
INFORMATION TO USERS 

This dissertation was produced from a microfilm copy of the original document. 

While the most advanced technological means to photograph and reproduce this 
document have been used, the quality is heavily dependent upon the quality of 
the original submitted. 

The following explanation of techniques is provided to help you understand 
markings or patterns which may appear on this reproduction. 

1. The sign or "target" for pages apparently lacking from the document 

photographed is "Missing Page(s)". If it was possible to obtain the 
missing page(s) or section, they are spliced into the film along with 

adjacent pages. This may have necessitated cutting thru an image and 
duplicating adjacent pages to insure you complete continuity. 

2. When an image on the film is obliterated with a large round black 
mark, it is an indication that the photographer suspected that the 

copy may have moved during exposure and thus cause a blurred 

image. You will find a good image of the page in the adjacent frame. 

3. When a map, drawing or chart, etc., was part of the material being 

photographed the photographer followed a definite method in 

"sectioning" the material. It is customary to begin photoing at the 

upper left hand corner of a large sheet and to continue photoing from 
left to right in equal sections with a small overlap. If necessary, 
sectioning is continued again — beginning below the first row and 

continuing on until complete. 

4. The majority of users indicate that the textual content is of greatest 
value, however, a somewhat higher quality reproduction could be 

made from "photographs" if essential to the understanding of the 
dissertation. Silver prints of "photographs" may be ordered at 

additional charge by writing the Order Department, giving the catalog 
number, title, author and specific pages you wish reproduced. 

University Microfilms 
300 North Zeeb Road 
Ann Arbor, Michigan 48106 

A Xerox Education Company 



73-13,324 

MILLS-PONT, Jeanne Dorothle, 1927-
CLEMENT MAROT:. THE UNION OF POETRY AND MUSIC. 
[Portions of Text in French]. 

The University of Arizona, Ph.D., 1972 
Language and Literature, modern 

i University Microfilms, A XEROX Company, Ann Arbor, Michigan 

THIS DISSERTATION HAS BEEN MICROFILMED EXACTLY AS RECEIVED. 



CLEMENT MAROT: THE UNION OF 

POETRY AND MUSIC 

by 

Jeanne Dorothee Mills-Pont 

A Dissertation Submitted to the Faculty of the 

DEPARTMENT OF ROMANCE LANGUAGES 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF PHILOSOPHY 
WITH A MAJOR IN FRENCH 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

19 7 2 



THE UNIVERSITY OF ARIZONA 

GRADUATE COLLEGE 

I hereby recommend that this dissertation prepared under my 

direction by Jeanne Dorothee Mills-Pont 

entitled Clement Marot; The Union of Poetry and 

Music 

be accepted as fulfilling the dissertation requirement of the 

degree of Doctor of Philosophy 

P rA, CjL— <T/ 1 ̂ / 1 

Dissertation Director Date 

L,,.- //fcjesr 4/1* I*. 
iVssertation Co-direc)tor Date 

After inspection of the final copy of the dissertation, the 

following members of the Final Examination Committee concur in 

its approval and recommend its acceptance:* 

il -

H (t-c\ 

f />/>^ 

This approval and acceptance is contingent on the candidate's 
adequate performance and defense of this dissertation at the 
final oral examination. The inclusion of this sheet bound into 
the library copy of the dissertation is evidence of satisfactory 
performance at the final examination. 



PLEASE NOTE: 

Some pages may have 

indistinct print.  

Fi lmed as received. 

University Microfi lms, A Xerox Education Company 



STATEMENT BY AUTHOR 

This dissertation has been submitted in partial 
fulfillment of requirements for an advanced degree at The 
University of Arizona and is deposited in the University 
Library to be made available to borrowers under rules of 
the Library. 

Brief quotations from this dissertation are allow­
able without special permission, provided that accurate 
acknowledgement of source is made. Requests for permission 
for extended quotation from or reproduction of this manu­
script in whole or in part may be granted by the head of 
the major department or the Dean of the Graduate College 
when in his judgment the proposed use of the material is in 
the interests of scholarship. In all other instances, how­
ever, permission must be obtained from the author. 

SIGNED^X2^d^-G^/V9 Jt'llk " "t&Uf 



A la memoire de mon pere 

CHARLES ERNEST PONT 

Mort n'y mord 
(Devise de Marot) 

iii 



PREFACE 

Over a century ago Henry Morley deplored the fact 

that the truth was not being told about Clement Marot. His 

chief concern was the discrepancy between Marot1s life as 

Marot told it in his poetry and his editor's interpretation 

of it. If Henry Morley were alive today he would be most 

pleased to see that justice is being done. Marot has a new 

editor, C. A. Mayer, who not only is preparing a critical 

edition of our poet's complete works, with studies of 

poetic forms, notes, variants and bibliography, but who 

also has devoted many articles and books to the supplanting 

of the idle imaginations of which Morley spoke. Many other 

scholars in recent years have added their energies to 

ferreting out truth and affording to Marot the honors he 

deserves. There remain, however, areas where justice needs 

to be done. My concern is to clarify Marot's role, which 

has been overshadowed by the claims of another, in the much 

discussed union of poetry and music. 

This study is the culmination of six years of as­

sociation with the Departments of Romance Languages and of 

Music. I am indebted to Dr. Renato Rosaldo and members of 

the professorial staff in French for having made it possi­

ble for me to come to the University of Arizona by awarding 

me a National Defense Education Act Fellowship to pursue 

iv 



V 

course work in French language and literature and in musi-

cology. I am also indebted to the Graduate College, in 

particular Dean Curtis Merritt, for the granting of a Pre-

Doctoral Fellowship to assist me in research. 

During the preparation of this dissertation, from 

inception to final draught, it has been my singular good 

fortune to have had the help of a great number of kind and 

generous people. The University Library has made available 

to me a wealth of material. I should like to thank 

Mr. Cecil Wellborn and members of his staff in the Loan 

Division, Mr. John McKay of Inter-Library Loan, 

Miss Patricia Turner and members of her staff in the 

Humanities Division, and Miss Elsie Phillips and her staff 

in the Music Library. They have all responded graciously 

to my many needs. 

Professor Daniel Heartz (University of California 

at Berkeley) and Monsieur Franqois Lesure (Bibliotheque 

nationale) helped with musicological questions. Dr. Heartz 

kindly sent offprints of two of his articles dealing with 

aspects of sixteenth century music which are of particular 

interest to me, as well as a copy of a modern transcription 

of Janequin's setting of one of Marot's epigrams. 

Monsieur Piquard, Head Curator at the Bibliotheque 

Mazarine, promptly sent a photocopy of the original setting 

published in 1536. Lore Bravmann Prag assisted with trans­

lations from the German. Catherine Reuben shared her 
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findings, which have not yet been published, on Marot's 

paraphrases of the Psalms, Professors Loyal A. Gryting and 

Charles I. Rosenberg kindly read a very rough draught and 

made helpful suggestions. Many friends have encouraged me 

and helped in countless ways. To all I am deeply grateful. 

A special acknowledgement is made to Professor 

C. A. Mayer of the University of Liverpool whose interest 

and encouragement have been an inspiration, and whose help 

on matters of detail concerning Marot's poetry has been 

indispensable; and to Monsieur Pierre Pidoux, organist at 

the Temple de Montreux, who willingly discussed with me 

certain aspects of my work and who made available to me his 

volumes on the French Psalter, along with his annotations, 

corrections and clarifications. 

My greatest debt is due to Dr» Prank M. Chambers, 

professor of French, and to Dr. James R. Anthony, professor 

of musicology. It was while studying the poetry and music 

of the sixteenth century in seminars directed by them that 

I first became keenly interested in Clement Marot and the 

chanson repertory of his time. Interest led to inquiry; 

inquiry led to research and discovery. For whatever merit 

the fruit of this research may have I am profoundly grate­

ful to them both for variously directing and stimulating me 

in the course of its preparation. They have given un­

selfishly of their wisdom and energy; they have indulged me 

with kindness and forbearance. 
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ABSTRACT 

It is generally acknowledged that Ronsard restored 

the union of poetry and music as it was conceived by the 

ancient Greeks. Ronsard claimed that he was the first in 

France to have followed in the steps of the poet-musician 

Pindar, to have enriched his language with the ode, and to 

have revived the use of the lyre and lute. Literary 

critics and musicologists alike accord to Ronsard the 

honors which he claimed for himself. 

Ronsard's method for achieving the union is set 

forth in his Abbrege de 11 art poetique (1565). It consists 

of two essentials which the poet must observe to insure 

collaboration of musicians: strophic regularity; regular 

alternation of masculine and feminine rimes. The literary 

result was called vers mesures a la lyre. Upon examination 

of Ronsard's verse set to music it becomes apparent that 

composers paid little heed to versification. The 

musician's inspiration stems from what the text says rather 

than from how it is structured. 

This study considers the r6le played by 

Clement Marot, Ronsard's predecessor, in formulating the 

Ronsardian doctrine of vers mesures. Many of Marot's 

poems, nearly all of his chansons, and notably his Psalm 

translations were set to music throughout the sixteenth 
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century. Paul Laumonier discovered that Marot provided in 

his Psalms the metrical arrangements for Ronsard's Pindaric 

odes. 

Because Marot is all too often dismissed as a 

light, superficial poet, it is important to present bio­

graphical background for both Marot and Ronsard in order to 

bring into proper perspective their preparations as poets 

and their knowledge of music and its r6le. I conclude that 

Marot was just as aware of the power of music, of the power 

of the word, of the heritage and high calling of the poet 

as was Ronsard. 

An examination of Marot's secular verse set to 

music reveals procedures used by composers of the time 

which refute categorically the necessity of versifying ac­

cording to any prescribed method. 

I propose that Ronsard also took from Marot's 

Psalms what he thought was the method of realizing the 

union of poetry and music. Marot observed strophic regu­

larity and regular alternation in practically all of his 

paraphrases. It is conceivable that Ronsard thought Marot 

had accomplished the restoration of the ancient union by 

these two methods. Since Marot had made no claims for him­

self Ronsard could presume to be the restorer. 

Assuming that a union of poetry and music did exist 

at one time, was severed, and could be restored (all three 

assumptions are disputable), to assert that Ronsard brought. 
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about the restoration is to overlook the accomplishments of 

his predecessors, especially those who belong to the trou-

vere and troubadour tradition—Eustache Deschamps, 

Jean Molinet, Jean Lemaire de Beiges—and to overlook the 

many innovations of Clement Marot, pupil of Lemaire. Marot 

wrote the first French elegies, eclogues, epithalamium, and 

probably the first French epigram and sonnet. He also 

wrote odes, since his chansons, cantiques and Psalms are 

just as much odes as Ronsard's poems which bear the title. 

Therefore, Marot cultivated the genres of antiquity which 

the Pleiade would later recommend and herald as genres un­

known to the French muse. 

The three-fold purpose of this dissertation is: 

1° to refute the Ronsardian notion of vers mesures as a 

prerequisite to musical setting; 2° to present Marot as the 

true restorer of the ancient union of poetry and music by 

Ronsardian standards, though, in the final analysis, by 

ancient Greek standards no such restoration is possible; 

3° to provide for the researcher the most complete tabu­

lation possible of Marot*s secular verse set to music in 

the sixteenth century. 



CHAPTER 1 

INTRODUCTION 

It is generally acknowledged that Ronsard restored 

the union of poetry and music. Poetry and music, as con­

ceived by the ancient Greeks, were not two arts, but rather 

elements of one art, which the Greeks named mousike. Greek 

verse was not only sung, but accompanied on the lyre, or 

some other appropriate instrument. Ronsard believed that 

at some point in history this union had been lost and that 

he, the first in Prance, had brought together these two 

elements which had been separated for so many centuries. 

In the last stanza of his Ode au Fleuve du Loir, he wrote: 

A tes bors ^encorday 
Sur la lyre ces Odes, 
Et aux Francoises modes 
Premier les accorday ... 

(Livre IV, Ode VI; Cohen II, 721)1 

He wished to be remembered as the poet 

qui hardy des enfance 
Detourna d*Helicon les Muses en la France, 

1. All references to the poems of Ronsard are to 
this edition: Ronsard, Oeuvres completes, texte etabli et 
annote par Gustave Cohen"^ 3^ edition, 2 vols. Paris: Gal-
limard (Bibliotheque de la Pleiade), 1958. Poems are iden­
tified by book and title v/hen feasible, and by volume and 
page of the Cohen edition, as above. 

1 
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Suivant le son du Luth et les traits d'Apollon ... 

(Les Derniers Vers, Pour son tombeau; Cohen II, 637} 

For a time, Ronsard imitated Pindar, who lived in the sixth 

century B.C., that true exponent of mousike whose odes were 

in "themselves music"-1- and who believed that his art was a 

gift of the gods, not attainable through intellectual 

effort. His odes were written in regular stanzas, either 

in a series of strophes on the same plan, or in a series of 

triads, each consisting of strophe, antistrophe and epode. 

He also composed the musical accompaniment for his verse. 

Ronsard claimed to be the first to follow in the steps of 

the Boeotian poet-musician. 

Si dez mon enfance 
Le premier de France 
J'ay pindarise, 
De telle entreprise 
Heureusement prise 
Je me voy prise. 

(Livre II, Ode II; Cohen I, 434) 

The lyre, the mellow stringed instrument of Apollo and his 

cult, is revived by Ronsard. 

Heureuse Lyre, honneur de mon enfance, 
Je te sonnay devant tous en la France 
De peu a peu, car auand premierement 
Je te trouvay, tu sonnois durement, 
Tu n'avois fust ny cordes qui valussent, 
Ne qui respondre aux lois de mon doigt peussent. 

(Livre I, Ode XXII; Cohen I, 428) 

Poetry accompanied by the lyre, and by its larger version, 

the cithara, was believed by the Greeks to induce lofty 

1. E. A. Lippman, Musical Thought in Ancient 
Greece (New York, 1964), p. 65. 



ideals. Not only with the lyre but also with the lute, 

Ronsard believed that he had restored the xmion of poetry . 

and music. 

... .mon luth premierement 
Aux Franqois montra la voye 
De sonner si proprement ... 

(Livre I, Ode IV; Cohen I, 374) 

He compared himself favorably with Horace in affirming his 

role of reviving Apollo's art: poetry and music, not as 

separate entities, but as one art inspired by the Muse. 

Par une cheute subite 
Encor. je n'ay fait nommer 
Du nom de Ronsard la mer, 
Bien que Pindare j'imite. 
Horace harpeur Latin, 
Basse et lente avoit l'audace;-
Non pas moy, de franche race, 
Dont la Muse enfle les sons 
De plus courageuse haleine, 
Afin que Phoebus rameine 
Par moy ses vieilles chansons ... 

