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been aware of the fact that d'Aubigné was a confirmed protestant. And,
at least according to d'Aubigné's account, did he not even offer to
aid the young soldier in having his revenge on Michel de 1'Hospital
for his having had to do with the Amboise massacre of Protestants?

It shall perhaps never be known what Jean Salviati's true motives
were; as it is, there is but the slightest mention of this difference
of religion by d'Aubigné's own hand.

The very last mention which the writer makes of Diane Salviati--
and here it seems as if he were treating her as the heroine of some
gothic novel--concerns the occasion of a tournament at which Henry IV
(le Roy de Navarre) was also present. Diane, during the time since
* she had last seen d'Aubigné€ and then, had become engaged to a Sieur
de Limeux, a gentleman who in wealth and position completely super-
seded her former fiance. He writes concerning the occasion:

En un tournoy ol le Roy de Navarre, les deux Guisars

& 1'Escuier de ce Roy (d'Aubigné) parurent, Diane

de Talci assista, lors promise 3 Limeux, les premiers

accords estant rompus 3 cause de la Religion. Ceste

Damoiselle apprenant & voyant & l'estime de la Cour

les differences de ce qu'elle avoit perdu & de ce

qu'elle possedoit, amassa une melancholie dont elle

tumba malade, & n'eut santé jusqu'd la mort.20
There is no question that this narration sounds exaggerated and even
melodramatic; and it must be noted that one of d'Aubigné’'s more per-
sistent traits is that of exaggeration and overstatement. Within

this passage there is a strong note of vanity and psychological com-

pensation for the fact that he did lose Diane Salviati to someone else,

204 'Aubigné, Vie, p. 24.
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What is more interesting in the above paséage is the attitude
which Agrippa deﬁbigné assumes toward Diane Salviati: he implies
that she did actually have something to do and to say concerning
the realization of their marriage. Does he not say, '". . . voyant ; .
ce qu'elle avoit perdu & ce qu'elle possedoit .M It appears
obvious enough that d'Aubigné implies that the decision of the mat-
ter lay not only in the hands of Jean Salviati and Diane's uncle,
but also Diane Salviati had something to say in the £final decision.
Notwithstan@ing this particular interpretation of the above passage,
which seem$ to be adequétely supported by the writer's own account,
there still remains the other side of the matter which Agrippa
d'Aubigné chooses to write off simply as the difference of both finan-
cial and religious positions,

What immediate results did the dissolution cf these marriage
plané cause? The results--they do exist--are to be found in the
poetic work Le Printemps. This collection of verse consists of two

parts: k}Hecatombe_é Diane and Stances et Odes. Jean Plattard, in

his work on the life of d'Aubigné remarks:

L'amant de Diane Salviati chanta donc son amour
dans ses sonnets (one must add Qdes ef §L§ggg§).
Une tradition, qui remontait par dela Petrarque

2 nos troubadours, avait réglé d'ailleurs les modes
ordinaires de 1'amour lorsqu'il s'adressait 2 une
grande dame. Infatigablement, le poete avait &
comparer 1l'objet aime a toutes les merveilles de 1a
nature, aux feux de 1l'aurore, aux perles de l'iInde,
1'ivoire, a l'or, & tous les metaux precileux. Tou-
jours chaste et respectueux, il &tait convenu qu'il
n'adorait dans la beauté de sa maftresse qu'un reflet
de la beaute celeste, dont 1l'attrait se confondait
avec celul de la vertu. Toujours repoussé ou tenu

a distance, partant toujours dolent, il devait crier

a
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son desespoir aux rochers, aux monts, aux plaines,
aux lieux solitaires.2l

This observation‘of Plattard, therefore, associates Agrippa d'Aubigné
with a poetic tradition which, notwithstanding thé decorative and
refined features contributed by the Italian poets, is indigenously
French in origin., Agrippa d'Aubigné's contributions to this tra-
dition, his sonnets, odes and stances, would naturally place him
among the chief poets of the Renaissance, ihis is the opinion of
Jean Plattard and of other critics as well as it is the opinion of
the writer of this present study.

