ¢

in both cases Tefers not td a\spelific man nor even a male human

but to humanity 4p general, and thus has become abstract in, its

° 0 *

. e, senge. Siﬁilarly coeur" Ain" all tgreecexamples means theXthoughts
and feelings of the poet and not the physical .organ: Both wcrds

. S

L)

3

]
4 <] o

L 35"0AF" 47%; "OIC", 46%; "Umbre", 407; "Moft", 33%. . |
o » * :
Marguerites, I, "OAF"', p. 101; "0JC", p.. 140; "Complainte",
; . 453, cel e e g o o,
N o . 37 5 » . P & A .
. 0 TIbid., "Discord", P. 73~ "OAF'", p. 10b et .
- g * . o ) ?
“le 381bid "OAFY, ps 100. : IR

’ : ., , ¢ e
s : ?9xb1d. o g )

o




“are used metaphoricélly, but with such consistency that the concrete”

_ passages’ referred to, only one has its sense altered so 4s t

"~ . © <

© ey

[ ) “ o ‘ ' ° ) ’ ’. ‘J‘_. O 2

°
°

-~

réference has been é%mpletely’ébsorbed by the métaphoricil meaning.

? [

< - 3 - . N
"Vers . . . nud" on the other.hand retains its concrete teference

L3

and the, compatison with the "Eternelz is more striking as a result.
Thos€ words gedéraliy considefed to be abstract in theim.
significance: "amour“40 or "beauté"41 en the other hand retain

abstr;ct meahing. Of the approximately sixty’abstragt words fin the
. -~ [ 'Y ‘ <

give
‘ Vs . ,
. . . _42 9
it an unusual concrete sense: - charit " where it means the
" B 0. ‘

physical unioh brought about by love. The general:tenéenéy is

ig those words. which are normally sueh. "Against thi
figures which stand out are precisely those which move in a contrary
[ ]
direction. That this group of poems should exhibit a high degree of
. P

abstract meaning should not be surprising, in view of their inward

- " ) . ° .
looking nature. In the other groups we find a greater, tehiidency toward
: . ’ - . .

43 )

”concreiiéaﬁi6§. . . o

[ 2 . o

°
A . 3

& Such different lexical emphases as do occuruin the ﬁtésentogroup

of poems do 80 for reasons of 1ength and type rather than differences

&

L
in subject matter.ﬂ Lo¥e of God and‘the desire for union with him,

of ! ¢ - s

despite the sinfulness of ﬁhe soul and dismay over the paradoxes of

o ~e

40 T oo T < - .

Ibid., p. 101; also II, "Mart", p. 330. . e,
“Ibi'd., "M:lroir",p. 43, 11 . "Morc'", p: 330. ° e
42 .

Ibid., II, '"Uﬁbre s P 325° See Huguet, L'Evolution g_ sens
des mots, p. 198 for 16th century meaning

4%§ee R. Harichal, "La Coche de Marguefite de Navarre", p. 289
for a comment on the use of abstract words, . This autlor tends to

0

treat ‘them as. abstract whether or not they appear- in a concrete sense.:

T - &
- . °

<
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of overlap in the semantic field. At 'the same time, the overlap

humah }Jove, remain the central .themes of these poems. While
Marguerjite uses repeti&ive rhetorical pqyices such as we have’seent
to be characteristic of her %ork as a whole44 usually for the ﬁ

©

purpoée of emphasis, there is addi;iona}ly in these longer, more s

o

analytical poems, evidence of a wider vocabulary resource upon’

which she drewé to express nuaﬁces-of thbught‘and sentiment.

>4

3

Articulus combined with commoratio and ongeries are figures which,

while reinforcing and underlining one” point tend to require near-

syvonymous words. These devices are particular1y common in the

o

3 «

reflective poems, apd serve the multiple purpo;es of expressing o

the Janderings of thé°mindk aiding in ﬁrecisiOn of meaning and. -

c ©

°

drawing the reader's aftention by emphatic statement. In the.”g?goir",

©

for examplei thle +there are numerous examples of tlie repetitive

. . - s’ .
- - [FS .

figures anaphora, traductio, polyptoton- @nd copulatie, there’afe'also

other figureé in which structures and grammatital elements repe;t

. -

-

themselves such as these two commoratio: "En vous croyant mary si

gragieux/an, doux,~piteux‘,.misef’icordieux"45 or "Car je n'ay

nhb

LN

corps, ny os, nyonerfz9 ny veine/Voix ne propos .« . In~th¢pe'
the meanings of the words ate not identical, and the near .gynonyms

- o 3 I
T

have the effect o{ stressiang one common characteristic, the point

3 L. . ° N /

.

- L]
“ - o

. can be pfggreséivé'ana the effect of “the enhmeration/is,;rgther than

simply to amplify in a general way, to make ﬁreciée as well as force- ’

44See above, Chapter II, PP< 33—34. : A

Mhrguerites, I, "Miroir",'ﬁ. 46.. - N
¢ “erpag., 1, "Umbre":, p. 325, . LT
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ful‘gag specific meaning intenqedi In the first case the partiglfaf

..

virtue {mercy' of the good husband is defined; in the other the .

absence of separate physical identity is emphasized by the progressive

reduction of the meaning of the first word ”co}ps“ 'physical body'

- -

to the last "propos" 'spoken thoughts'. ' Such émplification is a

common device in all these peeums. -

o

These poems shoy t;o an overall greéter vocabulary range’than<
‘do the shérte; onés. While elsewher%, particularly in the lyrical
poems, there is a Ydaarth of synonyms for alword such as "amour" for
instané;, fn thgse_poemg there is evidencé that this is not begause

synonymous expressions were unknown to the Queen. The "Miroir" for -

‘ . 5 '
instance gives at least four words whose meanings overlap "amour'':
nw 50

-
2

estim’" 47 Mcharité", 48 Uaffection"AQ an& "Passgdon".

are not-used interchangeably, in each case thejr particular meaning‘

The words

is made clé\r by the context. Where Marguerite contents hetself, .7

L.
with "dire" for iﬁstancevfor'the most part in the shorter poems, these
°longer réflectiyecppeﬁs show a; effort at making more brecisé the éxaét.
manner of sayiné} "nommex', "déclare;"; "ésse;rer", "annbncér",
"pronogcgr", "aépellér“ as well ag '"dire" a?é all used in the "Miroir" 51

' ¢

The "Complainte" is among the richest in such variations: the feeling

of the speaker is called: "afflicAfvec", "gref", "douleur", "malheut",

P4 ’

-
o

“T1b1a., 1, "Miroir", p. 40.

481b1d., p. 4.

“¥1b1d., p. 6.

01b14.

51

Compare ibid., I, "Chansons spirituelles", pp. 481-483.

v [

- e
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_ .«'"peine", "infortune", "soucy" and “¢nnuy". These variations are

‘. v ) S . ' LN
‘n®t used to avoid monotony——they ccur quite separately for the most, :
v b Y » ,’ -

- part and would not be conspicuohs if there were more repetition and
. ]

" less variety. It is clgar rhat the longer reflective"boems, far

r

-

- from being endless reiterétions of the same thing, are rather attempts
. , -
to make precise a variety of subtly different ideds. The shorter
. ; A
reflective poems, like the lyrical poems, show less use of synonymous

; . words: the "Discord", "Umbre" and "Mort' all tend to repeat words

- i, ,
T, with broad semantic fields: "amour'", "mort" and "chair", making up
’ ) ip impact what they may lack iﬁ preéision. )
, Vocabulary choice do?s seem, héwever,«to vary accdording to type . i <‘
and the sﬁylistic level uséd. “Thé Teflective poems contain more .
‘ .latinate wprds“th;n do any other type: althopgh not to an exaggerated
:\ degree. Suqh‘;ordé.as ;Lrudelit§"352 "scintille",53 "salvatioq":s4
; *fsixfeenth century latiqismé,'or "contempteur",55 "regnateur",56
. V "1ﬁ§ortaﬂle";57 Jimpoténs",sa and others, latinisms of earlier ‘
c‘ he;ivationvappear frequently in these ﬁbem%. Béth fhe'subjéct
Lo matterﬂand‘tbe~fofm of these poems are pondercus; the vogabular§
4 R ) R

.

anyfstylistic level are correspondingly heightened,

~ . 1

'SZIbid., 1, "Miroir!", p..61.

Bvid., p. 67.. -
\ ’ ] ' Salwdv. ‘p-- 30‘-

055 " 31t -
Ibid., I, "Discord”, p. 76,

$1b1d., p. 74-

57

Ibid.; I, "Miroir", p. 28. ° '
' ! -

8114d., 1I, "Mort”, p. 329. @
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The s&ylistic leyel of the reflective,poems Lq;mediocre or middle

style, although in this group we find a number o‘ipassages in which

the enthusiasm of . the poet for the subject on which she'is meditating
- /\

t causes a temporary raising of the styl;stic'level through severaL

v

-

consecutive lines.59 The;movement from“middle to high style is not‘
an indication of the poet's inabiligguko maintain a consistent “
stylistic leveli but rather a choice of style consonant with refléc-
tive meditations and at the same time attractive'to the reader,

through the avoidance of monotony.

It is in the metaphotr that the word as conbeptvis man strikingly

<

" used. ‘The most common metaphors of the reflective poems are those

-

we have already seen as normative in Margueiite‘s poetfy. A The

_religious meditations, especially the "Miroir" and the "Discord",

9are particularly rich in biblical imagery, much of it ‘translated

almost word for word from bibl¥cal texts, to which specific references

are made in the margins:60 e
- Iean 6. Mon Eere; 3 éous, par vous, suls retourne.
Luc 15. Las, 1'ay peché au Ciel; et dewant vous:
Digne ne suis (1e le dy deuant tous)
‘ .- Me dire enfant . . .61

. R : \
* The "OAF" and the "0JC" toe are filled with biblical references,

-

alqhouéh they do not have the¢ accompanying marginél iﬁdicatioha and

"reference to John to obscure; it may be John VE:65.

° . .

5'9See above, Chéptet 1I, p. 44.

601n one edition the biblical text was actually printed in the
margin: see Marguerite d'Angouléme, Le Miroir de l'ame ppcheresse,
ed. Joseph L. Allaire, p. 21.

<

Marguerites, I, "Miroir", p. 30. See Luke XV:;8119, the
\-\b
b e ) e T
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~# —Ceote voix la, va criant n'avoir Estre

¢ " . .
T - Sinon toy seul, son seigneur et son mdistre; . . e
- * Par les deségfz se fgit tresbien ouyT, e — -
o Disant . . . . o Sy

4 .»‘
& 2

- 4 - .

¥ - " )

. . o 1 j
Among the most frequently repeated biblical images are the comparispn

of the sinmer €0 airt (g&b i119‘e:§oy63 and Christ to a husband (Song ™
p - . - T N
of Solomon IV:8),64 and God to & father (Luke XI:2:e.g.).65 There ~

< . " ce ,
are also references to heawgp ‘as a port,66 life as a path,67 Christ’
. ; - .« A L

as the Way,ég and fhe Christiam as involved~in way against the e

’ forces of He11.69 In the 1oﬁg meditations thoueffect is not ondy -
the pleasure felt by the readgr encountering an attractive and T 7

- - )

-familiar image, but -also persuasive, 1inking the authority of the ,

poem to that of the Bible. In the evangelical context su¢h an .

¢ h -

authority could sca;cgly be challenged.

-

The two 'secular' reflections draw additionally on the authority® ~

- , ) ’ . . o R ?
. .- 62Ibid., I, "OAF"', p. 82. See Isaiah XL:3, John 1:23, Matthew ¢
II1:3, Mark 1:3, Luke III:4. , ’ , ¢
. - . . < -
. 63Ibid., I, "Miroir", pp. 17, 22, 29, 70; "oJC" pp. 136, 1385 °
' _"oAE", pp. 79, 87, 94, 97, 99, 112, etc. . . » .
. 641bid., I, "™Miroir", pp 23 24, 28 39 40, 41,° etc., "Discord"'
. p. T4 "OAF", pp. 108, 133. . ' o ' .
. 65 . ;

This comparison was (and is) g0 common as to have Tost most
of its vitality as metaphor.

Marguerites, I, "Miroir", p. 50; "Discord", P. 75; "OAF“:‘J" .
L .. P. 78 "OJC S p 1 . . -a
’ 67 ' B
i . Ibid. 1, "Miroir", PP 45, 56; "OAF", p. 109. Tt e
ST %mbaa, 1, toart, pp. 97, 98, 125. - T
I : * 69 1" " i " " '
L e Ibid., 1, Hiroir , pp. 30 47 54, 62, 63 Discord , p 72, .
T MoaFt, P “105. e . e,
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’ Ve . ‘ . .
of the Petrarchan, and neo-Flatonic traditions, using images that .
N - -.3 - - A )

-

beloﬁg to those traditions. Both the ”Umbre and the "Mort" are

“hy .
3

,metaphorical presentations of aspects of Ficino's neo—?latonic love
W
theory. The- image of ‘the shadow reflects not only the oneness

-

of the lover and belowved, but also femindS’the reader qhat such love
‘ , E A oo ‘ .
is merely the 'shadow' of true love which is love of God:

v
@

Quoy que ce soit confeégéz n'avoir leu ‘ .
En livre aucun, ne en ce monde veu )
Amour qui soit” semblable 3 cestuy cy. ] ) _—
. ' J . . .
The biblical echo heard hef®’! 15 sounded again at the end of the .
"Mort" where that which overcomes the decay of old age is once égain‘

love of God, the Amour: .
73

.
)

Qui fera voi/ 1'aveugle, et le muet parler . o "
Le sourd ouyr trescler, lqlboiteux drait aller,
L'imbecile des mains, vser du touchement

Et 1a beauté perie embellir doublement.72‘ - -”TE T
: > ' o«
-Here égain, the Bible_lends'itsvéufhority to the neo—Platonié love : - ‘“‘
‘ N
doctrine which the Queép isytacigiyaadvocating. ’ . . ; _ ) .
Unlig; tbe'metapbor of the shadow, few aféjexteﬁded through a‘ R S

whole ‘poem, or even for a continupus‘ektent within one pqgm, with the ., .

possible e&ceptiqn of the image of the shepherd and his'flock in the

2

"Complainte". In the reflective poems the images appear in isolation ' .
B S .- ; oo Sl v 4
in compahy with an abstragt passage which benefits from the concrete

, . 5 -
I L B
.

-

7OIb1do 'S II "Umbre"’ pp- 327’3280 " “

L
71See I Corinthians 2 9 and Isaiah 66 b4 ' N
L ’

Marguerites, 11. "Mort", P 331. . See Matthew 11:5.

B ..
. . -, oo '
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i reinforcement of the image:

]

EERs i

Car sa priére au salut il applique
e Nes ses Esleuz, tirez de la perriere .
De 1'1gnogand‘, et obscure carriere, 73
Dedens son corps trescler et lumineux.

<

The image serves in these'céses the purposes of strengthening and

clarificatidh; in the shorter poems, particularly the-lyrical poems

o

. , it fulfils,as we shall see,74 a structural, unifying function.

: The structural role of the metaphor 1s reduced in the reflective
poems§ as compared with the very important role it plays in the. lyrical
L .

poems, where whole poems are centred on the develoﬁment of one

image,75'or even in the narrative poems where key images point to the

\
réal meaning of the story.76 Still, the centinuing thread of images
- . L]

4 Y
of union, the husband, marriage, family, all the variety of expressions .
‘ Y 3 -
of lave give an underlying similarity to the sense of the reflective

N poems. Alligerative repetitdion of sounds, on’the other hand, is

frequently used structurally to draw together parts of the lodger

’

. poems. Consonance occurs mggt frequently, in fact in the longest
*
of the poems studied 1in this group, the "Miroir", the twe '"Oraisons"

and the "Complainte". Usually extended allitetration in these longer
‘ poeﬁs'iqvolyes the'iﬁtgrweaving of two or more prominent *sounds: .
. “ . . ~

1

.

L'6bscurité des tenebres reprens
' 'Et nostre esprit de nostre chair desprems
Le tirant hors de ceste.cheminée

[ : !

i J .
Bib1a., 1, "oar", p. 1067 .

74 ’ c .
See below, Chapter VI, p. 211. ' .

: 75 . : ‘
See below, Chapter VI, p. 203.

765ee below, Chapter IV, p. 147. .

L4 ) c
. .



’%ﬁy1ce is to draw t&heCher parts oﬁiloﬁger otherwise strugturallyr'

<
s

. ’ Noircie au feu dont elle est sy minée,
o Que. si l'esprit y faisoit son sejour,
S Luy infiny en ceste chair finée
‘ ° Seroit en nuict eternelle sans sejour.

/4
The overlapping technique used here provides a unifying effect which ,

successfully compensates for the loose structure of tKe longer

" reflective poems.- Similarly there is greater use of one-line and

paired-word alliterations, the latter sometimes in combination with

other rhetorical figures such as the oxymoron '"doux dard"7§ although
79

more often as noun and epithet: '"passion penible", ~ or "amour

-

¥

active".80 The structural effect, of alliteration is made pafticuquly.

clear when we examine the "Discord”, "Mort" and "Umbre', all of

which present noticeably fewer examples of purely alliterative riming.

These are not only the shortest of the reflective poems, but they
. . !
also include other organizing and unifying elements; as the antftheti-

cal elements of the "Discord'y. the regular alfernatfng'images“of
the "Mort" or the central unifying image of the shadow in the "Umbre'.

Anaphora is another favoured device in the reflective poems.a‘l
o {J“ N

In addition to attracting the‘reader's attention, the effect of this

. L

. etc.; "Discord", p. 72: "La Loy . . ", p. 73: "L'howme est ... .",
'108,. etc.; “Complaintg", p. 446s "

" ere.; II, "Mort”, p. 330: "Quand . . .".~

77 ‘ -

Ibid., "OAP", p. 86. o o
78 t L1} h '
Ibid ’ 'MiI'Oir 'Y po 46 N : o 1 °
791bid.5 "0Jc", P- 139. = .
" 80 ° ]

Ibid., "OAF", p. 81. .,

8lcee 1bid., "Miroir', p. 31. See also pp..37, 40, 51, 52, 53, . -

porte . . .", p. 449: "Qu'as-

etc.; "OAF", p. 77: "Plus que . . .", "Qui . .°.", and also pp. 93,
f .", and also pp. 453, 455, 457

to gaigné . . .", p. 450: "Si 1i'ay

1
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ro€se poems. Similar to this is thé effect of traductio, another

¥ < . o

favoured device in’ the reflective goems.82 Where much of the \
ol 4 2 <

¢
alliteration discussed above does little more than emphasize, smooth
the reading and draw the poem together, 'this sort of repetition of

whole,words and phrases” serves to reinforce thé idea being prgsente&.

In this type of rhetorical device the 1ntéﬂdep€ndence of phonologicail

-
apd-semantic factors is illustrated. R
- . “ . o« ¢ -
. Other repetitive devices, such as polyptoton for example are

. . . v,
used emphatically rather than structurally. Being more compact,

Q
they do no have the structuring poesibilitiegr:? more extended

repe;itivfkdevices 83 Egizeuxis.is yet anoqher repetitive device

Y N . - 2 “
o »

82Seede.cg. ibid., 'Miroir", pp. 49-50, 65; also ''Discord",

p. 74: 'donation", "Donne'', "dons"; '"OAF'! pp. 79-80: ''donneur"
"don", '"donne''and ''tons", '"tout"; p. 84: 'oeuvre", "ouvrage"; p. 87:
"amy', "aymions'", "amour', '"ayme'"; "0JC",p. 137: '"nom", "nommer"

"{nnominable"; IT, "Umbre", p. 327;"amans", "amoyr', "amys', "ayme".
For: shorter,, one-line examples.of the same figure see 1bid., I, '"Miroir",

pp. 19, 25: '"I1 vous ayme d'une amour filiale'", p. 32: "O iuge vray .
.Salomon, veritable", p. 34: '"Me gardera mieux, que ne 1'ay gardé", ~
p. 49: "Mon Createur, _moy vostre cregture', p. 51: "Et en repos 5

i'attendray mieux 1'attente', etc.; "Discord", p~ 71: "En DIEV me

fie, et 1e n'ay point de Foy!', "En ne m'aymant,gieNg'ayme autre que

moy",ip. 72: "Natif peché, d'ol vient nature telle' ,-etc.; "OAF",
.78: *Qui apprendra scavoir ‘3 la science", p. 80: '"L'Aveugle

voit, mais non pag de sa veue' etc.; '"'0JC", pi¥ 1l41: "Rien qui ne vaux,
Qy ne puis rien valoir", p. 146: 'Le vouloir voir, c'est volonté trop
fiere "; "Complainte'", p. 447: "Qui sgais que c'est, si onc homme

1'a sceu", p. 459: 'Le 1aboureur pour reposer %abeure", etc.; II,
"Umbre', p. 323: "Tant qu'il sera congnu ie le seray', "Vmbre du

grand par lequel ie suis grande", ete., "Mort", pr 329‘ "Bans estre .
Plus touchees ne pouvoir plus toucher", '"Sans plusaestre marchez, ne
marchas pour leur Dieu , etc.

83$ee e.g.ol, "Mireir", p. 28: '"navrant navrée", p. 39: 'noble-
ment anoblie", p. 43: '"tournez, retournez', p. 47: '"dons donnez'",
Mparfaite refaire'", and others. o
. 4 Pl

v

. . a , u
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often sused for the effect of amplification.84 Marguerite uses «he
AV . o
other repetitive devices mentioni9/££,Chapter I1 but with less

. frequency. Repegi;ions,g;e@h structural and emphatic,> are extensively ¥

used in the reflective poems, indicating a definite concern with
structure” as well ag a desire to underline and stress certaim passages.

All of thecpoems studied Iin this group show the use of phonological

< . .

-

deG{ces; the longer poems contain not Snly absg&gtély more examples .

. .
of such procedures, but also relatively; it kould seem that Marguerite
»

2 <

— » .
was awar@ thgg more effort would be needed to retain the interest of the

reaaer_gn a long poem and exploits those'audifive and seﬁantic features
which have the effect of carrying the reader along with the inevitabiiity‘
o%'uxecho. ‘Rhet8rical repetition, far from being a hindrance ‘in the

effectiveness of Marguerite'énreflective poéms,yenhances them both
-,

-

from the phonological‘and structural po ts of view. The repetitious
. . o

strucﬁure thus created iq completely appropriate to the type: as

Jourda says: '‘ce 'gont,l& répétitions naturelles & 1l'esprit qui )
) . : 85
. o , -

médite., et tourne et retourne une idée sous toutes ses faces."

<
Rhetorical repetition, in the context of sixteenth century poetics,

would seen to be the most natural choice to express the reflections - e
< “. o

- of the mind. At the same timé, the persuasiveﬁasa of rhetbric was

one of its chief features and the didactic quality of the poems cannot
. r -, . — 7 . -
T . 84 g " "o ‘ TP P . " T ey
. "o See e.g. 1, "Miroir", p,. 36: C'est trop' . . .", p. 49: Ampur, .
r "Amour . . .", p. 58: "O mort . . .", p. 74:- "Qui sutt., . ." and
others; "Discord", p. 75: "Selon . . .", p. 71: "le vy . . ..", angU
/ others; "OAF", p. 82« "Seicgneur-.’,' p. 89: '"Ooforte . . ."; "OUC",
p. 135: "Quel est*. . .", 'p. 1%3: 7O doux Pere . . ."; "Complainte",
p. 444: 'Laissez . . :", p. 446: "tn geul . . .", p. 449: "En toy
. ", "Chef de . . ."; "Umbre'", p. 323 "C'est le puissant . . .".

[ . 85Jourda, Marguerite ngﬁgodlEme, p. 385.




be overlooked. In addition to repetitive and emphatic rhetorical

* B o

. .
devices, the_rhetorical question in its various forms is used with

‘particularftreffectiveness by Marguerite in the reflectivevpéems.

Frequeptly they occur in groups: » ) -
Que pusi//ie, helas, © mon Pere penser7 ° .
. Osera en mon esprit =s'auancer ¢

‘De vous nommer Perg® ouy, et nostre:
. Ainsi 1'auvez dit .en la Patenostre.
Or Pere dong6 mais vostre fille, quoy? .
L'aue%z vous dit?

o

Here we are carried by the dialectieal method of question and

©
>

110

answer from one part of the meditation QOCthe next. They are leading

N e - T

questions requiring an answer which then callg for another question.

This is similar in principle to the two questeons asked in the,

=3

"Discord": "Qu' appelﬁﬁz vousrviure charnellement7/Qu appellez vous

Q

pfrituellement?"87 which are subsequently answered in the fogr.

s§nzas following. Here.too the questionsg form an integral.par
- o] ) -

of the logical development of the meditation:88

o

questions are used in the same way: "Que diray ie de mes maux et

pechés?"89 The affective effect is perhaps né; as strong as that of

é series of interrogations, bu; the awitch from assertive to

inxérrogative forms doeés act as-an element of aurprise while the

. . “ 5

K
°e

.
¢ f Ie)

Marguerites, I, "Miroitr"”, pp. 24-25.

. 871b1d.,p 5. - @ T SRS

. 88

vt Lo : . ;
89Ibid., "0JC", p. 140. See also pp., Z0,-22, 64, e;@h

»
&

See also 1hﬁd., YComplatihte”, p. 455; "OAF", p. 83, etc.

Single, isolated

‘dialeg;ical method is a persuasive ome. The first two pages_of};he

»

"OAF" show a remarkably effective use of a carefully graduated series




g}

-

ohs without any introductory warning. If the reader is not

implied impotence. A similar, although less imposing use ig this
. '\ - Pl
one; in the "Miroir'":

-

-

. o

NDoy'ie penser, ny-oserois'ie dire,
Que c'est de yous? le puis'ie bien escrire? - R
Vostre bonté&, vostre amour se peult elle ¢

. Bien conceuolr de personhe mortelle? °
Et s'il vous plait vn petit°l'imprimer
Dedans wvn coeur, lé peult il exprimer? =

Certes nenny: : 99 N

>

P .. = °
In this the answer is supplied, but the fact that there, is little
S o '

o

@

" if any doubt as to what it is, is indicated also, "certes". Similar

~

too is the series of rhetorical questions asked df Love: "Qﬁe

c

" ferez vous gAmour) quand plus ne pourrez voir s etc.,91 where the

'relggtlésbness forces the reader to reflect on the inevitable

-

paséing of physical beauty and love’ Ongeoagain»5he effect.1s to .

“stress certain points 1n such a way that thg reader is lead to think

as the Queen-w}shgs., . - A . o, ]
. . . .
Like the rhetorical questicns, qxclamatory sentences are used -
o .

. . n

to 1nterrupt the flow of assertive sentences in these 1onger reflective

~

-

poems. Most frequently, the exclamation'expresses wonder and admira— vo -

- A . - S . - .
, . . B |

El < N

Pb1d., "Mirots", p. 66. LT T e 3

"1b1a., 11, "More”,p. 330. b
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o . 921b1d., "OAPY, -p. 102. See aled pp. 20, 22, 69, 10,7105, . ° °
" 107, 132, etc. '3% . c . i S Ee E

o

tion for a great goodness' it is‘aékind of acr of praise as in the -~ °

rhetorical device admiratio: 'O la vertu, qui rend puissant,

. seauant /Cil qui estoilt foible et sot par auant'"92 Thé exclama-

oL ‘ ¢ 'NL

tion, divorced as .1t is érom logical dEVelopment both cuts into the T >

smooth flow of the poem’and’ is an emotionai rather than logical element.

The reader is encohraged to rest from his thought in the meditations

Lo ¢

and offer an ejaculatory prayers in . the secular poems, he is drawn

‘9 " into the suffefings of. the prisoner or lover and shares the feeling
p <~ ¢« ’ ¢ :
with him ) T g LB . . ¥

S Thus,~the reflective'peems show emphasized use of these linguistic L

and styiistic devices. ' As séen seperatelycin 1solation, they fall

o

* into three broad categories those which teacﬁ those-which unify

©
c

; T and Qhose which clarify relationships. All. these deviqgs work e
’ L] o] LY

e together to create’the style de'fouhdvtb be'charactetistic of‘the .

o R A
s : ? < B 3

C o ) reflective poens. The followihg pa@sage ch@sen from among many R
¢ . - > N "
possible ones, illustrates in,an integraced way the conve;gence of

«

-

S 1anguage and rhétorical elements characteristie of the mbst striking oe

e . partsuéf the“teflective poems: .