(Livre I, Ode XICohen I, 410) 

Literary critics accord to Ronsard the honors which 

he claimed for himself. Comte and Laumonier wrote: "Parmi 

les nombreux merites de Ronsard il en est un dont le poete 

se montre particulierement jaloux: c'est d*avoir restaure 

1'antique alliance de la poesie et de la musique. II vou-

lait que ses vers pussent etre accompagnes de musique et 

chantes; il les versifia, a quelques exceptions pres, de 

fac;on a rendre possible la collaboration du musicien.111 

1. Ch. Comte et P. Laumonier, "Ronsard et les 
musiciens du XVie siecle," RHLF, VII (1900), 341. 



They further stated how Ronsard attained his purpose. 

Pour faciliter 1'alliance intirae de la poesie et • 
de la musique, Ronsard dut, suivant 1'expression 
tres juste du temps, me surer ses vers a la. lyre, 
c'est-a-dire composer des strophes, stances ou 
couplets, qui fucsent, dans la meme ode ou chan­
son, identiques, d'un cote par le nombre et la 
longueur des vers, et s'il y avait lieu, par 
I'ordre des vers de difxerentes mesures; de 
1'autre, par I'agencement des diverses rimes, et 
surtout par la succession des riraes feminines et 
masculines.1 

More recently V. E. Graham stated that "Ronsard was very 

proud of having restored the union between poetry and 

music. He was perhaps unfortunate in that he did not have 

a composer whose talents v/ere equal to his own but the re­

sults of his efforts to raesurer ses vers a la lyre were 

far-reaching." 2 

Musicologists also credit Ronsard with the revival 

of this ancient art. According to Paul Henry Lang, former 

editor in chief of The Musical Quarterly, "the fact that 

Ronsard1s poetry was always intended to be •merveilleuse-

ment propre pour la musique1 cannot be repeated often 

enough. This musical point of view on the part of the 

great Renaissance poet was largely responsible for the in­

comparable musical culture of ISth century Prance, a cul­

1. Comte et Laumonier, o£. cit., p. 359. Under­
lining is that of Comte and Laumonier. 

2. V. E. Graham, "Music for Poetry in France 1550-
1580," Ren News. XVII (1964), 311. 
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ture which so admirably reflected Gallic genius.Accord-

to Louis Laloy, late professor of music history at the 

Paris Conservatory of Music, "nous devons a Ronsard, a ses 

emules et a ses disciples de la Pleiade, la premiere recon­

ciliation de la poesie et de la musique en France."2 

These emphatic words of praise, as well as 

Ronsard*s own pretentions, cause one to reflect. Did 

Ronsard in actual fact bring together poetry and music, 

uniting them once again as elements of one art, rnousike? 

Andre Coeuroy thought not. In the special edition of La 

Revue musicale devoted to Ronsard he stated: "En sou-

haitant que la musique fflt jumelle de la poesie, ils 

[Ronsard et la Pleiadej n'ont fait que se conformer a la 

tradition des siecles precedents, et c'est 1'experience 

ancestrale qui parle par la bouche de Ronsard lorsqu'il 

ecrit en 1565 son Abreqe."3 Marcel Franqon agreed. He 

felt that 

what Ronsard said about music is of little con­
sequence; his enthusiasm seems extremely con­
ventional and somewhat spurious. His concern 
was really to emulate Marot whose songs and 
psalms had been so successfully set to music. 

. That the drive to re-establish the Greek con­
ception of the alliance of the arts also 

1. P. H. Lang, Music in Western Civilization (New 
York* 1941), p. 254. 

2. L. Laloy, "Ronsard rrmsicien," La Revue musi­
cale. VII (1924), 12. 

3. A. Coeuroy, "Les precurseurs de Ronsard 'ami de 
la musique'," La Revue musicale. VII (1924), 87. 



6 

spurred him to ask for the collaboration of 
musicians no one will deny; but his practice 
as well as that of the musicians who selected 
precisely those poems of Ronsard which be­
longed to the French mediaeval tradition, or 
which could be assimilated to it, show that 
his attempts at the fusion of poetry and 
music indicate much more a survival and a , 
result, continuation and a sequence, than a 
point of departure.! 

D. P. Walker believed that Ronsard overemphasized the role 

of poetry, relegating music's role to that of accompaniment, 

and .that this false conception prevented him from realising 

a true union of poetry and music.2 

Granted that Ronsard wanted his poetry sung and ac­

companied by a musical instrument, did he versify so as to 

bring about the collaboration of composers? By Ronsard's 

own standards, he failed, as Genevieve Thibault and 

Fernand Desonay have so judiciously pointed out. Miss 

Thibault cited Ma petite colombelle as an example of ir­

regularity from one stanza to another,3 whereas Ronsard 

contended that all stanzas must be alike in order to 

1. M. Frangon, rev. of Thibault & Perceau, Biblio-
qraphie des poesies de Ronsard mises en musique au XVI e 
siecle (Paris. 1941), BHR, XI (1949), 295. 

• 2. D. P. Walker, "Le chant orphique de Marcile 
Ficin," in Collogues internationaux du Centre national de 
la recherche scientifique: Musique et poesie du XVIe 
siecle (Paris. 1954), p. 27. 

3. G. Thibault in Discussion following R. Lebegue, 
"Ronsard et la musique," in Collogues . . . . p. 115. 
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facilitate the collaboration of the composer. Accompany­

ing Les Amours de P.. de Ron sard Vandomoys, ensemble Le 

cinguiesme de ses Odes, published in 155 2, were ten four-

part musical settings. These settings could be used to 

sing most of the sonnets, according to the editor's Adver-

tissement au Lecteur. Upon close scrutiny Professor 

Desonay discovered numerous errors in the assigning of 158 

sonnets to one or the other of the musical settings.1 For 

example, sonnets with different patterns of alternation of 

masculine and feminine rimes were assigned to the same 

music, which is a contradiction in practice to Ronsard's 

contention. 

Was. it really necessary for the poet to me surer 

ses vers a _la lyre as far as the composer was concerned? 

Said Franqois Lesure, "Avant la regularity strophique et 

l'alternance des rimes, c'est le sujet qui preoccupe les 

compositeurs du XVie siecle. Ceux-ci n'ont tenu aucun 

compte des intentions presumees du poete en ce qui con-

cerne la musique."2 Miss Thibault agreed that composers 

were not in any way preoccupied with alternation, even 

though statistics show a predominance of pieces with alter­

nation of masculine and feminine rimes in the period from 

1. F. Desonay, Ronsard, poete de 1'amour 
(Brussels, 1952-1959), I, 126-128. 

2. F. Lesure, "Autour de Clement Marot et de ses 
musiciens," Revue de musicoloqie, XXX (1951), 113. 



1430 to 1530.1 Raymond Lebegue thought it might well have 

been a composer who encouraged Ronsard to observe this al­

ternation. ̂ This, however, is an untenable theory, since 

composers of Ronsard's day made use of a cadence figure3 

which Robert Laudon called a "particularly happy invention 

because it fits words with both masculine and feminine 

endings.In his thesis Laudon analysed chansons pub­

lished by Attaingnant from 1529 to 1535, irrespective of 

poet, and did not pronounce for or against the necessity 

of strophic regularity. Gustave Reese did not commit him­

self one way or the other when he stated that "Ronsard re­

commended that poets follow certain procedures which he 

felt would render their verses particularly suitable for 

musical setting, the literary result being what the Pleiade 

called vers me sure s a la. lyre. "5 Though Ronsard has been 

dismissed as knowing nothing of music® or at the very most, 

1. G. Thibault in Discussion following R. Lebegue, 
"Ronsard et la musique," in Collocues . . . . p. 117. 

2. R. Lebegue, "Ronsard et la musique," in Col­
logues . . . . p. 112. 

3. For discussion of the cadence figure see chap­
ter 5. 

4. R. T. Laudon, "Poetry and Music of the Poly­
phonic Chanson circa 1520-1535," unpublished Master's 
Thesis (University of Minnesota, 1950), p. 48. 

5. G. Reese, Music in the Renaissance, rev. ed. 
(New York, 1959), p. 382. 

6. M. Franqon, "Music and Poetry in the French 
Renaissance," French Review. XII (1939), 368. 



possessing a superficial knowledge which was common to most 

writers of his time,l no scholar, to my knowledge, has 

categorically refuted the Ronsardian notion of vers mesu-

res as being a prerequisite to musical setting. 

In view of the lack of any real evidence in support 

of Ronsard's claims, it seeras reasonable to inquire whether 

one of his predecessors might not have brought about this 

reconciliation of poetry and ;;iusic that is so often 

credited to hirru Certain scholars, in fact, believe that 

there never has been a severance of the union of poetry and 

music; others even doubt that there ever existed a union. 

Marie Naudin in her study, Evolution parallele de la poesie 

et de la musique en France; role unificateur de la.chan­

son ,2 traced this history from the Greeks to the present 

day. Her basic premise is that most of the time poetry 

and music went side by side if not hand in hand. There 

have always been poets whose verse was easily set to music, 

if not poet-musicians. But if it is true that the union of 

poetry and music had been lost, so that a reconciliation 

was needed, might not the honor of bringing it about go to 

another? Might not Clement Marot have a r6le to play in 

1. C. van den Boren, "Les musiciens de Ronsard," 
La Revue musicale, VII (1924), 46-47. 

2. M. Naudin, Evolution parallele de la poesie et 
de _la musique en France: role unif icateur de la chanson 
TParis, 1968). See also G. Erismann, Histoire de la chan­
son (Paris, 1967). 



this reconciliation? He was highly favored at the court 

Franqois ier. Many of his poems, nearly all of his chan 

sons and notably his translations of the Psalms of David 

were set to music throughout the sixteenth century. 

Laumonier discovered that it was Marot who provided the 

metrical arrangements for Ronsard's Pindaric odes in his 

Psalms,1 those "vraies odes" as Chamard termed thera.2 

Marot's role as innovator has been generally overlooked, 

due in large part to Du Bellay's audacious assertions in 

his Deffence et illustration de la lanque francovse of 

1549. However, summed up C. A. Mayer, 

practically all the genres which Du Bellay re­
commends and which according to him were as yet 
1inconnus de la Muse franqoyse' had in fact been 
introduced by Marot, since he undoubtedly wrote 
the first French elegies, the first eclogues, the 
first epithalamiurn, and probably the first French 
epigram and the first French sonnet. Thus all the 
genres of the Pleiade were already practised by 
Marot, with the exception of the Ode. Yet, as 
Sebiliet pointed out [in his Art poetiaue of 
1548],3 it is difficult to find a valid defi­
nition which distinguishes the Ode from the 
Chanson, or the Cantique. the two lyrical genres 
cultivated by Marot.^ 

1.- P. Laumonier, Ron sard, poete Ivrique, 2e ed. 
(Paris, 1923), 3^ partie, II. 

2. H. Chamard, Histoire de la Pleiade (Paris, 
1939), I, 142. 

3. T. Sebiliet, Art poetiaue francoys, ed. crit 
par Felix Gaiffe, 2e tirage (Paris, 193 2) . 

4. C. A. Mayer, "Clement Marot and Literary His 
tory," in Studies in French Literature presented to H. W 
Lawton (Manchester, Eng., 1953), p. 255. See also Marot 
Ocuvres lyricmes, ed. crit. par C. A. Mayer (London, 196 
pp. 12-32. 
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Nor, for that matter, is it easy to distinguish the ode 

from the Psalm. Throughout the sixteenth century Marot 

remained a poet favored and esteemed by the court and by 

such scholars as Pasquier, La Croix du Maine, Du Verdier 

and Fauchet. From the time of his death in 1544 to the end 

of the century more than one hundred editions of his works 

were published, and more than five hundred editions of his 

Psalm translations. Countless composers provided musical 

settings for his poems. In some cases the musical version 

was the first to be printed. For these reasons Marot's 

verse invites closer examination in order to ascertain its 

real place in respect to Ronsard's claims. 

Few studies have been devoted to the connection be­

tween Marot and music. Clement Marot et le Psautier 

huguenot by Orentin Douen^ published in 1878, and 

Jean Rollin's Les Chansons de Clement Marot^ published in 

1951, each examined one genre of Marot's output. Both au­

thors proposed that Marot was a musician, thus a 

continuator in the line of poet-musicians; neither proposed 

Marot as a continuator of the antique union. No complete 

bibliography of Marot's poems set to music in the sixteenth 

1. 0. Douen, Clement Marot et _le Psautier hugue­
not; etude historique, litteraire, musicale, et 
bibliographique . . . , facsim. reprint of Paris 1878-1879 
ed., 2 vols. (Nieuwkoop, 1967). 

2. J. Rollin, Les Chansons de Clement Marot 
(Paris, 1951). 
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century, which would facilitate such studies, has yet been 

presented. To date have appeared the chansons documented 

by Rollin, an "essai d'une bibliographie" by 

Franqois Lesure1 which takes into account the many other 

genres employed by Marot, except the Psalms, and the Psalm 

settings by Douen and by Pierre Pidoux.2 Rollin proposed 

to undertake Les Oeuvres de Clement Marot et la musique,^ 

but as yet we do not have the fruits of his labors. Those 

studies which have been published appeared before the de­

finitive critical edition of Marot's complete works by his 

painstaking editor, Professor C. A. Mayer.4 For this rea­

son, through no fault of the musicologists who prepared 

them, these studies contain several errors of attribution, 

such as poems assigned to Marot that are not his or poems 

not credited to him which are his. The Mayer edition en­

ables me to correct these errors at the proper place in the 

course of this dissertation. A catalogue of the musical 

• 
1. In "Autour de Clement Marot et de ses musi-

ciens." This article, in addition to offering a list of 
Marot's verse set to music, is a review of J. Rollin, Les 
Chansons de Clement Marot. 