The question arises: when were these poems composed? There is
no clear and definitive reply to this question. Nonetheless; if it
is to be believed that the poet is speaking truthfully when, in cer-

tain specific sonnets,22

he chides Diane Salviati for not realizing
and appreciating the merit of the verse addressed to her, then it
may be assumed that a number of these poems were actually composed

during the time of their relationship. Some critics are of the opinion

that the Stances et Odes were composed before the sonnets and that

d'Aubigne used these as the source for the sonnets in much the same
fashion as du Bellay did with his Latin poems; that is to say, using

much of the volume Poemata as a source for some of the sonnets in

213ean Plattard, Agrippa ngubigné (Paris: Editions Contempo-
raines, Boivin, 1931), pp. 49-50.

ZZLfHécatombe, sonnets XL, LXXXIX, XCII. These poems are dis-
cussed in Chapter II.
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French of Les Regrets.
Armand Garnier, however, in his already mentioned work on the
life of Agrippa d'Aubigne admittedly believes otherwise:. "je crois
qu'on peut . . . accepter-d la lettre la declaration de d'Aubigné qu'il
chanta son amour pour Diane dans le temps mfme ou il était amoureux."24
Garnier, whose three volume work of documentation on the life of
d'Aubigne so greatly minimizes the romanticized work of Samuel
Rocheblave, speaks with serious authority with regard to the period
of the composition of Le Printemps. He writes furthermore:
On pourrait reconna®tre . . . trois étapes dans la
composition du recueil du Printemps, et dans les
projets que d'Aubigné fit pour sa publication, sans
en realisgr du reste aucun, La premiére etape serait
representee par le Mss Monomérgue, que M, Read edita
en 1874, et qui proviendrait de la famille d'Agrippa

d'Aubigné (il aurait passé par son fils Constant &

Mme de Maintenon?5). Or, L'Hécatowbe g Diane ne s'y
trouve pas, mais seulement les Stances et les Odes, a
savoir une partie dg celles qui figurent sur une table
des matieres prepares en vue de l'impression par

233amuel Rocheblave, La Vie d'un Héros: Agrippa d'Aubigné (Paris:
Librairie Hachette, 1912)., The author. is of the opinion that the
greater part of Le Printemps was composed much later following the
d'Aubigne-Salviati courtship. He maintains that those autobiographical
references in the sonnets and the other poems are but recomnstructions
of a much older d'Aubigne. Thus he explains away some of the exaggera-
tion of the poet.

24Garnier, op. cit., p. 100,

25Concerning Agrippa d'Aubigné's blood relationship with Mme. de
Maintenon, Plag;ard says: '". . . son fils Constant, ce débauché; qui
apres avoir tue sa femme . . . &pousa en secondes noces Jeanne de
Cardilhac, fille du gouverneur du ch®teau Trompette & Bordeaux, en
1627. 11 &tait de nouveau en prisom, a Niort, en 1635, lorsque sa
femme, qui partageait sa captivité, accoucha d'une fille, 1la future
Mme, de Maintenon." p. 45,
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d'Aubigné lui-méme, et conservée en feuille volante dans
les Mss de Bessinges, plus quelques autres. Cette table
manuscrite nous ravele le deuxieme projet de publlcation.
Le titre final du recueil n'est pas encore adopte. Ce
n'est pas Le Printemps, mais La Jeunesse de , , . La
liste des pieces comprend la preface, 81 sonnets de

1' Hécatombe 2 Diane, puis 37 stances et 70 odes. Enfin,
troisieéme et derniere €tape, les sonnets passent a

cent, en revanche les odes et les stances se reduisent
c'est ‘le contenu du huitieme volume des Mss de Bessinges,
constituant le Printemps sgus sa forme definitive, tel
que 1'a publie l'edition Reaume et Caussade.26

It is significant that A. Garnier speaks of d'Aubigné's plans
for the publication of his collection of poems, It is known, from
d'Aubigné himself, that some of these poems were in circulation:
Diane Salviati knew them and furthermore, if we are to believe
d’Aubigne's word, Pierre de Ronsard received copies of ''quelques
piéhes."27 Why, therefore, did d'Auﬁigné make no further move
toward the publication of Le Printemps? Jean Plattard offers an
explanation which indeed appears to be plausible and clarifying. He

remarks:

Il ne les publia pas; il les conserva manuscrits dans
les portefeuilles ou ils ont &té retrouves et publies
au XIX® sidcle. Discrétion singuliére chez un poéte!
Elle s'explique, semble-t-il (and Plattard warns his
reader that the following is but a supposition), par
deux raisons: la premiere, c'est que s'il mettait
son orgueil a s'instruire et sa coquetterie a courtiser
la muse, il n'entendait pas Btre confondu avec les
'poetastres', Avant tout, il etait soldat, ecuyer du
roi Navarre. Il a su le rappeler, aigrement, a une
caillette de cour (il 1l'appelle une petite creature)
qui 1'avait traité€, avec dedain, de poete. J'ai

26Garnier, op. cit., p. 96.

27d'Aubigné. (Reaume & Caussade) Lettres de Poincts de Science,
v. 1, p. 147.
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le droit d'€tre désigné par mon titre le plus favor-
able, lui fait-il remarquer; j'ai été argoulet
(arquebusier a cheval). . . . En second lieu, cette
poésie toute profane ne tarda pas 4 disconvenir avec
ses sentiments et plus encore avec le rdle qu'il
assumait dans le parti protestant. Il a raconteé
lui-m€me comment, aprés la Saint-Barthélemy, il
avait eu une syncope de sept heures, pendant
laquelle son ame transportee au Saint Parvis avait
recu mission de 'me chanter que de Dieu!28’

Both explanations of Plattard are extremely enlightening; they
at least respect that trait of Agrippa d'Aubigné which is most typi-
cal of him: his individuality.

A careful reading of d'Aqbigné's Lettres de Poincts de Science,

which has already been cited, reveals his taste regarding the poefs
of his century: apart from his admiration for Ronsard, du Bartas and
Jcodelle, he does séem to hold little opinion of the poets who, in his
time and earlier, had been regarded as possessing poetic merit and
value.29

That Agrippa d'Aubigné should "ne chanter que de Dieu" is cer-

tainly evinced in the tone which his later major work, Les Tragiqués,

sustains. This epic hymn, at least in style and import, is indeed
well removed from the beautiful and melodic verses of Le Printemps.,
That the two works should have been written by the same man seems,

in many respects, astonishing. Referring to some of the bucolic
elements in d'Aubigné's lyrical poetry, Emile Faguet says: '"Ce n'est

pas dans cette situation (une réverie a la campagne, aupres de la bien-

28Plattard, op. cit., pp. 52-53.

29He shows very little esteem for Malherbe,
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aimée) que nous sommes habitués a voir d'Aubigne, la piéce n'en a que
plus de piquant et plus de charme . . ."30

Notwithstanding other explanations which might be suggested as
to why Le Printemps was never published, the fact glaringly remains
that Agrippa d'Aubigné diddained to have the public of his own time
see these poems of his young adulthood. They enclose and hide much
which is personal and autobiographical: the emotional essence of
his love and courtship of Diane Salviati finds rebirth in this col-
lection of poems. Commencing with Le Printemps, the effect which
the loss of his mistress had upon him may be readily seen. It is
this amorous‘misfortune which is at the base of the brooding mood
and atmosphere of Lg.Printemgs. In these poems tﬁe emotional struggle
which existed between the lovers is recurrently reflected, The mood
is genuine and the poems in many ways reveal Agrippa d'Aubigné's
dynamic personality. Samuel Rocheblave put it very well when he
wrote:

Et ni 1l'imitation ronsardienne, toute naturelle
chez un admirateur enthousiaste du maftre, ni 1le
faux gout et le jargon a 13 mode, ni enfin 1'intem-
perante faconde de 1'amoureux ne doivent nous ,
masquer la verité des sentiments, leur sincerite,
leur profondeur. Un grand poete 2 jailli de cet
amour comme sous le pic du mineur jaillit une
source, Et les plus beaux vers d'amour du seiziéme

siéEle, aussi tendrgs que ceux d'Olivier de Magny,
plus fiers et plus eclatants, plus sentis surtout

0Emile Faguet; Histoire gg la Poesie francaise (Paris: Boivin
et ci® 1936} v. 1, p. 78.
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que ceux de Ronsard lui-mBme, furent écrit de génie
dans un coin de la Beauce, par un soldat de vingt
ans.31

With this historical documentation in mind, this study will pro-

ceed to a detailed and critical analyéis and evaluation of Theodore-

Agrippa d'Aubignt's Le Printemps: LfHécatombe a Diane,

31Rocheblave, op. cit., p. 54.