. @, - B

v,

N - QU as tu donne au 1arron en 1a’ Croix, ,
. . * - A Magdelelne, estant. en tdus’ endroitz B R a.
- ; Pleins de-pech§s;, as tu ferme -ta porte? T o

- g ‘ o séiviteﬁr, qui des fois iusqul trois” - 3 .

o & F . 5 -Te-renya, 6 puissant Roy. des. Roys,
S s - ", L'as tu chagsé hors’ de toy, par main forte? -
o e/ .- Helas nenny: mais bien d'vne autre. sorte
< : ) En as vsé&, ‘comme d'amour ardent, ‘ .
- Par ton oeil doux, qui chacun recohforte, n Lo

El L
~ - <
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:“::Lz ¢ " © ) 11 6 [
< - 7 % o °
) i H
o 10 Leur as donné grace en les regardant. ,

- : 0 doux regard 1u%gues Zu coeur percant - - o
. ¢ - L'ame et le cerps, et l'esprit trayersant,

: B ¢Vien moy naurer, fais ton pouoir sentir :

A mon dur coeur, en péché malversant;

, 15 Que desespoir va de sy pres pressant, -

T, ' E , . T Qu'il fait quasi 1'espoir de moy sortir. < .
' O forte Amour vien moy anneantir

o7 Pax ce regard ‘tant doux et amyable; : . - L e
: . Oste peché, qui ne fait que mentir . -
c . ZQQ'En se 'disant estre irremediable - R
" ‘ Si ta bonté&, Seigneur, e veult sauuer
Pourra Sathan sur moy peché°trouuer, . .
- . = Qui soit vairqueur de ta dilection? Lo -
e ~ Si ton sgavoir, .qui tout sgait esprBuuer, ’
. .25 Me prend pour filz, qui me peult reprouuer . ) .
. En allegant mon imperfeetiqp7 . . :
- ' Si ton potioir donne remission - : ’
o A mes pechés, quk s'y peult .opposer? , Ce
. ST .- Helds nully: car ton Election Ve 93 . 8 . ..
f\\ - 30. L'indigne fait digne, de t'espouser, ' s S
This passage illustrates what we have tried to show in this Lo <.
i i * ‘chapter: that the success of Marguerite s poems results. from the
o o : \ SR .
. e apprgpriate‘and pleasing,choice and arrangement of certain conventional
! poetic devicess The;xeflective gpems weJhave chafﬁcterized as open~ :
’ - structureﬁ meditations, centred on- g subject or subjects arOund which
. i the ideas develop We alsg stated that they bear certain relational
‘P : }‘Acharacteristics and show evidenge of a desire for clarity of expression
' arid analysiéi, Finally” we’stated tlat we believe‘thatothey are good .
P - poems. Each @f these aséertions is born oyt by the passige ahdve, as
P N ¥ c . . o i -
.we shall attempt to show in the following analysts. . .
. - 0 §lei5~ The "OAF' deals with the justification of man and God. 7/’
e . P 1 v '
‘o o .- In this selection, the subject matter is the forgiveness pf sin, and
o <5 . Besy . . - . R i P = . e
. c : ’ . * ° ba ’ ) s
L. 93 " . : : :
o . ~<1Ibid., "OAF*, pp. 120-122. ¢ ,




more pérticubarly; the fact]that it'is freely:giveﬁ, not earned. It

L

» is neither a recounting of the redemptive ®ct, nor a treatise on

r

.

evdngelical dbctrine;,it:approaches the subject initially objectively

(Aines }-10) then subjectively (lines 11-30J, and histofically {lines

"1-10), ‘affectively (lines 11—20)'snd.logically (lines 21-30). The:

- 3 v : - n
shifting points of view correspond .to the vaga¥ies of the mind
\ ‘

in medi}ation.’ The interest "in relationships_which,%e found to .

be typiéal of the reflective poems is seen.in the aboveé average

12

frequency of tﬁe possessive adjective,, underscoring the private

3 N = o A .
_relationship between the soul and God in meditation. The intimacy

bf this relationship is evident in the choice of sych characterizers
s fpleins", "doux", and "dur" although the dignity‘of the relation-

ship is maintained linguistically by a few latinate characterizers, .

o

ardent" 'amygble"<and "irremediable” as ‘well as a generally

G
<

<

mediocre stylistic level. An interest in. relationships is also

evidenced by a variety 6f verb tenses, with the present predominating

° o

J and expressing the eternal nature of the situation.‘® Temporal layers

&

]

to the rhetoricel question Marguerite i

and hence nuances of likelihood are expressed by the progression

©

- from the present veult to the future “pourra to the subjunctive .

'
(.

soit" indicating the increasing improbabii y of a positive answer

'sinz. Also indicative .
> . ‘ g ' &,
of an interest in analysing relationship is the dialectical'method
N ¢ os
evidenced in the. first two sentencesg which are true questions. They

(3]

°

serve to advance the development oﬁ the question of God's freely

o g . .

given ggace as well as the fact thatait is given even to ‘the” worst

] g’

ginners,who repent,' This dialectical progression is interrupted by

"x\?
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.

the- prayer and-thén picked up again in the  last ten line group in a

sertes of three questions, this tipe rhetorical ones supplying their
> ; {, . -
.own answer. There'is limited use of sound effects, too, to underline

©

the inter-relationship of ideas. In lines 21-30 there is an inter-

>

weaving of }s] and [p] sounds, commencing with a predominance of [s]:

"si ta,bonté,:Seigneur; me veult sauuer', and developing into a .

predominance of [p]:"A mes pechés, qui s'y peult opposer?"
This passage is also characterized by a convergence of
persuasive devices. Prime émbnérphem are the rhetorical ~figures

ysed. The three interrogazio in lines 21-30 are used to emphasize the

<

point that nothing and no one can stand .against God's will, and the

o ~ °

answer nerély adds ‘a fourth reinforcement to the notion, In addition,
v .z 7 o, Lo

there isytﬁe reinforcement of the biblical echo (Psalms 31:3). Each

of these five expressions of reinforcément can be reduced or trans-

. . . . _ .

formed into the ome fundamental stdtement 'no one can stand against
o = . , . . ‘1

"God'. Thus in addition to the repeated structure (interrogatio),

the repeated words anaghora}, we have repetition of aﬂéoncépt;'a

very fundamental pe agogic. device. Yet another pefsuasive, teaching
device 1s the commoratio !'L'ame et le corps, et 1l'esprit", a series

of words with a common reference point biought togeéher to clarify .

and emphasize the point that the whole.man 1s redeemed., ) i
- . . g - Lt' .. , '
/’ . The pleasing aspect of Marguerite's poetry 1s that which above

all gives it -continuing life. The intellectual and aesthetic

resonances resulting from the interplay of sounds, words and concepts

€z

are basic features of ‘the artist's touch. Thus we find the Queen's
- attention arrested.by the synecdoche "ton oceil doux" which thgn gives

‘rise to the ten line prayer beginning "0 doux regard fusques au coeur

-

0
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percant/L'anme et le corps, et l'espritltraversqﬁt”. Here the image of

" the arrow, conveyed in the two present participles as well as in i;s'cén—

ventional association with looking and the eyes,féév&g_a concrete
. ’;/ o

quality to the "ame'", '"coeur" and "esprit", thus effectively preventing
a too great abstraction from predominating®n what is otherwise a

passage with almost'totﬁb abstract reference. The image 1is further ot

enriched by the contradiction implied between ''doux'" and '"percant'".

The oxymoronic effect creates an égreeable resonance between two

opposed sensual effects. The smoothness with which the arrow pierces

is underlined by the repeated [r] sounds in lines 11 and }2.

v -

Another centre of pleasing resbnance is the varieiy of biblical
. . [}

references, taking the form of reference to personnages:''larron en

a

la Croix"', ”Magdele%ne"; specifically biblical imagery:''porte', "dur

coeur", and "espouser'; the hebraic genitive "Roy des Roys" and 'qui

vs'y peult opposer” which both call to mind_familiar,biblical selections,
the first directly as translation, the second in an inter;sting

reversal of meaning of the verse ian;alm'1302"1f thou-Lord ;houldest .
mark ihiqhities, 0 Lord, who shall stand?" and finally:tﬁe image |
undey%ying the final 20 lines whicﬁ is reminiscént of the soul as

beloved in the Soﬁg of Solomon 4;9="fhou has ravished.m§ heart, my

.

’sister, my spouse;lthou hast ravished my heart with one of thine < \

eyes . . ."

i .

- This passage occurs at a key éoiqt*in'the development of the

s

"OAF".  Without wishing to postulate a rigid -structure in the ideas

°

of the poem, there is a thread of natur%} meditative development
which one can follow through the poem. Initially there is a prise

de contact, followeﬁ by the calling of the Spi¥it of God. The soul
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is overwhelmed witlr a sense of its own sinfulness and insignificance.

~
¥ .

At about the mid yoint in the poem the soul grasps, intellectually, -

. <
that it is through Jesus Chyrist that it is cleansed and saved. This

causes an initial feeling of confidence, followed almost immediately
by a conflicting sense of still being sinful. The soul questions

this and théﬁ, intuitively received an 5h§wer1 it is through Faith

. [ - ) . A
that 1t is truly saved: . ‘ .
“~ © 1

Sauvé ie suls, ie n'en puis plus douter,
Nul ne me peult separer ny oster .
De ceste Amour, qQue par ton\wilz me portes,
Puls que i'ay peu par Foy ce don gouster:

o
[+

~ -

The passage just quoted‘follows'almostéimmediately on the passage -

we have studied in detail., From this point, the soul revels in its
knowledge of i;s own s;lvation and in the company of the elect. Thus
styliétically impressive and characteristic elements meet in a
themati;aily significani passage- Thé/;mﬁortance of salvation

through faith is quite likely a central bglief which Marguerite would -
have wanted her reader to Accept. .

‘Thé group of poems we have'egaminéd in this chapter have certain
char;cféfistics,in common . .Most noticeable is an evident desire to
persuade, illustrated in Mafguefite‘s choice and arranéement of -
imperative verbs,” inclusion of aﬁtﬁorfﬁative biblical sgyliséic,
1magistié‘and thematic mattér, the tse of a broad and well assimilated

&

body of poetic rhetoric amd the choice af emphatic sentence forms, as

°

well as in‘!he occasional direct statement. While the desire to teach

v
.

%1v44., p. 222. . ' L
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is found elsewhere in Marguerite's poetry, she does not alﬁéyﬁ.choose
. A S

the same.persgasive devices. Anothek group of fredquently recurring
- . 22

‘procedures indicates a preoccupation wWith analysis‘ahd relé:%ﬁnship.
" We gave noted the frequenF use of the pdssgssive pronouns‘g%drthg
variéty of NEIL'CQDSES and relative pauéity of participles (showing
an incFeased desiré to define. exactly the relationships reflected

upon), the more frequent use of the passive voice than in any other.

‘single’typé, patrticularly more ,thah the narrative and gpistblafy
l\ o .
- poems and only slightly more than the lyrical poems., Jhs tendency

towards ana1y51s and relationsh p is also evidence iﬁe high

®
proportlon of syntactical particnes.

" The reflective poems are st#uctured differently from the other

types. Lacking a 1inear structug@ they rely oﬁﬁﬁnifying rhetorical
R -~ . ‘ ' - N &
elements and the’ continual returnuto'the central subject of reflection

» ' i P

N i
to hold them together. Despite aﬁ undercurrent of imagerpy related
to 'oneness' the metaphorical aspepts of the poems are for the most

part disparate, serving to underli certain 1§olated points rather

than to give structural unity to the poems. .Ehonplog;cal repetition

.

is also used to draw together the ptherwise besely related parts

»

of the meditations. ) ¢
Thingrdup of poems moves in a generally abstract context. We

. g L4
have observed that even concrete words and images are deconhcretized

either by the choice of a particular. device ,or by making clear in the -~
; .
context that it 1s tbe absgtract meaning of the word that 1is to be.

emphasized. This lack of solid, sensible content is'hnderlined in the

=significant1y lower percentage of characterizers found in this group,
4 .

and by the frequent use of the unrealized, projecting future eense.
. r [ 4 . ..

*
-

- a4
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Thus, the desire to, teach }s‘coppled with an appeal to the mind,
. o ¢ : .
as unencumbered as' possible by sensual reference. Not only are the

réflective poems abouf the mind (or soul as Marguerite would probably

héve preferred) but by the choice of stylistic and linguistic‘devicesﬁ

-

they are abstracted 'souls' in meditation.’ The form is 'so closely,

3

associated with the coﬁten; as to be inseparable. The appeal ‘of such
poems is clearly quite different from that of the narrative, _*'
lyrical or épistolary types, 'each of which selééts a dfffgrent path

.
< [

to the reader's mind. -

t

This 1s not to claim that there are no similarftieé between

< .

- the reflective poems and the other *groups., As we have repeatedly

pointed out, in many respects Marguerite's usage in these poems
- y P g

corresponds completely to her.normal usage, found inmthe‘poems studied

elsewhere. Choosing from the'variecy of means of expression évailable
to her within the conventions of poétry‘which she accepfs, she

.
. . h -

develops 13 relatively long, informally:organized poémé her own

c

: reflections on the. relationships between the soul and épd, and »~

between lover and beloved. ' 4 "\ o

B




S CHAPTER IV -

THE NAﬁRATIVE'POEMS‘

. Tﬁe.four poems whiéh we wilh s tudy in this chapter, ''La Cochie",

v

"L'Histoire des satyres, et nymphes de Dyane ‘ "Les‘Quatre Dames, et
-~ | ’
les quatre gentilzhoum@s and "LQ Ttipmphe de 1'Agneau') are all, in

~

. . \
the manner of -the sixteenth.century, narrative poems. Nowhere more
. v

- than in these narfa{ive poems is the meeting of Renaissance and Medieval

notions of literature more evident. GeorgesPoulet has noted the

I : ,
change in man's idea of time.which took place in this period. Along-

side a cbnéeption of creation as a series of tqmpofalli isolated.

units: . . N

¢

o . ) ® . n

- Pour 1 homme du moyen dge’1l n'y avait dont pas une durée
/hnique. Il y avait des durées .en quelque softe &tagées les
unes au-dessus Jes autres et cela nan seulement dans 1'uni-
. versalité de la nature éxtérieure, mais & 1'intérdeur de lui-
= . ‘"méme, en sa nature ef.en son existence d¥&tre humain.

- ’ .
¢ - . . -
- - .

developed. an idea of a sequential, conq*pﬁous lineal creation:

Plus de perﬁanénces ¢réées, plus”de durées étagées, mais

du haut jusqu'en bas de 1'échelle la présence continue d'une
méme vertu transformatrice et yivificatrice, qui soutenait
1'univers . . . une force ,-. . qui s appelait pour ains
dire indifferement Dieu Nature, Ame du monde, ou Amour.

In the Marguerites, the n®tion of a linear story in the novelistic

[

.senge of ;he.worﬁ had not yet éntirel§ replaged the idea of a story
L] . . .

1Georges Poulet, Etudea sur le temps humﬁin (Paris: Plon,-
1950) I, vi. - . . ’ .

1b1d. , pﬁ. vidi-ix.” IR

” -
© . L] . v 4




mon with the reflective, epistolary énd.lyr%cal modes.
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as being a-“set of events happening at consecutive intervalé‘and yet

often depicted as simulténeously occurring. The woodcut illustrating

3
- 3

the ”Histoire"3-shows three different parts of the story: the dancing

2

nymphs, and the chase, with the resulting transformation of . the nymphs .

into willow trees. ‘In the "Coche" on the other h?nd, each illustration

* -

' .
depicts one passing moment in the development of the story. Marguerite

~ r

is thus ekemplarj‘of two-different But coexisting conceptions' of time,

one basically allied to the Middle Ages and the other a new, 'renais-

Il

sance' ‘perspective. We must be careful, thegefore, to. understand
] . .t -
'narrative' or apologia as much as possible in the light of the six-

» ‘ .
teenth century sense of the word. , Apologia is "thé generic term for

any extended narrative structure. There are eight kinHs: féble; myth,

drama, history, rhetorical narrative, moral narrative, allegory .and

exegetic commentary."k' Each of the poems studied in this chapter belongs

in this genre, although because of its loosely defined nature we should .o

not- be surpfiied to discover thqfdtﬁey contain certain elements in com-
These poeﬁs are difficult to:date.; Jourda asserts that the "His-

toire", the "Coche" and the "Quatre Dames" were written about 1540 or

sligﬁtly thereafter, with:a défipite end date of 1543 for the “Hisg-
8 i . v

toire".5 The "Tr;omphe" he Belie?es to have been written before 1540.6

SMarguerites, 11, 5.
. A

’

4/;éSonn1no,‘op. elt., p. 225,

5Marg‘uerite‘g"Angoulﬁme,'pp. 1115, 1117, 1123.
61bid., pp. 1122-1125.
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) Marfchali the only other modern cwitic to have examiged the question

in detail, ‘sets the date for the '"Coche' ‘at 15417 and contends that the

argumert used by Jourda to support his daté&s is not sufficient.? As

the dating of the manuscri conta&ning three of the four.poems is
.

unclear,9 we shall treat these Marguerites like the.others as pért of

Al

a syﬁchronous poetic group. - . l
» - . -

Marguerite was evidently vefy interested in thé& problem of narra-

>

Fion, as well as in itsfdidactic potential. This 1$ clearly the case
in the Hegtgméton where shg resolves the question for tbe WmoSst paft

by dividing the narrative from the didactic elements. While we-a?e
evidently hampered by our i?ability accurétgly to determine thé date ..
of coafosition of either ghe poems or tbe prdse,10 circumstantial §§1_
dence points to these poems as anterior to the prose. In the poé;ry,

as we shall see in thi;,cﬁapter, she is still trying to unite the two -

functions of pleasing and instructing into one integrated unit. The -
- - . 3

four poems we study in this group are 1éss alike than any other type

yet examined, both in terms of the verse structure and superficially
. . r

in terms of the varying approaches to the narration of 'a stofy."Thec

-
o

"Triomphe' and the "Histoire' are written=1in continuous rimiﬁg céuplets,

with no semblance of stanzas. The PQuhtre Dames" 1is cdhposé% of _ i

"La Coche, p. 38. ,
N . - o

8"La Coche', RP' 50752.

. N
,yPSee Jourda, Marguerite d gouléme_ p. 1115 and Marichal ' .
"La Coche", p. 54. . . .
. 0 ‘
For the problems involved in dating the Hegtameron gee
Jourda Margggrite d Angoulé ! Chapter 11, p&rt i, pp. 664—675

»

©
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eight monologhes all rimed the same way in the deux.gg_ggflinked rime.

'S

The ""Coche' combines passéges of riming couplets, rime embrassée,
-tercets, and 9523 33435,’each rime indicating a differeht speaker,

but printed in the 1547 edition as a céntinuogs whole, unbroken Ef&?pt
by the 1llustrations. None &f the four is stanzale as printed, the

visual effect being one of continf{ious " flow.

‘ . L ]
The presence of the narrator is felt in a varigty of ways.

-Macrgixerite refers Vrself as ""Ie" as well as 1nci,uding herself in

the story in the "Coche™. 1In the ™§istoire", she begins with a kind
of prologue set off typographically from the body of the poem, out-,

_1lining the moral purpose of the story, again referring to herself as
"Ie". 1In the "Triomphe”, integrated into the second page af the poem
is a brief -appearance by the narrator "Ie" who explains why she 1is under-

taking to'write the poem in a %hrase reminiscent of Virgil: '"le veux

11

icy tes triompheé chanter.” ;e=Marguerite&disappeérs in the "Quérre

-~

Dames" where- the eight protagdnists tell thgir’own stories and draw-
their own morals from them. The quotation of‘discour§e'in'all four

poems ig-glmpst always direct, linking the narrative poem not‘only to
the spbkeq poem but indeeﬁlto the play, another genre Marguerite

, e . : e C"
practiced. The setting is described in varying detail: 1inm the

.
o

"Coche" it‘progressé- h the unfoidiﬁg,of the story, while in the .

"Histodre" it ekists bscpibed initially, changing neither with the’

time nor- the aétiqn.' T legory of the "Triomphe" calls up a variety

of Qigné;te—;ybe'scenes but there is no overall picture-as is the-
‘A K 4 - . - -

o

1

1 - a A, . / FEPER
" "Marguerites, I, 382. . | ‘ 2
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» case in the “Histotxe” nor a progressive one as 1in the” "Coche”. The -

.’i . V : . ‘ g P . °
"Quatre Dames’ lacks any real setting at all, and is.closest to the °®
i : P . :

> ’ play.of any of the four. The people'of the narratives are both des—
& i b . ’ - ; e
* cribed by ‘Ie' and reveal themsglves, again depending onfthe poem. 4
™~ s o,
P - N - :

8]

. In the Quatre Dames' they. alone teveal their characteristics, whi}e P

- - . . . * l
.i" ° - in the Coéhe” there is both description by the narrator and self- -
Cv revelation by the four ladies dho speak. In the ‘Histoire': the e
Y o g - e .
s . [ - 4 ~ . -
. narrator describes\the‘satyrs and nymphs but allows Diane to reveal -
' . . - 2 . o,

- : B . 7 . 3

her personality in a long monglogue. The Triomphe” is peppled.by ..
petsoﬁified abstractions who are characterized by the nafrgtor

-accordinf to their qualities rather thap as 1ndividual perSOnalities.
é

§, " :

Marguerlte'makes interesting and "effective use of soynd ﬁigures

- O . I -

in the narrative poemsb puf does not use these devices.prodigallyq

They-are in faxrt 1es% frequentdy recutriﬁg‘ingthié)group‘than in
) '.,1 .

(] <Y M- -

any other of the groupe studied, particularly in -the secular, less .

1} ) . diﬂactigv'Coche“ and "Quatre Dames::‘wAlliteratioﬁ is not common in

the narrative poems. Altheugh the four .poems ara all relatively 1ong;u
. . ’ ] o ) -

nene show the interweven ox averilapping conéonances'notieeable In'
° ) “ o . ¢ . ‘-: . -
thé reflective poems. Here ideas are not invoived; in fact, there is

7.
- . . . - !

’ little development of.ideas, the fmmediate fggotion'of the poems being o
‘ bl ] Pohakeid ) : .
- to fecount a stery. The cohesion which results from a chronologiedl
.o B . < - 4 .

“developmént reduces: the need fop’suchia unifying device Where

A Pl

-alliperation does occur it 1s normally limited to pairs of words

-

; © such as ''bas Uﬁorbier”lz or ‘dur diamant“l3 or at.most té one or ‘two
° . 'y . .- ) .
. ibid., pokos, T T e T
' 13, ‘ | g

Ibid., p. 401.. ) , oo T
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consecutive lines, _ Marguerite uses the symmetrical, croésed and paired

o

ailiterationS'we'saw to be charaqteristic of her style, but not fre*

E} R

quently and appareptly solely for the-effect of the reiterated sound:

: Finer la fault, pu prens une poulie" {A "Contre le Ciel, -que le

.

Soleil nous'caehe".15 There is°iittle ‘in the line-or in the context-"

to'suggest that these figures have signifiéaqce above the appeal to -

the ear. They doadd<a certain degree of insistence to the lines %on-
: 5 , :

P S .. . . .
taining th&m and are found more frequently in the "Triomphe'", a poem~

Q o /’:
in which did§ctic and reflective '1apses are common. Interestingly,

the word soupirs is often accompanied by a c¢luster of sibdlants:

) X . "Je €e Voy triste, et §ouvept #souspirer ?lé;or "Sans isouspirer, sans
- 'parler,jne gans'plaindre."l? The onometopOeic effect.ad&s enother
‘ : . o
A S ) almost dramatic dimension to the story nerrated' it is as though the
: narrator were providiné appropriatepsound effects for tﬂe background
B N G, ; ) | .
‘ Repetitive rhetoricai devicesaare restricteg to’the-clearly C e
, aidactic portions of the ;oems and to those parts of di;ectly quoted
o ' ) disccurse where the speaker is expressing strong individual feeling.
1 The Eraductig (repetizion of variants of aimer) in the following
: . . padsage taken from the story of the third dame effectively conveys . -7
) her woeful indign;tion, amounting to digbelief, that.her lover could
’Q . g: so suspicious: ‘. . . - “' 4
9 . | 141'@,1@., 11, "Quatreczbames"', pu. 3 ‘ ’ o
e U AS1p44, 0 1, "triomphe’, p. 385.\° _ R
S LT Moa, Coehet, 5. 296 0 L
. S » ;7Ibid.,z"Quatres maés"; p. 111. “o - . L .
. : w - ) -
3 | i - ) O ' )

- - . “
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. -, Vous auez dit; ce festu est aymé ‘
- T "t -Aymé? ‘helis, : . . (
. ~ Ayme de moy, qui i moy ne suis pas. . . ~ .
1'ay mis mon coeur et vouloir en vos laéz, *
i Tant que ne ‘puils sans’vous faire un seul pas,
’ . Ny riens vouloirh « . : )
“ . Aymer! Ias, non,le n ayapas le pouoir: ‘18 . . e
‘ o - "Non de 1'aymer, maLs de 1l'ouyr, et voir. 0 . 7

¢ 2?
e

«_Else&here,uanaphorauiS«used to. reinforce a lesson through\repe%itiOn:
o ' B} - 3 . . @
e © ‘ . . 4 s . Q',
- . ) Cuyder. avoir leur donner grand repos, - ’ -
“Cuyder n'awvoir leur fait changer propos
. . ' : . ‘Cuyder tenir les faisoit hault chanter,:
C o Cuyder laisset les fait mal contentes
) ) ' Cuyder en fin acquerir leur amye ‘ .
. o Leur fait sonner Flageolz et Chalemye ’ . ‘
= - Cuyder avoir leurs amyes perdues R .

: - O fol Cuyder, on voit bieﬁ vostre effect.l9 . .

-
<

. 2 "Cuyder" or false, presumptuous telief (as opposed in Marguerite's i
. . 'Y
- ° theology to Foy) is.the source of all the’evil in.this poem. .The

P
-3

. repetition of "duyder™ heré is:didactic in purposeé_it sums up the . ﬁ?
, ) ¢ . . . . g B
. misgdventures brought on by following "cuyder™ and thus warns against

e < 2 .. : @ . -
similar,beﬁéviour. The poem is, in fact, an allegoricél:moral story
¢ Soa written by Marguerite for her niece and\namesake, Marguerite, daughter *

of Frangois I, and originally called “La Fable du faux cuyder $he s

)

v "Triomphe" exhibits more exampﬂes of repetitive and emphatic rhetorical

S -

~ devices thanrany of the’ other narrative poems. Marguerite s tendency

]

to be caught up in the inspiring story she is telling leads her, on .

' o

‘occasion, o pass from the narragive to a reflective mode, stylistical— <

w

_ -1y resembling the poems studied ,in the preg}ous chapter with their
. 'laIbid., p~ 104. o -
19 T

Ibid., "Histqire", pp. 31-32.
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emphasis on rhetoric. Such repetitive: and emphatic.pfopeduxes as

o N L 4 T
.traductio, anaphora, polyptoton, copulatio, and epizeuxis. aid in the

- ©

"amplification of the subject. Marfuerite-is aware of the ambitiousness
0 ! . ‘ . > [

)

of her attempt to describe the gecond coming of Christ apd'bolsters the

. : ’
- description with these devices *Thus, for.example, the pVerwhelming

o

beauty and briiliance of . ‘the lamb can only be ‘expressed through a sei'ies‘

-

<

«0f negative comparisons; the insuffi&iency of the descripthnx‘vcmatcﬂis

t e ing the glcry of the lamb is admitted-in ihe.adznaton of the last line

”’ '

©

of‘ghe'following:selecticn, which. is al'so highly rhetorical:
o "‘ * Q‘ ' ' N * ) .'
. Iamais Solellgen plein iour esclarcy A ot
Tant bel ne feut que sa face argentine - e . w
e .. lamais. ne feut l'estoille matutine . T o
‘ Te ‘ “ Tagt elere 3 voir en sa giche estincelle; S

° .- .Iamais’ Ruby qui luist et estigcelle 20 - e,

Ne feut, qu'on seust iystement:-comparer.’ R
. ‘ '- ' ) e o T ""i’t‘. ”, o “}".