2. Le Psautier huguenot du XVIe siecle. .Melodies 
et documents recueillis par Pierre Pidoux, 2 vols. (Basel, 
1962). 

3. J. Rollin, 0£. cit.. p. 112. 

4. The volumes already published by the Athlone 
Press of the University of London are Les Epitres (1958), 
Oeuvres satiriques (1962), Oeuvres lyriques (1964), 
Oeuvres diverses (1966). Les Epiqrammes (1970). Marot's 
translations will appear in the final volume. 
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editions which Attaingnant printed between 15 25 and 1558 

has been recently prepared by Daniel Heartz.1 This cata­

logue, which includes first lines of the chansons appearing 

in the Attaingnant editions, has brought to light hereto­

fore unclaimed settings for Marot's poems. Heartz "has 

identified poets where possible, but not all his attribu­

tions to Marot are correct because he did not have recourse 

to all the volumes of the Mayer critical editions. It is 

hoped that my updating of Marot's verse in music will be 

useful to admirers and students of Marot and to musicolo­

gists alike, until that time when a complete bibliography 

will appear. The difficulty, of course, in presenting such 

a bibliography is the fact that until Ronsard offered in 

155 2 his sonnets with ten musical paradigms, no printer of 

music bothered to indicate the poet, except in the case of 

the Psalter. Tracking down incipits is an almost intermi­

nable task, especially if the composer chose to set his 

music to a stanza other than the first. Whereas students 

of Marot have not been aided in their research by a bibli­

ography of his verse set to music in the sixteenth century, 

such a bibliography of Ronsard's verse has been compiled.2 

1. D. Heartz, Pierre Attaingnant. Royal Printer of 
Music (Berkeley, 1969). 

2. G. Thibault et L. Perceau, Bibliographie des 
poesies de ]?. de Ronsard mises en musique au XVIe siecle 
(Paris, 1941). 
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The questions raised here constitute the burden of 

this dissertation. To recapitulate: Did Ronsard in actual 

fact bring together poetry and music? Did he versify so as 

to bring about the collaboration of composers? Was it 

really necessary for the poet to mesurer ses vers a la lyre 

as far as the composer was concerned? Might not one of 

Ronsard"s predecessors have brought about the reconcili­

ation? Does Marot have a role to play in the 

reconciliation? Upon examination of Marot*s poetry in the 

light of Ronsard*s prescribed method, and by analysis of 

musical settings, it is evident that the former's verse is 

no less "merveilleusement propre pour la musique" than the 

latter*s. Marot's role in contributing to Ronsard's ac­

claimed reconciliation is more far-reaching than heretofore 

presumed. And it is precisely the Ronsardian notion of 

vers mesures a JLa lyre which must be refuted before the 

broader question of the alliance of the sister arts can be 

resolved. 

In the following chapters a chronological back­

ground is presented in order that the reader may grasp more 

readily the import of this examination and analysis. A 

brief biographical sketch of both poets serves to bring in­

to proper perspective their preparation as poets and their 

training in the musical arts. This is particularly impor­

tant in view of the fact that Marot is all too often 

dismissed as a light and superficial poet, "qui ne pouvait 
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s'elever a la grande poesie."! It serves our purpose also 

to consider a work published in 1548 which had a great ef­

fect on the young Ronsard, namely, Sebillet's Art poetique 

francovs, which was based primarily on the poetics of 

Marot, and to consider as well the polemics which it 

launched. Ronsard's ideas on the role of music, drawn 

principally from his preface to the Livre des Meslanqes of 

1550, and his method for achieving the union of poetry and 

music, as stated in his Abbrege de 1'art poetique of 1565, 

are herein restated since they form the basis of this in­

quiry. 

This dissertation then has a three-fold purpose: 

1° to refute the Ronsardian notion of vers mesures a la 

lyre as a prerequisite to musical setting; 2° to present 

Marot as the true restorer of rnousilce by Ronsardian stan­

dards, though, in the final analysis, by ancient Greek 

standards no restoration of mousike is possible; 3° to pro­

vide for the researcher the most complete tabulation 

possible of Marot's secular verse set to music in the six­

teenth century. 

1. P. Jourda, Marot. nouv. ed. (Paris^ 1967), 
p. 180. See also J. Plattard, Marot, sa carriere poetique. 
son oeuvre (Paris, 1938), pp. 224, 226; H. Franchet, Le 
poete et son oeuvre d'apres Ronsard (Paris, 1923), p. 4. 



CHAPTER 2 

THE PRINCE OF POETS 

Ronsard in the Shadow of Ma rot 

Ronsard was a fervent imitator of the ancient Greek 

poets. He reminded his reader often of the fact. In his 

preface to the edition of the Quatre Premiers Livres des 

Odes (1550), he stated: "tu ne seras emerveille si je 

redi souvent memes mots, memes sentences, et memes. trais de 

vers, en cela imitateur des pool.es Grecs, et principalement 

d'Homere" (ed. Cohen II, 976). He claimed to have dis­

covered a "sentier inconnu" and to have shown the way to 

follow Pindar by writing odes "rnerveilleusement propres 

pour la musique." His teacher and mentor, Jean Dorat, was 

pleased to name his pupil Terpander. By happy coincidence, 

Ronsard's first love was named Cassandra, which was also 

the name of the daughter of Priam, beloved by Apollo. 

Ronsard compared the group of poets known as the Brigade, 

of-which he was a member, to the splendor of the seven 

stars of the Alexandrian Pleiade, those poets who in the 

third century B.C. collected, preserved and annotated vast 

amounts of Greek lyric poetry from Homer to Bacchylides, 

1G 



and v/ho in their creative poetic output imitated the an­

cient Greeks. When Remy Belleau made his poetic debut, 

Ronsard greeted him thus: 

Belleau, qui vins en la Brigade 
Des bons, pour accomplir la septieme Pleiade ... 

(Livre II des Poernes, 
A Christophle de Choiseul; Cohen II, 431) 

The seven stars of the French Pleiade did not always remain 

the same, but the metaphor persisted in Ronsard's mind and 

writings from 155 6, the date of the above elegy, to the end 

of his days. He felt that he was entitled to be called "le 

premier auteur lyrique Prancjois" and wished to be remem­

bered as the one v/ho 

Detourna d1Helicon les Muses en la France, 
Suivant. le son du Luth et les traits d'Apollon ... 

(Les Derniers Vers, Pour son tombeau; Cohen II, 637) 

For Ronsard to say that he v/as the first French lyric poet 

is to say that he restored the union of poetry and music. 

Lyric poetry, as it was thought of in the sixteenth 

century, is that poetry whose rhythms reflect the changing 

emotions and sentiments of the poet. Actually, the modern 

day conception of lyric poetry is no different. In addi­

tion, the word lyric implied, and to a certain extent still 

does imply, that which could be sung. Literally, the term 

is too broad, for it should mean "sung to the lyre." But 

even the Greeks were not meticulous about their labels. 

The term lyric used in this sense seems to have been first 

employed about 100 B.C. and has been used ever since, in 
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spite of the lack of etymological consistency in so doing. 

When Ronsard said "j'encorday / Sur la lyre ces Odes" (ed. 

Cohen II, 721), or when he wrote to Jean de la Peruse that 

he was the first to "marier les Odes a la lyre" (ed. Cohen 

II, 314), he was speaking metaphorically. The French Re­

naissance did not know the lyre, but rather the lute, which 

was then in vogue. And so, Ronsard was claiming that he, 

the first in Prance, was writing poetry as the Greeks had 

written poetry, that is to say, to be accompanied by an 

appropriate instrument of music, which for him was the 

lute. Therefore, he had restored the union of poetry and 

music, and was worthy of being called "le premier auteur 

lirique Francois et celui qui a guide les autres au chemin 

de si honneste labeur" (ed. Cohen II, 9 71). Marot then, in 

Ronsard's judgment, was not a lyric poet. Ronsard's con­

demnation of his predecessors is well known: "l'imitation 

des nostres m'est tant odieuse (d'autant que la langue est 

encores en son enfance) que pour cette raison je me suis 

eloingne d'eus, prenant stile apart, sens apart, euvre 

apart, ne desirant avoir rien de commun avecq1 une si rnon-

strueuse erreur" (ed. Cohen II, 972). His disdain for 

them, in word if not in practice, was as great as his ad­

miration for the newly rediscovered Greek and Latin lyric 

poets. Ronsard, like Pindar, believed that his art was 

divinely given. Proud like the Boeotian, he considered 

himself inspired to guide men in the way of a harmonious 
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life. He offered his verse as a hallowed work come from 

the gods, contrasting it to the work of his precursors 

which he regarded as a laborious amusement. 

It was quite natural that Ronsard, at age 26, 

should find himself in the position of making such claims. 

His birth and training, combined with the consciousness of 

his genius, made him the proud youth that he was. He was 

born into a family of letters. His father, Captain Louis 

de Ronsard, brought back from the wars in Italy a liking 

for literature and the arts. He had more than a passing 

knowledge of poetry and composed verse himself. The 

chateau de la Possonniere, where Ronsard was born in 1524 

and where he spent his childhood, preserves to this day 

proverbs and sayings which embellish the lintels, pediments 

and hearths, etc., and which can be considered the poetic 

seeds sown to nurture the future poet. With the exception 

of six months spent at the College de Navarre in Paris, 

Ronsard was educated at the chateau by a tutor, until 

"sonnat I'heure de prendre le chemin de la Cour."l In 1536 

at the age of 12, Ronsard entered the Maison des enfants de 

France where he stayed four years, serving successively as 

page to the Dauphin, Franqois, and to Madeleine, Queen of 

Scotland. He then became stable valet to Charles, duke of 

Orleans. It was at the royal stables that he met Claudio 

1. Chamard, Histoire de la Pleiade, I, 69. 
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Duchi, who, according to Claude Binet, Ronsard's biograph­

er, "avoit fort bien estudie les Poetes Latins, et mesmes, 

lors qu'il estoit page, avoit aussi souvent un Virgile en 

la main qu'une baguette, interpretant aucunefois a Ronsard 

quelques beaux traits de ce grand Poete."! Duchi was even 

reputed to have been himself "un tres bon poete Latin."2 

In the spring of 1540 Ronsard traveled to Alsace as 
'v 

secretary to Lazare de Bai'f v;ho had been appointed to a 

mission by Franqois Isr.- The young Ronsard mingled at the 

meetings v/ith celebrated German scholars who conducted 

their affairs in Latin. Upon his return to France, that 

untimely illness which was to render him partly deaf for 

the rest of his life forced Ronsard to reside for a time at 

the chateau de la Possonniere. He spent his time rendering 

Horace into French, a project suggested by Duchi, and, no 

doubt, encouraged by Jacques Peletier, whose acquaintance 

Ronsard had made in 1543. 

When his father died in 1544, Ronsard left the 

chateau and returned to Paris to resume his studies. He 

had the good fortune to be welcomed into the home of 

Lazare de Bai'f and to profit by the same instruction which 

Bai'f's son, Jean-Antoine, received from the renowned Greek 

1. C. Binet, La Vie de P. de Ronsard, ed. hist, et 
crit. par Paul Laumonier, reimpr. de 1'ed. de Paris, 1909 
(Geneva, 1969), p. 10. 

2. Chamard, Histoire de la Pleiade, I, 73. 
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scholar and teacher, Jean Dorat. This satisfactory ar­

rangement lasted only three years, for the elder Bai'f died 

in 1547. Dorat then assumed the post of•regent of the 

College de Coqueret, taking his two pupils with him. 

Dorat was then in large part responsible for the 

young Ronsard's apprenticeship in Greek studies. It was he 

who taught Ronsard, who would be letter dubbed the Prince of 

poets, the marvels of Hellenic culture and literature. 

Dor'at was an indefatigable searcher of manuscripts, a com­

petent philologist, and an ardent admirer of Greek and 

Latin poetry. He was known to many as "le grand Grec," a 

name given him by Scaliger, the eminent philologist of the 

Italian Renaissance. Not only did Dorat admire Greek and 

Latin poetry but he versified in Greek and Latin, and that 

before he did so in French. Ronsard was indebted to his 

master who instilled in his pupil not only reverence and 

enthusiasm for the ancients, Horner in particular, but also 

the skills of versification. 

Dorat, qui long temps fut mon maistre, 
M'apprist la Poesie, et me monstra comment 
On doit feindre et cacher les fables proprement, 
Et a bien desguiser la verite des choses 
D'un fabuleux manteau, dont elles sont encloses. 

(Hynne de 1'Autonne: Cohen II, 241) 

It is more than likely that Dorat imitated Pindar long be­

fore Ronsard did. It was he who introduced Ronsard to 

Pindar's triumphal odes, the Epicinians. Following the ex­

ample of the great Greek lyric poet, Ronsard composed odes 



in the triadic manner of strophe, antistrophe and epode, 

the latter being of shorter length than the strophe and its 

antistrophe which were of equal length. "Pindar's lines 

were not only music, but also dance; they were not only 

poetry, not only song, but choreia, that is 'the total of 

dance and song.* This is the definition given by Plato."1 

It is highly improbable that Dorat did not make this known 

to the young aspiring poet, for he also read Plato. Henri 

Chamard advanced: 

En meme temps que les poetes, Dorat a frequente 
Platon; mais Platon n'est-il pas, lui aussi, un 
poete? Non que le maitre ait fait connaxtre a 
ses disciples I'oeuvre entiere du philosophe: 
il n'en aurait pas eu le temps ni les moyens. 
Mais il ne paraxt pas douteux qu'il leur ait lu 
du rnoins les dialogues esthetiques, 1'Ion, le 
Phedre et le Banquet. Comment aurait-il negli­
ge 11oeuvre si poetique ou Socrate enseigne au 
jeune Ion que la poesie n'est pas un art humain, 
mais un don celeste, une divine inspiration qui, 
par les anneaux d'une chaxne mysterieuse, ravit 
les hommes a Dieu?^ 

At the College de Coqueret music was of paramount 

importance. Dorat's disciples listened to him as he sang 

to the accompaniment of the lute and they enjoyed the com­

panionship of musicians and composers. For, it should be 

remembered, Dorat was first and foremost a humanist. He 

was dedicated to the moulding of humanists, not just poets. 

1. T. Georgiades, Greek Music. Verse and Dance, 
trans. E. Benedikt and M. L. Martinez (New York, n.d.), 
p. 83. 

2. Chamard, Histoire de la Pleiade, I, 110. 
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He could not have failed to have made known to his pupils 

that Greek poetry was not only related to music, but 

formed an entity with it, the uniting element being rhythm, 

for the rhythm of Greek verse was one and the same in both 

poetry and music, and in dance as well. This he would have 

gleaned from his readings in Plato. It would seem that in 

emulating Pindar by composing triadic odes, Ronsard was en­

deavoring to recreate in his own language that which Pindar 

had done, namely, the writing of verse that exemplifies 

mousike, which, as has already been stated, was the Greek 

term for poetry and music. Ronsard knew how to play the 

lute before he left the family chateau for Paris, though it 

is not possible to say how well he played. As far as his 

singing voice is concerned, he admitted: 

•je chante quelquefois, 
Mais c'est bien rarement, car j1 ay mauvaise vois ... 

•(Response aux injures et calomnies; Cohen II, 608) 

Ronsard may have been a mediocre singer, but he was so 

greatly influenced while studying with Dorat by this con­

tinual exposure to poetry and music that he seemed to be 

transported into wanting to be France's Apollo, that is to 

say, the embodiment of the god of poetry and music. 