CHAPTER 11

. . P 1
THE PRINCIPAL THEMES AND IMAGES OF L'HECATOMBE A DIANE

The themes and images of L'Hécatombe 2 Diane issue out of a

period in French history which was characterized by much confusion
and religious strife. This esseﬁtial influence, fhe bloody era

of these wars, is evident in the lyric poetry of Theodore-Agrippa d'Au-
bigné. Inasmuch as he is a poet of the Renaissance, his sentiments
are expressed in imagery which is flavored by both pagan and Greek
.antiquity. A soldier by profession (ecuyer du roi) and engaged in
the religious civil strife within his country, Agrippa d'Aubigne
fights with his Bible in his pocket, employing images, metaphors and
comparisons drawn from both the battlefields of France and. from the
0ld and New Testaments. In L'Hécatombe, however, d'Aubigné's images
and metaphors tend to be more militaristic and Brécieux than Biblical.

There is, even in L'Héﬁatombe égDiane, the quality of the prophet who

11n arranging the order of the images which are examined in
this chapter, the writer has made a somewhat arbitrary choice, since
d'Aubigne's somnnets are not consistently arranged by order of images,
Gagnebin's appendix includes an excerpt from the MSS 159, which the
writer of this study has not seen, indicating that d'Aubigné himself
thought of certain sonnets as forming a group because of their basic
image, i.e. Tableau, Sonnets XXII-XXVI; Blanc, Sonnets XLI-XLIII.
Therefore, the writer has arranged the hope theme first, and the
despair theme second because the last sonnets of the collection seem
to indicate a recurrent pessimism,

20
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is calling for justice and fortelling destruction and vindication, the
same quality which is fully evident in the poet's more mature work,

Les Tragiques,

The title of d'Aubigné'g sonnet sequence is in itself provocative.
It immediately suggests a portentous note which announces the subject
of the poems. As the Greeks in former times supposedly had the custom
of offering the sacrifice of one hundred cattle in commemoration of the
dead herées of battle, so Agrippa d'Aubigné preposes to write one
hundred sonnets2 in commemoration of the death of his romantic
liaison with Diane Salviati. Jean Plattard says: '"'Diane inexorable
était devenue a ses yeux pareille a la deesse de Tauride ou de Scythie,
qui se réjouissait des sacrifices humains."3

There is in the word "hecatombe'" a faint suggestion of the tri-
headed goddess of the underworld, Hecate. Her name is another allusion
to dying or death which is a recurrent image in these sonnets,

Apart from the title's allusions to death themes which are reminis-
cent of classical Greek traditions, there is a strong possibility that

Agrippa d'Aubigﬁé may have found his title in the lines of one of Ron-

sard's sonnets to Cassandre, In Sonnet CCXXV of the Premiers Amours,

the following lines appear:

25ee Sonnet XCVI in appendix A,

3piattard, op. cit., p. 52.
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Et pour garder que plus je n'y retombe,
Je veux tuer aux dieux une Hécatombe.4

It is not unreasonable to assume that d'Aubigné at some time read

Ronsard's Sonnets pour Cassandre. He, in fact, had occasion to

praise the famous Pleiade poet in one of his better known letters.5
This letter, which included a consideration of the poets of his
century, reports that d'Aubigné had even sent Ronsard "quelques
pieces." The author of les Amours, according to d'Aubigné, deigned
to correspond with him,

The quelques pieces could well have been from among those poems

which constitute Lfﬂécatombe éiDiane. They were the poems of a young

man sent to his master, who himself had earlier written such love
poetry, and probably d'Aﬁbigne desired the approval of the older
poet.6

It cannot be said with any absolute certainty that Agrippa
d'Aubigné did take part of his title from the Ronsard sonnet which
is cited above. However, given the fact that he was very much aware
of Ronsard's poetic merits and especially thét he was a young man when
he wrote his own sonmets, it cannot, furthermore, be disproved that

there might have been an influence in this matter.