2 . H

B
=
b
o%‘
»

Therrepetition of "1amais' and '"Tant" as weli as the\compafisons with
: -~
1ight and the image of precious metal followed by the reference to a .

e 4ewel, reinforce the splendour of Chrgpt in his second c0ming, Some-

“

. i " times yhoké phrases and grpupe_of words are simtlarly repeated in the
o P . o i . - : - .,//
e _Vinitial pozitien in the 1line,-.creating an even stronger rheforical v
' effect: ) oo _ A L
. ! . . L % '
s st . 3 L - . o,

©

Voicy le temps.qu 11 fauit que'vous equuse' ‘

. - . VYoicy le temps, gratietise Colgmbe,’ & oL
N ‘ Ou .tout florist, quand le froih*hyugf tombe, ’ L et
. ‘ . . . Vodcy 1le temps que iouyray de vous. ¢t ° . T i
‘ ° v ' i ’ . ‘ ) ) e o { : . €
. . . 20 " » -'l_ . . [N . o . .
' - Ihidm, I, Triomphe S -p. 419, 3 .

naid.,a,p 409.. C T
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This is dra&n from a longer passage in which the,central image of

’

Christ as pusband and lover is evoked. The moment of un@on bétween
Christ and his church is clearly sone with great emotiongl as well as

theological impact for Marguerite, as we have already seen in Chapter

’ 1122 and will see again in our chapter dealing with the,lyrical poems .

E

; . ' The interweaving of: rhetorical and descriptive element$d with the

i)
-

fundamental ;trucuure of the narrative is typified in the following

&

'paesage. Near the Bnd of the 'Triomphe", time and fate are subjected .

to Christ. Anviﬁsermingling of at least five different repétﬁtive and

4 . . ERR
- »

, . emphatdc devicee and ‘the choice of striking characterizers combine to *

K . ¢

mark this asgé’sepsory as well as thematic climactic point in the,

narrative: -, ’ o ¢« ’ o . \ ’ -
= .y ’ o o o )
s .. Le femps chanu, qui tousiours enuieillit,
S " Qui tant-.de faitz soubz soy. enseysl 4t, >
Plus hault que n'est ce hault r demeureb
' . . Plus bas il court se chlangeant d'heure en heure:

Parquay 1'Agneau-tousiours triowphera,~
Tousiours regnant sur son throne sera.
Ne dites plus, 6 hommes - fhsensez,

Ne ‘dites plus, ny en voz coeurs pensez,
Que sur les cieux ‘Necesgité fatale,

N -7 Tiept par sur tout la dignité Royale;

: Ne pensez plus 1'immuable Atropos
’Avec ses sdeurs sans seiour ne repos,

o

- E{
. Faire et fournir la fatale filasse, :
Ny obtenir.sur les Astres la place. 123
v - . e ‘
) In this passage the repetition of ‘tousiours', "Ne dites plus'", the
. . [s] and -[f] sibilants, the structure/"Plus hault", "BPlus bas" in ,
combinatiod with other stylistic devices £0-be studied later in this
o - "‘ u/‘ - .
© . chaptér have'the: effect of overwhelming the reader and reducing him
-_ 22See above. P- 40 . - ' ’ . ) .
AL - tguerites, I 437 o L .
r ’ " o ‘ ° &
2 . X
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to the whisper (in fact in reading the poem he is almost forced to
2 . .

- » '"ne dites plus') suggested in the 'sihilant sounds of the last three

-

N

. ~lines. Carried-along by the rhetoric of :the "Triomphe',. the reader

’ v acqﬁiesces in tbe'appropriate actions and‘beliefs taught in it.

<

Thus, while the three secular narratiﬁ&EQSe repetitive and
empﬁatic rhetorical and alliterative devices with greater restraint

than was the case in the reflective poems, the "Triomphe'" is in this ) ’ g

resﬁebt ﬂeviant, showing“considerable use of the devices. The meditaT(

. . . . RN
° tive elements of these poems aye ultimately secondary to the recounting

“ ‘

of the triumph of the Lamb, although the didacticism seen in'this.‘

.poem is common to all the narratives.

L. o The syntax of the marrative poems, while "adhering fundamentally . .
Ty

to the norm of'the,Marguerites as a whole, shows certain distinctive
_traits. éyntacticalﬂparticles form hete eboﬁt 47%7 of the. words used.’ .

This is lower than the owerall average and reflects the less analytic N

nature of this group of poems. Of these, the “articles and possessive
. [] N - " -

adjectives are 0fed according ;o Marguerite's no;ﬁal practi%e. The
demonstratibe adjectivé does -occur more frequently in this group,
however. To a large extent, this is a function.of the Harration
it:seif‘~24 the adjective operates as a link in :he chain of" the story.
Thus we find at the beginning.of a paragraph' 1n the "Triomphe

A"Or eést venu ce beau Filz de Iesse. ?; Here the "ce" carries the

reader back to the pa{t of the narrative just”ﬁassed. Additionally,v o

it has dual possibilities .of both distancing and drawing close stemming

@
-

2 See Grevisse, op..cit., p. 361, :.section 436, part 1

. Margueritee, I, 400. .
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from the sense of the adjective, which is that of a geeture, one

which can indicate both nearness and distance.26 The effecf“of
Ry

s

motioning er gesture, coupled with the frequent quotation of direct

discourse,gives dramatic vitality to the narrative . o e

?

. Les coeur saisiz de si plaisans accords
. Sans y penser apprbcherent les corps-
De celles qui parauant eussent craint ] .
De regarder vn de ces Cornus paint: e
Mais le, plaisir vsant de sa puissance,
De leéur danger leur osta congnoissance.
L'vne disoit & l'autre, "retournez
* Ou fuyez vous?" -. . .?7 .

)
4 - -
s
3 . LN
. .

Occasionally the gesrure‘will be so tmmediete“as to include the

reader, as when Marguerite offers "ce livre™,.referring to the book™

-~
LR

‘the reader is acrually holding in his hand, to the Duchesse d'Etampest'
Demonstrative adjectives used as indications of gesture in the

narrative poems, as well as in some passages of the epistolary poems,

” M

give evidence of a well developeﬁ sense of the dramatic, partiCularly

of the e%Sectiveness of a dramatic scene in otherwise non-dramatic
. - . . ~

-

peems.
. . A study‘of the characterizers: adjectives, adverbs and such;
reveals both characteristics common to ail of Marguerite's poetry we
examined and certain traits beculiar to the«type. As we have already

gentioned,28 the Queen does not rely heeviiy on such words to make her .

.

. -« - _
poems effective. There is, however, evidence of d greater variety of

- 3

26See Cressot, op. cit,, p. 95.

27Marguérites, 11, ingtoire", p. 11, my duotation marks.

28See above, Chapter 11, pp. 53-54. j .




adjectives in the narrative'poems_than ewhere, although not a

‘greater humber. Such favoured and colourle adjectives as grand,

seul, doux and others do recur, but are not as\conspicuously predomin-

ant’as in the epistolary poems for example. -In-thdsg narrative poems

there are more gesciiptive and proportionately fewer| intensifying "~

characterizers. This relative infrequegﬁy of adjectives and adverbs

prefixed.by tres we attribute to a general tendency in this ‘group

away from emphasis. Although the "Triomphe" is. exceptional and does

. o ¢ . - R
use rhetoric for stressing certain points, the adjectives in this poem
: . "

are not merely ordinary qualities. intensified. !

Although rich in adjectival variety,-it would be a mistake, to.

c

claim originality or innovativeness on the part of Marguerite in

. . . ' < .

her choice of adjectives. They are, in the very great majority of
1 X : . . i

cases, exactly those -conventionally used to describé the scene in

question. Originality was not one of Marguerite'sfértigt;c objectives.

o

Rather it is in her combination of these conventional adjectives (the

device aEEosiEum) along with the occasional &cart into an arreéting
N o
one where we find her descriptive passages most attractive. Often she
. J

will use a series of ordinary epithets in concentrated groupings:

2

L'amour loyal, .

Ferme, et parfait dedens "son coeur reyal
Ha fait somy, throne et son haulg tribunal
Pour iuger tous

Les vrays amants, sages, hardis, et Soux,
Et se moquer des glorieux et foulz.

Here e have eleven adjectives combined to describe the nature of Love
- L 4 ., . [ . ¢ .

4

29Marguérite§, 1I, "Coche", pp. 312-313. "‘.
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and of the godd and bad lover; each one of which is unrebarkable,
calling upon the conveniional epithets of the courtly love traditiom.

Equally detailed and conventional~is the description of Death:

Apres Peché, la Mort espouentable .

D'un nofr enfer, horrible, redoutable,

D'un gouffre ouuert de soulphre tout bruslant,
Troublé d'horreut, et de fureur bouillant,
Sailloit, courant de tyrannique sorte

D'vn dur regard, et de ride distorte:

-

+ The words ﬁsed to describe death and héil are not unusual, but are
effectively piled up to encourage-thg revulsioq of the observér.
Similarky, the folloﬁing déscription of the 'scéne in which the "Histoire¥
takes place is conventional and,at the same time, clearly designed to

create an attractive and precise picture, according to the tré@ition:

3
.
i

Sur le lict mol, d'herbette, espesse et verte,

Se sont couchez, ayans pour leur couuerte,

Une espesseur de branchettes, yssues

‘Des arbres verd§, iointes comme tyssues

Et aupres d'eux (pour leur soif estancher)

Sailloit dehors d'vh cristallin rocher, 31 : )
Douce et claire eau, tresagreable a voir.” N i

2 r"
&

. On¢e again we fipd an accumulation of adjectives. In addition certain

inherent characterizing e¢lements, particularly the diminutives ''herb-

- -

ette'" and "branchettes" combined ﬁith-:h@ image "tyssues", the singu-
. - .
lar "vn". . . rocher" and the nearness ("aupres') combine to miniaturize

the setting, making it into a conventional pastoral miniature with no’

-

regard for what we might call realism.

1 4

’ - ’ )
43011 14., 1, "Triomphe", pp. 394-395.

3l.Ibi'd., II,:"Histoire", P. 5.

[y
”

L

4 .
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+ While the .religious "Ttiomphe' éhgws’éore examples than do

" the SSCUlar parratives of the biblieal calque we fgund to be‘chatac-

1te;istic of Margueriteis poetry‘generallf and of the refl%ﬁti&e poems -
especially, thHere.are not a great number of examples in aty of these .
poems. - The concrete-abstract ambigeity of thisvform; sa efféctively
exploited in the reflectiVe and 1yrica1 poems, was ;pparently oot . o
desired by Marguerite angd thus is largely absent. in this group. ‘6n
the other hand it 1s in the narrative poems that we find the most.
common and arresting examples of such descriptive rhetorical dqvices

as antonomasia: "un Vrie”, 32 or un Alain Charretger"33 for example,

or the devices we saw above! "appositum, tractatio, ,tempus and topo-

) © e

p T 'thesia.34 Marguerite's aim seems to be to express sﬁecific facts

rather than éeneral ideas. The characterizing devices chosen are.
2 . . . a - .
those which make precise, or at least specific. Particular nouns too,

«

such as “bransle' instead of danse, "flageclz instead of instruments
(e .

for example,suggest that in these poems the author chose her woras
° to tell the story accurately tather than to accommodate the story'

: to the exigencies of rime, facility, musicality and such forces at
work in the lyrigal and-also in the reflective pde;e. ” T
Most of ' verbs in.the*nar;at1Ve poems are in.the active voice;
. Thig é not an affective usage except in cases whete Mar;ee;ite wgghesc'

to emphasize the active role bf the subject on an object, as for example

o 321b1d., I, "“Triomphe”, p. 392, . . : ' T r
- : Lo 33Ibid.A,' II, "Coche”, p. 267.

34See above, Chapter II, p‘ 39-40. ¢
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- when Christ.addréssing his father telis him that he‘underStands the
temptations humans must face because he has” passed through them him-

* - fa

‘self. Here the thrust is clearly on the redeemﬂ%g agt of Christ:

' -
Bl

Ie- sgay que c'estsy i'ay les destroitz passé,
I'ay de la mort-le dur pas trespassé; ’ ' .
Don ie ne puys en leur tentatio .

Les contempler sans miseration.” . t

o

.

o

The passive voige, while not occurring as-frequently as the activé

~ . " 14 *
voice, does recur, usually in clusters, with what would appear to be
. . c

unusual frequency for.narrative.' In the "Tfiomphe",lit~e£p;ésées

. the Qeakness of those gho.are not Goq: sin ?s the ‘victim' of God's ,
wrath, the faithful.are tHe passivé.necéptacles of Goﬁ's grace.

‘ Sfmiiafly; in .the secula? ﬁa?rati?eé, g;oup; of passive vetbé under-
score tﬁe difference between the guileless nymphs, the wily satyré

and the powerful ééddess Diane, or that-between; the helpless lover and

the tyranny of love .or the berbyed:
- . C e

Pour .mon malfait 1le ne suis pas bany.

Mais ie suis plus qu 'vn malfaiteur puny,

Qui’ de tous maux et yices est garny

Tous mes bienfaitz, . N

Tous mes labeurs, dont 1i'ay porte grand fajx, \-

- (Bien que souffrir pour. vous plainte 36en fais)

I1 sont punis, conma?cruelz forfaitz.

'The unfortunate lover is presented as the.hapleés victim of his
[ : LT . ,
heartless mistress. 'We aré reminded that each of the narratives

-
-

deals with a conflict between unequal forces, hence the assprgnn'

- c e

35151d., I, "Triomphe",p, 441. ' -

36

Ibid., II, "Quatre Dames", p. 166.
. , . o ’ /
s

<
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humiliation of t%e weaker Stde. This aspect of the n&rrafives is

also expfessed i%&Fhe metaphoric language as we “shall see further in
S
this chapter.37 ‘Causative faire and the\verb rendge are similarly used

in the nafrafive poems. The poyerful figure, be it de, Love.or cuyder

H

" can make the ‘subsefvient being act in a certain way. It is of.cuzder

. victim-oppressor relationship. ' e

. . . .
.. the weak: '"Ie me contrains, et ris, et fais la saige;/Et ie me meurs.”

1

- : ) o
that Marguerite writes:-

‘ +
Qui fait les folz, en qui tu és, faillir,
Cuyder avoir leur donner grand repos, .
Cuyder n'avoir leur fait changer propos
Cuyder tenir les faiseit hault‘chantengé-

*

The frequency of this form in the "Histodre" reinforces the monitory
nature of the poem, which is not so much an exhortation against sin as
a warning to the Christian that he must alwayﬁ be on his éuard against

his ﬁéndency to be misled by.bgzder. Again we find implied an unequal,

’

’ The reflexive verbs continue this vein. Either they express the

self-assertiveness of the strong or the self-defeating qualities o
' 39

. contrasts with the aryégant

~

Ne de. 1'eau ﬁuré’ilz ne se contenterent,
Mais de fort vin, du far de Silenus, 40.
Lors se sont pairits ces Satyres cornus.,

-

In common.with élllthg pggmé we are étudyiﬁg in this ¢isséftat10n,

4

-
¢

37See beiow,'pp. 146-148.

3§§5rguér1tes,'11, "Histoire", p. 31. .
391151(1.,' ""Coche', p. 285.. _' ) L %t

14, "uiscotre”, p. 6. - . cse "
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T - : %
the present tense predominates, In the narrative poems this 1is due large-

ly to the extensive quotation of direct discourse which gives rise to

this tense. In this context it ié similar in function to the historiclal_
. " ) . L .
present, making more vivid.and immediate what would otherwise qecessarily'

be 4n a past tense. The effect of the present tense camnot be separated -~

f¥om the dramatic effect of the sﬁoken as contrasted with quoted word.

s
-
-

2 The time of the stories is, however, past; they.are being told as if they
had alréady happened. Thuys tﬂe passages in which the narratqf}desctibés

the events herself are predominantly in the past tense. v . _

a

As we would expect, the'moét_frequent past tense is the past

definite, being the tens; particularly'suited.to narfative.' This group .

//;

of poems {is thf>oniy one in which this past -tense sﬁands out, under- _ '

lining the specificity of the events described. So- too, while octurring”l

only slightly more Trequeﬁtly than the past ifndefintee, the imperfect”
recurs more often in these poems than in any other group. Events,
places®and things are noE only included in the unfolding of the action,

-~

.

but also described, - Behiﬁd the progressing series of individual events

o Ony N -
lies a" continuous background of lasting actions and states:
o ’ (Y . : N .’ . t.

Me desrobay (comme.fémmé non lasse)
Hastivement,® pour n'estre peint-Bsuiuie;
Car de parler 3 nul n’auoye envie.

o : 41
-Ef mon chemin ie trouuay vn bon homme.

[

¢ S e -
- . . - 4 . & . LN . , )
{{ Surprisingly- we find grgtps of future tense verbs in the narrative | ;

‘poems. Wﬁileutﬁe genéral perspective ig of the past viewed from the
<. " present, the inclusion of direct discdourse again upsets this perspective;'

‘fllbom., JCochel!, p. 266, - ‘ ' h
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We are placed not in the presenmt of the narrator but in that of one

of tlfe characters who speaks directly. Thus in the "Triomphe", -

[

Christ uses the future tense to refer to the imm}nént final destruction

of sin and death, and happiness of the_elect. "The effect is not only

fo make the eveénts more vivid, bﬁt from a didactic standpoint, to remind

the reader that the second coming, although being recounted as already -

having héppepéd, is an event in fact in the future, for whigh_the

readet ougthto prepare h%sself. The fGture also bcéurs, exceptionally,
- N ~ - .

"when cne'of the characters, agaird sﬁeaking éirectly, vows to act in a

o

cercain way in the future as a resq}t'of his experience. Thus the

second lady, renounqiﬁg all hobe of a happy relationship with her lover,

%)

'sweafs to conceal her love until death:

[ - -

-~

-7 Ma clere Foy ne sera iamais trouble
Plustot mourray } o

Patr fe amour; laquelle porteray

Tusques{a ce, qu'en la terre geraz.
£ luy iamais ma douleur ne diray.

While ther future ten%e on the. average does not occur frequently; .

such groupings have .the effect of projecting the reader into the

future. “

3
-

The ‘imperpative occurs -in clustéi:, like the future, in direct

speech.- It does not have the striking.effecc on the reader that it °

-
-

had in the refledtive poems, as it 1is rarely directed to him ~In the -

course of sermocinatio it 1s nmormally addressed to another of the

'éharaEters'in the narrative.. Tﬁua the reader feels,commandea.oniy if

~
(.

he is sympathetic vith the object of the comnand " It is unlikely that

v i

e '431b;d., "Quatre Dames", p. 96.° *

‘ - N . .
P .

r
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the same reader could share the interests‘of'Moit, Peché, Loy, a rejected
: ' ) N “a . : .
lever and a rejesking lover among others. Outside direct speech this
& - L - .

¢

device almost never appears. N

Nonefoftthé poems discussed ifi thi%\chapté:-is,,_strictly obeakingw
sténzaic, aod so the sentences are'relafively ffee-of sdch-llmitagions.
Nevertheless, as we have fou;d éeherally to'bo the caép,,s;;téhce.length
is adjusted to-exigencies of i}me, ?hUS,Hin the-"Cocoe”-gpr-sxamplé,.

>

the sentencésof the lady who-uses rime embrassée are most frequently
. . . ’ S . .

four fulI 1ine§‘Long, those of the lady who speaks . in deux et gi,'two
and a half Iines long. ‘Margoerite does not-adhefé rigidIy to this "’

scheme but does follow it sufficiently to be noticeable. Rhetomical"’

<

;questions and exclamat1ops arebthe most commonly'used devices to break

v
°

'-iaCQTthe-uéual.ééq}ence'ﬁattern. These occur in emphatic groups, and *

-

.are used rather more to express strong feeling than to advance the

I3 . N €<

=

- . o~ P - - N
‘narration in any way in contrast with the reflective poems where, we

-

saw, the rhetorical question_was often used 1o.develop tho argument .,

Y-

! . . . . -"‘ s .

They are-iike emotional interjections alterirtg the relative monotony

of the narrator™s even tone: ) T

- o = . v - - - ‘»\.’ ) . ?
s 0 mon Dieu! queile honte °*

/11 doit auoir, et peur que fi x compte -

. ‘A vous, atfye, 43 ) ) )
. Et vous”@ woy le discours de sa vie! . o
= L e - L

M toa .

i - - L . -

The résulting.ﬁériation in'tqﬁe.is used at regpiar intervals through
a - )
these long narrative poems and giveg us good evidegce of a desire to °

L

vary qhe structnre of tMe poem not only for didactic. but also for

3
T

k3 . o
i " ! . Q < e * -
43Ibid., "Coche", p. 298. . . O
’, ) R4 . o . E ’ ‘ -
1 . : . ¢ n T y -
- . - ' o ;
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)
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estheti¢ purposes. 'TEe syntactical discriminants discussed above
revolve around the basic narrative structure with a strong tendency
) ’ t

to dramatize. The effect of many of the é€carts we observed 1is to
. - <« N
remove the story temporarily from the flat plane of written narrative

and to place it on a metaphorical stage‘where the’ characters,can tell

.- . ' . - T
and act out their stories, ’ \
S ” ) . ~ R (v
Semant or lexicdl distinguishing features also underscore the

.

< N - '
differences bdtweédn this type and the others examimed in this disserta-*

tion. As we have already noted f/.the ?roportion of relationship
words, or ‘syntactical particles’is lower than that of'the Marguerites
as a whole. The highly conceptualized introductory lines we found

in the reffective poems do not, however, occur in this group. With the
. a .
possiBle exception of the "Triomphe" (397 syntactical particles), the

o~

introductory lines of the poems contaim ahout the same proportion of
oo ) ay .

conceptual'and relational words as do the rest of-the poems, The

necessity for capturing the reader's:- attention is less strohg i{n the

narratives than in the other types, tﬁe curiosity‘gﬁfthe reader mo

‘finish the story being c0nsidered sufficient to- Catch his interest and

I

to keep him reading to the end.  MWe will find a similar effect in \

“the-epistolary pcems where took in the normal couise of events, the
3 . et ot !

4

reader will finish reading the letter, Thefherrativg poems have the-

matic beginnings (the introduction\of the. story) .and Marguerite

-

" apparently felt they. did not need the strong rhetorical initial

. ‘ - . <7 . E ! > -

passages we found in the reflective poems.

‘Q

g

' . b 1. ‘ .
. The narrative, poems contain significaatly more words with con-
> v T | .
“%See above, p. 132, © ° : . 4

Fl
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Crete or perteptible reference than doesfany»éthér group, with the
. - N : (
exception cé'a few of the individual "Chansons". This is particularly

"true of the "friodphe" and the ""Histoire" where thHe allegorical‘natute

of both require .that intangible concepts be couched in concrete

3

. , )
terms. Even in the '""Quatre Dames' and the-'Cothe'", where there

. '

fewer concfete nouns owing to the lengthy passages in which, the

characters reflect on their vardious love}affairs, the narrative portions,

\tecqunting events involving specific péople, places uand things, necessi-
h % ’ i ! . :-'"- ' .
tate the choice of particular concrete terms. The vocabulary refilects
. . ) » i ’ N o . N . )
.the same general choite as does Marguerite's vocabulary norm. Addi-

, L] ~

tionally, there is a certain amount of specialization‘in the areas

surrggmding the subject ofgthecnarrative: the panoply q‘:é Roman

.

triumph in the "Triomphe , music and danéing in the "Histoire"

description of places: pastoral qettings in the, "Coche” and‘"Histoire"
(’\
. #,

and fanciful settings 1n’tﬁeu"Tripmphef. One theme-gréup which 1is

significant in all foyr poems is that of wondpyrelated'to war. Used

as images, fgr the most part,:this‘group implies(an attitude towards the

PRIERE

subject already noted in the aspects of the verb.‘z‘5 Although the sub—

©
P

ject matter of the four.poems varies from fastoral myth to apocalyptic
. \ M
triumph and melodramatig romance, the subject ‘areas of nature, the

sernses, deceptiOn, love, and war are common to all. With the dgingle

. t

’ekteption of musical terms,46 there 1s no evidence of technical

 vocabulary in these poems.

&

& . -
ASSee above p. 138. ° .

66Sge‘above,'Ch€pter II,'p..AS.

4

-
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words as ''cabinets

- \ 1-44
' i : A
',J" In ‘this group too, the stylistic level is mediocre, including words
. 23 W

and phrases ranging from colloquial to high style. ‘With the exeeptibn of
the "Triomphe" which, in common with the longer reflective poems, con-

tains more latinate words, none of the poems has pretentions to high

style even in brief passages.. The ladguage is contemporary, with the

c

occasional return to older forms and even rarer use of such 'modern'

! E 9
b7 for instance which is firsgt used in the sense of

48

"endroit couuert de verdure” in 1540.

7

In these long narrative poems MQEguerite uses sfnonymous words

and expressionslmere often than in an} other group we have studied. This

~ a

is phrticularly‘true of the secular narratives, but also of the !'Tri-

omphe', Where, in the shorter lyrical and epistolary poems, she limits
. .
herself to variants of the key concept word, mourir for example, in
these épems :even more than in the reflective poems she finds an ex-
3 . e ¢

tensive vari€ty of synonyms, near synonyms and circumlocutions expres-

" sing the idea. - Thus we find the variants "cmver”,('9 "anéantir",so\

"pe‘rir",s1 "trespasser",52 "transir",53 "assommer 34 fmartyrer",ss

S,

47Marguerites, 11, "Histoire", p.'9.
48 '

Bloch and Wartburg, op. cit., p 95 ‘ ' ' T
Marguerites, 11, 87. E - .
50 ‘ i . .

Ibid., p _113.

51'1b1d., p. 279. ..

Szlbid.; 5. 94. ' : i R

"‘53151;1 , p: 102.‘ ’ CLe L
54

Ibdd., p. 97, .. ° -
" ' SsIbid., p. 276, R S
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. an emphatic function. This latter usage, typical of the Queen's’

. normal style is used to advantage in these poems, and frequently en-

. ‘ o "
' ; 145
. [
N ' ) A 1y
as well as such euphemisms as "emfouir . . . en noire sepulture’,
" " 57 " % L] "
reprins ses aelles immortelles' ,”. "otez . . . la vie’, abb;e—

-]

, . ‘ . . 61
ger-mes iourét,sg "deliurer . . . du corps",60 "mettre en biére"”,

«

and a host of others. This sort of synonym usually has the effec£‘3¥t\
enrlching the language rather than makinfg clearer the precise meaning,
although this is not alwéys the case. When grouped together, as we

have already seen, the near synonyms can have both a clarifying and

14

tails an enrichment of the vocabulary, and of the image. Listing the
torments to be suffered by those elect of Christ who will be tried,

) . :
Marguerite proceeds from relatively mild tortures tv death on the

wheel:
Cordes, liens, chaines, seps,et couteaux,
Escorchement, desrompement, posteaux, ) ?
Roues, tourmens . . . 2 ; : :
. . ‘ ) A
This gradated series of words (ordo) lacking intervening particles” o
4 .

(articulug) has in addition.to the effeé& of rhetorical:- emphasis,

that of coﬁgretizing the concépt of punishment. - -
.%1b1d., p. 286.
57

Ibid., p. 287.

" Brpad., pl 289.

I ba. 5. 92.
©Omb1d., p. 95.

611b14., p. 106. , : - e

© 62 . '
Ibid., I, "Triomphe", p. 412. ...,

"

T L O e B R, *“z«:’ﬂvz”‘M-——.________‘_ N
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The metaphoric language. of the narrative poems is rich, particu-
larly that of the "Triomphe', which is by far the poem in which

Marguerite uses more images than amy other studied in this dissertation.

In itself it is an allegory or extended and>as we have seen,dramatic,
§»ften in the

/:fgge, and contains a great deal of figﬁrative material;

-

L
form of shorter sustained metaphors. These are rare in Marguerite's

w
4

poetry; normally me;apﬁors appear singly, unless they are structurally

significant as in the "Umbre", the "Triomphe'" and some ofe the "Chansons" .

-

In the n;rrativé poems we find passgges such as the following:

. - . ’/*\
- - .
I [ - \
vt , L0 g

Et s'tl aduient qu'on vueille supposer,

Vs ' Bastir, ietter quelque autre fondement, - . .
Soit hault ou bas, vous direz promptement R
, Que sur moy seul peult durer 1' edifice *
Du temple saint; et que § autre artifice .
Point ne veulez . ., .- ‘

B ) 3 . 4 . ) . )
Here the metaphor of building (a fundamentally biblical one) is extended
to underline the péint already"made above on the same page where the poet

asserts that salvatipnkcomes through Faith and that any other 'féunda-

- 4 .

‘ tion" 'is inadequaté.‘. Coe
K\\/ - Marguerite's metaphorical world is consisteat throughout her
.Jpoetry, althngh different poémsuéivé rise-to different eﬁphases.