Such were the beginnings of the great Renaissance 

poet, Pierre de Ronsard. He was born into a family of 

letters, he was thrust into a world of letters, and was 

blessed with the best humanist guidance that Prance could 

offer him. During these formative years he knew the name 



of Clement Marot. He would have seen him at court. And 

certainly he was constantly exposed to the singing of 

Marot's verse. The court was enamored of the latter's 

chansons, epigrams, and especially the Psalm translations, 

which were sung to popular airs. Marot's chansons were 

published as early as 15 27. Ronsard was then 3 years old! 

And the first Psalm appeared in 1536. While Ronsard was 

convalescing at the chateau de la Possonniere between 1540 

and 1543 after his trip to Alsace, Marot was irritating the 

Sorbonne with his forty-nine Psalm translations. The 

Sorbonne condemned unequivocally all translations of the 

Scriptures into a vulgar tongue. In spite of its condem­

nation, the Psalms were a tremendous success at court, 

prince and princess singing his or her favorite Psalm to a 

popular air, which must have irritated the Sorbonne even 

more. 

It is easy to see why Laurnonier, the late eminent 

Ronsard scholar, said of his poet that "les lauriers de 

Marot 1' empechaient > de dormir.''^ Based on expressions in­

geniously gleaned from Marot's verse as well as from 

Ronsard1 s, Laurnonier concocted a dream that Ronsard might 

have imagined: 

"Marot, il est vrai, a beaucoup d'esprit; rnais 
a part cette qualite, inutile en somme au poete, 
je n'ai rien a lui envier, et je puis pretendre 
au meme succes que lui, a la meme faveur aupres 

1. Laurnonier, Ronsard, poete lyrique, p. 18. 
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des grands, par la meme voie, celle de l'har-
monie. Ses etudes proprement dites n'ont pas 
ete superieures aux miennes; il a passe plus 
de temps au college, rnais sans le moindre pro­
fit, lui-raeme l'avoue; comme rnoi, il est entre 
jeune a la Cour, ou le presenta son pere, lettre, 
poete, en cfrand credit, tout comrne le mien, et 
la Cour, ou les j ugements s' amendent et les lan-
qaqes se polissent, a ete notre vraie raaitresse 
d'ecole. II a vu de pres les combats, il a 
couru la France et I'etranger, comrne je 1' ai 
fait. II a lu a loisir quelques auteurs anciens; 
il a traduit et imite Virgile, Ovide, Martial, 
seduit comme je le suis moi-meme, par leurs sen­
tences, leur doctrine, leurs couleurs, et leurs 
douceurs de style; et il s'est inspire encore du 
Roman de la Rose et des livres de Jean Lemaire, 
qui ne me sont pas raoins familiers qu'a lui, et 
que j'admire aussi, car ils sont nourris de la 
moelle greco-latine, et me tiennent lieu, comme 
a lui, de 1'erudition que nous n'avons pas ac-
quise au college. On I'appelle un vrai poete-ne: 
ne puis-je pas pretendre au meme titre? Je suis 
sensible, ardent; j ' airne la beaute, la nature, 
les eaux, les pres et les bois, je les anirne, ils 
me parlent, je leur reponds et rien ne m'est plus 
chex- que rnon pays de Couture, que raon nid pater-
nel, ou des le berceau Phebus et Calliope ont 
marque mon front du signe des elus. Puis j'ai 
pour raoi ma race et mes ai'eux."! 

These are undoubtedly the thoughts v/hich preoc­

cupied the young aspiring poet of 23, an ardent scholar im­

passioned by greco-latin literature, who had been at 

Coqueret with Dorat scarcely a year when there broke out a 

"belle guerre," as Etienne Pasquier termed it. It was . 

1548. Ronsard had as yet published nothing. His first 

published works, the Quatre Premiers Livres des Odes, would 

appear in 1550. I-Iis Abbrege de 1' art pcetique would not 

1. Laumonier, Ronsard, poete lyrique, pp. 18-19. 
Underlining is Laumonier*s. 



26 

appear until 1565. The "belle guerre" was given impetus by 

the publication in Paris of the Art poetique francoys. 

This was the first work of its kind in France; theretofore, 

poetry had been considered a province of rhetoric and was 

called "seconde rhetorique." The work was published anony­

mously, but it was learned later that its author was a 

certain Thomas Sebillet, a 36 year old lawyer, and an un­

known. In this innovative treatise, Sebillet proclaimed 

poetry an independent art, free from the bondage of rheto­

ric. He stated that poetry was divinely inspired. These 

were precisely the ideas which were being nurtured by 

Dorat's pupils, but they had not yet proclaimed them 

publicly. Sebillet had stolen a march on them. And what 

was worse in their sight, he drew his examples of poetic 

art, not from the ancients but from Marot and the poets of 

his school. How, thought they, could Sebillet speak of di­

vine inspiration and not give examples of truly divinely 

inspired poets such as Pindar or Horace? And since 

Sebillet's treatise was essentially in its details a resume 

of Marot's poetics they were jealously angered that it had 

not been their own poetics which were being brought to 

light. 

It is not my intention to give here a summary of 

the Art poetique. but it is pertinent to this study .to 

call attention to a few of the concepts expressed therein. 

Sebillet said that poetry is a sacred art, as indeed all 
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arts are. Poetry is more appropriately called "divine in­

spiration," for the source of all arts is the divinity. He 

who composes poetry is a poet, and among those who merit 

such a title are Marot and Saint-Gelais. The works of such 

"divins poetes" are to be called "poemes, carmes, et vers." 

It goes without saying that•if•the art is divinely in­

spired, so is the artist. The poet "de vraye merque, ne 

chante ses vers et carmes autrement que excite de la 

vigueur de son esprit, et inspire de quelque divine af-

flation."! Had not Plato called poets children of the 

gods? Sebillet reminded us of this. He named Moses bhe 

first "divin Poete," who sang to God in "vers poetiquement 

mesurez." All the beauty of poetry stems from its "inven­

tion" which is the true basis of u?. 1 poetry, "car aussy peu 

profite le vide son des vocables soubz lesquelz n'y a rien 

de solide invention ... Pour cela disoit Horace n'estre pas 

assez que le vers ayt ses nombres et syllabes pour faire 

nommer son autheur poete: mais faut, disoit il, qu'il ayt 

entendement et esprit divin pour meriter l'honneur de ce 

nom."2 Sebillet enumerated various poetic forms: those 

which were going out of fashion, those which were in vogue, 

and those which were new and which he recommended. For ex­

ample, the rondeau, lai and virelai were falling into 

1. Sebillet, 0£. cit., p. 9. 

2. Ibid., pp. 22-23. 
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disuse. Marot composed no lais or virelais, and his ron-

deaux were the exercises of his youth when he was imitating 

his father, Jean Marot, a Rhetoriqueur. Sebillet recom­

mended the epigram, "le plus petit et premier oeuvre de 

Poesie ... ce que le Grec et le Latin ont nomme de ce mesme 

nom."1 Marot composed close to 280 epigrams, and was in 

all probability the first French poet to use the genre. 

Sebillet recommended the sonnet, which is nothing more, he 

said, than "le parfait epigramrne de l'ltalien."^ Marot 

composed few sonnets, it is true, some of which were trans­

lated from Petrarch, but here again he is an innovator, 

though there has been much controversy over just who did 

write the first sonnet in French.3 Sebillet recommended 

also the ode, or the chant lyrique, "car autant vaut a 

dire.Marot did not, it is true, use the term "ode." 

However, the ode strongly resembled the chant lyrique as 

well as the chanson, of which Marot composed 42. Of this 

resemblance Sebillet said: "la chanson approche de tant 

1. Sebillet, o£. cit., p. 103. 

2. Ibid., p. 115. 

3. See M. Franqon, "Notes sur l'histoire du sonnet 
en France," Italica, XXIX (1952),'121-128, and "La date 
d'un sonnet de Saint-Gelais," BHR, XV (1953), 213-214; 
Oeuvres diverses, pp. 17-19; Mayer, "Le premier sonnet 
franqais," RHLF, LXVII (1967), 481-493; Smith & Mayer, "La 
premiere epigramrne franqaise . . . ," BHR, XXXII (1970), 
579-602; Franqon, "Sur le premier sonnet franqais publie," 
BHR. XXXIII (1971), 365-366. 

4. Sebillet, o£. cit., p. 146. 
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pres l'Ode, que de son et de nom se resemblent quasi de 

tous poins: car aussy peu de constance ha l'une que 

1'autre en forme de vers, et usage de ryme. Aussy en est 

la raatiere toute une."^- The most suitable verse lengths 

for the ode were those of few syllables "a cause du Luth ou 

autre instrument semblable sur lequel l'Ode se doit chan­

ter. "2 The illustrative examples for these new forms were 

drawn mostly from Marot and Saint-Gelais. 

Now, these concepts were dear to Dorat's pupils, 

and they were angered that their very own ideas should be 

expressed by someone outside of their own midst. In ad­

dition, they were jealous that this publication should be 

a resume of the Marot doctrine rather than of their own. 

It was imperative that they draw up their own manifesto. 

Joachim Du Bellay, because he was "volontiers batailleur," 

was urged by Ronsard to write it. And so it was that the 

Deffence et Illustration de la lanque francoyse was born in 

April 1549. Although the Deffence is badly organised, it 

clearly puts forth two principal ideas; the necessity to 

advance the French language, and the necessity to imitate 

the ancients. Couched in derisive language, this manifesto 

provoked one rejoinder after another, or the "belle guerre" 

as it was called by Etienne Pasquier. 

1. Sebillet, ojd. cit. , p. 150. 
2. Ibid., p. 147. 



30 

Sebillet was the first to come to Marot's defense 

and to his own by countering Du Bellay, whose veiled as­

saults on Marot were uncalled for. Ironically, the one 

poem which Du Bellay chose to praise rather than to ridi­

cule, the eclogue for the birth of a son to the Dauphin, 

Henri, is not the best example of the imitation which 

Du Bellay recommended. As Professor Mayer pointed out, 

this eclogue "n'est qu'un caique" of the fourth eclogue of 

Virgil.1 And Du Bell-ay condemned servile imitation! In 

the preface to his translation of the Iphlgenie of 

Euripides, Sebillet disputed Du Bellay's ideas on trans­

lation and again praised Marot. Bartheleray Aneau in his 

Quintll Horatian slashed the Deffence sentence by sentence, 

word by word. Partisan of the. old poetic forms dear to the 

Rhetoriqueurs, he criticized Du Bellay for having adopted 

the sonnet. That was simply replacing old formes fixes by 

a new forme fixe. The sonnet after all was nothing more 

than a huitain followed by a sisain. Aneau took exception 

to Du Bellay's claim that the ode had never before been 

known to French poets. .Du Bellay had urged: "Chante moy 

ces odes, incongneues encor' de la Muse Franqovse, d'un 

luc, bien accorde au son de la Lyre Grecque & Romaine."2 

1. In Oeuvres lvrigues, p. 28. 

^ 2. Du Bellay, La Deffence et Illustration . . . . 
ed. crit. publiee par H. Chamard, 3e tirage (Paris, 1966), 
pp. 112-113. 
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All Du Bellay had done was change a name, for the ode ex­

isted in fact under the name chanson. Aneau protested 

against those who "en changeant les noms cuvdent deguyser 

les choses."! Paul Laurnonier said of these disputed forms: 

Les traits communs entre le Cantique, I'Ode et 
la Chanson etaient assez importants pour qu'on 
put les considerer cornme les varietes d'un merae 
genre, et rncme I1 Ode et la Chanson se ressemblaient 
tellement, par le sujet et par la faqon, qu'on 
pouvait legitimement les confondre. Que pouvait 
dire de plus, et de plus sense, un theoricien de 
1548? Bien mieux, Ronsard et ses disciples 
n1allaient-ils pas lui [Sebillet] donner raison 
en ecrivant de veritables chansons sous le nom 
de vers lyriques et d'Odes, et inversement sous 
le nom de Chansons des pieces lyriques identiques 
au tiers de leurs Odes pour le fond et la forme? 
Et cela apres avoir mis la Chanson au nombre des 
vieilleries cheres a 1'epoque de 11 ignorance!2 

Guillaume des Autelz, who was at the time engaged in con­

troversy with Louis Meigret, the would-be reformer of orth­

ography, inserted a few pages of remarks concerning 

Du Bellay*s Deffence in his Replique aux furieuses defenses 

de Louis Meigret. Des Autelz found Du Bellay ungrateful 

tov/ards his predecessors, and came to the defence of the 

old poetic forms which the young members of the Brigade so 

disdained, without however shov/ing himself hostile tov/ards 

the new forms. He praised both Ronsard and Marot. 

Du Bellay had the last word in his preface to the second 

edition of his Olive, late in 1550. He replied to each of 

1. Charnard, Histoire de la. Pleiade, I, 214. 

2. Laurnonier, Ronsard, poete lvrique, p. xx. 
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his adversaries and declared an end to the warfare: "Si 

quelques uns vouloient renouveler la farce de Marot et de 

Sagon, je ne suis pour les empescher: mais il fault qu'ils 

cherchent aultre badin pour jouer ce role avecques eux."l 

As for Ronsard, he remained silent during this 

polemical exchange, at least until the publication of his 

Quatre Premiers Livres des Odes, which appeared somewhere 

near the month of March in 1550. In his prefatory remarks 

to his reader he asserted his rights to glory, being care­

ful to put Clement Marot out of competition: 

Si les hornmes, tant des siecles passes que du 
nostre, ont merite quelque louange pour avoir 
pique diligentenent apres les traces de ceus qui, 
courant par la carriere de leurs inventions, ont 
de bien loin franchi la borne, combien davantage 
doit on vanter le coureur, qui galopant librement 
par les campaignes Attiques et Romaines, osa 
tracer un sentier inconnu pour aller a I'immor-
talite? Non que je. soi, Lecteur, si gourmand 
de gloire, ou tant tormente d'ambitieuse pre­
sumption, que je te vueille forcer de me bailler 
ce que le tens peut-estre me donnera (tant s1 en 
faut, que c'est la moindre affection que j'aie, 
de me voir pour si peu de frivoles jeunesses 
estime). Mais quand tu m'appelleras le premier 
auteur lirique Franqois, et celui qui a guide les 
autres au chemin de si honneste labeur, lors tu 
me rendras ce que tu me dois, et je m'efforcerai 
te faire apprendre qu'en vain je ne 1'aurai re-
ceu. Bien que la jeunesse soit toujours eloin-
gnee de toute studieuse occupation pour les 
plaisirs voluntaires qui la maistrisent, si est 
ce que des mon enfance j'ai tousjours estime 
l'estude des bonnes lettres, l'heureuse felicite 
de la vie, et sans laquelle on doit desesperer ne 
pouvoir jamais attaindre au comble du parfait 

1. Chamard, Histoire de la. Pleiade, I, 21S. For 
an account of the "farce de Marot et de Sagon" see below 
p. 109 ff. 
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proprier quelque louange, encores non connue, 
ni attrapee par rnes devanciers, et ne voiant en 
nos Poetes Francois chose qui fust suffisante 
d'irniter, j'allai voir les etrangers, et me 
rendi fainilier d'Horace, contrefaisant sa nai've 
douceur, des le merae tens que Cleraent Marot 
(seule luraiere en ses ans de la vulgaire poesie) 
se travailloit a la poursuite de son Psautier, 
et osai, le premier des nostres, enrichir ma 
langue de ce non, Ode, cornme 1' on peut veoir 
par le titre d'une imprimee sous mon nom dedans 
le livre de Jacques Peletier du Mans, I'un des 
plus excelens Poetes de nostre age, que nul ne 
s'attribue ce que la verite comraande estre a 
moi. 