To come to terms with the lyrical content of LfHéEatombe 5;

4pierre de Ronsard, Qeuvres Cogglates annote par Gustave Cohen,
(Paris: Librairie Gallimard Pléiade, 1950), Vol. I, p. 96.

5d'Aubigné, "Lettres," op. cit., p. 147.

b5ee Préface, lines 145-150, in appendix A.
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Diane, one discerns that the emotioﬁs, moods and attitudes of the
poet may be reduced to two dominant themes: hope and despair, The
hope which is evident in these sonnets consists of the poet's desire
to have the favor and love of his lady, while despair is represented
by those poems in which the poet's mood indicates thét ﬁo such love
is at all possible., 1t is not the contention of the writer of this
study to insist that each sonnet in this sequence is based on an auto-
biographical reality. Much of the content of these poems is undoubtedly
exaggerated and has, perhaps, very little to do with the actual details
of the liaison between Theodore-Agrippa d'Aubigné and Diane Salviati.
These poems were written in an age when to éing of estranged loves
and lovers was something of a mode or fashion. Ronsard wrote such
verse, as well as did Olivier de Magny and Philippe Desportes. How-

ever, the sonnets of L'Hééatombe g Diane are original enough, because

of their author's own spirit of independence, to warrant a study of
them. Therefore, this chapter consists of an interpretative presen-
tation and examination of both the themes and images which are present

in LﬁHécatombe.é Diane. Any reference which is made to Agrippa

d'Aubigné or to the poet; with respect to his sentiments or feelings,
will be so dome only in speaking of the man as a ereative artist and
not as a historical figure. Therefore the writer has no intention
of implying that the content of these poems represents the historical
truth and nothing but the truth. What the writer is striving for

in this interpretative presentation of the lyrical matter of

LfHé&atombe is to enter into the poetic spirit of Agrippa d'Aubigne.
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The theme.of hdpe comes first in this chapter mainly because the
first half of the soﬁnet sequence contains more poems which manifest
this theme, while the theme of despair is more evident in those
sonnets of the last half of the colle;tion."However thefe is ﬁo
definite pattern within the progression of the poems which would
allow one to say'thét here the hope poems terminate and there the
despair ones begin. The themes appear throughout the poems in a
somewhat disparate manner. donsequently,.in the group of sonmnets
which treats the image of blancheur, for instance, the concluding
poem of that group, thqugh 511 three other poems manifest the theme
of despair, really contains the theme of hope. Sonnets I, III, and
1V, though they appear at the beginning of the collection, because
of their particular images, belong to the group of poems which sug-
gest the despair theme. Therefore, therpresentation of the images,
- as well as the themes, has necessitated a somewhat arbitrary choice
on the part of the writer for his purposes in this study.

In those poems in which the hope theme is evident, the images

considered are as follows: chasteau, Diane's beauty, jardin fructueux,

tableau, immortality of Diane and of d'Aubigné's poems. The images
representing the despair theme are as follows: sea, blancheur, war,
an& anger or indignation. The sonnets in which such themés and
images are present will be found cited in fuli in appendix A at the
end of this study. Their order respects the order of the images
considered in thié present chapter.

The first image considered in this discussion is that of the
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chateau. The Salviati estate, Lg_chésteau de Thalcy, may well have
gserved as a basis for the chateau which appears in Sonnets XVI and
XVII. The rhythm and movement of thése two poems, especially Sonnet
XVI, suggest the picture of a rider on horseback, approaching the
castle. The Salviati home is seen from the poet's eyes: '"Quand je
voy ce chasteau dedans lequel abonde/ Le plaisir, le repos et le
.contentement ., , ," It is seen within the distance, and becomes
more and more visible as the horseman approaches it. An element of
hesitation is introduced with the phrase, '"je vironne a 1l'entour en
faisant la ronde." At this point all action comes to a halt. The
vision of the manor causes an onrush of thoughts which plagues'thé
rider's imagination: can he penetrate the walls of this house in
which 'so rare a person dwells; will he, if he enters, be treated as
a guest or as a prisoner? And d'Aubigne nevef indicates whether
the rider enters the chateau or not.