Metaphors based on war -occur most fréqugntly in both the neligious and

~

-~

‘secular narrative poems. Indeed, themes and espénially 1mages’based

P on cdnflict are fundamental to the narratives. Not only do they d

express a particular relationship»between lover and 1oved one, God

3

and the enrnemies over whom he triumphs, the forces of good and evil,

v
.

‘.631bid.,pp;411-412. ot
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but even more significantly, suggest a conception of the narrative mode

o : b
which includes conflict. This visible tension reinforces what we have

& X

already discovered to be the case: namely that Marguerite's stories
. ) «
are highly dramatic in content and structure.. War-based metaphors%

are used in all four poems. Within a few lines of the beginning of

each of these poems we find this theme introduced: "Tous les Eslus .

\
et Souldars du '\;:lnqueur",64 "Entrepreneurs les feit de grands

= - S e
65 "Et lon diroit que la Mort vous combat",66 and "Ayant

3

batailles",

perdu de 1'aueugle vainqueur".67 The metaphor of conflict and vic—

» .
tory is, as Marcel Tetel points out in his Heptaméron: Themes, .

Language and Structure "brought down to a very earthy level”. To

Marguerite, as he says, 'war means. the conquest of waman by man and

the incessant confrontations between the two in order-go effectuate
68 ‘ ‘

this conquest." It is thus an image woven into thg’fabric of the

narration itself.

- ' i - ) |
Images of hunting and fire function [An a similar gway and are
B !

frgquently recurring ones in the narratives; the hunter requires
a prey, and.the fire must consume. - Fire of‘course_has other signi-

. - ficances and must be seen in a much broader context as image~-it recurs

N

in fact thrgughout the poems we have studied. Along with war, a fre-

>

- o

$41v1d., p. 381.

. 651bid.$ 1I, "Histoire", p. 6. | , ;
‘. ' . 661bid.. "Quatre’ Dames", p. 78.

‘ - 67Ibidt,'"Coche“,‘p.n265t‘

-

6B(Durhgm: Duke University Press, 1973), p. '28. The statement
is made with particilar ref#rence to the Heptaméron.,,.

»

rd <

, .
. e - . -
o 4‘
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quently recurring as well as interestdng metaphor- group is that based

[ 4 . .
on reward, particularly monetary reward. 1In the secular poems this

sort of image returns so often as to cast an ironic light on any mention

of love. Coupled with the preponderance of war images, one has the

impression that intersexual rélationships were conceived of by .

L]

.

Marguerite as consisting largely inm strife and gain. This concept com-

bined with the extensive use of rhetoric we find generally in

Marguerite's poetry’}eave«the‘reader with a'feeling that effort can
result in gained ground. This sense unhderlies not only the narratives,

2 .
but the Queen's ‘poetry as a whole and one may be permitted to wonder if

«

the function of the Marguerites in this positivistic istructure‘becomes

one of propaganda. Such considerations, while interesting, are out

-

of place, here. . ~

+
~

As.we have already examined passages of the "Triomphe in some
[ 4

detail we shall choose a passage elsewhere (despite a personal
predilection for this poel;t‘) in order’exemplify in an integrated

selection what is at once best and most typtcal of Marguerite's

narratives.. The followiog is a passage from the "Coche", one which--

°

lafgeiy becduse of the word "bucouble"-~has received close attention.

!
¢

<69See above, PP. 130, 131, 135, 137, 145, 146.

e

. Matguerites, 11, "Coahe", p. 292. Marichal, La Coche, has
‘discussed this word extensively in the section entitled "De 1'in-
existence de "bucouble”, » PP, 126-133. While we regpect his opinion,
we cannot accept the categorical statement: "Bucoubld est donc 2
expulser des Dictionnaires" (p. 132). Rédther than neologism, we

see in this word the possibility of a unique recerded example of a
.regionalism or a familiar word, ‘which fortuitously has found its
way into only one example of French literature.. See’ Huguet ; Dic-
tionnaite, I, 331. '

"
Al : i
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" By choosing a fairly lengthy but continuous selection we shall attempt

e
to draw together many of the observations made in this chapter. The

disintegration whicH inevitably results from extensive linguistic

E

analysis will be in sohe measure balanced by the following commentated

passage.

*

10

15

20

.

25

30

-~

- 35

®

<

Las, qu'il est dur ce mot & prononcer

Laisser ainsi mon bien, mon heur, ma vie!

Helas, Amy, 4 1la mort te conuie, . «-
Lors qu'on t'ira cest Adieu prononcer. '

Que diras tu, Amy, de ton Amye?
Ou que 1'Amour luy ha trop chér cousté;
Ou tu Jourras iuger d'autre costé,
" Qu'elle te hayt, .la nommant ennemye,
Amour me met en vn merueilleux trouble;
Qui d'un costé loue ma fermeté .
-Et d'autre part, defait de seureté T
Le vray lyen, qui rendoit un bucouble. : .
0 que la mort viendrait bien.d propos. , .
Car luy ne moy en ce depargement,
N'aurons iamais qu’3 son aduenement
Contentement, bien, plaisir, me repos. .
Or venez donc: et par compassion
'Mettez noz corps uniz, en terre obscure,
Auvant souffrir qu'au departir 1i'endure
Si tres extreme et dure passion. ]
(I1lustratdon)

Tinsi parlant,es'appuyant cbntre un arbre
En la fagon d'vne femme de marbre, -
Qui n'ha chaleur, vie, ne mouuement;
Les yeux fermez, les dentz pareillement,
A ses souspirs defailloit son haleine.
Moy, qui la veis en si cruelle peine,
Ie prins ses mains 3 frotter et tenir, - .
Tant qu'vn petit ie la feis reuenir:
Et en tournant son oeil triste vers nous,
Nous dit; "helds, que vostre ennuy est doux
Au prys du mien, qui ne péult plus durer:"
Ce que ne peult la premiere endurer.
"Vbus n'avez mal (dit elle) qu'vm tout seul,
C'est de laisser pour nous vostre plaisir,71
Mais i'en ay deux, qul agravent mon dueil.

are mine.

Marguerites, 11, "Coche",. pp. 291~293. The quotation marks

' 3
» .
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Analzsié. This pa#ssage illustrates many of the characteristics we
: . E [
have discovered to be peculiar to the narrative poems, as well as many

common to Marguerite's poetry:as .a whole. Dramatic and narrative

effects ares combined by the use of directly quoted speech and:conven-
v

tional narrativé passages. The first twenty lines consist of the
. . SR -
last ﬁért of a fairly lengthy speech by the third lady who feels

. obliged to give up her lover in 6gder to share her friends' unhappi-

A

' ﬁeés. This is followed by nine lines of uninterrupted narrative,’

followed by aﬁ additional comment of two lines by the third lady.

. The narrator again iétervenes to tell ué that the first lady”eannog
accept what;she has Bus; heard, at whieh point this lady spea;s,
‘reiterating how much more she is sgffering than her friend.‘ Although
£he gource of the confiict is the unfaithfulness of two of the lovers,
the conflict in the‘'narrative is in fact between the three suffering - »
ladies, éach.trying,to convince the others of the extremity df her
suffe;ing. ,In add#tion to the narrative element, there is an'iilustré— .
tiqn between lines 20 and 21/shqwing ﬁhf exact moﬁent of action des- ) N
cribed in line 21. The selection invoives tg;ée types of yime,

embrassée, tercet _ and couplets, representing the three characters

f -

involved. ) ; , -

The convergence of dramatic éffects 18 one feature whiéh strikes :,
us in feading ;he fassége.‘ The most.obvious one is the “extensive
qu;tatlcn of direct discourse in lines i—20,531-32 and 34-36. That
the dialogue in&olveé two charépters'who are 1d/25nflict further

underlines this characteristic. Thusg the first lady picks up the ‘ o

7o




, : o ady
oxydoron "votre ennuy est dqux" spoken‘by the®third lady and retorts
indignantly that the first sQeake;'s only misfortune is to leave a ;
happy situatioq, and that her own grief is twice as heavy. It is,
in fact, the intervening lines, which are clearly couched in third-

: .. -
person narrative form, indicated by the€ 'choice of past definite verb

tenses: "veis", "prins', "feis'", wfich remind us that we ate reading
a narrative. poem The oral or spoken QUality of the sounds is also
reflected in the sibilant sounds of the last line of the first speken
sectiqp:(line 20) where we have three [sJ.sounds, representing the
failure of her voice, or, as we are told fi;e lines later: "A ses
souspirs defailloit son haleine." Kdditionally, the note of copflidz,
heard above, is reinfBrced by the_choice of metaphdrs.' Reward and
war are present iiguratively in this,selection. The third lady refers .
_to her lover as her 'bien" and asks whether love has "trop cher
cousté”", or aiternetiveiy whether he feels she is his "ennemye". The
. two lovers éke Boumd by-a "lien" and death seems.to be the dnly ”_e
desireble outcome. The notioﬁ of conflict is expressed figuratively.
too by the dilemma pos‘d by the impossibility of extricating oneself
from the two opposite but equal pulls of loyalty to Iover and friends
Consonant with the dtamatic or stagy character of these narratives

is the presence of demonstrative adjectives, verbal equivalent of

[

. gesture, and the predominance of the present tense. Nevetthelees,
we "cannot neglect entirely the fact that we are dealing with the

v, nariation of stories. The dramatic aspect coupled with the difectly T

L4 - o

narrative intervening passages produce a shifting perspective in :,

v

which the reader is sometimes the immediate pbserver and sometimes
; ‘o .

the receiver at second hand of the inférmation being recoﬁnted.p

f , v '
” ! <
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~\\ The rhetoric which we found played an imgprtant roi@ io\the s
 reflective poems continues to belfound although, in this~groupguit ~ ’
~is useqﬂselectively, where, instead of fillrng:a‘primarrly didactic
" role, it supports the dramathﬂtone oft the coﬁversation of the two

ladies. The two apostrophes to death give a theatrieal. quality to

the desire of the third lady for the release of dying, as does the

_rhetorical ouestion addressed to "Amy". The hurt and indignation of

the third lady expresses itself in rhetoric which is completely

absent ithhe narrative passages linking the speeches. The selectron

beginé with an exclamation which includes ;he amplifyiné figure ordo
)

(the pYogression "'mon bien, mon heur, ma vie'" reiﬁforced by the -

lingmistically exceptional repetiﬁion of the personal propoun to
- . Fa e ) .
stress how near to the“quick this farewell cuts. Conventional

hyperbole is used to eﬁpress the effect on the gentLeman ("a la mort te

¢

conuie’). The figure traductio appears in lines Sﬂpnd 6 where there

is a concentration of variants on the root aimer. Finally the speech
ends ‘with the expression of a paradoxical situation: rhe'tﬁo dutie§

between which she is torn. Except by implfed example, this passage

18 not didacéic and lacks the anaﬁﬁora so frequently found in portione

which have clear teaching intent. The selection of rhetorical devices

4

we L. o

is designed generally to emphasize rather than to teach. - .
The desc&iotive-rather than enalytic-character of this passage

1s seen in the choice of characterizers which add- qualety rather

v

than degree ("merueilleax "obscure'" cruelle )” and 4n ‘the- seleotion
. ;. o ) .

o£ a relative1§7large number of nouns with concrete reference, in

3 R ©

conjunction with a corresponding absence of the abstracting piurals,

o o

genitive biblical calgue, and abstrac: nouns we fouqd 1n the reflective

L]
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poems. The conventional setting, reinforced by.the extstepce of an

illust;af&on'whieh must be treated as a part of the narrative, is very

N

concrete. Such words » "arbre' and "terre'" in a conventional context

are actually more‘ocative than in a free floating situation where
“ ‘ v N

they have no gener

&

1y accépted reference. This convergence of deg~

criptfive and dramatic devices, accompanied by selective uge of rhetoric,

is characteristic not only of this selection but of the narrative'poems
as a wh;le. .

While existing (as do the reflective poems) within the larger
contexts of Marguerite's own poetic norm and that of the period, the
B J .
narrative poems display.certain characteristics which distinguish them

<

from the other types we study in this dissertation. Additionally, &

Ve noted in this chapter that, not only do the narrative poems differ

from other groups, they are less homogeneous within the type than are

the other types. We observed that Marguerite had a very varied set
f concepts of the narrative as well as of its means of serving a

actic purpose. - Generally we found the quantity of persuasive

more uge of such rhetorical procedures than any other group. There

. was less jlliterative use of sound, and an avoidance ofsother devices

.
+

except in partions sp cally set apart where the immediate effect

- .

is to teach.

gh the stories do, in many cases, imply a moral

or suggest a co?tse of action, the Queen does ‘et succeed entirely
wt N ’
‘ . °

in 1ntegrating'thé‘lessoﬁ and the narrative, an experience which-per-

haps lead to -the definitive separation of the plaire and instruire

aeﬁectl.gﬁ the prose narratives of the Heptaméron.

-

The language of the nerratives is particularly rich’and varied.

e .
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We found a high proportion of chafactériéing elements, as well as’

greater variety within these, including the-iwost varied synomymous
or semantically related paradigms 1{ all of.the types studied. The

- ot ' M )
narrative poems 'showed a reduced interest infintepsifying characterizers
- p .

¢ [

and a corresponding increase in the use of descriptive charaggterizers,
as well as such other descriptive elements as-verbs in the imperfect

tense. These poems, including the "Triomphe', we found to tend towaﬂ‘.

. LN »
- . the concrete., Restricted use of abdtract structures and the emphasizing

<

‘of the specifi&, sensible aspects of words in contrast with the opposite

[ N

effect'?n the reflective poems was found to be typical.,
» . . N

Alsé”characteristic.of the narrative poems is the inclusion of.

>

stylistic devices creating a vivid dramatic effect. We found a {
.‘. i . . p ' - . .
greater proportion of demonstrative adjectives, which' gave the effect

.of gesture, as well as extensive use of sermocinatio.and the present
. . i

» -
P 4 ’

tense. Allied with this dramatic effect we found a consistent current

» * of conflict, expressed metaphorically in "the predomifiance of figures
n oY . :

: - O‘
® . based on war. Syntactical eleménts were also found underlining a
'strong-weak' relationship between the characters of ‘the narratives:

~extensive use of the passive tense to emphasize this state of affairs,

¢

[N

e and %hg siﬁilarly used reflexive form, as well as the factive.aspect

of the verb. Conflict in many cdses7w§§ either directed to or

actually resulted in gatia and we were p?rticuiarly aware of metaphors -
-‘ . e ‘ ‘.a ; : . i ‘/A-—‘”“\

underlining this ndMkpn. The strycture of thg narfatives, with its

. peculiar dramatic-confliet vein 1eadingwéo gain gives to the poems

»

an almost dialectic didacticism, althoﬁgh the dialogue 1s ;arely‘

’

between equals; A super powerfhl-figure is required‘to settle the

I3 ’ -~ . [ = . . N z
conflict. “" . C .o . =
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. 3 ,
Thus the _n%rrative poems, while in many respects similar to the

.

o . : . - - .
reflective poems, invite a dif ferent reaction from tt'm‘e reader. Rather

A

than allowing the reader t® Share the meanderings of her mind on the
o V]

L]
- -
subjects important’ to her, M#rguerite-places him before a situation,

¢

-

actg@but with broad indications of whst'posi’tion he ought to adopt.
' ' 4

LRe'the refleétive poems, this 'gro.uP aims at imrfluencing the reader,
. A . o e :
but as we have seen iy a different rAnner and by different means.

o0 : e , . ‘- . ..f N




v CHAPTER V

THE EPISTOLARY POEMS

” | .

The five egItre which we propose to study in this chapter,

[+

four of which were addressed to Frangols I and one to enr%_d,Albret,

.

Ma;guerite's husband, were probably composed betweem ¥342 and 1547.

o

Jourda proposes definite dates for "Epistre I'': January 1544,
. ’
"Epistre II": December 15 '-January,ISA}, "Epistre III: November

. 1543.1 He admits that "Ppistre IV" and "Epistre V" are more difficult

to ﬁate, but proposes 1546 and 1547 for the latter? and a date

-
either earlter than 1544 or later ‘than 1547 for the fc;rmet'.3 Altm\)ugh

the period of-time covered by the composition of these Hoems is probably

not as great as_thap.covetgs.gy the other types discussed in this f
dissertation with the pdséible'exception of the narrative poems, we do

"know that.MargueFite had been writing letters in vefse since 1527 at

least.k ﬁfrguerite wrote letfers in both poetry and. prose. her -

egitres are not, however mexely rimed .prose. They exhibit tn thcir

atyle a sense of ‘the genre’as ib was understood and are clearly [

literary in their procedures. We cannot, having compared the atyle
’ - ’ '

Matggetite d‘AngoulSme, pp. 1113-1114.

21bid., p. 1119.
&

3Ib:ld."’, PP 1117-1118 .

“Ib1d., p. 1106.




cfﬁﬁhe letters pubfished by Génin5 and Jourd§;6 agree with the lagter's
judgment that '"ce sont des causeries .oli la prose se revét de la parure’

de la rime, sahs qu'aucune+recherche de 1'effet vienne gdter la°
~ . ’ - s " o
‘spontanéité de la coqfidence".7 Jourda has al;owed his-position” (that . _

spontaneity is inconsistent with the usé of rhetoric -and that a spen-
: , : .

_téneous effect is not the résul;'of deliberate 'stylistic choice) to

blinQ\hiMself to the existence of’rhetqric and stylistic choice -along
with §nfeffect of Spontaneity. ‘ . ) b

Marguerite's épltres are améng her- most popular works with those

\

'critics who have studied her work in depth. $oth Jourda and Frank

.

.speak highly of them s examples of the genre.8 SeBillet, virtually

.
< <

the first to define the form says that "l'Epis;ré Frangoise n'ést autre

. ; ‘ 4
chose qu'une lettre missive en vers.f'9 Peletier has.a more detailed

notion, corresponding in fact more closely with the epistolary ‘poems
‘as we find them {n Marguerite's works. For him, they are not merely
rimed prose:

.
-

Mes 11 1 & téz discours. que la prose ne r?ceuroet pas
de si bonne grace, comme fera le vers: Comme

quand on & anuie de parler alegoriquement €

souz ficcion: e qu'on & fantesie de s'ebatre

»
-

SMarguet;te d'AngoulSme, Leitres;.ed. F. Génin (Paris: Renouard,
1841) and Nouvelles lettres (Paris: Renouard, 1942).

6"Re;)ex':o:Lre analytique et chtonologique de la correspondance de
Marguerite d'Angouléme, Qgchesse d Alen;on. Reine de Navarre (Paris:
Champion, 1930) ° .

7Jourda, Marguerite d'An gouli p. 504. : -

8Jourda, 1bid., p. 504 and Fblix Frank (ed.), -op. cit.;_jq' FE
Ixxix. ' - * .

~

?Sebille;,"op: cit., p. 154 aqd’note 3; p.-153.
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. L] - ‘ . ~ -
of David are compared to these’ qualities in Frangois I. A further,

par comparesons, raconter songes, e autres ]

gueyetez . . . Horace @ ecrit des Epitres de ' ' -
grande estime. Car il n'{ an & pas un Oqui o

ne soet d'anseignemant, e filosofique.

v
-
-

. ? ) R 4
Marguerite does in fact proceed by comparison. "In "Epistre I' the -

4

fecundity‘promised to Abraham bycGod in Genesis 22:18 and .the valour

‘ ' . ¢ .
more general comparison 1is- made between the character of these two -

3
’

0ld Testament figures as chogen by God, and Frangois as the similarly . .
. . . 4 .

s

divinely elect king.. Thé compari%qn occupies the first half *of the

épitre and is thugia lengthy one, Old fgstament comparisons predominate

1n the first three épftres, the fourth compares Christ to a matured

Cupid. Only the fifth 4s a direct. statement of the feelings of the

letter writer. Similarly, the épltres pnclude didactic and philoso-

’ phiqal materiélﬂ The power of faith is thé central theme of the first ,

thyee, while thgt of true lovelis the substancg of the last two.’ That
the'reader lé 1ntehded to’legrn from this is indicated in the use éf
rhetorical de;ices, particularly“repeE!tive ones which are also
didactic. Hargue;ite s conception of the egizre 1s founded on that
of Sebillet, but ip detail re%%nbl‘s mor€ that of the clagslcal

model put forward by Peletier. Théf are beyond the level of dealing

with "mennes choses",li have a central and unifying'éubject and

-~ - . LS
generally tend to be elevated in tone. .

. . . - A -~

Fabri,  in describiné the prose é'ftre,says that the language

Peletier, op. cit., p. 181., , ; - "

Noee sebillet, op. cit., p. 154. .

10

.
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~

¢

: 9 2
must be suitable to the social level of the recipient;1~ as i?fall cases

.

the'addréssees were kings, it #8 not surprising that the stylistic

n

level of the epiétoléry poems is at all_times consistently 'dignified

lwgthoug being pompous por inflated, They do not use slang or improper

expressions, although at times do include familiar turns of phrase.

While the effect is one of spontaneity, it would seem that this is a -

4

consciously chosen effect, existing within qhe wider definition of
the genre as requiring languaga appropriate to the writer .and addressee.
Although Marguerite 1is writing to her closest Telatives, she maintains

a dignified language - level throughout, and a more consistent style thaﬁ
- . . ‘ .
"found in any other group of® poems studied, indicating the degrie to

whicli- the poetic requiréments of the égitre norm were signifieant

¥ S

an k4

to the Queen. . - ‘

. 3 ‘ \ ,
‘Like the narrative poems, the epistolary poems show a reduced

)

.percentage of syntactical particlés (472) indicating an overall rela-

tive disintefest in~logiéal apglysis. ,Ho&even id-the.introductory lin;c
of the first two, for instance--the only ones invwhich the reader is
'placed‘immediqtely_before'thetcombarisﬁﬂ—-tbe percentdge of-partinifs
is low, whiie the 1a§t-thfee are hoie rationalistic 1n-their<introdué-
tions, ‘%plaiqing 1& eagﬁ Egsefyhy thg gueen’is’wr{Fing, and ?how a

higher 1ncidéﬁce of particles. ?hﬁs, while the general tendency of

-

3

» ! - . - .
the epistolary poems isg tqwards'non—relational poetry, in 'specific
" . ) o . .
passaé;s‘in these poems we find the .same "correspondence between analy-

sis and increased numbers of syntactical particles that we found in

°
»

the -reflective poenms.

A

o leee Fabri, op. cit., "Rhétoriquefﬂ p- 194. _
I P

¢
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Most of the concept words in these péems are apparently abstract.

!

Our sampling revealed very few nouns with any concreté reference at
: o all. In fact, in "Epistre II%, "Epistre III", and "Epistee IV'", there

. A
.were, in our sample, no-concrete woxds at all, with the possible

exceptions of '"Dieu", "Christ", and "couronne",13 and it is only the

very wide semantic'fieiiﬁoffered by the word "Dieu’ which permits it

to stand in this catégory. The éreatgst number of abstract words are

those describing[hhman feelings, and long passages made up of such words’
3

are interSperéed“with shorter narrative pieces. The letters, unlike

~
3

the reflective poems move from short but very concrete ard specific
" . ! Lo
scenes to longer intangible and abstract-expressions ef emotion. .
: . ’ Ka
They combine the concrete character of the rarratives with the abstract L 1

~ -

‘nature of the reflective poems.  Thus in "Epistre I" we have the

, , ‘ e
. briefr recounting of events: the biblical story of Abraham and the’
I VRO » © 15
three strangers, God showing the stars to Abraham, N Marguerite

read&ng in her hermitage}l6 the arrival of the messéhger;17 the good
. newg,;s (including a de;aii concerning tbé child's bose!), and the .

‘Brojection in rhe future of additional children.19 In between the

"

. 13 verites, II, "Epistre 11", p. 49; "Epistre III", p. 61.

‘Ma
4

¥

Ibid., p.-38. L I .

'

Ibid., pp. 38-39. .

161b1d). p. 40.. o L y

171b14., p. 41. - o .

- ‘ / i -‘ M ’
18 14d., p. 41. . - - .

Yrb1d., p. 45. - \

- ‘ v R
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. . ., e
short narrative portions are longer passages devoted to expression

of thought and.feeling either oqcasioﬁed by or {llustrative. of them.

c
-

‘ ¥
Thus there are series both of concrete and of abstract words:

. ' Ie m'arrestay contemplant ce passagg: ¢
Mais tout soudain viz venir un megSage,
Qut confirma ma contemplation,
Sl Me declarant la consolation
De vous, de nous, du Royaume, et dé tous,
Par nouveau fruit tant desiré de nous.Z20

LY
- i3 5
“Here the' concrete meaning-of such words as "arrestay', "passage',

"

"venir", "'message' gives way to-an abstract circumlocution which

means essentially 'the birth of a child'. . The, abstrac;ions-"con—

*

. templation”, consolation , are concretized as "fruit , an 1magé of

the child. Similarly in "Epistre III", the poet tells of the king's

»
LY

assistance at the battle of Landrecy: : T

JQue 1' Andrecy de 1! Empereur n'est prise,
, Que vous avez en despit de ses dents,
’ - ' ! Devant ses yeux, tiré hors de-dedans
./ Vos bons Souldatz, leur faisant tant de bieas

i

» ¥ Que tous maux il n'estimsyent plus rieng?l

RS

Hete; because the details of the particular°sk1rﬁish Qre clear éo the
1hr1ter the%?ddressee and the sixteenth century reader the concrete
context gives specific‘;eaning to "biens and '"'maux" th former )

being material reward and the latter the fatigue and injhries of ;ar.
;n contrast witﬁ the rgfiective poems; where theugqner;l tgndency is

.

for the abstraction to overpower the concrete, in the epistolary

20

thid., p. 41.

211b1d., po 64. ' ) ’ ) ~ ‘ ) ’-~ -

P
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r
ad .

poems the concrete, being attached to a contemporary .historical

context such as the birth of the king's son, or -an important battle,

°
. .

tends,to make mo;e_limiked the semantic field of usually abstract

‘
o . ~
—

words. . . ' , '
r \ - . °
The” lexical choice shown in these poems is consonant with their

N ' + "
secular nature and the fact that they were written to mark signiffcant .

occasions ip Marguerite's life and the life of Frangois I. Unlike

v

“the other poems studied in this dissertdtion, the largest group of °

-

conceg;,words do not centre on 1ove of God and man.. The most signifi-
et , , o ] ;

cant single Jexical area is that Jf the minor'humgn feelingsf'."hpnte",

+

- ";ngratfpude“, "chagrin", "plexisi'lj;.r and others. Other lexical groups

we have alreédy met-occﬁr'here: of these, religion, war and kingship

i ’ - -
-

are the most predoﬁinant. JParticular to this type is a minor lexical

. . groun of which the central themes are time and distance. There 1is

véry Iittle lexical evidence of preoccupation with déath, particulaily
. -\ " >t
.in comparison with the refleccive.and, as we shall see,'the lyrical 6

poems. The only vocabulary area displaying any kind of technical .

specialization in .these poems 1s that related to war. Such words as

25

"e‘spe'>,22 "espieu”,23 "arbaléste",24 "armure'', "fonde",26 "egtar-

mouche",27 "hatnois"zg.and others indicatelé knowledge of ‘the proce-

‘ ' 221b1d., "Epistre II", p.~46. . ) o .

- . 23Ibid- ) . ’ X . \ ’
- ( .
) ) 24 - :
Ibid. Y A -
25 ‘ '

. 4

Ibid., p. 43. - o o

.‘ . 261414, , p. 46.

! . Y27

Ibid, "Epistre 1II", p. 59. :

281b1d.; p. 60. - C ¥ .
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although the sources of figurétive language are those we have already

and emotions. It 4s an image found frequently throughout Marguerite's

/Although a conventional image at’thq_iime and eﬁen then having;loét

163 e
4 ‘ - ‘ .
dures and engines of war on the part of Marguerite as well as evoking
the battPes referred to in a very specific way. Intensity of feeling
1s also expressed through Marguerite's choice of words which :evealé
. . o . ' .
a tendency to choose ones with stronger connotations than the context,

on the levei pf infofmationAalone; demands. Thus we find the more

intense "avaller" where recevoir or consumer would convey -the meaningz

"creuer" where mourir would be a possible choice, or "transporteg’ '.
instead of &mu, - ‘ - )

o oEva .

%%W The epistolary poems are mnot primarily characterized by images,

sgen to be common to all of Marguerite's po Fy.29 Almost entirely

absent are the Petrarchan-metphas of fire and onsuming love, as well

as metaphors based on water and light. Such.elemental imagery,
appropriate to the-themes of the other three types studied is very .

rare here. The single most frequently recurring image is that ,of .

» t

the heart which recurs at least twenty-three yimes and in every poem,

In all cases it stands not for the“physical»organ, but for the thoughts

poetry bunﬁhére,_where,it predominates, it is particularly interesting.