(Au Lecteur; Cohen II, 971-972) 

It is as though Ronsard were saying to those who would 

argue over what is an ode, "I shall have nothing to do with 

your quarrels. I am the first to enrich the French lan­

guage with the ode and that is all that matters." Ronsard's 

priority was what mattered most to him. But he was in 

error when he claimed to be the first to use the term. 

Several others before him had already done so. 

Lemaire de Beiges had used it in 1511 in his Temple de 

Venus. Jean Bouchet, in about 15 20, had addressed to 

Nicolas Parvi an epistle "responsive a une ode latine." 

Aneau had used it too, in a satire on Lyon Marchant in 

1541. Jean Martin who translated the Arcadia of Sannaszaro 

added to it a lyrical piece entitled Traduction d'une Ode 

d1 Horace des louenqes de la vie rustique. That was in 

1543. And in 1546 Rabelais made mention in his Tiers Livre 
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of "plaisants chants et odes poetiques."! Several of 

Saint-Gelais' odes were quoted by Sefoillet in his Art 

poetique of 1548. Ronsard's first ode appeared in 154 7 in 

the edition of the complete works of Peletier. It does 

not, however, predate those of Saint-Gelais. Ronsard ad­

mitted that his first ode was imperfect, "pour n'estre 

mesuree, ne propre a la lire, ainsi que l'Ode le requiert" 

(ed. Cohen II, 972). Sebillet had already said that the 

ode ought to be accompanied by the lute or some other ap­

propriate instrument. 

Following his claims regarding the ode, Ronsard 

continued his prefatory remarks thus: "je.m'assure tant 

de ton accoustumee honnestete, que non seulement tu me 

favoriseras, mais aussi, quand tu liras quelques trais de 

mes vers, qui se pourroient trouver dans les oeuvres 

d'autrui, inconsiderement tu ne me diras imitateur de leurs 

ecris" (ed. Cohen II, 972). He was confident that his 

reader would never suspect him of plagiarism. Had he not 

stated that "1'imitation des nostres m'est tant odieuse 

(d'autant que la langue est encores en son enfance) que 

pour c.ette raison je me suis eloingne d*eus, prenant stile 

apart, sens apart, euvre apart, ne desirant avoir rien de 

commun avecq' une si monstrueuse erreur?" He declared 

1. The source of these references to the early use 
of the term ode is Laumonier, Ronsard, poete lyrique, 
p. xxxi ff. 
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poetry before him "foible et languissante" with the ex­

ception of the works of three poets; Heroet, Sceve and 

Saint-Gelais. What of Marot? At the outset of.this 

preface he had called Marot the "seule lumiere en ses ans." 

That was undoubtedly a simple concession made to the author 

of the Psalms whom Ronsard relegated to second place while 

he, Ronsard, was enriching the French language with the 

ode. It was important for the reader to understand that he 

was composing odes at the same time that Marot was writing 

his Psalms in order for him to claim the honor of first 

place. 

Ronsard did not miss this opportunity to show his 

disdain for those he felt to be hypercritical. He was 

probably thinking of Barthelemy Aneau when he said: 

Ces petits lecteurs poetastres, qui ont les yeux 
si agus a noter les frivoles fautes d'autrui, le 
blamant pour un A mal ecrit, pour une rime non 
riche, ou un point superflu, et bref, pour quelque 
legere faute survenue en 1'impression, montrent 
evidemment leur peu de jugement, de s'attacher a 
ce qui n'est rien, laissant couler les beaus mots 
sans les louer, ou les admirer. Pour telle 
vermine de gens ignorantement envieuse ce petit 
labeur n'est publie, mais pour les gentils esprits, 
ardans de la vertu, et dedaignans mordre comme les 
matins la pierre qu'ils ne peuvent digerer. 

(Au Lecteur; Cohen II, 973) 

Hence, Ronsard, in spite of his timidity, entered 

also into battle. He had to assert his rights. He had to 

eliminate any question about priorities. No matter what 

Sebillet and the others said, he had innovated. He did not 
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invite controversy, however. He had not written for the 

bellicose, but rather for the "debonnaire" reader who would 

not blame hime for having praised hemself "quelquefois mo-

destement." One cannot help but wonder how the course of 

events might have been altered had Marot been still alive. 

Ronsard, the fervent imitator of the ancients, en-" 

joyed auspicious beginnings. During his formative years he 

walked in the shadow of Marot's success. The halls at 

court resounded with the singing of Marot's lyric verse set 

to music by such favored composers as Claudin de Sermisy, 

Pierre Certon and Janequin. It follows that Ronsard would 

aspire to the same success, and, being proud by nature, it 

is not surprising that he would hope to eclipse his prede­

cessor. He developed his skills under the guidance of the 

eminent.Dorat and sought the collaboration of the best 

musicians, for if he were to lay claims to have restored 

the union of poetry and music he must have his verse set to 

music. 

Ronsard and the Union of Poetry and Music 

Apart from innumerable references to music in his 

verse, which are more often than not the expressions of 

poetic abandon, Ronsard discussed the role of music in two 

works of prose. His preface to the Livre de Meslanqes con-

tenant six vinqtz chansons . . . (ed. Cohen II, 978-981), 

published by Le Roy and Ballard in 1560, is a treatise on 
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music in the tradition of Plato and Boethius. His Abb re ere 

de 11 art poetloue (ed. Cohen II, 995-1009), which was pub­

lished five years later, sets forth his method for the 

achievement of the union of poetry and music. These tv/o 

works merit our attention because they indicate precisely 

what Ronsard thought at a mature age: thus they naturally 

form the basis of this entire inquiry. 

In the preface to the Livre de Meslances Ronsard 

compared music to a touchstone. Just as the touchstone 

serves to try the genuineness of gold, he wrote, so music 

serves to try man; "ainsi les anciens esprouvoyent par la 

Musique les esprits de ceux qui sont genereux, magnanirnes, 

et non forvoyans de leur premiere essence, et de ceux qui 

sont engourdiz, paresseux, et abastardiz en ce corps raor-

tel, ne se souvenant de la celeste harmonie du ciel." Thi 

celestial harmony is not poetic metaphor. Ronsard was 

acquainted with the ancient theory of the harmony of the 

spheres. He extolled music's part of "la douce lumiere .. 

qui si arraonieusement (comme dit Platon) agitte tout ce 

grand univers." He who gives honor to music is an "homme 

de bien, il a 1' ame saine et gaillarde, et de son naturel 

ayme les choses haultes, la philosophie, le maniement des 

affaires politicques, le travail des guerres, et bref, en 

tous offices honorables il fait tousjours apparoistre les 

estincelles de sa vertu." This also, recalls the Platonic 

view of the importance of music in the training of the 
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young for the purpose of shaping the soul harrnoniously and 

virtuously. The Pythagorean theory of proportions is men­

tioned by Ronsard: "toutes choses sont composees d'ac-

cordz, de raesures et de proportions, tant au ciel, en la 

mer, qu'en la terre." Ronsard knew something of the Greek 

theory of ethos, that belief in ethical characteristics. 

The Greeks believed that music has the power to affect 

man's behavior or character. Ronsard gave examples, 

comme quelques peuples de Grece, animez 
d'armonie, alloyent courageusement a la guerre, 
comme noa soldatz aujourdhuy au son des trom-
pettes et tabourihs; comme le Roy Alexandre, 
oyant les chants de Timothee, devenoit furieux, 
et comme Agamemnon, allant a Troye, laissa en 
sa maison tout expres je ne sqay quel musicien 
Dorien, lequel, par la vertu du pied anapeste, 
moderoit les efrenees passions araoureuses de 
sa femme Clvtemnestre, de 11 amour de laquelle 
Aegiste enflame ne peut jamais avoir joyssance, 
que premierement il n'eut fait meschamment 
mourir le musicien. 

Ronsard did not elucidate upon the talents of Orpheus, 

Terpander, Eumolpus and Arion because they are "choses 

congneues." The very purpose of the Livre de Meslanqes, 

dedicated to Franqois II who was only 16 years old at the 

time, was to alleviate the young King's worries "par les 

accords de la Musique, pour retourner plus fraiz et dispos 

a la charge Royalle." However, the young Francois was not 

destined to live out the year. Ronsard proclaimed music 

"le signe et la merque de ceux qui se sont monstrez ver-

tueux, magnanimes et veritablement nez pour ne sentir rien 

de vulgaire-," and cited as an example the late King 
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Henri II. Believing as he did in the powers of his verse 

and in the powers of music to govern the dispositions of 

men, there can be no doubt that Ronsard wished to renew the 

ancient Greek conception of the union of poetry and music. 

Ronsard specified that the Meslanqes were composed 

of "les plus vieilles chansons qui se puissent trouver au-

jourdhuy, pource qu'on a tousjours estime la Musique des 

anciena estre la plus divine." Several composers are men­

tioned at the end of the preface. Ronsard considered each 

one an "excellent ouvrier" and recommended them to his 

King. They are: Josquin, Mouton, Jaquet, Certon, Arcadet 

(Arcadelt) and Orlande (Roland de Lassus). We know at 

least four of these composers to have been no longer living 

in 1560, and it is no doubt to their compositions that 

Ronsard referred when he said "vieilles chansons," as well 

as to many of the texts which "remontent a CI. Marot et au 

dela."-'- Ronsard had but one poem in the 1560 edition, "Que 

dis-tu, que fais-tu" (ed. Cohen I, 162) and but five in a 

second edition v/hich appeared in 15 72, for which he rededi-

cated his preface to Charles IX. 

The preface to the Livre de Meslanqes affords us an 

understanding of Ronsard*s appreciation of music as a 

touchstone, and as an important element of the universe 

with the power to affect man's behavior or character and 

1. Ronsard, Oeuvres completes, nouv. ed. par Paul 
Laumonier (Paris, 1919), VIII, 117. 
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the power to rule the human emotions. Ronsard coveted 

these powers for his verse, that he might truly walk in the 

steps of Terpander and Homer. Because he himself was not a 

composer he contrived a plan whereby his poetry would be 

"merveilleusement propre pour la nusique" and set it forth 

in his Abbreqe de 1'art ooetinuG. 

The Abbreqe was first published in 15G5. Ronsard 

wrote it at the request of a young friend, the abbot 

Alphonse Delbene, who was the son of a Florentine poet. It 

took Ronsard but "trois heures" (J) to pen the rather 

lengthy and rambling discourse on poetics, which would ac­

count for its conversational tone and its occasional ele­

mentary approach that one would not expect from a poet of 

his stature. It embraces sundry items: origins of poetry; 

high calling of the poet; technical details regarding 

rhythm; alternation of rimes; strophic regularity; obser­

vations on proper nouns, descriptive words, dialects; "in­

vention;" arrangement of ideas and elocution; alexandrine, 

decasyllabic, and shorter verse, etc. In spite of the 

ramble, two ideas thread their way throughout the entire 

Abbreqe and dominate the numerous observations and remarks. 

First and foremost is the notion of the union of poetry and 

music; secondly, the importance of the appropriate selec­

tion of ideas expressed in fitting versification. It is to 

the first of these ideas that we need to devote our atten­

tion. 
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At the outset Ronsard admitted: "Combien que 11 art 

de poesie ne se puisse par preceptes comprendre ny ensei-

gner." The true poet is inspired. His verse is valueless 

"si le commencement ne vient de Dieu." Sebillet had poin­

ted this out seventeen years prior to the Abbreqe. Never­

theless, even though the art of poetry cannot be taught, 

strictly speaking, there are guidelines which Ronsard hap­

pily offered to the young Delbene, "a l'exemple," he said, 

"de moy qui confesse y estre asses passablernent enseigne." 

His first exhortation is to have "les Muses en reverence, 

voire en singuliere veneration" because they are "les 

filles de Jupiter, c'est-a-dire de Dieu, qui de sa saincte 

grace a premierement par elles faict connoistre aux peuples 

ignorans les excellences de sa raajeste. Car la Poesie 

n'estoit au premier age qu'une Theologie allegoricque, pour 

faire entrer au cerveau des hommes grossiers, par fables 

plaisantes et colorees, les secrets qu'ils ne pouvoient 

comprendre, quand trop ouvertement on descouvroit la 

verite." Next is recommended the pursuit of "conceptions 

hautes, grandes, belles et non trainantes a terre." These 

are the.prerequisites of a mind that will receive "l'in-

vention" as it is divinely given. The recommendations 

which follow are the reading of "bons poetes" as well as 

the learning of their verse, the tenacious working and re­

working of one's own verse, and conversation with poets. 

These exhortations and recommendations lead to the method: 
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Tout ainsi que les vers Latins ont leurs pieds, 
comme tu sqais, nous avons en nostre Poesie 
Franqoise, de laquelle je veux traitter icy, une 
certaine mesure de syllabes, selon le dessein 
des carmes que nous entreprenons composer, qui 
ne se peat outrepasser sans offenser la loy de 
nostre vers, desquelles mesures et nombre de 
syllabes, nous traiterons apres plus amp lenient. 
Nous avons aussi une certaine caesure de la 
voyelle e,, laquelle se mange toutes les fois 
qu'elle est rencontree d'une autre voyelle ou 
diftongue, pourveu que la voyelle qui suit _e 
n'aye point la force de consonne. Apres, a mon 
imitation, tu feras tes vers masculins et foeminins 
tant qu'il te sera possible, pour estre plus 
propres a la musique et accord.des instrumens, en 
faveur desquels il semble que la Poesie soit nee, 
car la Poesie sans les instruments, ou sans la 
grace d'une seule ou plusieurs voix, n'est nulle-
ment agreable, non plus que les instrumens'sans 
estre animez de la melodie d'une plaisante voix. 
Si de fortune tu as compose les deux premiers vers 
masculins, tu feras les deux autres feminins, et 
paracheveras de mesme mesure le reste de ton 
Elegie ou Chanson, afin que les musiciens les 
puissent plus facilenient accorder. Quant aux vers 
lyriques, tu feras le premier coupelet a ta vo-
lonte, pourveu que les autres suivent la trace du 
premier. Si tu te sers des noms propres des Grecs 
et Romains, tu les tourneras a la terminaison 
Pranqoise, autant que ton langage le permet, car 
il y en a beaucoup qui ne s'y peuvent nullement 
tourner. 