This image is both solid and pleasing, for it represents the
general concept which Agrippa d'Aubigné has of his mistress and

of her inaccessibility, The concreteness with which he describes the

building (d'un marbre cannelé, de mainte tour ronde) is but another

manifestation of the poet's precision and of his concern to paint a
true-to-life picture which, in turn, gives value to his more abstract
féelings'and sentiments. The inaccessibility of the chasteau and of
the lady who dwells therein is more developed in the second of the

two poems., Sonnet XVII presents the dwelling no longer as a physically

realistic entity, but rather as an imaginative extravaganza, that is
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o1 "

to say, 'basti de diamans, couvert de lames d'or,'" and where "les
trois graces sont fierement emmurées," This is exaggerétion and
preciosity in the purest sense,.bﬁt it has the effect of separating
the home and its lady, because of their extraordinary qualities, from
the poet who is represented in the poem by the first personal pronoun
"je." There is a striking difference between the presentation of
the chateau in Sonnet XVI and that of Sonnet XVII. In Sonnet XVI
some relationship is established between the on-coming rider and the
house in the distance. It is anticipated that he eventually will
reach it. However, this is not the case in Sonnet XVII, in which the
over perfection of le chasteau succeeds in creating a discouraging and
impenetrable aura of coldness and exclusivity. The lover in Sonnet
XVII is totally excluded. An element of frustration is introduced:
the poet would have his lady be splendid, but at the same time he
wishes that she were more real, more approachable and more loveable.
The lover's ambivalent attitude toward his mistress--his endowing
her ﬁith exceptional qualities and at the same time his wanting her to
be more human--is reminiscent of a Dantesque form of idealizatiomn. 1t
places the heroine too much out of the lover's reach, for his glori-
fication of the lady goes‘beyond human dimensions. The poet, at the
close of the sonnet, makes a certain concession: it is well for his
mistress to be fine and grand, but she should also consider him.
Conflicting attitudes, as are evident in Sonnet XVI1, are not

unusual occurrences in Agrippa d'Aubigﬁé's imagery. He is capable

of great vision and of dramatic pageantry. It is not unusual to see
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him paint so striking a tableau as that of the chasteau of diamonds
- and gold, and then to have tﬁe'image diminished for the purpose of
giving strength and impact to the final message of the somnet. An
anglysis of the structure of Sonnet XVII's imagery shows that the
poet commences by a summary of the qualities of the Salviati home,
while gradually moving from the interior to the exterior and to the
earth ('"moins proche des cieux'"). The lover is outside, out of the
ch;steau, and the final statement of the sonnet centers within his
suffering and privation of Diane.

Sonnet XVIII is concerned with the image of Diane Salviati's
beauty. A dual attitude is present also in this poem: her beauty
is formidable, therefore he could not hope to possess her; yet he
does want her and has some hope of loving her. Dianefs grace is both
forbidding and inviting at the same time ("Qui pourroit esperer en
ayant affronté . . . ceste celeste face? / Mais qui n'esﬁereroit
voyant sa douce grace ., . . d'une telle beauté?"). However, it is
precisely her unusual beauty which prohibits his attaining her love!
In the last line he inserts an ironic pun in terms of the verb
"esperer:" he can hope for nothing from his mistress (Car 1'espoir
des vaincus est de n'esperer point.').

Sonnet XX reflects the hope theme. It is perhaps the only poem
in the entire collection which possesses that elegant badinage between
‘the lover and his lady. Here the theme is depicted against a pastoral
backdrop which is reminiscent in a certain sense of Ronmsard's famous

L

"Mignonne, allons voir . . ." The basic image of this poem is the
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jardin fructueux. The piling up of nouns which are concrete and
visual in their meaning creates the effect of a tableau. In the

" "soucis, oeillets, lys, roses sans espines, encolie" and

"champ
"pensee" flourish, 'Verds florissants" grow, and the whole is
watered by the "yeux" of the lover.

The poeﬁ is constructed upon super refined preciosity., Lines
such as "mes yeux l'arroséront et seront sa fontaine,' and '"il aura
pour zephirs mes souspirs amoureux" are indeed reminiscent of those
of some of the poets of the Pléiade. These stylistic features, the
enumeration especially, are abundant in the poems of Petrarch.7

This sonnet, while manifesting the hope theme, nevertheless is
one of the least original ones of the recueil. It is the sort of
poem which might be found at several occasions in Ronsard, de Magny
or Desportes.