. . » ) ’
much of its concrete impact, it underlines the common characteristic

shown in all these poems in the exprésa;on of feeling in an\established,

-

> : .
conventional way. Adherente to convention along with acceptance of the

~

genre is typical of Marguénite's epistolary poems, pﬁobably the most

_ - 7
'public' of any of the four types studied in this dissertation.
. ' . \ . :

7

; ) .
See above, Chapter II,- pp. 39-41. LT <

. 0 - ! R
- . » ~ -
. : * . :

29




‘glves a .paradoxiocglly spontaneous effect in,'Epistre I":

. ;‘. - ) .. | 16!‘ .
\ * ' ' N

Musicality of sound was not of prime importénée:in the epistolary

.

poems, Although there are occasional %llitéra;ions, they are rare and

.
~

. there are none of the overlapping consonances ' we found in the lopnger,
N o . [

¢

reflective®poems, where the interwoven effecc'was'structurak, underlininé..b

.

v

the weaving of ideas. Neither the simply related ideas nor the relative

brevity of the letters requirg the phbnological“unifying devices typical

- of the poems discussed in Chapter III.

Repetition which is rhetorical is, however, frequent, particularly

- v

when the subject indicates didactic intent. There are rimes which are

w
i

. . ¥
clearly arranged to set certain words, or groups of words, in relief.

The repetition of the basic concept 'is coupled\y}&h that of sound to

form én“emphatic group. It can oceur in one line or in a series of
lines, §ost frequently in the stressed first‘position in the 1ine.
Polypto;bn,,ggpetitio, hératfo, anaphora, copulatio, add traductio
:;e repeyitive rhetorical devi;e§;espegi;11y characteristic of this

4

A

group. They occlr in all five ééitreé,.and are particularly common in.

. N . .
"Epistre IV",30 where the ¢ffect is reminiscent of the repetition$ of

a pattern drill. The 1nsi§&énce¥sug§ésts that the Queen was most
. N 2 i, . : .

anxious that her brother learn his lesson and so puts even more -

rhetorical power behind her words than elsewhere. The repetition of

-

maintenant 'five times in this épitre similarly reinforees the sense

- 3 *

. X : §
that an irreversible change has occurred, Rhetorical repetition

b

s

30§ee pp.r68 "hoatre", M'c'est luy", 69 "amour", plus'", 70

" ds examples of repetitive structuyres.

"1'Jy", Hsaﬁs"’ 71 "co




Vn Filz, vn Filz! 3 nom dont sur tous noms
Tresobligez & Dieu nous .nous tenons.

Le Filz du.Filz-.du Pere tresheureux,

Enfant qui rend les ennemys paoureux,

Pilz qui apporte en France vn double coeur,

Pour estre Filz du-Filz du grand Vaincqueur 2
Filz beaucoup plus desiré qu'esperé,

Le reconfort du coeur deseperé: o
Félicité du grand Pere qui voit

Filz de son Filz, que desire auoit;
Filz appertant au grand Pere ieunesse-

e

Both her enthusiasm‘and amazement at this birth are conveyed in the

-

e repet{tiéﬁ of‘tﬁe word "filz". The effect created is one of extremé
. joy that insists on e;préssing itselfﬂrepeétedly, ;f almost uncontrbl%;d
spbntane£;y, and alsd one of éstonishment'which'demands.repetition in
ordeg~ to be sure that it is'éfpe. Both these effects, whlle created
- through sound, reinforce the sense of the paésageke“he child was the
first in a marriage that had lasted for tén years already without

fruition and thus was still greasly desired but perhaps no 1onger

. expected: "Filz beaucoup plqs desiré qu'esperé." Afticulus, com- . 5

'moratio and ‘congeries are also emphatic rhetorical devices found in the
epistolary poems. Not only do they draw attention to the matter in

" question, they serve as economical units, drawing Much information,

togesper in relatively little space. The gise and fall of "compte

Guillaume" is thus summarized and at the same time the vagaries of
. . K ! SR .
.fortune emphasized:

v

Ce que lon voit par le compte Guillaume
. Lequel servant le Roy et son Royaufe
S'eatoit fait riche, craint et -fort eetimé:

31 44. , P 42, 4

«
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Mais maintenant fuiﬁifi poure, et blasmé,
Peult bien penser dont son honneur venoit, 2
Qui: riche, heureux, et craint le maintenoit.

v
o

The equmeratioﬁ§ in the third, fourth and fingllines are both economical -

¥

\\gnd striking. ‘Rhetorical questions and exclamationE also occur, although

\\ )
not as. frequently as the other rhetoricdl devices mentioned. When

thgy do occur, it is in emphatic groups father)than aSJiso}aEed.ques-

tiéns;33 Sermocinatio, - or the ﬁué;ation,oﬁiairéct discourse, is used,
oh the other-hand, to considerable effgct in the spistolary poems. Not

only does it give relief to certain thoughts expressed, it reinforces
thg"nétioﬁ ‘of the letter as a good substitute for speech, when necessary.

'The Queen's sense of the dramatic is, as we have seen in the previous

L |
¢hapter particularly,.very good and called on effectively in these poems.

In "Epistre II" she puts her words of praise for Franqoié into the

-
mouth of David who is, in tum, speaking to her. Similarly in "EpisRFe
V", she creates a little scene involving two people gossiping:
. Et si lon dit,"” qui est ce, S .
Qui- au besoing -ainsi son amy laisse?" :
Vn ignorant respondroit sus ce poinct,
"Clest celle 13, qui l'ayme peu; ou point. ’
. Quand il est sain, ilz font grdand chére ensemble;
" Quand 11 a m'al,f;elle s en ‘vas''et - .
The rhetoricaI language of the epistolaf§ péems reflects on the~” - ..
e one hand the persuasiveness of the reflective poems ahd on the othef
:'the dramatic quality of the narrat;ve gpemé.' The didactig fynction
] ‘ . . - . ) " "' ' ¢ ) *
32 0 e 1" . B oo . f
“7Ibid., “Epistre I", p. 40.- - - - ¢ y,
133 . . ) - . . 4
- "“See ibid., "Epistre II", pp. 49-50; "Epistre IV", pp. 69-70, 71.
. " . . .
34

Ibid.,. p. 72—73mL*Thg‘quotation maris'aré~mine.

¢ . < s ‘
* . e '

o
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is greater, however, where the number and frequency of ¢lassical

rhetorical device€s used is greatest.
Along with syntactical characteristics shared by the whole body of

, the works we are studying, the epistolary poems}exhibit certain

grammatical variant's. The articles are generally used according to

Marguerite's norm, which is galso that of the period. Most énumera—
'fions‘of nouns, for instance, follow the  general tendency of the poetry

of the period to-omit articles after the initial one. Thus the inclu-

P

sion of the article is an effective &cart ih the line: '"Les iours,
. . . [
les nuictz, les heures et le temps",35 where the accumulation of

time concepts 1is emﬁhaSized and at the same time the pace is slowed

. . g .
by the device. We are made conscious of the length of time as well

as of its existence. The possessive adjective is employed normally,
while tHe demonstrative adjective, while ysed accorging to the nporm, o

occurs more frequently than {n any other group except the narrative

B

. poems. As a device which can bring qeérer as wéll as distance it °

serves to underline both the separation between Marguerite and the\

.

” . 36

\ person to whom she is writing, and her desire to bring herself closer
to him: - "Ce tridte escrit pour pér le presente". Here the effect

is to suggest that she is actually hapding the letter to her husband,

thus creating'albond between thems The frequency of this eleﬁent of

a

syntax is also allied to the existence of narrltfve—type-passages,'

ment ioned above,37 and has the same effect of dramatjic gesture we
, = I- ’

35

Ibi?.; pr}étre v, p.'§9., o ' - I ’ ot

> - 31114, , "Epistre V", ,p."72. . LA IS

. :?7See’ above, Ch%ter' 1v, pp. 132-133.
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found in the narratives.. '"Ce Goliatz indicates a gestute which

‘'points out the dreadful giant of the 0Old Testament, Goliath, in a

distancing way. 7

T

0f all ghe groups‘thusfér -studied, the epistolary poems are
. { -

poorest in characterizers, Quantitativeiy these poems contaim the

same number as the narrative poems and more than either of the other
39 - ~

‘types, but the words chosen are mever striking or colourful. Inten-

- : ? e / )

E

sity is'clearlg®pore important to the poet then descriptiveness.

.

Grand is by far the most fréquently Lsed adjective, followed by seul,

tout, and vréz which also function emphatigaily,while bien is the most

commonly océurring adverb, followed by taﬁt, fort and tres, the lé&tar

—

usually prefixed to an adverb "or adjective. Biblical calque found

in all three types, particularly in the reflective. and,as we shall

see, lyrical poems,is absént in these, despite the réligious_interest

of the subject matter. .

_The majority of .thé verbs in the epistolary poems are in the

4 . . ‘
active voice and used according to Marguerite's normal manner. Where

- the passive occurs, it usually serves td cast emphasis on the subject

. and away from'a relatively inSdgnificant agent. The anonymity of war

1s remarkably <ayght by this device coupled with the nondescfipt .

o’ i ' - IR ll
telr "Vn tel est pris, tel blessé, et tel mort". a

the reflective poems, which threse resemble in numerous ways, the passive
< ‘ . ¢

In contrast with

<

-t ?BMa{gperites, 11, "Epistre 11", p: 46.

39E§istoléry: 14;'chatacter;zers; reflective and lyrical: 10%;
narrative: 147. : o

4OIbidf, "Epistre ITI", p.‘60k - N

3
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.+ 1s rarely used to underscore the fneffectualness of the suhjeet. The

. . - :
emphasis is rather on the strength of the agen®, sometimes aw emotion.

When Marguerite desgr}bés the effect of the good news of the king's
, * : : B .-
’ -~ victéry at Eaudrecy it is the emotions of joy and thankfulness that

-

cérry‘théfrejoicing subject to Churchi ™ ———

Tous deux courans a l'tglise soudain
. Fusmes portez. Avecques nous tout. plein oy
A ’ De monde vint, plus portez de’ plaisir
' Que de leurs piede ... . . .

¢ ‘ N - . . . .
‘ii' Te Deum reut dit ioy‘usement. o , s
81 mercié feut Dieu devotement, ' ’
Si frere et soeur de tgous maux conz?rte

" N estoient pas dé ioye transportez.

Y »

Here the Queédn and her husband aré happy o pive themselves up to the
'Y i .. Ty - .

' ., .

universal feeling of happind®s, underlined by the swords "plaistg"™, .

. - :‘,. s ’ A,: ’ " - -
"{oyveusément'', ?nd "joye". < ' - -

14
.

. - > . S ’ Lo -
: - . Once again, the verb tenses are a significant.distinguishing
o . : ’ ) ; /—\.ﬂ ) . o : .
facto? between the gentes stuéied.' The epistolary poems ronsist: of a

ot ' : '.combination.diffgreht fram those found in the reflective and narratdye -

- o poems thus far,studied. While none of these are 'pure' and totally: -

- - ' . L - R

7 . consiéten‘ as theyedo con;ain elements found In other genres s (the.

e : 4
L

¢ ¢  reflective poems, for example-contain lyrical.andﬁHESqriptive pas;ages,

?‘ ' .
and the narrative pnems ave in pért mqutative and somefimes desctiptive)
~ 2 / . .
A S each one displays certain general verbal tendencies. The epistolagy , -

“ . t

poems are remarkable‘fot the wide choice of~tensea used, partigularly-
- in the ffrst three letters. L T e T -

4

»

- . e

o e - With the exception of “hpistre IV" the pnesent is not the pre— . o

o ..
P . . . -,
- ‘ -~ " L . ‘ . .

- ’ W .

> , .
. N .

;T . 61

: ; ..ind., “Epistre ILI"7 p\ 63, S .
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T . . 8 -
" dominant tcnse'in the epistdgary poems.ﬂ 1t due. occur about as : :

8
. frequentl),da the past .tenses and usually more often than the tuture
4 b
. -t e L4 ¥ *

-although thére are interesting exceptions to this. "Epistre ", fﬁr ®

Instance, beginning with a recpllection of the)story of Abraham and
’ 1

L3 . . . ~

“his seed based on meditation of- the Book of Cenesds, uses a number
of past tenses, gs well as present tenses with atemporal or universal

time reference. \ﬁbe.midd}g pages deal with the arrival of the.newg '

ros of a grandson for-¥rangois,and Marguerite's account of the present
é ‘ ! Y .
. advantages of. the evemt. Finally the last pages deal with they future
% . . . .

happiness of Frangols and the eventual good deeds of Frangois 11
. . ) . . 1
expressed - in the future tense, The sense ol development, as opposed.

. - LN
PO ‘. f ?

to the static analysis typical of the reflec{ive'works,is characteristic,

)
L4

of the letters which, like the narrative bb.ls, have a disrincf
\ . . L

beginning, middle and end. CGenerally speaking, however, the Queen » .

- | 4y rdcounting fn her letters. thoughts ald events Which have happened;

4 £

go that the past tense ;neviiably,ig more gomﬁon. Most of \these are
" 3 . . $ . - . . ‘ ' . ~
& simple past tenses: past;definite 1ndef1n1ce‘andn1ess often, the
v :‘ - ‘ ; N (' -
) . imperfect with very few double compound tenses.’,‘2 This indicates a g
r P o

dibinterest in analysis as compared with the reflective poems which

show a somewhat greater proportion of compound®past tenses. The exact

-

temporal and hence Causal,relationship becween one event and the next
. 'Y *
» is not particularly 1.portant in these’ poemq and there {s considerable

R I ” i A A . - ’
use of less,precise temgoral relations§Yp, ipdicators such as the ) R

¢ . . LY

4 . R : . . . .

. he 2 . .
42In the sdmpling, involving Y count of the verbs in the first

T :' and final quarters of each poem, of 125 past tense verbs anly 7 were
" pluperfect and there were no past anterior verbn, paat thdefinice

56, past definite 34, imperfect 28. o wte S
?‘ ¢ ) ' . ' e ' ' ; .

*
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. 1 N _
] 'l ‘ - * ‘ . . - e»-
& ’ . L
participles. Marguerite is, hqwever‘ concerned to difterentiate
between the tvpeg of simple past'uctlons and states and is characteris- K
- . .
. ‘
- tically precise in her usd of the three stmple past tenses. The past
s

definite and the imperfect are used with almost équal frequency, where-

"as the past indefinite is used approxiﬁately twice as oftén tas either.
. . ! . A‘_._,-:‘ .
& . . . - ‘5 e
It indicates an uncergain past time and is as well thy tense of con- .

[

~vérsation, therebs lending an oral quality to th stylg of the ééit{bs.

The past definite {s used to indicate events in the past accompanied

1
N ’
-

by specific time or place, and the imperfect for expressing the von-

H

tinuing feelings of the Queen {n the face of these events. The

durative rather thaun, descriptive aspec® of fhis verb is emphasized

o : : 43
In this group of poems: "{e pensois",

- L4
e craignofis",
The, wily poem among the épitres to use a predominance of present

. ° L]
tense verbs 1s “Epistre .IV'. In this letter the Queen shifts the

o Y
« i .

emphasis trom the past and sinful state of the king to his present °
converted state, and it is thus simllar to the refLﬁifive,poems in

N . ' . L ) X
that it deals with a state. There §s evidence, here mind in the rhe-
: A

} ) ¢ .
torjical focus of the style already seen in repetitids, fo:\i;;{uﬁce, .

q
. R that :he queen ardently hopes thiat this present conversion will not
. : b be -fierely temporarv, but permanent. The state described in the series
T kx,- of "mainteuantx is one which is both present and irreversible: "{l
' ' et - ' . . "o
o '_ - fut epfant petit . -, . Mais maintenant qu'il est devenu homme".45
) ;he presgent thus subtly but perforce extends. itself into the future,
' o o ' - A
Marguerites, II, "Epistre 1", p. 40.
Y T J " P : .
_Ibid., "Epistre 111", p, 59.
¥ : -
. s -

43 1bid., "Epistre IV*. p..67.-

Al




& . . . .
thus encouraging the king to contifue in hismew ways. In this poem,

- - R ) f\_:
i\ contrast to "Epistre T" and "Epistre V", the Queen does not ex- )

n

[ 4

"+ plicitly project the ‘futuré, either out of’tact or from lack of faith

y -

in Franguis®' continuing resolve. Normally, Marguerite useés the future
& . -

ténde to project hypothetical future events in a context which indi-

(3
P

cates that;jg;le they may be desinables théy ara more lomged.for than
: . . ’ - 1
actoally expected. Hyperbale, tdo,iys,often the vehicle for expressing

i

the -unreality of the dream.® Such is the projection of the exploits of

the future Frangois 11 {n "Episiré I'":

i

pla—

. En peu'.de temps sy fort vostre semence,
Que sculement’ le Royaume de France
N'en sera plain, comme i'ay esperance,
‘Mals en sera toute terre coyuerte,

Et par-leur mains la Sainte recouuzgte}
Alors sera la Foy par tout plantée.

1

The exaggeration of "toute terre" serves to underline the unlikelihood
88 : ;

of these events occurring. o

The imperat{ve mood occurs less frequently in this group thaqﬂi

any other and 1s thus-used with the restraint- one expects 1in letters

from one person {'v another, It s ohly used extensively in fact in
. ) " : S
one, ﬂﬁ}istre 11", where the imperatives are spoken by God and addressed
_ ’ g . . R
to David. The fiction allows the Queen to speak forcefully without
 befhg rude: ‘7 . S . ' : =
.- ; . . Jallez
. _Seryir ce Roy: 1€ scay que %ous valer )
! ,Jrenez pour vous la fonde de la Foy, : -
. Faites que soit’ le Geant abbatu, ;
lv1u,, "Eptatre 17, p. 44/ SR . *

v




.

v - » Or secourecz le i{oy et le Royaume 'W,\ ' -LX

. . . . . . . v

. cL ‘ . 4
Or allez tost sans repos, ne sans torse. .

s
4+

i ’ Elsewhere, Marguerite uses the imperative rarely, ‘and then in such -

phrlons".69= Again it {is éignificant'

-

. 48
innocuous ways as "croyaz'" ~ and

to note that. this form'is viftually absent from the fourth égitre, once

again underlining her tact and‘reticence-in'bushiﬁg the king too hard

-
e

in Her zeal to encourage his conversion.

. / N 7 . . .

The participles, and particularly the present participle} are
E »* .

) . A ) - P
frequently used in the epistolary poems. The sense of generéﬁ con- | .

»
.

- - L ] . e .
comitancy with the main verbs which this participle expresses {s useful

. . . . . . o
- . to convey the loose temporal relationships of the eEItres in an econo-

- mical way, The action or state described continues in time roughly

N

~ e@uivalgnt to that:of the principle verbs, é}though it may ‘in-fact be
slightlj.before or‘afier. Such is the case in the follow@ng quotation

* where the two present participles "monstrant” and "commandanty'

express a time very close to "tira" but actually sometime afterwards

and thus with a future reference. The precise sequence of events is
. N {. . ’ . . .
not important: . . . . .

- . - el
» .

-

~,Bleu le tira & luy et hors de soy :

y . '. - Erw luy monstrant du Ciel les choaes beflga.~ ’ . e,
' -; U . Luyfﬁgmmnndaﬁi;dg‘nombrer les estoilles.” -~ et
J C “71b4d., "Epistre 11", p: %2. : c .
“1b1d., p. 53 ‘ ‘ ' .
. . "?Ibid., "Epistre v, p}léil/f ' T ..
' | 50 " t;\ o N )
( Ibid., Epistre I.; p. 38, ) .
- . . i . / : . R B ‘
Gee o g




Our representative éhmpling of participles in the more analytic ‘

‘“a

’ ' . . @ )
) reflective poems was correspondingly lower than in these letters. ,
- . . N 4

3

The, sentence structure of the episiolary poems 1s similar to

that found in sech other groups of longer poems as the reflective and
) . v .
* narrative peems. Thére is a mixture of a few very long, a few very

gshort and a large number of sentences which'do not strike.us because
1 .o A .
of their length.5 Most of the sentences hn this group are assertive;

i «

- a relatively subdued use of rhetoric is indicated in the 1nfrequency of

52 )
Lxclamatory and interrogatory sentences. As we have seen already,
the tendency in the Marguerites studied is for the sentence to end

"~ at the rime, and usﬁally, but not always, at the end of the c0upieﬁ.

The afsence however, of any stanzaic mold , allows for wide variation
' . A 4 t !
. ) Y

- in length fbr purely affective purposes rather than to meet the

B

demands of the stanza, Thus, at the beginngng of fﬁpiét}e‘lv": there

— Cv is a twenty-four 3jne sentence, which, by ifs length 4nd ‘the repeti-
' el . . . ! -
tion of the legical;cannective "puisque', suggests that the poem to f 4

ﬁbllow will be one of uninterrupted 1pgiéa1 cause and effect., As

4 . . R
we have noticed elseyherevin this chapter the structuring gf this

. - . PRI
‘ . &pitfe 1s one whigh will tend to lead the Queen's brother to a con-

viction that his conversion is irreversible. The lengthy, initial

.

sentence gives a false but effective impre#sion that the irreversi- . »

A " bility is die to logicak'cquée, aaﬁxis balanced by a/iong sentence”

- . } . .. -~ . - s ..

Py 53"l'he average ,gentemce length‘:la 4 lines.

2here are fn all only 4 exclamations and 12 questions. This |
compares with 4 éxélamatory and -39 questions in a random aampling of
- . che same length in-th‘reflective poems, R

-

# N , 4




at the end of the letter, which reinforces the 11lusion. Finally

S . , _
the épltre is capped with-two very short exclamatiofs which in the.
‘ s

context have the effect of ejaculations of wonder at the marvelous

logic of God's ‘ways: "0 quegle paix: 0 quel cententement/Doit recevoir

-~
0

[ ]
. ~coeur, corps, entendement .
' LN

53

The introductory sentencé of "Epistre IIY
. N

e is ﬁimilarly1long, beginning with a lengthy explanation of the reasons

. L \ 1]
for the QU€Eﬁ's uneasiness due to the dangers surrounding hgr brothér.

This sentence is looser in structure, however, and in fact breaks down —r

- . M . v < “ \
abruptly, Marguerite confesgsing her‘ihability_te express all the causes
-« ’ -

for the fear she has ‘felt in the ﬁase ten days:

— . .. mais ie ne vous puis dire, , .
Que ie devins depuls ceste nouVelle 54
Qui -par ‘dix iours nous continua telle. . !

Elsewhere, the longer sentences are loosely joined by coordinating
ionjuﬁglions, presenting rather t.e effect of one, cafr%ed away by.

the news, who writes a letter without - much attention to form. -fhus,

YT tn a twelve-line sentemce the Queen imagines "the wanderful possibilities

»
-

which may ensue frdm the resemblance of the king's new grandson to -

Franqois i_SS Here the development is not 1ogical but rambling, the

" "

. three main parts of the sentence linked by the conjunction "et
Marguerite also effectively exploits the affective poasibiltties L

' of the short sentence. - Unlike some of the.short sentences encountered

’
.

. . : )
in stanzaic poems, here, owing nothing to the exigencies of stanzaic *

~

< "

3Marguegitea. il,."Epistre v, p. 71. . ’ -
. oo : o ‘ . -
' 5“Ibi.d.; "Epistre»iII", p. 58. This 1s the figure adyngton.
N 55Ibid., "Epistre ™, p, h3 ~""s1 de beauté . . .. Frargois nom- .

merez volontiers", . ) T I




*

”~r . Envers son“Dieu sa charité naiue, .

‘form, they are dsually brief for stylistic reasons. The brief one-

-

Al »

line sentence: '"Or allez tost sans repos, ne sans torse’ conveys 1in

its brevity the importance of leaving immediately, without hesita?ion.

-

& Free from the 1lipitations of stanza, the.sentence is an expresgive -

_@unit in the epistolary poems. Thus, for example, the enjambemerrt *

g

"Que son Qouloir”56 which ends a long nine and one half line sentence

.

effectively draws attention tq'the simplicity of the King's pretentioﬁs,

a thege develcPed at length in the body of the sentence.

.
"

The epistolary poems are made up of a series of affirmative sen-

'fenceé,.interspersed as we have seen with a number of variation¥ such

' * !

B : ,{ ) . ‘,_.,
as the rhetorical question, exclaﬁation, and direct . discourse which

- L a2 Yat .
glve relief and avoid monoteny. The strucfure of the background

assertive sentences is rambling, and iarely antithetical or periodic,

LY

Y

producing the, effect of speech or speech substitute. The .following

example, beginning with agioordinaging conjunction, moves from one -

g © % “.
_siject to another in suéh ¥ way as to recall tite tyle .of ‘Montaigne:

Puis d'dhtrepért, en mon Esprit wvoyant s
De mon Seigneur et mon Roy la Foy viue, '

Me sembla voir le second Abraam,
. Qui vray David s'estoit monstré 1' autre an;
v - Executant les.batailles de''Dieu,
Et dieu pour lyy bataillant en toyt 1ieu
. En maudissant paf fulhe et par honte :
. ~ Ses ennemies, tamt que nul n'en tient compte:
R Ce que lon voit par le compte Guillaume,
’ ‘Le quel seruant le Roy et son Royaume °
.8 estoit fait riche, craint et fort estimé:

.. R ]

sﬁlbid., "Epistre II", P’ 48. T ' - s
Y )




Mais maintenant fuitif, poure et blasmé,
Peult :bien penser dont son honreur venoit
Oui riche, heureux, et craint le maintenoit,

] -

I Sy . : . v
[=2 8 \

Analysis. The movement of ideas is from "Foy" to "Abraam" to 'David"

to "batafllant" to "Guillaume" to "estimé" to "blasmé". These ideas

"

are linked either by the coordinating conjunctions "et" an{ "wmais", by

oppositiqn: "ce que", or as relative units: " ui.yfay David s'estoit
. St ) R . s

>

monstré" or "lequel seruant”. . The subordinate effect of the relative

clause beginning with "Qui vray" is reduced by the manner in whick ..
1 , . it is thematically linked to "Abraam' and "Bataillant". . It appears

3 - “
an equal and not a subordinate unit in’the subject development of the¢

sentence, In this letter, ‘"Epistre I", Marguerite gives the impression
: : ‘ :

-
-

« of a musing monologue, one idea m?;ely added on to the next, rather

i
’

.

J T2
like-the flow of her comsciougness.
The above passage also 1llustrates a number of the distinguishing
features we have seen to be typical of the épistolary poems. In addi-.
1 N .

g < ., tion to the compressing effect of the gpiihets used to describe the -

"compte Guillaume" on which we havéualrlady commented,5§ there are

4 . - ’

- . ) *' . ’ .
.+ . four present participles conveying the same effect, and as well a ]
oy o -
x A N s T ; - e
7 disinterest in precise temporal relationships. The comparison in .
[ ! e ‘ ) N )
: -

‘this case made between the fate of the.count’ and that of others who

e

might oppose the king is'algq characteristic of these ?oems, which use -

Y

e o q‘ Y *
. , 5 . 1 . L
o _ 57 \ -

Ibid., "Epistre 'I", p. 40.

~"§§nSee ’abo‘{'g, pp. 164-165. , - , ' .

N . . ~
5 B - . N
3 '
. .
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oy

b
. . o0
A \

-

compérisons‘commohly. Additio&ally, while the language is largely\'

abstract, the-reference to specific individuals well known generally

( Abraam and ”UaGid“) and in Renaissange France ( Guillaume')#hould

have evoked garticularhconcrete images ip the mind of the sixteenth

- céntury readefi&té?nfofcéd‘ﬁf gﬁé‘words.'me gsembla voir ', Lwoit' and .
voyant . An underlying message‘is cghveyed in Ehe exéﬁple of. ‘compte B
_Guillaume  who pidsp;rgd.only as long a8 he was loyal. Thus in this"
Péssége we find ; cd%ferségionhl tone united with;ghe“convéntional‘
N ’ notionnbf the igiﬁgg as a‘aidactic letter usingyc;mpariéﬁns'as ;‘

’

illdstratioh. L N . .

9'? , . . - .