(ed. Cohen II, 997-998) 

The notion that poetry should be accompanied by 

music is the Greek conception, expressed in the term 

mousike. Greek verse was sung and accompanied by a musical 

instrument. This notion persisted. A thirteenth century 

troubadour, Folquet de Marseille, is reputed to have said: 

"La strophe sans la musique est un rrtoulin sans eau."l 

1. P. Aubry, Trouveres et Troubadours (Paris, 
1909), p. 205. 
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Sebillet too had recommended music: he had specified musi­

cal accompaniment for the ode, the chant lyrique and the 

chanson. He believed that both verse and instrumental ac­

companiment expressed "les affections et passions ou 

tristes, ou joieuses, ou creintives, ou esperantes.And 

what of the converse notion which Ronsard expressed, that 

instruments unless livened by a pleasant voice were also 

"nullement agreables?" I doubt that this conception would 

have been applauded by the string and wind players who made 

music for the court dances. 

In the passage just quoted are the two principal 

ideas of Ronsard's method for achieving the union of poetry 

and music; namely, the alternation of masculine and femi­

nine rimes, and strophic regularity. First, let us con­

sider the matter of alternation. In specifying "deux 

premiers vers" Ronsard was applying the rule of alternation 

to rimes suivies (.riming couplets; A A B B). It is true 

that the elegy, in sixteenth century practice, was usually 

composed of rimes • suivies, but the chanson was not. It was 

not even an accepted literary genre. It was rather a musi­

cal term. Du Bellay, Ronsard's spokesman in the Deffence 

of 1549, had condemned it along with other "episseries" in­

herited from the Rhetoriqueurs—rondeaux, ballades, vire-

lais, chants royaux—because they were corrupting elements 

1. Sebillet, ojd. cit., p. 147. 



in the French language. "Chante mov," he said, "ces odes 

incongneues encor1 de la Muse Franqoyse, d'un luc, bien ac-

corde au son de la lyre Greque & Romaine."^- Yet, in the 

Nouvelle continuation des amours which Ronsard offered for 

publication in 155 6 there were only eight odes and all of 

twenty-one chansons out of forty-one pieces. Had he 

changed his mind about the worth of the chanson? Sebillet 

had not been able to distinguish between the ode and the 

chanson, either as to content or as to form or as to use of 

rime. Did Ronsard do any better? His "Depuis que je suis 

amoureus" was an ode in 1554, became an elegy in 1560, and 

ended up a chanson in 1571.2 One is inclined to think that 

even he was not too certain about distinctions. In this 

regard it is interesting to compare two of his poems, the 

"Bel aubepin, fleurissant" and the "D'un gosier masche-

laurier."3 Both have the strophic arrangement of 

7 3 7 7 3 7, with the rime scheme of A A B C C B and ob­

serve the same alternation of masculine and feminine rimes, 

m m f m m f. The only perceptible difference between the 

two poems is the number of stanzas. Yet the "Bel aubepin" 

is an ode and the "D'un gosier" is a chanson. It is 

strange indeed that Ronsard should persist in the use of 

1. Du Bellay, ojd. cit. , pp» 112-113. 
2. Laumonier, Ronsard, poete lyrique. p. 187. 

3. See Appendix G for texts of these two poems. 
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the terra chanson when it had been summarily condemned by 

Du Bellay, and in view of his pretensions about introducing 

the Greek ode to French poetry. Of course, he had no right 

to such a claim. It has already been pointed out that 

Lemaire de Beiges had used the term as early as 1511. And 

as far as content is concerned, "les Psaumes de Marot, les 

Poesies de Bonav. des Periers, les chansons legeres de 

Saint-Gelays, et les chansons spirituelles de Marguerite 

avaient des droits egaux a porter ce titre. Sebillet 

n'avait pas tort de rapproc'ner I'Ode au Cantique, et le 

Quintil pouvait soutenir qu'elle ne differait point de la 

chanson."-1- Perhaps Ronsard let himself be persuaded that 

he ought to adopt a genre which was enjoying such wide­

spread favor. Had not the royal printer, Pierre 

Attaingnant, published in Paris over 100 books of chansons 

between 15 28 and 1551, succeeded thereafter by the printers 

Du Cherain, Pezandat, Granjon and Le Roy & Ballard? Not to 

mention the proliferation of chansons being published by 

Moderne in Lyon, Susato in Antwerp and Phalese in Louvain, 

all during Ronsard's lifetime. The chanson was even one of 

Ronsard's favorite genres for a time.? He apparently 

changed his mind about the elegy, for in his preface to the 

1. Chamard, "L'invention de I'Ode...." RHLF. VI 
(1899), 31. 

2. Lebegue, "Ronsard et la musique," in Col­
logues . . . . p. 110. 



Franciade, 1587, he made light of it: "epigrammes, son­

nets, satyres, elegies et autres tels fatras" (ed. Cohen 

II, 1025). 

The chanson may not have been an accepted literary 

genre, but it was widely used. Marot had composed forty-

two, almost all of which were quickly set to music. But 

the chanson was usually strophic,•and Ronsard's are for the 

most part in rlr.ies croisees (A B A B) or embrassees 

(ABBA). Why then did he illustrate with the chanson his 

rule of alternating masculine and feminine rimes, which 

would seem to apply to rimes sulvies? And why did he men­

tion chanson and elegy side by side when they rarely re­

sembled each other in form? Laumonier thought that Ronsard 

had used the word chanson "improprement" and that he wished 

to apply his rule only to rimes suivies.^ Raymond Lebegue 

thought rather that Ronsard understood perfectly the mean­

ing of the word and meant to use it, thus applying his rule 

of alternation to all rime schemes, whether they be rimes 

suivies, croisees, or embrassees.2 In any case, Ronsard's 

lyric verse, whatever the genre—sonnet, chanson, ode, 

elegy, or madrigal—and whatever the rime scheme, respects 

more often than not his rule of alternation. Even his long 

1. Ronsard, Oeuvres completes, ed. crit. par Paul 
Laumonier, STFM (Paris, 1949), XIV, 9. 

2. Lebegue, "Ronsard et la musique," in Col­
logues . . . . p. 111. 



47 

discourses observe alternation, such as the Pi scours a 

Treshault et Trespuissant Prince Honseigneur le Due de 

Savoy (1559) and the two Piscours sur des Mi seres de ce 

temps (1562). Did he intend that they be sung? And the 

Franc.iade (1572)? That too observes alternation of rimes. 

Pid he intend for the Franc.iade to be sung? He clearly 

stated that if the first two verses are masculine the fol­

lowing pair should be feminine, and so on, "afin que les 

musiciens les puissent plus facilement accorder." This was 

Ronsard's reason for the use of alternation: to make the 

composer's task more easy in accomplishing his ultimate 

aim, that of having his poetry sung. From the musician's 

point of view it is totally unnecessary for the rime 

schemes to be alternated, as I show later in this study. 

Apparently Ronsard believed that alternation was necessary, 

but it is unlikely that a composer would have given him the 

idea. Ronsard claimed to have restored the union of poetry 

and music, therefore, it is only natural to conclude that 

he wished all his poetry to be accompanied, "car la Poesie 

sans les instrumens, ou sans la grace d'une seule ou plu-

sieurs voix, n'est nullement agreable." 

Clearly Ronsard had a penchant for alternation, 

which became a rule. The Abbrege was reprinted in 15G7 in 

the edition of his complete works. In the section entitled 

Pes personnes des verbes francois et de 11ortog.raph.ie he-

inserted a sentence which had not appeared in the first 
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printing of 15G5. It reads: "Tu feras pour unereigle in-

falible tes caraes rnasculins et feminins, achevant tous-

jours ton oeuvre par telle raesure, estant en ton choix de 

commencer par les -deux premiers rnasculins ou feminins, et 

si tu commences par les deux feminins, les deux ensuyvans 

seront rnasculins, les autres apres feminins, les autrcs 

rnasculins, en gardant ceste reigle jusques a la fin" (ed. 

Cohen II, 1005-1007). Although this remark is somewhat 

suggested by what precedes it, it is quite out of place in 

a section on verbs and spelling. And it is not a simple 

repetition of the recommendation of alternation which was 

stated at the beginning of the Abbrege, for in this second 

edition it has become an infallible rule. In subsequent 

editions of his works, Ronsard removed all poems having 

rimes suivies without alternation, except for an insignifi­

cant epigram.I This dangerously approaches making a re­

ligion of its use, against which Du Bellay had warned. 

II y en a qui fort supersticieusement entre-
meslent les vers rnasculins avecques les feminins, 
comrne on peut voir aux Psalmes, traduic.tz par 
Marot. Ce qu'il a observe (corame je croy* ) afin 
que plus facilement on les peust chanter sans 
varier la musique, pour la diversite des meseures 
qui se trouverroint a la fin des .vers. Je treuve 
cete diligence fort bonne, pourveu que tu n'en 
faces point de religion jusques a contreindre ta 
diction pour observer telles choses.2 

The key to the use of alternation lies in its relationship 

1. Comte & Laumonier, o£. cit., p. 3 61. 

2. Du Bellay, ojd. cit. , pp.. 164-165. 
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to music. Ronsard believed that alternation was indispens­

able to the obtainment of musical collaboration. Du Bellay 

was much closer to the truth.1 

Ronsard was not the first to use alternation but he 

was the first to advocate its use for the reasons already-

stated. Marot used it with a measure of consistency only 

in his Psalm translations. Octavien de Saint-Gelais was 

the first to consider using it seriously, which he did in 

his. Epistres d'Ovide of 1498, without making it an absolute 

rule, however. Neither Jean Lemaire de Beiges nor 

Jean Marot bothered to follow his example. Jean Bouchet 

did. It was he who called attention to the practice and 

recommended it on several occasions, as for example in his 

Epistres famllieres of 1537. 

Je treuve beau mettre deux feminins 
En rime plate, avec deux masculins, 
Semblablement quant on les entrelasse 

En vers croises.2 

Bouchet practiced alternation from 1520 onwards and gave 

credit to his protector for having taught it to him. His 

protector was none other than Louis de Ronsard, father of 

Pierre. 

The second idea which Ronsard enunciated in his 

Abbrege as part of his method for achieving the union of 

1. For a complete discussion of alternation in the 
Psalms see chapter 6. 

2. L. Ei Kastner, "L'alternance des rimes depuis 
Octavien de Saint-Gelais jusqu'a Ronsard," RLR, XLVII 
(1904), 339-340. 
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poetry and music is strophic regularity: "Quant aux vers 

lyriques, tu feras le premier coupelet a ta volonte, pour-

veu que les autres suivent la trace du premier." v\fhat he 

implied there is the necessity for all stanzas to be alike 

in order to be sung to the same music. The regularity ex­

tends to the number of verses, the number of syllables in 

each verse, the rime scheme, the arrangement of rimes by 

gender, and the caesura in the case of decasyllabic and 

alexandrine verse. The stanza should not be long. 

Peletier had recommended, in his Art poetique of 1555, that 

it not exceed ten verses. Ronsard seems to have set his 

limit at twelve, which he exceeded but eleven times.1 Con­

cerning the verse itself, Ronsard seems to have preferred a 

minimum of three syllables, and that these be accompanied 

by longer verses whose maximum v/ould be twelve full sylla­

bles. Verses of three to eight syllables "marchent d'un 

pas licencieux, et se contentent seulement d'un certain 

nombre que tu pourras faire a plaisir," he said. The mas­

culine verses can be the longer, or the feminine ones, ac-

carding to the poet's "caprice." Verses of varying length 

are the ones he designated "merveilleusement propres pour 

la musique, la lyre, et autres instruments." The order he 

specified was: "apres un grand vers, un petit, ou deux 

1. Laumonier, Ronsard, poete lyrique, p. 673. 



petits, qu choix de ton oreille, gardant tousjours le plus 

que pourras une bonne cadence de vers propres ... pour la 

rnusique, et autres instrument." The well-known "Bel aube-

pin" is an example of this varied versification, which is 

not, however, typical of Ronsard's output. He made no 

claims of originality as regards this rhythmic schema, 

which he first used in the chanson "D'un gosier rnasche-

laurier" of 1553, but Sainte-Beuve did so for him, calling 

it an "entrelacernent pour la premiere fois oblige des rimes 

f. et m."l To this inaccuracy he added that only with the 

Pleiade poets did this schema attain "sa vraie legerete et 

son tour definitif." Not only had Marot used the schema in 

his translation of Psalm XXXVIII, published in 1541, but 

Mayer believed that he found the direct source of the "Bel 

aubepin" in a poem of Jean Molinet, fifteenth century poet-

musician. 2 

Noble englentier flourissant, 
Fleur issant, 

En naissant espanissant 
Et croissant 

Sur ung verd rainchel si noble, 
Sy vertueux, sy puissant, 

Sy luisant, 
Sy gent, sy resplendissant, 

Sy plaisant 
Qu'il est vestu de cinoble. 

1. C. A. Sainte-Beuve, Tableau historique et cri­
tique de la poesie francaise . ... . (Paris. 1969), p. 89. 

2. Mayer, "Ronsard et Molinet," BHR, XXVI (19S4), 
417-418. 



5 2  

Tu es aroraatisant, 
Ratisant, 

Grand doleur anientisant, 
Bondisant 

Jusques en Constantinoble; 
Se ton espine est pinchant 

E.t cuysant, 
Au mains es tu garissant 

Plus nuisant 
Venin que fleur de vinoble.l 

Mayer's judgment is of interest: 

Co n'est pas seulement 11alternance des hcpta-
syllabes et des trisyllabes, c'est 1' idee mevae 

• de 11 arbre fleurissant que Ronsard a empruntee. 
Si 11 on se rappelle la phrase celebre de 
Ronsard: 1 ... 1'imitation des-nostres m'est 
tanfc odieuse (d'autant que la langue est encore 
en son enfance) que pour ceste raison je me suis 
esloigne d'eus, prenant stile apart, sens apart, 
euvre apart, ne desirant avoir rien de coramun 
avecqu'une si monstrueuse erreur, 1 le. fa.it que, 
dans un de ses poemes les plus beaux et apparera-
ment les plus personnels, il s'est inspire 
d'asses pres du plus decrie parmi les plus 
Grands Rhetoriqueurs a du piquant.^ 

There is at least one exception in Ronsard's wor3cs 

to his specified order, that the longer verse precede the 

shorter one. It is the ode "De feu Lazare de Bai'f" (Livre 

III, Ode XXII; Cohen II, 715). Two trisyllables alter­

nating v/ith a heptasyllable present the rirne scheme 

A A B C C B, which is entirely feminine in the second and 

fourth stanzas, but follows the arrangement rn m f f f f in 

the first stanza and m m f rn m f in the third. It is 

1. J. Molinet, Les faictz et dictz. publies par 
No£l Dupire, 3 vols. (Paris, 1936), I, 120. Cf with the 
"Bel aubepin," Appendix G, and Psalm XXXVIII, p. 230 f. 