Sonnets XXIT through XXV represent a group of what d'Aubigné
himself characterized as the "tableaux" poems.8 Herein Agrippa d'Au-
bigné develops the image of a painting of Diane Salviati. The poet
gives his reader some notion of the physical traits of his mis-
tress, Though the tone of the description is somewhét stereotyped,
d'Aubigﬁé's”personal sensibility nevertheless lends an intimate

touch to it. Of Diane's features the reader discerns '"ce brave

front," "levres de rubis," "1'or de (ses) cheveux blonds,"

7petrarch's Sonnet CXXVI of the Canzoniere manifests this same
enumeration: 'Chiaré, fresche e dolci acque . . ."

85ee Gagnebin's appendix.
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"1'incarnat de (sa) joue," 'le feu de (ses) yeux," and '"1'yvoire de
(ta) main." There is nothing particularly exceptional in this
description--it might be the standard description Qf any occidental
woman--however, were it not for these, perhaps Diane's features and
complexion might be unknown. The question of the color of her éyes is
interesting in that there is no definite mention of any specific color.
The vagueness of the sketch allows the reader's imagination to supply
this feature,

The tableaux sonnets suggest an interesting conceit: d'Aubigné
imagines that mo morﬁal artist, other than himself, is equipped to
represent Diane's likeness, for she is celestial in her beauty.
d'Aubigne may render this portrait for he has 'desja choisi dans le
thresor des cieux un celeste crayon pour peindre le celeste."9 He

would put to profit all the suffering which he has experienced for

this person. The suffering serves as a measure of apprivoisement

and, therewith, the poet may approach her perfection with a
clearer perspective., However, the rendering of this portrait pre-
sents a dangerous risk: 1ike "Pycmalion," the artist may fall fatally
under the charm of the painted figure. |

The suggestion that any portrait of Diane might present a possible
threat to the lover's peace, along with the desire to paint her beauty,
represents the same ambivalent mood which is found in Sonnets XVII and

XVIII. However, in Sonnet XXV, which concludes the tableaux group,

9See Sonnet XXIV in Appendix A,
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d'Aubigné comes to a decision: he will do Diane's portrait ("que jo soy'
donc le peinctre . . ." He tells how his work, le tableau, will per-

petuate her beauty: "

« « « je veux bien faire mieux qu'un tableau
mortel, qui bien tost sera vieux / et qui en peu de temps.ée pﬁurit
et s'efféce."

The theme of immortality is not rare in these poems, for Agrippa
d'Aubigné sometimes makes indirect allusions to it. Where it is
directly mentioned, as in Sonnet VI, it is principally an immortality
of Diane Salviati for which d'Aubigne himself feels responsible, His
poetry is responsible for her being remembered by mankind.

However,on a more indirect level, Diane's own persomal merit,
her family lineage and the reputation of that family, guarantee her
perpetuity. Such is the case in Sonnet XXXII, "Je dispute pour
vous contre ceste lignee.'" The entire sonnet centers around the
glorification of the Salviati name, with Diane at the head of its
proudest members. d'Aubigné implieg that the family will be remembered
principally because of Diane: 'Ce nom Salviatis s'esleve jusqu'aux.
cieux, / Vostre perfection n'imite que les dieux." Thus, in a certain
sense, Agrippa d'Aubigné ignores thé precedence which Pierre de Ron-
sard had earlier established for Cassandre Salviati. Imn fact, as one
might expect, d'Aubigne subordinates her to Diane,

The illusﬁriousness of this Italian family causes d'Aubigne a
feeling of inferiority: "Se suis en tel combat que mon ame estonnée /
Balance inconstamment & vos honneurs, / Pour vos vertus, ores pour Vvos

grandeurs." This feeling of "smallness'" is only implied; the principal
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note in the sonnet 1is its cry in praise of the eternal quality of
Diane and of her family.