) .The epistolary pfems are, as we have noted above,’59 a genre rather

. R ~\‘t L
than a type. Further, they\are & relatively new poetic genre, defined
, ) by‘Sebillet:?nd Peletier, and practised by Marct and his sch001:
g - . o
Marguerite's éggtreq have, howeveq’ certaln qualities of their own,
, . , {n

¢ ) + which distinguish thém_bdxﬁ from the other groups studied in this

)

)

dissertation and from the épItre of Marot which is.rormally elegiac or-

T .‘b~ ( supplicatory in nature. The Queen's epistolary poems contain, as ’

3 &
P2

. : | we have seen, passages which praise the king but very few which réquest
a favour, and are in the main a poetic substitute for verbal communica-

. ' . e N ,
\ tion. We have noted neverthéless that they are not merely rimed prose:

[\ IS
4 .

they contain repeated and effgétivelyiu%;d devices such as metaphor;

¢, . - . ® e

% Lot hd N
‘as well as such rhetorical figuﬁes as ‘hyperbole, the rhetorical o

E

" exclamation and a few others. Generally speaking, however, we foumﬁf ‘ ’
* ’ ~ . ’ . ‘ . ' A . i
i '+ "™\ the role ®f rhetoric to be considerably rediiced. There were pro-

. ‘ LN ' o A . T ) N ]
L - ) _ portionatefy fewer rhetorfbal questions and exclanfations than in gny

- " __j - %‘ ‘» N - ‘ -
: 59

-

* h -

See ‘bo§e, Chapter II, p. 84. o : '
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group except the lyriéal poems. Rebetitive rhetorical devices are

1

. ) 1 :
confined to specifically 'didactic portioni/af the épitres and there

is almost no evidence of alliteration, or other rhetorical, or even .

musical, use of sound. This is not to say, however, ‘that the epistolary’
poems were not meant to persuade. All but the last contain religious

or political material in‘which the Queen woulg probably have wanted

-

her reader to acquiesce. Thus the persuasive element is covertly

présent, particularly in the "Epistre IV", but elsewhere as well. We

o¥served that Marguerdte uses the pre?ent tense, for instance,to

emphasize the actual presence of c0nve;§TDn in Frangois I where the -

-

‘converston might in fact have been merely temporary, projected or even -

iliuéory. We also noted tha!.aeépate the possibility of using tﬁe
épitre ;s a direct instrument of éropaganda, the Queen almost‘never.
addresses the kings 1n the imperative;mopd. Rather, it is by pro-
jecting a fut.ure in whiph‘ller wishes are carried out thc:lt t‘he p“er,su;a;.
si;e message ts conveyed.. The uniquely politicgl message of the

épftres, the public praise of the king and -attendant example of what

7

.

the true subject's attitude towards him should beqis alsbisubply con-
veyed by Marguerité's-own example.

EY

In studying the language of these poems we discovered ihaq the ~
lexical dko}ce was very limited and highly abstractf having as itscentral

- L -
theme the mirfor human emotions. However, the strong contemporary refer-

< ’ !

ence of many of the words sérved to add concrete qualities to nor@élly

abstract concepts arnd the overall_effeét is moréﬂEoncretg apd specific

4 > . . ¢ . »

than one WOQlﬁ believe from studying the words out of their historical
- . » .

v -

context. Unlike any other group, the past tanse was the most frequéqtly

‘-

I g .
used, a natural comsequehce. of the.letter format which suggests the . ..
+ P Y .

L] q [
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B
.
, .
. ~ » -
' ,

\

recounting of past events. The lack of precision ip the exagt time

sequence of these events was indicated in the high proportion o

participles observed..

While, as we have mentioned, the poems aré not rimed prose, ey \

are clearly conceived of as a poetic substitute for speech. The oral

1

)

effect is cqnVeyad through devices we have seen before in the narra-

tives where the effect was dramatic. Sermocinatio and a larger than
. r

normal pféportion of demonstrative adjectives were- observed. The

- prééentﬁélé past indefinfte verb tenses are both the most common

A D v
tenses of speech and predominate here. Finally we found that a

particularly loose sentence structure, leading to som%\gf fhe longest

D~

articulated sentences in the poetry, expressed the rambling quality

of speech in contrast y‘th the more analytically organized sentences

ofy the reflective poems. Oqce again, the aﬁB&ﬂpriate choice*of .

language and stylistic dé%icés serves to create a pieasing vehicle
”

: for a message. The effect of spontaneous speech, created through a
' o~

varfety of devices,is not an easy one to attain. The art of the

& - . -
épitre as one Where the writer treads'a fime line between his desire

" to éxpféés and the limitations pf¢thé form are admirably exemplified

—
-

in Marguéfite's epistolary poems. /

I

< . N »
o erw




Ve CHAPTER VI

+ .

THE~EYRICAL POEMS

In this fiqgl chapter we will study the "Chansons spirituellés"g
the ."'Chanson faite & une Dame, sur laquelle la Royne ha fait 1w response

‘
suyuante'', .the "Reponse', the "Adieu des Dames de chez la Royne de

¢ / -

Navarre, allant en Gascogne, 3 ma dame la Princess® de Navarre', and .
the two "Enigmes", ghe last admittedly not really lyrics but difficultr‘
to place elsewherel; They are,‘with the exception-of the "iémes",
short expr;ssions of feeling, and songs both secular and ;eligious,', .3
an; thus fall into-a different group from those poems which reflec; at
length, narrate a story or exist 4in the form of a letter,

v These poems are extrgmely dif ficult to date:1 Both Brantdme and
Charles de Sainte-Marthe mention‘her fépdness for songs, particul;rly
religious? and there is no reason ,to believe that she composed all of

those to be studied at any one tid&}in her ldife.

With the exgeption§ of the'rondeau,3 thevsonpet? and the two

quurdq' Marguerite d'Angouléme, pp. 1116, 1118, 1122, 1120,
attempts to suggest dates: '"Adieu" 1546, the first two "Chansons" -
1547 and the secular poems as having been written after 1540. Dottin,
op. cit., pp. vii-viii proposes that some of the militant religious
songs are probably earlier than those expressing a g¢ésire to leave, the
world. Both authors admit the difficulty of assigning dates of composi-
tion to all but the first two "Chansons". ' ’

2See Dottin, op. cit., p. ix.

P ‘3Marguer1tes, I, 477.
1 4

Ibid., p. 542. . :
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enigmas,sxall of the poems studied in this group faIi into the loosely
defiped category chahson, spoken of b;‘sébillet.and ﬁabriré For Fabrt,

. the chaqson 1s.characterized by a strophic arranéément of l}nes‘and Fhe'
reintroduction of the first stanza as a réfrain. Sebillét, typicallf

. sees it as a very flexible form Fllowing all‘*ﬁ%ds of rime aAd line
combinitions; noting only ;hat it tends to.be\shortgf than the chapt

. 'lxrigue or ode. The chanson aﬁ&'chanson §éi¥ituelle‘were already ' .-
re?ognizgd genre;'at the time the Margue iteg were publishéd.7 So too

. . ‘ . . —
was the practice of adapting secular,.popular tunes to religious

. 8 .
subjects. The purpose was clearly polemical giving new words to

. . . ! N - a R
popular, well known tunes in the hope Fhat the singer would both leave

aside the old words (often rather vulgar) and ‘appropriate the new ideas
- W - .pp ‘

'

. . s
expressed in the new words.

The lyrigal poems, Epa;t from the four exceptions a!.I of which

belong to cleatly defined spéciffc génre, are of four types. There is ’
- . ‘ . ) ) L ‘
the chanson in Fabri's sense of the wim‘cl,-9 the -lyrical poem which re- ~
—_—— « 7

v »

. peats akl or part of an initial line in the manner of the rondseu

and seems to be an adaptation of this form,lo’that4which.has a one-line
refrain in the manner of the ba].'ladu,l1 ahﬁ ffnally the chanson in )
—r 1 - —_——

>Ibid., 1I, 343. ’ ® ' _ : . -

6See above, Chapter 1, pp. 18} 19. . - ) )
- . . / ’ -

. . ". o .1
7Dottin, op. clt., p. 1ix. e

8Ibtd., pp. xiy xiiiy. " B , SRR : .

gnagggeri , "Chansons 13, 15, 17, 19".

, loib‘id.,)}Chansons 8, 9, 14, 16, 18, 20, 21, 22, 28". \'

b4, "chanséhs 4, 5, 6, 12, 27, 29",
. . . e ’ « .

| . -+
J . - P
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Sebilletfs sense,. which lacks ady sort of repeatéd stanza, lipe' ore
. . B e - P ] i ‘
word.lzj In this respect Marg¥rige's usage can be said 'to correspond

.
W

o

to that of her contemporariesi: while continuing to use older forms ég
3 . .

defined by Fabri she does not allow herself to. be confined by the
strict fimitations set by him, and in fact‘turns gway "from the .repati-

’tive devices of the old chansonvigffifteen of her lyrical poems. We'
‘believe that it is the freedom practised by poets such as Marguerite

X ~

‘,
which lead to the introduction of the ode as practiced by the poets of

the Pleiade. Thesée odes we see prdgmafiﬁggly as the continuation of

the form of.Fhe French poetic tradit}on merged with the classical

4 ‘

example rather than as th?)geaifl and rejection gf the French formal o

13 = { - .

tradition. :
\ ) -
This group of poems exhibits the gregtest variety of any in line

‘ .
v . 3
%

and stanza length. - The emigencies of the tunes for which Margueriee

wrote her poems as well as the author's conception of the chanson

# L4

demanded lines from four to twelve syllables in length and s;anzaé

frgg three to thirty-six lines 1ong. While there is no evidéhce that

she exploited short and long lines with deliberate eahsistency, she

L4 -

does compose with ease within the limitations: she aet for herself

v

we have nejther a sense of over compression in short lines nor one of
.‘ i

-

3

\ verse—filling in the longer ones. , ‘ o <
The four poems in this group belonging to a fornal tradition

other than the chanson are all quite regular in terms of qontenpotarf;
! ’ ) ' e K\\,' C .o

. 12544, "Chassons 1, 2, 7, 10, 11, 23, 24.'95, 26, 30, 31 3
"Chanson a une dame", "nesponse .. "Adieux"

3See Henri Chamard, 1atgire de 1 P;e!ade (Paris7 Didier,
1939-19&1) I, 282; II 10&. .

<
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- B
definition and practiEe The sonnet at - the end'of the first volume t-

%

S follows éhe style of thre school of Lyon insofar as versificatim i/

B S

~

concerned: it 1is essentially a.flat:gring epigram probably intende& to

~.

compliment the Queen and in all 1fkelilood not by her.lb The rondeau

. . which-is the third pqém'prioted-in the fChanoons“, Qui unlike the
2 ‘.remaining poems, not headed by the running oitlé dChansons Spiriﬁuellesf;
belongé»to'a'type'oefineonboth by Fabri and sébillet.IS It is what .
. ] ;ebillet calls a "rondeau doubie", char;c;erized by first amd lés;

stanzas of fiwe lines each,'Qith.an'intérvening~three line sthnza.*

.

The rime and metre are exactly as Sebillet describes‘;hem,»and the -

. rondeau is used, gs he 3dvises, for a-serious subject.l§ Tpe two
RS o .
gnigmes similarly'follow Sebillet's dictates . insefar as length is

concernedS They are both shortfalthough'onl}.tﬁe first one hqs'£QeL

y . .qoa}iti of obscurity, which Sebillet recohmends,%7.while the gecond
" ;oses a difficult but not obscute question. ‘Neither are outstondingt o
. . i * \\‘ . g - °

examples of the’ genre. 2 T L

Thus, from‘the point.ofioiev of ‘genre form, the.ly;ical,poems - ?
;_ ‘are quite diffErent ffon eithor the‘refleetite or marrative péeﬂ%k )
- ) Like the epistolary poems tﬁby belong to more clearly defined genres thdn
" do either the reflective or narrative types, and exhibtt(in their phy-" T
’ . sical c;aracteristics (lengty;pf 11ne, rime and séaﬁz&ic divisions),
. ‘ .- . -ane !
) -‘ 14 - . N 0 “
, See H. Jasinskd, Kistoire du sonnet en F:ance, (Geneva- Slat-
» kin@ reprints, 1979Q), P 44, ; . J ' . o T .
;//’ - _ v 15See above Chaptef I, p. ll—i.t R r _ ‘,:z
“Seb:me:, op. cit., pp. 126-127. o Lot - o

. . 17Ibid. ;/ ppo 175—116-' \ ‘ *f, i ) ' ‘ ) / ;




4 . - .
.differences of a fundamental nature as compare® with these types.

© pod 8
= 2
& N

’

¥ THowever, while formally quite different; tﬁematicelfy éﬁez¥kgiﬁ;‘
', profoun; siniLatitiesttO‘the refleetive én&-narrative poems. Pro="-
blems oi.love a;d questions of devot;;n and Chrietian:beﬁaviour are
¢ the most freXueﬁtly recurring,themes.: of those we study in this
- »

‘ chapte: the "Chansons spirituélles are by far the. most interestiﬂg

"and are significantly those of Marguerfte s poems most often chosen

-

for inclusion in modern anthologies of sixteenth century poetry .
A

/-While, as we have seen from the’ formal point of view they differ

° sttikingly~from %ﬂ?zother poetic types, from both the‘stendpoiqts of
. ’ . . . e @

L ‘égbject matter and epproach; and .style they have characteristics
which are similar to-the'refleetive and naftativeégrggpﬁf
.k . . - . T

i Several of the "Chansons" are étruct{xreliy similar to the long
< ////;/~ narrativeq.18 Within the frame of a story of event recounted ;e f

v

>

find seconaefy reflectivel descriptive apd'otai'elements.- The exam—o

L9 n

ples of pure narrative -are rare. Only in "chaqgeeﬁ‘ﬁ" are the.other

elements completely secondary to the recounting of the event. They ° )

o

are all lyrical in the sense of the word that éuggests,.the qspt)ntane“oug

’
e

outbyrst of feeling.{'Each story told, ﬁﬁetﬁef it be that of the young

huntsman's ‘conversion, the pelican's {Christ) account of his passion,

.
D Y EI %4

the prodigal son's. wanderings or the ahepherd's description of his

care for his flock,occasions the appropriate sion ofljoy, wonder,

. or .-thankfulness “W event.s The narrative is, in fact
/&ma,tim and the sentin :a expreseed those to which '

P

, 10, 11, 13, 18, 26", for

mrue, I, YChansons 6, 7,
insthnee. ' . ,
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a .the meditation gives rise. 7 ' : o ‘
\ -

»
»

Another group of ""Chansons" resembles, in the overdll structuring

.. . y l . . . .
of the contents, the longer, reflective poems. 9 Instead of a series

of events, an evet present truth is used as the springboard for a
"short, lyrical meditation, involving not so much analysis as immediaie
] ' ¢ . - . -

‘= expressiodn, of feeling. The subject for me&itation is usqaili intro-*
» . d ;
. duced in the first few lines, sometimes as an image, sometimes as
direct statement: Descendons bas en aostre ame/Pour monter plus

4 'hautement“.zo The subject of this meditatios, that it 13 only by

. loﬁeEing ouréelﬁes that we can rise (the Tout-Riep theme found through-
N . P . [ -
out Marguerite < poetry), is stated in these two lines. The Test

¢

» - of "ChansOns 21" fs’ unEVelopment of’ this idea. \?requirtly the

‘meditation will give rise to-an expression of jpy, wonder O:b;jj?lve

as well, These poems ‘do not have the nerrative frame (the inning,
£ i - ’(\ . [N
) middle and end) of those discussed above. They tend ;athe?’to move
: : \
from one aspect of the subject. to another frequently culminating in

. a praye;.or statement of desire for union with God using the image of

the Eoux‘or.death, as in the poem Just cited: A;’;ﬂ,,;i«'f”f’

- R
B

oL, - | ' -
- r‘\’_‘ ¢ e . . . 4
o ¥ L'espouse se perd et pasme. - . '
;;’ﬂﬂ_,,,~*——f’77'~" . - En_son Tout ioyeusetent ,,
.t o o ‘ Descendons.

[y v
. +

19
31, 32"
.20

Ibid., “"Chansons 2a, 3, 9, 1, 15, 16 r/, 21, 24,°27, zgg&so,
rbid., "chnnsons 21", p. 519. N ;

Zlgee.Dottin, opf"cit., P xtx_ﬁs o | .

. v .
zzrbid;, p. 500, _ S "
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In addition to the na{}ative~ aﬁg reflective-fype chdnson, thereﬂ°

is another’ group which resemb1e§§the epistolary poems. In this grgup”

-

the author either adop® the hunble posture of a supplicant in ‘prayer,/

. v .
[ . . . o

“4; or exhorts;hérself, the.readéf or a thixd party to vf%tuous action.
' . l e ) . R
- While bearing some similarity %% the réfi;;tivéetypevchanson; these v‘—N\TfE\:;\

monologues create an effect of spoken or outwardly directed discourse =e

not felt in the reflective chansons. The emphasis, too, is.chéhged:

o -

0VWhile the praxef caﬂnot be sgeparated entirely from the meditation, in

the prayer, meditation-occupies a smaller place than the appeal to God.

o

. U o ~ o
Thus "Chansons 1"23 is a prayer: although entitled "Pensées" which

# . ‘ \
q§ suggests.reflection, it becomes & prayer after only three stanzas. The
N ’ R T g ~
) %fﬁortatiOné‘also create a spoken effect. It 1s in these exhortations

- ) - . N . N - .

-

N fiﬁ&t Marguerite includes the most obvious moral lessons, either in the

form of a sécond: "Oincourez viste, péchburs"ZA’Ot £irst person’

4

Amperative: "Et courons sans esmoy 5’ Th _lastAsuo—g;eugs—-~ e

e e e .

———=" 77 " gtructurally monologdes expressive of the wishes of the writer, and

. thus reseibiing the epistolary poems; are .the most considerable,
. . h s . L] .

&

grodp in Fh% iyrical poems.- The(secu}arwsongs all Belong to this

group as well, S l s -
. \ - 1\’ - 4 .

P :.-Thus we find two modes, the reflective and narrative, which are

-

imﬁbffant groups aireédy studiéd in ﬁarguerite's poetry, as well as o

a third group, similar to the epistolary poem, in which the appeal

)

~— 18 direct. lHhile there are passages in the longer refle&tive*and
ST e T 2 .
e O zslbid:, p. 467, T i L .
. 4114, "Chansons 14", p. 508.

25

. " “?1bid,, "Chansons 22", p. 520. .

% . N .
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. ) ! ,_ <] R R
_ narrative poems giving counsel, the €mphasis is not,on these. 'Wha;;
- B evéf d§§ife thqrg‘ﬁayhhe tégcoﬂ;tnce ;g conv;rt‘is conveyed ihdi;ectly
largely by the use of argument, exampleland ?hetorfﬁ. In the lyrical
relihious poems , td!L evangelistic bent becomes the,uﬂabashed‘fhison

o -

- . . B
‘ ) ‘g'étrg of many of the poems,, although as we sghall see the message is
.- ! made more.palatablé through the use of pfoperly~poetic devices such:Zs
“ L ) -

¢

imagery, as well as the form, which is that of yéllignoﬁn;songs of - r

the time. Even then, Marguerite does not tell the reader what’he must

-

do, merely exhorting him to do what she feels he ougﬁf to do. We

havg-!!ready noted?® the absence of the impersonal il faut in Marguerite's
‘ - - -»
‘poetry, and it is extremely.r¥rely used in this group; in fact, when

. used it expresses an inner rather thantextgfgg}_ﬂiEESLive. In €h¥

s

————

) . -
. -Ayrieal poems we again find the persuasive vein already moted in the.
: ] - C )

°
4

'othér.groups we have studied. " N ) K Y
A fundamental Yifference between these ﬁoemirand the refleetive

] - ) .
_poems comes to light when we study the use of phonological devices -
e . D ‘ e
for affective purpoee. A8 in the epistolary'and narrative poems,
[

. O

S . we find.alliteration uged with restraint. In the lyrical- poems it

) . o . d
> serves,both‘theﬁeohesive and purely esthetic purpoges discissed above,
€ ' ' : T B
. but rarely extends through several lines as it doés in -the longer Eeflec—
“ . ) . L] . :

o

‘tive poems. Because need for organization‘of thé\poetry into coherent '
° - units ie largely served)nﬂthe stanza, one—line and worddpair allitera—

- . -7

' tions are the most ‘common . Alliteration is used most effectively for

.

Ry ‘ ) 26§ee above, Ch#p;er 11, p. 60.. .-

§¢¢ above, Chapter II, p. 3l.
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emphasis. The simple echo of "Venez Veneurs"vene;, venez"28 at the

. ‘ - R . R o
*- ‘begimming of the final stamza of "Chansons 6" calls attention to the

urgency of the ﬁessage, gfvingAit a persuasiveness\;nd reli;f itvwould.’

not etherwiee hav;; and we cannot pass by Mafguerite's obvaous fascing- I
thn w;t& the alliterative_"Verité,'Vie, et Voye"yzg the form of which
empﬁasiees the all‘encompassipg nature ef God who oén gfaw the dis- .‘ S

parate info One. . In these lyrical poems\the consonances do not serve

the ;amé orgaﬁizing structural purpose they do in the reflective

poems, where they underline the coherence of the. thought.
'-\ N Al , . 1 . ]
N * "Although we lack most of the music intended @ accompany the .
\ .- , . a °

"Chansons', we camnot overlook this dimension in ehe phonological

effectiveness of the poems.30‘ The repetition ‘of the ‘tune.is paralleled

-~ -
- 4 -

by the use of repeated refrains, either 1n the form of a complete stanza,

4

e ,line or a single word. " The musical bad(éround which would have

* -

been familiar to fhe eixteenfh;century reader must have had a rein-

forcing function very/mﬂﬁﬁ iike‘that of rhetorical reéetition in e

addition to itsapleasing quality A patticularlx,strikiﬁg example

of music and rhetoric working together occurs’ 1n "Chanso%g 20"31
e .

where the ;epetitioa of "A.D;eu“ both as a ‘refrain and dn the body‘ofﬂ

the stanza gives a sense of finality to the fafewell that d single-

a

use of the words would not. "Here not only ﬁpuld-th music have been

o

. Marguetites, I, "Chansoﬁs", ;.‘437. ' _ o
., 291bid., p. 493.° See also pp. 534, 536. B S ;, -
- 30G. ﬁottin,(pp. cit., PP. 181-182 reproducés four nelodies. 'fhg:
mugic wes that of popular songe of the day. - ) . -
. luarggeriten, I, 51.-519. o L, . h




:reinforce all the other stiiistic\iharacteristics we will examine.
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repeated but also the words sung, making them very difficult forget.
1 » A © g - . ’ N

Evep\hithout'the accompanyingfmhsic, btevity of kine and stanzs are

N . . . - .
* *

comb;ped to create an effortless effect intendeg to insinpate_the

L]

message ‘conveyed in the most pleasant way possible, Where Marguerite -

<

line verse, as in "Chaﬁsbt{s'i’"3

A «

on the other hand, althou h' comp : eighttline étanzas,

1‘"33
£

uses four— and Five- syllable lines. Even the ‘reader with no idea of-

sons

the approcriate music can apprec&ate~the informal effect of the use
. -
of a variety of 1ine lengths withmn one poem. "Chansons 12"3 and #

Y ag
“Chansons 23n33 exbibit this” trait -while the secular "Adieu 13 ses

- -

' a series of stamzas in which the number of lines varies. Marguerite s’

seﬁsibility to the effect‘of varying metres, alteady seen in the

"Coche", 15 illustrated mosg strikingly in ge lyrical poems.where
- variety in“%very poem feplaces’the-phonologicd% monotony of pages of

" s«ten-syllable lines, unbrcken by‘stanzas. cIn this group, especially

<
<

in the "Chansons spinituelles ’ she attracts and holds the reader s

i u

attention not by an appeal to. his mind, as’ in the analytic reflective
. s
poems, nor by hia interest in the story ox \:;vent as :Ln l:'he narrative

’

and epistolary poems, but th:pugh phonoloj&cal devices whichaunderly and

4

. o, ‘ ) B . o "‘
1brd., pp. 488-491. - ‘ ‘
33Ib1d., pp. 479-4481. .

E

| 4

31b1d.; p. 500, . e i

Brbrds, p. s, gt o
36, . S
Ibid., II, pp. 338-341,  °

- h Y v . ! >

N *
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As we saw above, the lyrical poemgfoﬁerlap the three types already

studied. When we. éxamine °the syntaetical features of the lyrical
» v ‘ . ' V .
poems’, this becomes even clearer. Those lyrical poems which we

A
N4

grouped in the narrative category’show a'signtficdntly loweripercen- ;
tage,of syntactical particles thanmdo the other grohpss w’ihth_t:he)medit:s-—~
tive end prayer types dispiaying(the-highest.percentages of relational
werds. The insepsrsbility of  form andhcontent 1s illustrated in this
figure. Our sampling revealed for instance that where 56% of the
words.in Chansons 1" were grammstical particles,»only 457 of those
" in "Changons 6" fell into this category. On the thie and despite

the neutralizing effect of the narrative type of lyrical poems, the

. ° .
percentage of syntactical particles was higher in this group than

in any other-.\37 While this evidently bears some relationship to the

mode of the” lyrical poems, this alone fails to‘explain tlie difference.

o *

Leaving aside thematic and type differences, such factors as the 1yri-

cal form and the relationship between word and subject matter implied

-

tlt chqit/e of this form, we must conclude that the oral effect of

"T,. .

5&h§ goems wss a ficant factor fR?the choice of words. Ehe poems
gN h‘\'? ‘. g
" wete meant not 6ﬁ1y‘¢o'be accompanied byupopular tunes, but - sre
expressed in a. poetic approximstion of voiced speech. This 14, not

<

to’ suggest that they are colloquiel merely that the syntax is more .

F'S
conversatiorial than any thusfar studied. a hiqhét“percentage,of<

'particles being typical of'conversitional léngusge;BB G. Dottin has
* . B " &'\‘ ¢ ’ i . - ’ \".

372}1 syntactical particlés. . . Sy ‘

38 ) ' ’

.\r

A
.

Marouzeau, op. cit., p. 90.
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¢ remarked on this chardcteristic of Marguerite's poetic Style.39

. '

A N
In contrast with his views in the matter, however, we art inclined

to attribute 'this to a cholce of appropriate .language rather than

to a failure to settle on one particular style."“0 ) ¢

Syntactical discriminants shared by all the lyrical poems are

- not numerous, a fact largely to be attributed to the overlapping of

modes, but which also may be due to the fact thar' in this group we
. . . *
& ]
are dealing with more, if shorter, poems than in any other group.

It is more difficult and hazardous to come to general conclusions about
<

°

;thirty—seQen'poems than about the seven reflective, five epistolary or
; four naerative poems. Still, apart from the abundance of syntactical

‘particles we haGe'mentioned, there are. certain consistent linguistié

”

characteristics distinguishing the lyrical poems,

K The present indicative tense occurs more frequently than any-

r

~othexr tenge, and proportionately more frequently in the lyrical poems .

+ than in any other grbup. Not oniy because {1t makes‘mofe immediate ¥,

. Co o ,
and vivid the reaction or state described and because it is the tense .
-most apt to expresé eternal and general truths and facts, but also and

- most particularly because it is the pormal teénse of simple speech.
. ' 9 i ' l,l
‘It can be atemporal and most useful, therefore, in lyric poetry

‘e
dealiqg with God and human love, and at the same time maintain the

treatment of these subjects on a simple,ynqn—apalytical plane. Thus

-
t

the self-descriptive ,monologue in "Chansons 26"41 contains thirty verbs

39 A ] . \ ‘ , o
' JOp. cit., pp. lix-lxvi. ’
“Orps4., p. 1xv. ' !

#

‘ N .‘ ’ bl‘“lrggtwg 527-5291 )
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in the present tense, oniy two In the past, and.no others. God's

actions, like his being, are ever present and although the scene is

-

presented in the context of a powerful landowner 'g'aking to his
. N P
¢ : * ' .
shepherds, the tone, .im&gery and vocabulary are simple, not over-

bearing or imperious. God is not oniy bersonified} he is humanized.

o . {
We are far from the imyressive divinity of the "Triomphe'; far from
- LY <, .
the 2Pstrac¥ed "Tout" orceven from the mystical lover of the "OAF".

2 ®

Similarly, in '"Chansons S",Az.a poem g%ﬁing moral advice on the proper

v : o
behaviour under certain trying clrcumstances, only one of the twenty
o .

]

verbs is in the past tensé while all the othérs are in the present or
in a mood-other than the indigative. The thematic and verbal struc-

ture of the poem~-"1if this happens, do this'--is straightforward{B

and does not attempt.to convince by.logically developed argument

’

requiring the.use of a vqrietﬁ of time levels.
Corresponding to the use of the present is the much’less frequeng

but predominant past tense, the peét indefinite. Like the present,, it

a

is a tense typical of.oral speech. In Marguetite'é'prqse letters,

for example, the past indefinite is the tense of conversationaly
J : ¢ . " -»
bavardage, while the past definite 1s reserved for the recounting of

43 Similarly, in the lyrical poems, the pelican.

specific events,
a traditiondsymbol and in this poem an interestingly characterized

image of Christ, sings of his re'deeming actions inuthe»past indefinite.