2. Mayer, "Ronsard et Molinet," p. 413. 
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undoubtedly because of its great irregularity that this ode 

found itself among the Pieces retranchees as of 1553. 

According to Ronsard1s rule of strophic regularity 

each stanza must have the same number of verses, the same 

number of syllables in the corresponding verse of each 

stanza, the same rime scheme, and the same arrangement of 

alternation of masculine and feminine rimes. This docs not 

preclude, however, the possibility of more than one stro- • 

phic pattern. Ronsard's chanson "Fleur angevine de quinse 

ans," of the Second Livre des Amours, is composed of four 

octosyllabic sizains each offering the schema A B A B C C, 

but with two different alternations of gender; m f m f m m 

for the uneven stanzas, and f m f m f f for the even. This 

merely moans that Ronsard would have expected the musician 

to compose music for two stanzas rather than for one. 

Actually, the "Fleur angevine" was not set to music, in 

spite of its inviting classification. Another poem with 

alternating stanzas was set to music, and more than once. 

It is "Ma petite colombelle" (Livre II, Ode XVI; Cohen I, 

453). The four even stanzas are heptasyllabic sizains, 

offering the schema AABCCB (ffraffm); the three 

uneven stanzas are heptasyllabic quatrains, A A B B 

(f f m m). It is apparent that Ronsard would have expected 

music for two stanzas, but since there are not the same 

number of sizains as there are quatrains, the music for the 

sizain would necessarily have to end in a final cadence sq 



that it could be used for the last sisain. This is not the 

case in Muret1s setting of 1552. There is another conside­

ration, that of caesura." Ronsard specified that only the 

alexandrine and decasyllabic verses receive the caesura. 

The composer, however, more than likely will create one of 

his own in other verse lengths. Muret did. He created a 

caesura after "Ma petite." His musical sentence is not 

simply, as Ronsard had written it, "Ma petite colombelle," 

but rather, "Ma petite, petite, ma petite, petite, ma 

petite colo'rtbelle," which gave rise to the following 

criticism by Genevieve Thibau.lt: 

Ronsard 11'est pas toujours consequent avec lui-
meme, par exemple dans Ma petite colombelle, la 
deuxierne strophe qui paraxt, a premiere vue, 
pouvoir correspondre exacternent a la musique de , 
la premiere, en realite ne le fait pas, la 
cesure ne se trouvant plus au meme endroit a 
une strophe et a 1*autre. Par consequent, lui 
qui recornmande de faire des strophes absolu-
ment serablables pour qu'elles puissent etre 
chantees, observe rnoins la regie que les 
poetes marotiques.l 

Ronsard was not so much lacking in consistency as he was in 

cognizance of the composer's role, because he as a poet 

would not cut a heptasyllabic verse into hernistichs. 

It should be pointed out here that the above re­

marks are only valid when discussing a syllabic treatment 

of the text, that is to say, one note for one syllable. 

But this was precisely Ronsard's concern, though he did not 

1. In Discussion following Lebegue, "Ronsard et la 
musique," in Collogues . . . . pp. 115-116. 
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state it clearly. The predominantly chordal style, song­

like, with syllabic treatment of the text characterized the 

French chanson of the early sixteenth century. Clear de­

clamation of the text results, and Ronsard would naturally 

prefer this style to a polyphonic one, characterised by the 

interweaving of several voices which tends to render the 

text indistinguishable. Muret's setting is for the most 

part in chordal style, but with frequent imitative passages 

(melodic lines restated in close succession in different 

voice parts) and melismas (several notes for one syllable 

of text). The opening eight measures corresponding to the 

first verse of the text are imitative, with frequent 

caesura, as shown above. The first verse of the second 

sizain cannot satisfactorily be sung to Muret's music, nor 

for that matter can the first verses of the other sisains. 

The correspondence would be: 

J J J J J J J 
Ma pe-ti-te, pe-ti-te, 
Tels que Di-a, Di-a -ne, 

Long note values over weak syllables distort the text, to 

say nothing of the dismemberment of Diane. Another error 

in the musical setting is the placement of the final 

cadence at the end of the quatrain. Mow two of Rons.ard's 

quatrains close with commas, whereas the siaain.s all ter­

minate with periods. Since there are four siaains alter­

nating with three quatrains, it is clear that Ronsard 
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intended the music to have its final cadence at the close 

of'the sisain, and not at the close of the quatrain. 

Muret's musical setting does not permit the singing of the 

entire ode. He could easily have composed his music to in­

clude the final cadence at the close of the sisain and a 

semi-cadence at the close of the quatrain. The fact re­

mains that he did not, and so this renowned humanist and 

composer, Marc-Antoine Muret, rendered a disservice to 

Ron's ard. 

The fallacy of Ronsard's desire to compose verse so 

as to be "merveilleusement propre pour la musique" is al­

ready apparent. The poet is in no way assured that the 

composer will honor his texb. If a poet, humanist and 

musician like Muret will ignore textual demands, how much 

more will a composer who is less knowledgeable about versi­

fication ignore the text and just use it as a point of de­

parture to attain his own musical aims? Ronsard nowhere 

specified what style of music he deemed appropriate. An­

other factor in the. fallacy of Ronsard's goal is his own 

oversight as to the'importance of the rhythmic pattern of 

the verse, no matter what the length. There are other fac­

tors as well, which reveal themselves in the course of our 

examination of musical settings for the verse of both 

Ronsard and Marot. 



Ron sard '.s Verse Set to Music 

Mo French poet of the sixteenth century was so of­

ten or so extensively favored by musical settings of his 

verse as was Ronsard.1 Between 1550 and 1571 (none of his 

poems composed after this date was set to music in the six­

teenth century) a total of 3 24 poems were set to music, in­

cluding 1 enitre, .1. folastrie, 1 hynne, 1 stance 1 vricfue, 

2 mascarades, 2 vooux, 9 odelettes, 25 chansons, 3 2 odes, 

and 250 sonnets.2 it is evident from these statistics that 

it 'was the sonnet which was preferred by the musicians. 

Those set to music represent over half of Ronsard's total 

sonnet output. VJould he not have preferred that it be the 

ode? To be consistent with his pretensions about this 

genre, he would have wanted all his odes set to music. 

There are 156 in the five books of odes alone, but only 

thirty-two have musical settings. 

Now, the sonnet cannot be governed by either of 

Ronsard*s principal ideas which he set forth with a view to 

a union of poetry and music. The sonnet has neither rimes 

sulvies nor stanzas. .It is a forme fixe. But Ronsard 

treated the sonnet as he would a stanza, believing that 

many sonnets could be sung to a given melody. In the words 

1. Lebegue, "Ronsard et la musique," in Col­
logues . .. , p.. 105. 

2. Franqon, rev. of Thibault & Perceau, Biblio-
qraphie des poesies de P. de Ronsard rnises en rausique au 
XVIe sieclc, pp. 290-295. 



of Vianey, Ronsard believed "comme Tebaldeo, que le sonnet 

eta.it destine a etre mis en musique: d'ou l'utilite de 

faire alterner les rimes masculines et feminines et de ne 

pas avoir des types trop nornbreux de sonnet."! The reason 

for this "strophic regularity" was that many sonnets could 

be sung to the same air. "L'ecole de Tebaldeo mit le son­

net en musique: or, comrae on ne pouvai-t inventer pour 

chaque sonnet un air nouveau," said Vianey, "il fallait 

bien que la disposition des rimes presentat une certaine 

uniforrnite pour qu'un sonnet put s' adapter a un air an-

cien."̂  Such reasoning fails to take into consideration 

that music is more than notes is succession, that music too 

is a language which expresses moods and feelings. And 

surely there were enough able composers who could have com­

posed a new air for every new sonnet. There were many who 

set about to compose new music for sonnets already set to 

music. As unreasonable as Vianey's assumptions may be they 

clearly reflect Ronsard's thinking, as was evidenced in the 

publication of Les Amours de P. cle Ronsard, ensemble le 

Cinqulesrae de ses Odes, 1552. 

Accompanying these poems were thirty-tv/o pages of 

music. Ronsard had invited the collaboration of celebrated 

composers. Certon, Goudimel, Muret and Janequin each 

1. J. Vianey, "Les origines du sonnet regulier," 
Revue de la Renaissance, IV (1903), 89-90. 

2. Ibid., p. 78. 



contributed, but they composed between them only ten airs. 

According to the editor's Advertissenent au Lecteur these 

airs would enable one to sing "une bonne partie du con-

tenu." All of Ronsard's sonnets in this publication are 

decasyllabic and fall into f ( DUi" CG .tegor: ies > °.r 

I A B B A A B B n 
rw C c D E E D 

.CZ 
JL m m X .C 

J. m m f m m r— 
X rn rn f 

II. A B B A A B B A C C D E E D 
m X 

.C 
J. rn ra f JZ ra f X m f f ra 

Ill A B B A A B B A c c D E D E 
f rn m X J7 rn m IT in ra f m f m 

IV A B B A A B B A C C D E D E 
m y f rn m f f ra f f ra -C 

J. in f 

Certon's music for the sonnet "J'espere et crains," type 

III, could therefore be used for fourteen other sonnets. 

Ninety-two sonnets could be sung to the music by Janequin 

for "Qui vouldra veoir," type I. Fifty-nine others could 

be sung to his "Nature ornant la dame," type II. 

Goudirnel's "Quand j 1 apercjoy ton beau chef jaunissant," type 

IV, could be used for three other sonnets. Fernand Desonay 

did not take for granted that these indications were cor­

rect. He put each sonnet to the test with its musical 

paradigm and discovered•several errors. Of the fourteen 

sonnets to be sung to Certon's music for "J'espere et 

crains" one rightfully belongs to type IV. Two others, 

listed to be sung to Janequin's "Qui vouldra veoir," ought 

rather to be listed under type III. Similar errors were 
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found in each group. Who is to blaine for these inaccu­

racies? The editor, 'Ambroise de la Porte, or Ronsard? It 

is more probable that La Porte was following Ronsard's in­

dications than that he v/ould undertake himself the monu­

mental task of deciding which of the 168 sonnets should be 

sung to which of the ten airs. Also, it is unlikely that 

he would have failed to claim credit for it. His words 

seem to indicate that his role was simply that of printer-

publisher: 

Apres entendu que pour ton plaisir & entier 
contentenent il [Ronsard] a daigne prendre la 
peine de les mesurer sur la lyre (ce que nous 
n'avions encores apperceu avoir este faict de 
tous ceu;: qui se sont exercites en tel genre 
d'escrire), suvvant son entreprise avec le 
vouloir que j1 ay de luy satisfaire, & pour 
11 amour de toy Lecteur: J'ai faict imprimer, 
& mettre a la fin de ce present livre, la 
Musicue, sus laquelle tu pourras chanter une 
bonne partie du contenu en iceluy.2 

La Porte's parenthesis also indicates either lack of musi­

cal knowledge, or lack of experience in the reading of 

poetry. 

In any case, it is nai've to think that a great num­

ber of sonnets can be sung to one musical setting. If the 

music set to one sonnet is suited to its spirit, expres­

sion, meaning and prosody, it is not reasonable to suppose 

that it will be equally suitable to countless others. In 

1. Desonay, oo. cit., I, 126-123. 

2. Ronsard, Oeuvres completes, ed. Laurnonier, 
STFM, IV, 189. 
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view of the fact that Ronsard seemed to think that it was 

reasonable, and that he believed it necessary to practice 

alternation and strophic regularity, and further that he 

treated the sonnet as a stanza, it is strange that he 

should have altered the sonnet "J'espere et crains" for 

later editions to the extent that the tercets no longer 

have the same alternation of masculine and feminine rimes. 

1552 J'espere & crains, je me tais & supplie 
Or je suis glace & ores un feu chault, 
J1admire tout, & de rien ne me chault, 
Je me delace, & puis je rrte relie. 
Rien ne me plaist sinon ce qui m'ennuye, 

Je suis vaillant & le coeur me default, 
J'ai 1'espoir bas, j'ai le couraige hault, 
Je doubte amour, et si je le deffie. 
Plus je me picque, & plus je suis retif, 

J'avrne estre libre, & veulx estre captif. 
Cent fois je meurs, cent fois je prens naissance, 
Un Prornethee en passions je suis. 

Et pour aymer perdant toute puissance, 
Ne pouvant rien, je fay ce que je puis.l 

1584 J'espere et crain, je me tais et supplie, 
Or' je suis glace et ores un feu chaud, 
J'admire tout et de rien ne me chaut, 
Je me delace et mon col je relie. 
Rien ne me plaist sinon ce qui m'ennuie; 

Je suis vaillant et le coeur me defaut, 
J*ay 1'espoir bas, j* ay le courage haut, 
Je doute Amour et si je le desfie. 
Plus je me pique, et plus je suis retif, 

J'aime estre libre, et veux estre captif, 
Tout je desire, et si n'ay qu'une envie. 
Un Prornethee en passions je suis: 

J'ose, je veux, je m'efforce, et ne puis, 
Tant d'un fil noir la Parque ourdit ma vie. 

(Premier Livre des Amours, XII; Cohen I, 7) 

By Ronsard's reasoning, the 1584 version, with its m m f 

1. J. Tiersot, Ronsard et la. muslque de son temps 
(Leipzig, n.d.), pp. 34-37. 



pattern, could not be sung to the music of the 1552 version 

which was composed for the arrangement m f m. However, one 

can easily sing the 1584 version to the music which Certon 

composed for the 155 2 version, in spite of the very differ­

ent sequence of rimes. The reason for this is the charac­

ter of the music, which is not a strict syllabic treatment 

of the text, and which has the advantage of that "happy 

invention," a melismatic final cadence equally suitable to 

either the masculine or the feminine ending.1 

jn.iT - ivwr jer 

So - Vetui 

Fig. 1. Music for Pinal Verses of "J'espere & crains" 
(Certon's setting, with text underlay, from 
Tiersot, Ronsard et la musique . . . . p. 37) 

Whatever Ronsard's motives in altering the rime scheme of 

this sonnet, such alteration only serves to prove the 

fallacy of his notion of strophic regularity. 