A direct allusion to immortality is evident in Sonnet XXXI,
which is different in tone from the foregoing sonnet., The difference
consists in d'Aubigné's association with Diane. In the present poem
they are on a common level: "J'ay engrav€ dessus deux chiffres
nourissons / D'une ferme union qui . . . prend croissance," The
poet is speaking of his and Diane's initials which he carved on a tree
trunk on the Salviatj. estate, Talcy.

In this sonnet the poet is seen in a conscious attempt Lo combat
the effect of time, that is to say, oblivion. Here, the lover'rs gest
is of capital importance: it is he who will immortalize his friend,
The repetition of the verb '"croitre'" suggests a progressive growth
within the poem itself., Contrasted to this @E of energy is the
dafk and ominous picture of time and the "filles de la nuict." They
represent the threat, waiting to blot away the memory of all which
stands in their path. |

In a certain sense, Sonnet XXXI is dramatically stronger than
Sonnet XXXII., It does not possess the colorful pageantry of the other,
but it is warm in its persomal appeal. d'Aubigné does not rely on the
family name of Salviati in order to emphasize Diane's value: he him-
self, in this sonnet, makes all the effort to render her :Lmort;al.

The image of immortality is extended in several other poems of

L'Hécatombe a Diane. It involves the merit of the poet's poetry

and the fact that his lady does not deign to appreciate it, Sometimes
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d'Aubigné's argument is very pointed: he maintains that Diane is
foolish to do such outrageous insult to the véry mattef which shall
Sear witness to her beauty and singularity. At other instances, the
poet considers that'his poems serve as an intermediary between himself
and Diane, He chides her in some of these poems, but his admonishment
does not become enraged or caustic.

Sonﬁet XXIX is a&dressed to the poem itself. The poet considefs
that the sonnet will in some way soften and move Diane's feelings,
provided that she allow herself the time and patience to read and
learn to appreciate its contents: "Va t'en dans le sein de ma mye /
Sonnet plus mignon, plus heureux que ton Maistre . . ," He is rather

“"ece

,confidént that the poem will be well received when he writes;
papier ne peut faire ennuy.'" This thought leads the poet to imagine
where the paper willibe placed and, thus, a note of sensuality is
‘suggested in the lines: "Mais pour le lieu ou on le porte / Je
voudroy' faire en quelque sorte / Un change de moy et de luy., The
allusion to sensuality is one of the rare remarks of this nature.
"Generally the physical descriptions have a tendency to be broad and
stereotyped as is the case in the previously cited Sonnet XXV,

The image of immortality, both Diane's and the poems', appears
again in Somnet XL. Herein the poet makes sheepish apologies for
both the content and form of his verse. At the bottom of his
apologies, however, there is a plea that Diane re-consider the merit

of his words. He further remarks that she is responsible for his

manner of expression: Vos yeux ont honore d'une celeste veue / Mon
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‘labeur guerdonné des peines de vos yeux." He alludes to her immor-
tality, which will be effected by these sonnets, in the line, "J'y

/ +
ay plus vostre renom que mes peines chante," and in, "Ne meprisez

les vers qui wvous ont en tel prix.'" The line, "Le laboureux trainant
le soc de la carrue / Importune des ventz et d'un temps pluvieux. . ."
cont#ins a striking image. The laboureux struggles against the ele-
ments in order to till his field, Perspiration, agitation and appre-
hension are all implicit in this picture. It is the state of not
knowing and of constantly hoping, a state into which love has placed
the poet, He can only hope that his burden is not in vain, for it

has been good and well-intended. His efforts, represented by the
labouréux, strive for two ends: to possess Diane and to render her
immortal.

Agrippa d'Aubigné's statement concerning his mistress' fame is
most strongly evident in Sonnet LXXXIX. He is not apologetic in this
poem, and as such it is the vehement exception to the others. In
the last lines he tells Diane that she must repent for having rejected
his gift of immortality: '"Diane repen toy, pense que tu as tort /
Donner la mort a ceux qui te font immortelle." This final line indi-
cates that the poet is étill hoping for a ;econciliation, and for
this reason the poem has been included among those which manifest the
theme of hope. The invective however is poignant, It is heightened
by the fact that it carries a double meaning: criticism for the
wrongs which Diane has done the poet and, also, for the insult of

having brutally refused the verse addressed to her. In the first

3
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