“21h14., pp. 481-483. . ,

b3See fof example, letter 7, "survint" in Marguerite @ Angouléme

Dettres, ed. F. Génin, PP. 153—154

[}

9
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Here again, the sdmple conversationkl effect of the series of past
’ . . ’ L4 \ [} ;
¢. indefinites is reinforced-by other.stylistic déviceg.‘sudh as the

[}

' 5.1nfroduct:loncof popular metaphor ("i'gy gaigné la partie”)4a'and the

¢ ©

- .
prosgctive,=tedder, hominess of the pelican, expressed in theclexic§1

- M -

45 46 ° .

choice: '"ma tresaymée Mere", ~ "mes enfans'" = and others.

&
» The ﬁuture and imperfect sterses both occur in the lyrical poems

[}

<

in ways consonant with Marguerite's normal usage and that of the
M . -

4 . !
period, Normally neither are used with any sgnsefof recherché effect. <‘,

¢ -

This simple directness and stylistically negative effect is in itself

an effect, that of simplicitj, in ECCOrd with what we have called the
R o

. .
‘conversational tone of these poems. The past definite is uséd very

rarely indeed, functioning as :an écart in particular poems, as we.
Q =] -

shall see. The rémaining compound past and future verb tersel occut

very seldom. Extensive use of these tenses would indicate a more ana-

Tytic,-less immediately expregsive, type of poetry. Even when

5 ’ ‘ : . ’ Y =]
Marguerite chooses to use her lyrical peems as argumentative diafogues

she couches them in directly quoted speech; avoiding thereby the
“ A c

-

%

o

.need for compound tenses. This 1s the case in the "Chansgon 3 “une
) R L > ‘

Dame' and the "Response' as well as in "Chansons 6" and "Chansons 23"

[+

where thé question and answer, and statements arec-written as direct

speech,, .
On the 'level of the sengence’aéman ;n;ggrated unit, once again
° N -
° we disgovertthet sentence length depends largely on line and gtanza

¢
™ ©

Qanargueritee, I, 490,

43 b1d.

“6Ib1d., p. 48E.
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_the least staqzaic poems, such as

>

“Chansons 7' -

1
4 /

i It is r Jrkable how the rhythm understores and ‘even adds’ to the effect
4 o o a
.- o LR 47 | L
. of the following sentence: o, ;
° - >e‘ . ° T ° , ¢
N 2 . . °° v ’ -
. . Nenez, venez . " o

s L0 srestous chargez outre mesure De labeirs et travaux

o

Voyez ma ecroix
o mes. cloux
© mesodouleucf

< *

% B °

) voyez ma peine dure ‘

non petftes
Mon coeur &'amour ouvert ‘et trestous mes merites.

L@

o

.

2

o
T "

48

The two impefatt%e Elements; in their bfebify as well aSnrepetition,

‘ [ T -

translate the urgepcy of the appeal, while the cont:astingly long

3

% o
vocatiqe successfully suggests the burdens born by those called ‘and
2 . . )
s is followed by, a symmetrically brief general appeal to thie sinner to
- 0 e e :

[

: ;ook at the suffering of Christ.

9.

=

2

-
In the sécond gharge,

the focus 1is

L initially narrow,” centred on the cross and the nails, and then
. e ¢
o . broadens to the final Lpng unit of the sentence suitably expressing
°the vast 1ové and meritﬁci qgfist ~ -
? e
v s Bﬁﬁlé most of qﬁg lyricai poems “are composed of orgapized .
gentences, \\hié group shows a number of one- or twOrword interjections,
: g < o . KL ry
) such as "Helag',&g)or "A Dieu"aso which are frequently repeated and s
-~ 47 Y -
I have delibEratelx modified the ptanzaic form of these sen- . |
- . tences so as to bring odt tRe chythm created -by tl;eir syﬁtactical oL
elements. N . . ~
v . ’48 N - o " . " ° L .° . . B
. ; Marguerites, I, "Chansofs", p. 491.- A :
N ’ 49 3 g ’ (,-o T ° 4 . N ’
° b Ibid' » po 530- . -
. - + , " E
T . SOIbid., p. 518. - : .o ]
' ‘ ¢ T . i’ D ’ . ?" K ‘ . o

o
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AY ’

- ) * ¢
! - can be classified as inartigulated- sentences, as well asylonger‘but

- : - i - 4,uSl
still inarticulated sentences such as 'O heureuse et digne iournee!."
- N . . i R |
This" occurs most often in the .refrain and creates ‘the effect of a. ~°~

. e

spontaneous expression of feeling. Some passages are only very loosely
) . . - ‘
articulated, .as4in the following refrain® !
- - . .
t , ‘ “ .
- le n'ay plus ny Pere my-Mere, :
- . Ny Seur, ny Frere, )
Sinon Dieu seul, auquel i%espere; N
Qui sus le Ciel et Terre imperes .
. v La hault, la Bas, : .
’ : Tout par compas; <L
. Compere, Commere, . L.
Voicy vie prospere. .
. ) ;
:\‘ Y * / -

While the pund%uation (an unreliable indica%or) indicates tirat this is.

all one sentence, the syntactical relationship. linktng the last five,
- 'Y . . . X -
lines 1s not clear. They seem to be linked more by contiguity. thdn

- y o

2

by coordination or subordination. . The.effect created by this chdédce

of sentence structure is .one of spontaneous immediate expression of /
2

‘ % feeling rather than of organized thought and is typical of oral °

-

rather than written speech:

v

- . ‘ .
Most of the sentences of the "Chanson" are affirmative.- While.

"

. '
we find the occasional question and exclamation, these devicgs, used

< -

o ' . “~ . . .

as we have seen in the reflective poems for rhetorical emphasis, . >

are not present in’ these lyrical poems. More particularly, we do not
v R R - -» .

have the groupfhg of these devices into emphatic clusters that we ~

- M !

found in the reflective, and, to a lesser extent, in the na¥rative

- ' ’ - < ‘O ] .

. e
51 7

C -+ Pmya., p. s25. S Coe

52 ,
. Ibid.)p. s02. '
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‘poems. The effect of contriv%ﬂ formality created by this device was
apperently deemed for the most part igpppropriate to the lyrica}apoems.
. ' ‘ &
Sermocinatio is used’effectively in these poems‘to reinforce the

i

direct voiced effect conveyed by other devices and upderlined Ey the

o ’ ‘ N

musical accompaniment. The immediacy is evident, there being no
o ; :

P

interveqtion on the part of a third person, to interpret. The poeg'is

.rendered more dramatic, too, by this device which places the reader

a

before a scene rather than before the description of that scene. In

- b

the 1yr1ca1 poem; this procedure is used very ‘effectively. ''Chansouns

o

usés it to enabMe the reader to hear and actually witness the

Cy . .

conversion of the hunrgman; thus to facilitate hge‘being carried along

6"5

-+ by the argument to a similar cénclusion. Simjlarly in “Chansons 10", -

»

the momeot of conversion of the prodigal son is dramatized by the

actual citing of' his words: "combien deé serviteurs/Sont saculez de

- © wpain chez mon Pere".SA The'appeal of the pelican, c0uched in direct foe

"“ discourse, is made re immediate to the reader: "Je suis le Pelican
v c

" 56
L )

‘ etc. . . "55 Again, the words "A l'assault, a 1l'assault . .
' - . § 4):~ 4
refle%ting as they do the battle cry of the soldier at the moment of o
) - Q . . ’
attack, very successfully bring to.life the image of the Christian as

~ R

# ) soldier by placing the 'present' of the poem .at the momeﬁt of most
intense action and commitment. The fact that the words 3¥e!repeated

contriputes further to the strepgth of the impression of actual speech
[ . - ) 7 * R

s . ; e

 3ib1d., pp. 483-487. | . .
o b1d., p. 496 C °
’ 231b1d., po 488. | , | |
. ) ) ’ o -
“l $1b14., p. 521. C | .o
- o . -5, .
R ‘. = N
) ] . . W ° \\‘. , . » .
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. . | . -
on the reader. In the "Adieu"57,there is aq?interesting mixture of

w

direct speech and reflective narrative, occag{oned, as is'eaplained

Y

in the poem, by the inability of the Queen to say good-bye to her

daughter at -the moment of pérting. The poem is literally sgeaking

~
Yo
) < .

for the Queen and her ladies; it is not a 1iterary Ereatmerit of the

subject but an actual substitute for the speech‘that proved impossibie

-

because. of the emotionaf strain of the eyent: '"Nous escrirgons domnc
fin de te dire/L Adieu, lgquel prononcer.h'avons peu".58 inothis

.poem, all the stanzas but the first are quotations of speech, em-

- L]

» ) . e O,\ 3 ]
phasized bj the repeated use of the verb "dire'". .

On the other hand, Marguerite sometimes uses indirect quotation

» v
¢

effectively to weaken rather than fortify the idgressionoleft with the‘

reader. Chansons 6" begins with the’ question of the hunter,phrased
indirect}y{. "Un ieune Veneur demandoit . . . Si la chasse etc' 59

e

o

of-the questjon to be brought.the soaner to- the main and most impor-

<

5

tant part off the poem,.the debate and- ensuing conversion of the:young

B3 . ¢ o

man.’ One gpnnot fail to see the persuasive intesit’ of the po&m, in

-~

‘viev»of this effort to guide the reade%'s attention from the pretext

4

° cr

of the—hunt to the debate with its obvious allegorical meaning. Sufta-

\ o
*ble too 13 she indirect discourse of "Chansons 28", 6-“,Here the suppli-'
'/‘ : . ’q a E’- ) “‘, 4
*Tmbid., 11, . 337- 3L, S S
'.5811:14., p. 336. My italics. . o
» o * W [
'Sg’zbid?, I, p. 483. < . e, .
.-60 ’ , T o , - - ¢ . . ‘: - . °
. ° Ibid., pp. 532-533. “ . > .. = e
o B e , . ° ¢ - ° L Ten ’ . . °
¢ . . ) & ) ©

“ We are' thus hastened over the initial pleasantries, and- the posing . F
o - B [

[~}

[ &

a

7



t sudh as length of line which occasionally precludes the .longer latinate

. ) : 2
A o "W
) o . -

< ) o

°

cant addresses the daughters -of Jerusalem, esking them to recommend

“ ’

L. - ¢ - , ’
her to Christ: '"Dites & 1'Amy de mon ame,/Que . . . etc,"61 The .
o . . s .
indirect speech underlines:the fact that the poet does not feel herself
in the- immediate presence of God, an effect’ reinforced by such words
[ade et S

as. "longue absence" :62 This suggestion of spiritual dryness despite

>

great longiﬂg explains in part the unusual (for Marguerite) appeal to

IS

. the intercession of'saints. ,‘ B i c : . E -

The stylistic level of this group of poems is the least elevated

°
2 ~

of all -the groups, altﬁough it 1§ still, according to the norn of~the~ -‘~».
day mediocre. The proportion of long latinate words is comparatively s

low, while there are a good- number of such unpreten&ious words as , -

\

"mestier" 63 "blanchir"64 and expreesions as '"Pour travailler le vin ,*
’ ] ! vote . o ’
vault mieux"65 and "cours la poste d bien grand pas".éﬁ_;ltmis not

low style however. .The’ lyrical poems’ are rich in imagery, at least

twinyy*being built atound extended metaphors'dr aliegorical situations.
€

:Rather, ‘thé thrust is in the dirgction of simplicity of 1anguage, con-

’

sonant: with the purpos.e .of the¥ poems and algso with the formal limitations,

- o

[+ o . ¥

words. . Because of the la:ge number ‘of poems studied, it 1s hazagdous-

i O.’Gllofd;,_)pi 532. ., :}4 . _— o [
oS24, %p. 503, R e e
S3mb44., p471 3 S o o L
84414l p. 479‘;' o -t ‘
$S1bid., 5. 14%53 S e " -

%6rb1d., p..476. . . o ’
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o

. to'generalizé too much pn,toe mattétvof compositiOn of vocabulary. A

few'of'theﬁpéems are’ completely abstract in meaning, cdntaining very

lirtle concrete reference, even in ‘the fofm<bﬁvimagery. Such for /,

dnstance is "Chansons 19".87  The entire peem contains only five ’ =
' concrete nouns, of which four are used metaphorically in such a way .

° W

as to'lay emphasis on the abstract corner 6f their semantic field:
"voix Hu‘coeur" means essentially geosées;°"boisﬂ, pouvoir, '"noix", \

dur extérieur. Orly "croix" retgins any of its concrete associations

although any reference: to the cross of Christ is filled with abstract

f ¢ \éssociationst There is an underlying imgge of lord and vassal, con- !
(4 . o 5] . c o \
veyed in the words "defens", "empire', "enfant", "secoéurs" and "sire"

T

but 1t refers largely to the relationship between the two and not the"

physical attributes of either. Still, in t—hp context of the fadingﬁ o o

<

' 'but still extant feudal society of the sixteenth century, we must not
.Y s hd . ° . . : |

M -
-~ d

e

&

ignore- the conqretﬁly evocative power of such words.

2 “

»

e . Most of the ﬁyiical poems contain a greater number of words with '

@ ° €

°%ppcific concrete ;eference. This is particularly true.of those

Q c -3 <

‘ "Chansons whi entre on .the dévelopment of one specific central N

“ image and oi the "Adieu" which 1§ cent%ed on a particular event. As |

. - < was thé case :l.n thg epistolary upoems, the general tendency is for the
! - . [
o ~ abstract words of the poem to be coloured by the concrete quality of |, yE
] T N . AN | i i . . A

) the central image, 8 procedure reversed from what we saw in the .
. reflective poems?alwhere the diregtiop was 'towards deconcretization.®

» . . R . .

W The{inte;play.betWeenoabstrhct and concrete words 1s eopeqiaily sensi-

o v &

o ‘ v ! 6a£bido’ p 5160 < ° - i .‘“ - ’ "

- & ¢

o -

° , See above,cChapter III. P. ‘84, .




tive in the.lyrical poems. The evocative powercof;tbnﬁentibnal-iﬁagijyg

-~

which require allusion rather than extensiVe develoPmeht 4s used by

Marguerite in the lyrical poems in a process whiéh might be-called

"

miniaturization. Economically, Gusing a combination‘of relational ' *

¢ 2

particles with concrete and abstract- words, she bullds an.intetacting' ?
‘ whole which~expresses more than the words in isolation euu¥3'possib1y

do. Thus irr the first stanza of "Chansons 6"6? we find 4 mixture of

essential relationgg particles, such as "a", "si'", "et'", and ''de",

-
concrete words conveying a sensible impression such as "ieune",
o [ ] .
'**veneur", 'demandoit", '"femme", 'chasse' and abstract werds such as

@
»

"heureude'",- "courage", "douleur" and "merite". ‘These last two groups

of conwvept’ words (concrete‘and abstract) intrpduce us to the double oY

’

symbolic rature of the poem from thé cutset. The poem is an allegory

. L]
and the hunt requires not only a hunter and .a' prey but also moral and

intellectual qualities on the part of both. The allegorical nature

N

of the poem-is expressed in the first staﬁz& only by this stylistic

device,.an}adroit and sophistiCated procedure by the poet. Similatly,

<

the first stanza of “Chaﬂ%oqﬁ 26" sets the tome for the whéle poen,,

T

All the words a%e’eitheg panticles or concrete concept words; there is

g ) . . . : °

no abstraction and we are prepared for a poem which will explain God
~

in concrete term%, emphasizing the huménistic aspects of pis nature.

‘"Chansons,18"70 in Jike fashion prepares us in ‘the refrain and first

0

stanza for a conérete evocation of the horrors of hell, through the

. ’ - . ’ . ¢

®Marguerites, 1, 483.

7O1bid., p. S15.

Fd




. death of Frang¢ois I°glve support to this affirmation. "Mort" is

-~ - "

N K - B . 2N Ral SN . -

. . . . R . - . -
"

of " v . -.~.
' LI

choice of'copcféteﬂnOUMS.q On the other band,"Chansons&lZJVl?éets ';’ .

v
v

the stégé gdmirably‘fdr-a soul asleép and .thus 'abstracted' from 13

. A bt ~-~.. » : . N v
body thtough the use of particles and abst¥act words such as "grace",

e

3

 "plaisir!, "amour", "pure", "a", "soy'" and others in the first.gtanza.
. ' P i ‘ ) . . ' ¢ )

liere ‘we %ave,ap\ipiérmingliné of the abstract and cqncrqse planes. The

[ S - .

sensible tmage of the }érson aslgep iéf*as Lt.dere,-veiled in'intangible

N s
®es - : . ]

abstractions. .. i

- - : S ’ e

While Mangﬁerité shows, considerable sensitivity to the effective .

use of abstract and concrete words in the lyrical bdems;-her choice
2 .t KPR N

of words frequently does nbt_exploitithe expréséive power oflsyﬁényms.

- iy -

Although her favoured themes of love (both of God ané'man)~and‘death )
» LR

both provide a _ good selection of synonhyps which might have }ent variety
[ 4

“

to the "Qhaﬁsons", in fact, she virtually never uses any other words

than mourir and aimer.. The.twyo Sbems written shortly after the

72

referred to four times in'the first’® and seven times in the jéecpnd7

while there are no synonyms. Concern for precision is slightly more
’ : ~ ‘ B
evident in poemﬁ\dealing with love, While the last stanza of the -

¢ -

religious %ﬁhansons 23"74 uses a variant of "aimer" four times with.

no other synohymods exPreésion, the "Chanson 2 une Dam3?75 and the .

a
»

Ibid., p. 500. . ] :

.

71

. L ’ °
"1b1d., "Chensons 2", pp. 473-476. :
731bid., "Chansons 2a", p. 477. . -
< .-

T4mbid., p. 523, ' L

75

Tbid., 1%, 332-333. _ S




.
.'NT"Response"76 algggugh using ﬁifteeﬁ'wordé, all variantsidf "Qimér“
ov I , = ] .

> also use "affection" and ''passion' once each ta’ 1end sgﬁcific nuance
4

tS(the type of -love meant.” One cannot deny ;hat thig lack of variety

LS

in the lexical choice made is one of the chief‘weaknesses of
“
LY

Magguerite 8 style in the lyrical poems,‘bpt $t was shared by many other
" / . ,

A poe’ts of the per:Lod.?7 ‘

°

«

The choice of words in the lyrical poems largely reflects the
3 ’ ‘

4 L4

stﬁect areas of the poems: 1love, family, religion and death. The

.V cabulary.£§ within Marguerite's norm és'seen in the Marguerites
as a whole. The only use of technital terms are the words ﬁvéneur",
‘ ‘ ’ ' : . ~

"s "coubles'", "laiSses" and "piqueur",78 all terms re&ated to

’ curee

‘ huntifng. This group also .gives several examples ¢f such wopds ag

181

"predestiqée",79 "dateur",80 and-"servateur which remind us of her

evangelical religious leanings, being wordE used chiefly by that
- o [] ,.
group in France pt-thevtime.82 Their presence reinferces our contenr.

tion that the "Chansons" were to be_used for the purposes of religious’

.
- -

propaganda.‘

< v

-
.

- - ) '
It is in the lyrical poems, and particularly, the "Chansons', that
' o . :
Marguerite exploits tropes; synecdoche and metonymy are octasionally

Y

’

J81b1d., 334-336.

»

See Du Bellay, op cit;,‘pp. 22-23. ~H//;/

v

77

.

Harg ites, I, pp. 483—687

tb1d., p. 524.

801144, p. 525.

81Ibid.

B.ZSee Rabelaia, Op.: cit., pp. 196, ,294,,’950.

. -

o L.




204

. ‘s
F

used, tﬁht it is the‘netaphor that 1is partiCulerly used to.bésf advan-‘

tage. Fundamentally Qhe is using the Same metaphors we find in all

o

four groups 183, Opce more we find that the myseicai notion ofmChrist

o ~ ‘

as spouse plays e‘uéfy / predominant pole, being by far the most popu~-

-

- . } ‘
. lar metapﬁq{h:zzjlopéaiin the ' ChanSOns . Qhansons 17" gives the

effect of co e spontaneity and is ‘at the same time one of the
Pl + ¥

most admirably unified and well strugtured‘in the series. Beginning

b -

b

with the question "when willt the Qay of our 'vedding be’", the - poet

allows herself:to imagine the bliss of that day, culmiﬂating in ‘the .

N ¢

moment of union w%th her heavenly lovér. ' The final stanza is a with-

B / -
» . P " . P
3

.grawal from the fantasy back to the reelity_of waiting, but.cleverly

- i

-

associated with the imagined sequence through the referencés to real
sleep and-consequent.contentment. ‘This‘very'popplar image also

occurs in "Chansone" 3 7, 13, 20 24, 28 and 31.k ‘ :

o Better than any other type"ghe lyrical poems lehd themselves, -
because of their limited length, to ‘the use of one central metaphor,
which can be developed through the poem without necessarily extending

,it to allegorical proportions. Thus the imege of the pelican:isk

central to "Chansons 7", the fountain to Ch&:fons 14", battle to

¥

fChEnsons 22", a road to "Chansons 23", a shepherd to "Chansons,26",

»
Pl

and the lover to "Chansons 28". The prodigal son, the devil as a dog] .
meditatidn as descending into onesel. the renewal of faith as spring

and a worthless dject as the equivalent of cuz der are also used as

a ) -
' 83See above, Chapter II, pp. 39-41.

84Marguerites, I, 513-514.
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central images or;aliégories in thgﬂiyffcal poems.
-

- ,~v

While mecaphor is the most commbn of the Jhetorical devices

" - '
p

in the lyrical poems, it is not the only pne. Although, oh the one
.ﬂ - .
hand, Marguerite uses with restraint such emphatic rhetorical devices'

-
o

as anaphora, interrogatio, ;ogatio "and ggrcdntatio, polyptoton,
« \G’«,
traductio and epiZeuxis fof instance, we do, on_the other hand, find

pe .

effective use of devices spﬁh as synecdocpe,emq;oﬁymy,‘allégory, :

zeugma and ﬁérticularly oxymoron. ‘The contradiction inherent in
. . - - . .0

the union of opposites, particularly that of God and the sinner, is

emphaéized.py’figuneé, often convenjionél in origin; which’re§016e the

conflict: ‘de sang de—<l'Agneau occis,/Qui blahchist tous-les ﬂqir;‘

cisﬂ;ss or "L'ame estant Rien, sera,  dame/De Tout .A.-:”isﬁ Antithetical

‘constryctions are also,used, althgugH less conspicuously than in the
more formal and emphatic longer pLéms‘seen in ireviouéféhapter;.

v ’ . . . ) - oa - . .
Hebraic style i3 evident in f{gures of the fontaine de charité type,

perhaps reminiscent of the driginal songs of David.\\Ig,iilhétrate
theaconvergencé of st&listic,‘figur&tivé and linguiél}c elements

»
characteristic of the lyrical poems we have' cliosen "Chansons 8", a

o
A

' relatively well known choice from,anthologies. -

L s o

- - . 1 . .

. Voicy nouuelle ioye, o . v
La nuict -pleine d'cbacurité .
L ; Est passée; et voicy le iocur, oL
s © Auquel marchons en seureté, . _ . .
Chassans toute peur par’ amour '

Ibid,, p.,506. - ' , .
860 7. . ' SR -

I . .
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-«

-

Sans que nul se desuoye.
Voicy nouuelle ioye.

:J - .4\ . R
2 - /o
L'hyuer- plein de froid et de pleurs
Est passé tr-mblan o glacé; . . ‘
L'aesté plein dghﬁé%ﬂﬁﬁb et fleurs -
Nous vient plus beau que 1'an passé;

Or chacun le woye,
Voicy nouuelle "ioye.

-

¢

. / 3 . e
L'arbre sec et facheux '3 voir, . \\f\S’F\Y

Raboteux, et dur 2 todcher, : N

Que nul ne desiroit. avoir, ‘ 4

Maintenant pouons le toficher:
11 fleurit et verdoye, °

Voicy nouuelle ioye. v

Le ‘rossignol qui s'est fachg . (.
Pour la rigueur de l'hyver froid, .
Maingenant 11 A%est plus caché:
"Mais guy la branche se tient droit: .
11 gergomnne et veiboye, 5
Voicy nouuelle joye. R

s‘: e - §

Le Fidele dedens*la Loy
Tout caché, tremblant, et peureux .
Par la lumiere de la Fo )
Voit cler; et devient !ﬁoureux
De Dieu, qui le conuoye:
Voicy nouuelle ioye.
6 v

11 se congnoit tout @gliuré
De peché et damnation,

. 11 se sent de ioye enyuré

Par la divine Election . ‘ ¢ -
Qui tout bien luy -ottroye, .
Voicy nouuelle foye.,

=

'Atbte de Croix, de peine, et mort.
Que tant suoit eu en horreur, v . -

< : ~

6 ) Y




o !

Maintenant c'est le reconfort ‘
o B Ow il a attaché son coeur
A fin qu'il ne desuoye;
“WVoicy nouuelle ioye.
8
/J
Luy qui craignoit les gens hanter
Et cachoit par crainte sa voix,
s . Maintenant ne fait que hanter
’ Dessus lespine de la Croix;
I1 fault que lon le croye:
Voicy nouuelle ioye.,

‘ 9

11 est dehors d'hyuer et nu}ct;
’ . " I1 n'¥®t plus sec, mais florissant;
Mort et Peché plus ne tuy nuist

Il est content dens le Puigsant,
Verité, Vie, et Voye .

Voicy nouuelle ioye.é7

N . - .
Analysis. The structure of this chanson is that of mirror sym-

L 4 A

‘\/<//ﬂ_ .metry, 'the first and second halves~creab§ng~}asonances, both auditive

and thematic, one with the other. 'TE}S structure, with the numbers -

1

- representing stanzas, might be expressed schematically as follows:
< ’ 2
. 1 ~ 3
. 2 . 6 J
o - g
¢ 3 7 i
s ~
4 8 ¢
€ L
. . 9 . s °

. - 3 . . oL ) ’ .
@ The stanzas are linked one with the next, both congeptually, phonetical-

3

ly and rythmically. As each stanza ekXpresses anew the good effects

) 87Margggrites: I, 491-493.
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of the change from:before to after, the refrain "Voicy nouuglle ioye" °. -

¢ ¢ ‘ ° o

remains pertinent throughout, never becoming tiresome., Each repétition,
- M 4

»

buttressed by its stanza which gives new cahse for joy, is a regewal

and an expression of even greater happiness. %

-

] The fi}st stanza introduces this resonant structure as well as °
- . L ’ ' . !
\
- the basic image upon which the poem is Quilt and the stanza format

’ which %ill be reproducedf It opens with a line which will become the

o

. refrain, "Voicy nouuelle ipye'", recurring at th® end%f each stanza

.

in the manner of/the rondeau. The next three lines explain the reason

- . for the joy: ‘change has taken pldce; night has been replaced by _

»

aay. The: choice of '"obscurité", bearing as it dbgs both the abstract

sense ‘f doubt and the sensible sense of darkness, and placed after
- ' N v Al
“"pleine de'" where we would expect a thoroughly concrete noun such as

dtoiles, already gives us an intimation of the abstract-concrete

!

‘. ambiguity characteristic of this poem. The "iour" is the cause for .
the joy, underlined by Lhé/repetition of the "voicy" construction.
.. ° - . L

In lines 4 to 6 this joy is further chargcterized; iF\“Q?SiStS of

-2

"security, love and positive action, represented by the words "auquel

o

‘ . marchons'", as opbosed to negative action "se desuoye". Thus the first
LY . v

<« stanza introduces us not only to the conerete picture of renewal in
L 4 .

nature and the allegorical implications of this image but also to the

“\\ didactic function 6f the poem. The night 1s not simply dark, but

© .

ingecure and lovéless. Day 1is oﬁposed to this, aﬂd-not only does it
come, to supercede night, Butéslso it can be hpprohched.
_.The 8ix-line stanza, lggs the extra first-iing which invtqducea

o B

. the refrain, is repeated in all the subseguent stanzgs; reinforcing

<
« v . . - )
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T iere" and "iour" call to mind‘their.opposites in

, - 209

L -

-
4

°%ﬁ§ sense of unity typical of the chanson, as well as reminding the

.

;\' reader éf the unfortunately lacking m?gzé/;eant to accompany the words.

> This music¢ would have added forcement of key words, particularly

4

the refrain. Each stanza has a unity in itself, as well as links

which relate ®it to others with the poem. Thus, the fifth stanza which

marks an abrupt transition in thg developmeht of the chanson is in

<

fact thematically and phonetically related to the foua preceding

(o] v Al
stanzas. 'Cach&", "tremblant', "peureux" and "afioureux" have their
» s P
4 » .
antecedents ine "peur?, 'trfemblant", ‘“caché" and "amour", while "lum—
; & . S .

"nuict pleine d'ob-
¢
scurité", and “conuoye" 1its morphological cousin "desuoye'. The

‘truly new elements, "Fidele", "Loy", "Foy" and 'Dieu" are thus placed

¢

in an alPeady” established verbal context, reinforced by the repeated
p .0

stanzaic form, iAdditiénally the stanzas of t poem are made to
reinforce one another by the repetition of the refrain and the word
. ’ -

. "maintenant",’ dividing each into two parts: 'then' and 'mow'. The
‘» ‘ . B

resonant quality is expressed in the structure of the stanza as well
. < ’ s

as in that of the poem as a whole. ' .

The resonances of the poem are thematic as weld as formal and

- °

verbal. E£ach of the concrete images evoked in the first four stanzas

are picked up and their allegﬂrical implications expressed in stanzas

o

b B
5 to 8. Thus "nuiCt", "iour"’ "hyuer", "aesté", "arbre" and

“}ossignol" are paralled by "lumiére"z "Foy", "peché", "Election",
¢ "Croix" and ''Luy" (theo"Fidelg“;{n addition, a variety of tropes

<

express the ambiguity of meaning. In contrast to the fundamental

arrival-of-gpring metaphor which is g;velope& into allegorical pro-
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portipons, we find the compressing figure synecdoche in the. images’

1 4

"lespine de la Croix'", which encompasses the whole passion b§'§he ’

notion of the tﬁgn«, and "L'arbre" and '"Le ressignol":wﬁich represept
o CL
all of summer in one bird and one .tree. These move in the opposite

. : . -

direction, making the scene smaller and more immediate. The tension .o

<

P

3
<

JURN

created Between the generalizing force of the allegory and the

.

particularizing force of the singular;;&ements in the. picture is
4]

very effectively exploited by Marguerite. Zeugma (''plein de frqid et

o

de pleurs') and metonymy ("tremblaht") are also used to underline the“%

<

dual meaning’ of the chanson.
Thematic resonances>%re'creapeguhot only through the above figures ¢

- - .
oﬁ,speetb but also by a constant concret€&-abstract tension in the

¢ . - o
meaning of words. This procedure, introduced in the first stanza,

@

is maintained thﬁipghout.;he poem. Thus all the concrete, tangible
~ o s ’

of the first "arbre" are shaded with metaphorical meéning‘;

o

in the 13ght of the.secongd "arbre" which 1s theocréss, the instrument

and symbol' of reéemption. The word '"desyoye'" has its double meaning
intensified’in its repetition in the seventh stanza where its meaqiné

is clearly moral. The va'et vient tension’ between abstraction and its

-

opposite, prevents the abstract words of the fifth stanza from causing
. 7. N e - -

o

- B [ -
a too great dislocatipun of the reader's sensibility after four very.

concrete stanzas. Despite the almost coﬁplete<gbstraction°bf the words .

' L ] N 5 5
in this stanza, the concreteness 6f the preceding lines tends to carry o

w -

. ‘ : < - Q
over and the teader continues to 'see' the poor shaking sinner emerge
e [

into the warmth of God's lgve. Such words as "&s@gns?, "cache",

"tremblant", "voit" and the,biblical calque "lumiere de la Foy" help .
. 3 .

to; support this impressien: : ot &

N
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The didactie-rhetorical current, found in varying intensity in ]

. : o )
ite's poetry studied in this dissertation’, is ewideg§b

all - of
here. The ejepted theme of the poem (misery~change—happiness) based

on religious conversion and reinforced by the repeated refrain, is a

powerful Thetdrical and teaching. device. The desirability of conver-

sion 1is cleerly emphasized in sthese structures of which- the antithetical
g SR 7 0 . -
'thén-now' one 1is the most predominant. Also, aithough we have been

¢ ~ alerted to the“possibilitynof a second mearfing to the pastoral descripi

tion of the first four stanzas, ana despite the £act that awthmic arid

.

linguistic devices smooth the transition to stanza five somewhat,

'

still the reader is taken aback by the:abrupt introduction of the
. > * ’ L} Ay .
clearly religious and sectarian "Fidele dedens la Ugy". The foxceful

[ <

andQQOusing'effect of such a‘trangitfon remingé us, having bé%n en-
e ’ . o S
. ticed by the béautifui scene, that euch songe‘had a proggganda fupction
Fend we are now<to be told of the‘i@bLicagionSOOE‘the }maée. R
- o . . .

The ginal)étahza draws all these interreléted effects together

- . ° * . : ‘ . v
;and adds ah appropriete heightening of enthusiasm. The first tﬁotlines

- rwsummarize the.action of the ailegorical first four stanzas, the third

» - o i

and fourth lines, tire explanatory aspect of stanzas)i to 8 The’ rroe

v

second last line functions mainly auditively and we can imagine not

©

Only the words but the musical accompahfment building up to a cresceﬂdo.

The alliteration "Verité, Vie, -et’ Voye" 1eads to the finaI Mvoicy", ¢

a kind of bibiiégl hoeeandw: Marguérite joy‘snd that of the con-—

] verted sinner is thus exprenaed in a thorough integration of sound and
meaning at the- end of this particuLat chgna é

L]

N . , In conclusion, v nhave obgerved that the lyrical poems -in- general *.




.. ,and especially the réligious:ones Tave to an important degree the

}'didactic element present in the other(groups studied, This 1s evi-

-1t rareky occupies in ‘the Marguerites. In many of thése poems a

: ' : . 6,212

¢

e

dénced im the Ehoice of popuLar tunes,as'the Gehicle for the words.c

The desire to persuade here is cloaked°in,a robe of agreeable music e

A Q

and makes a fore idmediate eesthetic appeal than any other group.

* 4 <

While’the role of rhetoric in the effort to .persuvade 1is both reduced

¢ ¥
/

end varied incthis group hf Soems,'such devices as alliteration. and Lo

. . 8 < o

repetition-we foqu to gtve special emphasis to significant concepts.
More commond hwwever werecthose rhetorieal tropes most typica}

Y K

of poetry, particularly metaphor which hére assumes ‘a structural role
O ~ Py ° w»

- <

[

) single metaphor is the central structuring eIement. Impbrtant tgo °

g

[

s -

would have been the trole of music in unifying, persuading and” ren- -

D < °

dering more palatable to‘the ordinary person;‘the new ideas of -
. .- o~ . . ~ o

+
¥

¢ IS
g ,

. . .
Marguerite's stype of Christianity. .We observed that ecertair key

PPN I

words, typical of r6th centung»evangeiitsl'religionuare'charattefistic

‘o 0 . I L
of these poems. ] } . - ° L g .
- - o . - < & < . R
. A4 - - - s

" - remarked_on the similaritieS this‘group shares with the three

~

other groups, particularly in tﬂe _area og subject mattet and alsb

>

that of ‘pode.  Thus-we foupdbthe favoured themes of love -of God andv

°

.

‘man, as ‘well as fundamentaliy meditative and narrative modes. Ih T e

¢ /

additiog we foqnd a<thi£d mode similﬁr to the epistolar“.type,

one which we chaxactegized as exhortative,monqlogUe in whfbh the

EY3
s

Queen adﬂresses herself to another?directlx The theme of unfty or
P ¢ ° e ¥

oneness. ve have found -to: underly much of the Marggerite 8.0ccurs again e

o >

in this group, although. as we- mention‘ the large number “of - fndividual

X . o

poems studied here grecludes too” great geqeralizptions on theme. ~ - ° -

——




e - Probably the most strfking aspect of the lyrical poems from the

c stylistic point of viewg 1s thefr language level which créate’s the ) i .

Iyl ¢ °

i

effect of speech., more nearly than any other of the poetic types studied.
4 < . Fl ° . Fal

<

Q‘Many factors contributed to this conclusr?nl The use of- the oredpminant

o < °

o .
o “

tenses of speech, the ,present and past indefinite, the high proportion . .
.7 of svntéptical particles, theCSiﬁplicity evinced “in the lack of écart
from the grammatical norm of the peried and in the §imp1e sense, in C

e Q ¢ i v

which most grammatical relations are expressed were syntactic features
¢ ATIEEEE ST N o
pointing ‘in this dﬁrection Similarl§ we found spontaneity of sp€ech’ .

13

<

' in‘thé’interjections add inarticulateg sentences of theclyric?i poems

< - . L] v

and iﬁ(the,quotation of direct speech in the form of sermocinatio.

\K\ The vocabulary of the lyricar pbﬁns was observed to becon .the simpler

o ¢ e

. level of- speech lacking both .the 1ong latihate words and synonymous

> ©

. expressions we found in the reflective and narrative poems. . -

>

N t

We remarKEd on the harmony between music, words and hedning, using
) o . ";Z b e

several specific poems as examples. Nowhere does, Marguerite better

. achieve such negriz\tlaWIESs ha;mony without the accompanying weaknesses-
: ) of‘gh-tlong anq tedtous developments. We agree with the . .

€

" Who beginning with Abel Lefra"nc88 and Felix Frankqg find

"Chansons spirituelles the "chefs-d'oeuvre" of Ma;guer

-] , . o o
.

4
v 3

<, 88Les -Idées relgg;euses de Marguerite de Navarte d aprés’ sofh )

i peuvre poétique (Geneva. Slatkine Reprints, 1969), P~ 27: °
.- 89 ;

<

0p. cit., 1, 1xxv111. L -
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<. CHAPTER VII ° . “
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CONCLUSION .
. ‘

3 7 .
o

In this dissertation we have attempted to describe the stylistic

¢

and 1inguistic characteristics typical of the non—drdmatic _poems of

the Margueritgs as a°whole, and to isolate those groups of poems

containing distinctive stylistic tyaits, with the ultimate purposé

-
-

of:supporting our concention that the Queen's poetry is not merely

rimed-prose but.has intrinsic literary merit.

Wecobserved that Marguerite's poetic and 'linguistic norms fall.

<

within the norms of ‘the pertod, as expressed ip Fabrf, Sebillet

.and the normative linguistic works we chose as our points of reference.

<

“Hen freedom to choose literary devices was neceasarily limited by the

El

°

o -

- esthetd¢ of her time,van esthetic which demanded of the poet that he

<
Q Rl .

use certain traditional metrical forms, rhetorical figures and
[ 4

1inguiscic elements.} Such conventional restrictioﬂ should not,

-~

however, be viewed”necessafily as an impediment;:within theicontext

“ . B
c* - r

of the, sixteenth century, convention was as clearly a poetic sign

° as écart.ie to&ay.2 «Thys, the formal siénal.tocthe‘reederion’the

o o

part of Marguerite chat'she was indeed writing poetry wascher use of

~ o

o

.
° S

these conventions:

-
Y

, v v \ o " c, . > P2
1See Jean Cohen, op. cit., p. 105. "A ce principe de liberté,
11 faut toujours -apporter .un améndement. Chacun est libre de dire

“ce qu'il veut, mais 3 condition d(etre compriq de celul & quifil

s'adresse."” °

2§eg M. Riffaterre, "Etude stylistique des formes fitteraires vr

conventionnellea,“ F;ench Review, XXXVIII (1964), 7. o

# o
° [ . "
d

° a
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Marguérite foilowed the rules enunciated by Fabri and Sebillet

"when these two ﬁheoreticians were in agreement, while tending to

adhere to Sebillet's dicta when they differed. She used all of the

- -

accepted tyges of 1line mentioned in our intrSdhcﬁion, although she

preferxed the ten-syllable line: She used a wide variety of stanza

&

forms, ranging from the two-line to the eighteen-line stanza, <and -

occasionally used fixed forms, such ds the rondeau. On thé whole, .

[

R lhowever, she 1s closer to Sebillet than to Fabri in.this last respéct,

-using new fofms,:cr.atiné'opeh forms o® adaptingy;hefstanzas of

° [ “ o

. popular songs of the day tp her own ends. Thus, .in addition to

the rondeau, she composed chansqgg, epistres, enigmes, a complainte‘
and a sonnet., She does not seem to have had any, interest 1A intricate:
e - . N

riming; her poems wll show a random combination‘of rimes ranging

from riche to pauvre. ‘ . , ~ .°

<

° No ond auéhbr used all the available linguistic and poétié
resources with equal frequency. Sebiliet found. the distinction
betwéeﬁ Frue poet and rimepter in the apt choicg QAQ'of&erihg of
conveﬁtional eiements. A:E:rding‘to his poetic, the type of poem A
and particula;ly its sugjeét, cglled for particular usages on the
level of stylistic choice. In the Margpeti;esv;the subjects of
religion aﬁd love required the usgaqf méaidére style con;isting of
"a chargcteristig‘;angahge lgvélf figurative~devices aﬁ& a miieé
vocabulary. In adhering to Chesg exigencies, Marguerite assured.
a degree of uniformity throughout her poetry &as ﬁell as traits in

common with contemporary poetry generated undér the same conditions.

Her partigulaf chotces from the common }iterary stock indicate a

L3 .

o
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desire t6 persuade and emphasize.3 Within thé.framework of poetic

9

devices characteristic of the mediocre style, the Qﬁeen‘chose persud-

sive syntactical and rhetorical words and structures ﬁith-figures of

repetition and emphasis predominating. In addition she used a variety

‘of tropes, Qarticq;arly metaphor, withﬂa predilection-for-imageg"J
drawn from Biblical z?urces, nature; the elements; figures relafed
to the Petrarchan and neo—Platonic traditions, as weil as a group
drawn from her daily existence‘és womgn and aueeﬂ. All of ;hése

figures, both persuasive and decqrative aré convéntional,’but'they

- N N °

form her personal style.when seen against the background of the large

#:

number of other devices included;in the poetic and theoretical writings
of;the day which she rarély or‘néyer used, or else uséd‘without any o
discerniblg’intent; While choosing fo work Qi;hin‘these con?éntiénélj‘
modes, she thus.followed Sebil;eCJS'recommendggioﬁ that fhbse devices .

selected be the most apt for the poem she ﬁisheq to create. The s

rhetorical figures anaphora, ﬁraductio, polyptoton, copulatio,

., A "
epizeuxis, sermocinatio, metaphor, and rhetorical questions were

. ~ the most commonly used, although in ptopoftions wﬁich varied in the

four types of péemAtha; emerged in our study. i

The first such group, which we characterized-aﬁ reflective, were

s ) s
'30ur study, and particularly our examination of passages
containing convergent stylistic devices was thus in accord with
Riffaterre's statement: ". . . as soon as elements from a literary
- langudge are used by an author for'a definite effect, they become
units of his style; and it .is this particular realization’of their
value which is relevant, not their potential value in a standard
system. If they-are not used for # definite effect, all we can say
»1is that they. form for an individual style a background context more -
‘specialized than common speech would bé--but they themselves are not
style"- ("Critéria for Style Analysis", op. cit., p. 156).

LS

- -
o

‘ s
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typified by persuasiveness expressed in convergences of emphatic and
v - . -

analytic language, buttressed’ by much authoritative reference to

. , < B 4 ~ . -
-Scripture and extensive use of sound repetitionms. Metaphorically

the themes of 'oneness' and the ”Tout",predominated~and.underlined

-

the implicit invitation to the reader to share in the meditative

‘vagaries of the QUeen's mind. The reader in unity with the poet

3

is led to accept intellectually .and emotiomally the conclusions with

<
respect to religion and love which Marguerite propounds. In the .}'_

-

ﬁecond group of poems, the narrative type, the desire to persuade,
R D n
whfPe not expressed as overtly as in. the reflecti&)ﬁgroup, is never--

theless preseﬁt. There are fewer explicitly rhetorical devices énd

,

-

- fewer emphatic and repetitive figures. The abstraction of.the~ref1ec-

P

tive poems is repléced by concrete situations, typically expressed

in convergences of sermocinatio, topothesis and other forms of

- description of specific objectsgzhd phyeical éestures. Margue%ite‘

-~

places the reader before these scenes, thus appearing to allow him
to select the route which he should follow. Howeiin, his freedom

of choice is limited by a didacticism struc™red a ong dialectic

‘lines: in the debates which characterize this group the reader

- . . . 4
{8 drawn to sympathize with the side which represents once again, -

the author's ideal., Underlying the dialectic is the metaphorical‘

group centering on conflict and gain, which we interpreted beth

.as a cynical commentary on 1ife and also as a reinforcing device ‘

. 4 e .
for the dramatic narrative type. The epistolaizdpoems phowed an

even less pionounced';hetotical bent, relying. rather on the authority

.

of the Queen's expteased opinions. Drawn into the intimacy of

’

personal letters through devices creating an easy, conversational

a
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“~ v Y . o
effect, coupled with dramatic techniques to epliven’and st%engthén v
" the message, the reader {is persueded to share the attitudes of such - o

' exemplary and highly placed people as Marguerite,:ﬁer brother” "’_
ﬁ.’

Frangois I and her husband Henri d Albret, king of Navaife, and, is + *
e\

- ¥
invited to adopt thelr political, religious and moral tenets., Finally

. - ¢

in the lyrical poems, the group in which we found the loﬁest proportion.

~
-

of emphatic rhetorical figures, the most common vocabulary coupled
"with such primitive modes of petsuasion as repetition of words, phrases

and verse forms, reinforced for the sixteenth eentury reader by‘popr
lar .tunes, ﬁarguerite clothes her reiigious and ametory ideas iﬁ:ﬁPe
*aéqélést and oost disarming ienguage of alli I;dseveral«poem!'g%'
this“groop the metaphor, deceptively ogdinary‘at first meeting,

takes on greatér sigoificance, being frequently the struetural back-

Egne of the poem.? It is, however, the thread of pereuasion whié%g
. . ) ) .

binds all four g}ouos tpgéther. Our detailed examination of repre-~ - -
sentative ,passages at the end of each of the four chapters dealinz

]
with the types illustrates the interaction of subtle Tesonances in ¢

.

' concentrated stylistic clusters which centre on the themes of con-

lversion, faith and oneness with God, the advocating of passionate

loyalty or the decrying of faithlessnese to lover or king.l'w

‘

ASee ibid., p. 172: "By stylistic clusters, I do not meidn
phenomena like the special case of-phonetic expressivity where
sounds seem to, the reader to echo the meaning of wotds (harmonie
imitative, Lautimalerei). The SD's [stylistic device] effect sup-
poses a combination ‘of ssmantic and phonetic values; either one,
separated from thn other, would remain potential. 1 mean instead..
the accumulation at a .given point of several independent SDs -
Alone, each would be expresuive in its own right. Tagether, each
SD adds its expressivity to that of the others. If general, ‘the .
'effects of these SDs converge into one especilally striking empha-
sis.'

-
I3
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Just_ as the basic str§cture of the poems of each type diffeyed,
. , s
so oo did the convergences characteristic of each one. In strycture

"' ’ .
. the reflective 'poems were circular in movement, while the narrative

poems meved simply from one point (the beginning of the narration)
to another (the end).. The iyrical poems included these two motioms,
. bgt within much more'limited ;;d rigidly‘app}ied systems of versifi-
. cation. The eﬁistoiary poems, while centred on one main subjict, -

"developed 1in linear “fashién), not as a narratijve, however; but as ,the

. description 65 the passage of the mind from the initial introduction

! 1]

of the subject to. the point at which the letter was written. The

2 - [ -

- persuasive axis, running through all the poems, is thus exptessed
. .. N
through a variety of structures.
The convergence of stylistic procedures along the persuhsive .

o
-,

axis occurred in different ways in each poem, and pgrticularly in

.
-
&

the context of the type, giving rise to varying effects. Thus, in
© the reflective gr?up the Eigher than‘aveiage ptoporﬁion of syntactical
1 - .
‘particles was an indication of analysis in contrast to the lyrical -

o

poems where the same linguistic phenoménon*reinfdrced ;he oral;
voiced quality of the poems, thus fulfilling the_didactic purpose

in a less obvious, more insinuating manner! OQur conclusions about

.. the éﬁalyticél nature of the reflective poems are supported by .duch

.

'other,dndicators as.variety of verb tense, relative iaucity of -

participles and the use ‘of relational 8igns such as possessive pro-

nouns. On the other hand a high incidence of syntactical particles

in ﬁhe 1yrical poems was accoppanied by quite another set of 1inguis-

tic éf;ments: very little variety in verb temse, significantly
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* Prisons."” (p. 617) o

' - . 5
_ - , 220

gfeate; Ose of participles, a simple vocabulary showing no interest

in nuances of difference.” -

=
3

"In our introduction we stressed the easy availability of the

. . . -
stylistic devices used by Marguerit® to any poet.of her period. Why,.

from all the possible conventional poetic rhetoric, she shouid have
chosen to centre her poetic creation around persuésive techniques is
- - .

reédily understandable in the light of yhéf we know of her life.
. SN < '
Listening to sermons had always been an important source of inspira-
- ’ . v ’

tion and a frequent occupation for the Queen. Similarly, the writers

with whom she surrounded herself came from a group of committed men

. . . 7
and women, involved like Marot and Rabelais in the Reformation or

like Hérolt in the much discussed Facinian Blatonism of the first

»

half of the century. The desire to teach, never very far absent

from théycommitted writer, 1s echoed in line after lipe of thls

A

.poet?y.§/,Finally, in ﬁhe circle ihlwhich Marguerite goved, much

-

time nét spent in church&going.ahd official ceremony was spent

,

in long conversations and ‘debates, which must have dwelt not only

x

- on the gossip of the day, but also on burnﬁaffreligﬁous and moral

isgues. Her stylg, formed by her education and wide reading, also
— K . ~ 4 '
ésAlthough it is beyond the scope S0f this dissertation to deal
* with Marguerite's unpublished poems, we agree with Jourda's state-
ments in Mhrgugrite d'Angouléme that her style in these is con-
sonant with their more confessional and private nature: 'L'art
de la Reine y appgraft plus depouille. Elle n'emploie plus,
pour traduire ses*émotiong, les formes allégoriques, fréquentes
dans les chgnsons dés Narggefites. C'est qu'elle se propose moins
d'instruire.’ ,L intention didactidue disparqit. !v(p. 579) and
™. . . la Navire apporte sur l'affegtion qui liait la Reine &
son frére le plus précieux des documents." (p..588) and "Allé~"
gorie donc, -mais vivnnte grdce & tout ce que la royale poétesse y
met d'elle-méme: c'est bien Ii, en- définitive ce que sont les

[

¢
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bears the mark of her commitment to religious and amatory debate, in

church, among writers and within the circle of her friends.

Finally, we must deal with the question of Marguerite's status

a

as a poet. Busy as she was in her multiple role as Queen of Navérre,

'only‘sister of Frangois I of France, mother, wife, defender of humén—

ists and reformers, she evidently made time in Wer life Yor the -
. 1 : N

writing of poetry. As we showed in our introduction, she wrote

poetry throughout her life, while it was not until 1542 that she

began the Heptaméron, still unfinished.at the time of her death in

©

/ ) ..
1549. She never ceased to write poetry, in fact, Two of her very

]

interesting ﬁnpubliéhed works, the Navire and £he Prisons,were
»

probablycompleted after the publication of the Marguerites, as well
as were a number of shorter poems. Most, in fact, of her unpublishedMZ)

material is in verse. Nor is there any reason to assume that the

.

writing of poetry was the stock in trade of every noble lady of

the period. The number of ‘her publicntions;éhd the volume of work

=

speak of more than a mere dile}tante'si!nterest in poetry. These

factors must be taken as serious evidence of liferaty intent.

We saw in the Mhrgugrites that ghe had employed a wide vagiety
of verse and line forms, as.well as gen?e types. For Ehe most part
E£esé'wgre well adapted to tﬁg subjecé‘mafter,,1ndicating.? high ‘
degree of ;ecﬂhiéal mastery over the conventional poetic means at

her disposal. Although she prefexrred certain fhetorical figures

, - 1
over others, .she had a good knowledge of, and sure sense when Paing,

’ 1es§“§zeigzntly occurring devices. While we cannot deny that some
of the longer poeﬁs contain passages which'tend to be tedious, in

©
’
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general because they lack™‘oncentrstion and variety of convergent

T <

eféécts; we arée equally forced to acknoéiedge the qualiey of many

_passages occurring in all of these same poems which, through ékil—

[ - ..
ful blending togethegﬂ!{ expressive devices, stand out as attractive
»

and ‘expressively successful cregtions. Her shorter poems, particular-

»

ly the '"Chansonsspirituelles'", avoid the pitfalls of length, alldwing °

Y

» , 5
the best qualities of her,style %o*%&and out: ~skilful development

" (S}

of metaphor, particularly conventional and piblical in nature,

3

integration of rhetorical andMdramatic techniques such as repetition

and the use of direct speech, effective exploitation of simple

° \
language to bring out its most evocative potential. Her best poems

-

are deceptively simple, and,6like some of the most subtle of French
poetry do not give up all their secfets,at one reading. This we

illustrated in our anal&ses at the end of the four chapters dealing

with the types. //// ,

Thus we cannot dismiss Marguerite as merely a facile rimester.

Apart from ‘the fact that she shows very little interest in rime per

se, our examination of hef'poetry in this dissertatdon, using the

\

selective sampling method we discussed in our‘introduction, indicates

richness of effects 'and coherence of function as Eypicpl of her most

- 4
striking passages. Not only are there a variety of devices used,

but they work together so as to create a styleswhich is unified and

<

not the arbitrary coming together of parts. Ultimately Marguerite's

~ « Lo
poetry has survived,despite its largely outmoded religious #nd moral
‘ S

commentary, because of the presence of these=qualities of style.
-» o .

WEzﬁave described the features which chiracterize her style in

the course of this dissertaq;on; and chosen repfésentaiiig pdssages

[
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. .
. to 1llustrate the special convergences of stylistic devices which are

.

characteristic, We saw that Marguerite the writer or "encoder" used

a core of persuasive devices, supplemented by a variety of other

rhetorical figurative devices to control the '"decoding" by the reader
| Sy

of her poetry. At a remove of four centuries we have lost much of the

contextual knowledge whicﬁ would have permitted a complete decoding

of Marguerite's poetry. No longer schooled in the rhetorical- poetic
‘tradition of th; Queen and her contemporaries, nor‘attuned:to tﬁe
volume of Biblical and livlcal language which filled\\th‘e 1ftérature

of the Reformation, we of the twentieth century often find Marguerite's
D

poetry tooc conventionad or too obscure. We have shown, however, ‘that

. enough of the components 6f Marguerite's style have remained acceggible

through the period separating us from 1547 to continue to occasion

(33

comment among readers and,critdcs. - How then have we answered those
critics, some of the first rank, who deprecate the importance of

Marguerite's poetic achievement, while still continuipg to refer to her

°

as a ''grand écrivain''? Theyaﬁbigqity of this paosition, born of
Marguerite's multiple calling, is typified in Lucien Febvre's'state-

ment: "En fait, ce n'est pas la qualité poétique, la tenue littéraire
des oeuvres de Marguerite'qui nous retient: ce sont les idées qu'elles
’ ®

tradﬁisent."6 Yet even Febvre admits to first coming to Marguerite

ag an "écriQain".7 Almost untversally critics agree that Marguerite's

L)
ideas ag expressed in her published poetry as well as elsewhere are

P -

, 6Lucien Febvre, AnQur gacré, amour profane (Paris: Gallimard,
'1944)°, p. 46. ’
: - »

"1bid., p. 8. 4 ’




a0

T

' ﬁersonk What makes Marguerite truly outstanding is not her ideas,

AV

.

unremarkable and nebulous. Even Fébvre is for

the Queen's ideas belong to no one group, and reverts to the tautglogy: .

""Marguerite a 8té Marguerite".8
AN

works emerges as a?fascinating person; without these and left to the
i 3 e -

r

would be no more interesting to critics than any other active public

’

not, her historical presence, but the literary monuments she built to

»

ﬁargueti;e as seen through her literary

E

3

“

ced to conclude that

witness of archives, ;etterscﬁnd the paraphernalia &

X

o=

7.
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f history she

5

M

(<]

o .
enshrine them. For us the Marguerites are only part of that public

monument ; for Marguerite, two years before her death, :-they constituted

the representative.works chosen to be giveh to the public- and inci- .

-

L]

dentally to posterity.
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