For all of Ronsard's care in his treatment of the 

sonnet, Regnard chose to set only the first quatrain to 

music. Several of Ronsard's sonnets are included in the 

1. For a detailed discussion of this cadence see 
chapter 5 of this study. 
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Poesies de P. de Ronsard ct autres poetes, music by 

Franqois Regnard", published by Le Roy « Ballard in 15 79.1 

None of the sonnets is complete. Regnardrs chansons con­

sist of one quatrain. Of course, the'second quatrain could 

be sung to the music of the first, but the sonnet is incom­

plete without the tercets. In one instance, Regnard com­

posed two chansons using one sonnet as his point of depar­

ture. It is the sonnet CXXI of the Premier Livre des 

Amours, "Le ciel ne veut, Dame, que je jouisse" (ed. Cohen 

I, 51). The second quatrain, "Puis qu'il vous plaist que 

pour vous je languisse," is set to new music, constituting 

a Responce to "Le ciel ne veut." Again the tercets are ig­

nored. Regnard1s musical method is not the simple chordal 

style, with syllabic treatment of the text, but a poly­

phonic style, that is, a weaving of four independent melo­

dic lines rendering the text indistinguishable. There is 

no repetition pattern as far as the music is concerned, but 

the text by sections is repeated, as shown below far the 

sonnet LXXIX of the Premier Livre (ed. Cohen I, 34), which 

is typical of Regnard*s method: 

Si je trepasse entre tes bras, 
entre tes bras, 
entre tes bras, Madame, 

II me suffit, 
II me suffit, car je ne veux avoir 

car je ne veux avoir 

1. Modern edition in Les Maxtres Musiciens de la 
Renaissance francaise, editions publieespar M. Henry 
Expert . . .~ 23 vols. (Paris, 1894-1908), XV. 
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Plus grand bonheur sinon que de me voir 
sinon que de me voir 

En te baisant 
En te baisant 
En te baisant dans ton sein rendre I'ame. 

On the other hand, Anthoine de Bertrand for his 

settings of the Amours, 15 78,1 avoided Regnard's practice 

of setting only a part of the sonnet and set the entire 

poem in simple chorda! style v/ith some imitation, giving it 

a musical form corresponding to the textual form. His ren­

dering of "Le ciel ne veut" features voices in imitation 

for the first verse and chordal style for verses 2, 3 and 

4: this is repeated for the second quatrain. A declama­

tory style accompanies the more agitated spirit of the ter­

cets. In another sonnet, "Je veux mourir pour tes beautez, 

Maistresse," the poet's languish is stressed by long note 

values and strict syllabic treatment throughout the static 

quatrains; shorter note values are used in the tercets where 

the verbs become active; imitation accompanies the agitated 

"Je veux mourir es amoureux combats." There is a return to 

long note values for the final verse, "Toute unc nuit au 

milieu 'de tes bras." This careful attention to poetic ex­

pression, to the unity of the poem and to versification was 

no doubt due to the fact that Bertrand was not only a musi­

cian but a man of letters. In the preface to the Amours 

1. Modern edition in Les Monuments de la musiaue 
francaise au temps de la Renaissancej editions publiees par 
M. Henry Expert . . . . 10 vols. (New York, n.d.), IV-VII. 
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published by Le Roy &. Ballard- he affirmed his belief in 

the effects of rausic, which accounted for his careful at­

tention to mode and to melodic line in order that the text 

be clear, and that it be appropriately accompanied. 

None of Ronsard's poems written after 1571 was set 

to music in the sixteenth century, which means that not one 

of his 141 sonnets for Helene, which were published in 

15 70, found favor in the sight of the musicians. Yet, 

these are the most regular of all his sonnets from the 

point of view of alternation of masculine and feminine 

rimes. The explanation for this neglect might well be 

found in the discernment of the composers for the lyricism 

of the soul. As Desonay has pointed out, from the 

"lyrisme-passion" of the young Ronsard "nous tombons au ni­

veau du lyrisme verbal" in the sonnets to Helene. "Le mou-

vcment du vers est sensiblement le merne: les mouvements de 

1'ame ne se ressemblent pas."2 Helene de Surgeres was not 

a true love. She was merely the object of Ronsard's lyri­

cism, at a time when he felt he needed to outdo Desportes, 

who was singing the praises of Diane and Hippolyte to the 

great pleasure of the court of Henri' III. In the words of 

Desonay, 

pour celebrer Surgeres, c1est-a-dire pour 
damer le pion a Desportes, Ronsard s'ecarte de 

^ • Les Monuments de JLa Husicue ... , IV. 

2. Desonay, on. cit., III, 326. 



66 

la vie et de la nature, multiplie pointes et con­
cetti, petrarquise et neo-petrarquise, met au 
pillageles sources livresques et les souvenirs 
d'ecole, a telles enseignes que 1'episode Helene 
disparait derriere les amoncellements de cliches 
propres, au demeurant, a ravir d'.aise la tres 
docte Minerve elle-meme et ces dames au salon 
vert.1 

But the composers did not share Helene's fascination. 

The first ode to be published with music, "Ma pe­

tite colombelle," was also the first poem to be published 

since it preceded Les Amours de P_. d_e Ronsard, ensemble le 

Cinquiesme de ses Odes by two months. It appeared in a 

collection of tv/enty-six chansons published by Nicolas Du 

Chemin, with music by Marc-Antoine Muret. The failings of 

this musical setting have already been discussed. The 

monophonic (setting for one voice) chanson of Chardavoine, 

by nature of its rhythmic pattern, syllabic treatment of 

the text, and final cadence at the close of the sizain, 

quite satisfactorily accommodates the entire ode. But, be­

cause Chardavoine's version was a volx-de-ville,^ a popular 

genre inherited from the late Middle Ages, it is doubtful 

that Ronsard would have approved. And what of the "plus 

que divin Orlande," as Ronsard dubbed Roland de Lassus 

(Orlando di Lasso)? Did he respect Ronsard's versification 

1. Desonay, ojd. cit.. p. 266. 
2. For further discussion of this genre see Heartz, 

"Voix de ville: Between Humanist Ideals and Musical Reali­
ties," in Words and Music: A Scholar's View, ed. L. Herman 
(Cambridge, Mass., 19 72). 



any more than Muret? "J'ay 1'esprit tout ennuye" (Livre 

II, Ode XVIII; Cohen I, 455) consists of .four huitains and 

one sizain. This poetic structure poses a problem. Music 

composed for the huitains would not be applicable to the 

sizain, and vice versa, unless the huitains all terminated 

with periods at the close of the sixth verse, which.would 

be most unlikely, and is not the case. This ode then re­

quires at least two musical settings if it is to be treated 

strophically. Lassus set only the sizain to music. It has 

been said that this shows his intention to treat the stanza 

as a unit.l It is more likely that it shows his preference 

for the text. And what of Ronsard's intent? Is it in 

keeping with his conception of the union of poetry and 

music to have scattered stanzas set to music rather than 

the poern in its entirety? The unity of expression is lost. 

In the case of this particular ode, the last stanza says 

what it says because of what precedes in the four huit­

ains. It can, and does, stand alone, but its rightful 

place is where Ronsard put it. 

For Les Amours de P_. c3e Ronsard, ensemble le Cin-

qu'iesme de ses Odes of 155 2 Goudimel provided music for two 

odes, as well as the musical paradigm for sonnets of type 

IV. The Hvmne triornphal sur le trepas de Marguerite de 

Valois, rovne de Navarre (Ode V; Cohen I, 593) is long: 

1. Comte & Laumonier, ojd. cit. , p. 367. 
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fifty heptasyllabic douzains. All fifty could be sung to 

Goudimel's four-part setting by virtue of the consistent 

versification on the part of the poet, and the choice of 

rhythms on the part of the composer. But who would want to 

sing fifty stanzas? The Ode a Michel de 1'Hospital is even 

longer: twenty-four strophes and antistrophes, each an 

octosyllabic douzain, followed by an epode, each a hepta­

syllabic dizain, a total of sixty stanzas, or 69 5 verses. 

Goudimel composed one setting for the strophe and anti-

strophe, and one for the epode. How long would a perform­

ance take? Me have the testimony of one who tried, Julien 

Tiersot, who was at one time sous-bibliotheeaire at the 

Paris Conservatory of Music:' 

... je sais par. experience qu'a 1'execution la 
seule premiere strophe suivie de son antistrophe 
et de 1'epode, dure environ six minutes; or, 
1'Ode de Michel de 1*Hospital etant composee de 
vingt-quatre fois la mene combinaison, il en re-
sulterait que 11 execution totale durerait environ 
deux heures et demie, pendant lesquelles on en-
tendrait quarante-huit fois la musique d'une partie, 
vingt-quatre fois celle de 11 autre partie de 
l'oeuvre. Dans ces conditions, il est douteux que 
cette execution ait jamais eu lieu, et que la ten­
tative de restitution de I'ode pindarique en son 
double element poetique et musical, objet des 
preoccupations de Ronsard, ait ete integralement 
realisee dans la pratique.^ 

It would be worse than monotonous to listen to the same 

music repeated again and again over a period of two and a 

half hours. One might reply, on the grounds of reason, 

1. Tiersot, ojo. cit. , p. 29. 



69 

that this could not possibly have been Ronsard's intent. 

Yet, judging by what he himself said, one must agree with 

D. P. Walker, who believed 

que Ronsard voulait mettre en musique et chanter 
toutes ses Odes, meme les plus longues et les 
plus lourdes, et qu'il aurait voulu faire chan­
ter ses Hvmnes. Naturellement je ne peux pas 
prouver cette affirmation; je ne peux que vous 
rappeler les textes bien connus sur la necessite 
de chanter toute espece de vers, et le fait-que 
dans les Amours de 1552 on trouve la musique de 
Goudimel .pour 11 Hvrnne trionphal sur le Trespas 
de Marguerite de Valoys et pour 1 'Ode a I-Iichel 
de 11 Hospital. C'est-a-dire que parmi les Odes 
du Livre <qui paraissait avec les Amours") 
Ronsard choisit pour etre mis en musique les 
deux plus vastes et plus serieuses, celles ou 
il est evidemment possede par la fureur apol-
lonique, ou il veut communiquer, pieusement 
cachees sous un voile de fables, des verites 
profondes, telles que, dans 1 'Ode _a Michel de 
11 Hospital, la doctrine des quatre fureurs.l 

Ronsard overemphasized the role of the written word and 

subjugated music to mere accompaniment. Ficino, the 

fifteenth century Italian humanist and translator of Plato, 

had made the same mistake, whence possibly Ronsard's 

notion: 

La musique n'est plus qu'un accompagnement inde-
termine du texte, dont elle rehausse automatique-
ment I'effet affectif, quel qu'il soit; elle met 
l'auditeur dans un etat propre a etre emu—et 
c'est tout. On obtiendrait a peu pres le meme 
resultat, si, avant qu'il n'ecoute votre poesie, 
vous lui faisies boire de l'alcool, ou aspirer 
certaines odeurs; et dans la hierarchie de Ficin 

1. D. P. Walker, "Le chant orphique de Marsile 
Ficin," in Collogues . . . . p. 26. 
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le vin et les odeurs etaient tout juste au-dessous 
de la musique.1 

Music was no mere accompaniment for Jean de Castro, 

who saw in "Verson ces roses pres ce vin," Ode XXXVIII of 

the fourth book (ed. Cohen I, 575), an occasion to compose 

twelve new chansons. This ode consists of twelve octo­

syllabic stanzas of five verses each. But the music he 

composed for the first stanza was not, as it could have 

been, used for the eleven other stanzas. De Castro com­

posed new music for each. 

Ronsard's intentions were probably best served by 

Janequin and Costeley, and others like them, who selected 

short poems which could be set to music in their entirety 

without risk of becoming ponderous. Janequin chose the 

charming "Bel aubepin," a short ode of five stanzas, each 

presenting the same interlacing of heptasyllables and tri­

syllables which Ronsard designated as being "merveilleuse-

ment propre pour la musique." Janequin1s treatment is in 

the main syllabic, with frequent imitative passages. The 

same music is not repeated for each stanza, but rather pro­

ceeds according to the following plan, in which the numbers 

1. D. P. Walker, "Le chant orphique de Marsile 

Ficin," in Collogues . . . . p. 27. 



represent the verses and the letters represent the musical 

phrases: 

stanza 1 stanza 2 stanza 3 stanza 4 stanza 5 

This type of setting is free from monotony. It also pre­

cludes the necessity of the poet's concern for strophic 

regularity. As far as X have been able to determine, 

Janequin consistently set entire poems to music, rather 

than scattered stanzas. 

first published in 1553, was set to music by many com­

posers, notably Costeley. His setting respects the ternary 

structure of the ode. •There are three octosyllabic 

stanzas, with the schema A A B C C B and alternation 

f f m f f m. Costeley did not compose one musical setting 

to serve all three stanzas. He chose rather to use imi­

tation for the more moving first and third stanzas, and 

note against note, chordal style, for the static second 

stanza. Here again, monotony is avoided and the necessity 

for strophic regularity is .contradicted. 

ferred by Ronsard's musicians was the chanson. In spite of 

Du Bellay's disdain for "telles episseries," as well as 

Ronsard's own denunciation of "ces vulgaires faqons, 

The'well-known "I-lignonne allons voir si la rose," 

After the sonnet and the ode, the genre most pre-
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Ces vers sans art, ces nouvelles chansons" (Caprice au 

Seigneur Nicolas; Cohen .XX, 677), the chanson appeared and 

reappeared in Ronsard's work. Twenty-five were set to 

music before 15 72, almost as great a number as that of his 

odes for the same period. "Petite Nymphe folatre" tempted 

Franqois Regnard. He chose the first eight lines of this 

fifty-eight verse heptasyllabic poem with rimes plates and 

regular alternation of masculine and feminine rimes. 

Regnard's music would not be suitable to the rest of the 

poem, because the text cannot be divided into eight line 

stanzas, and the placement of the caesura is capricious. 

Actually, for Ronsard there is no caesura, but the composer 

observed one, just as Muret had done. Ronsard's "Nymphette 

que j*idolatre" became "Nymphette, Nymphette que j'ido-

lcitre," and his "Mille-fois le jour baiser" became "Mille 

fois, mille fois, mille fois le jour baiser." Furthermore, 

Regnard composed additional music for a Responce entitled 

"Ou fuis-tu,.mon amelette." This chanson does not appear 

in the bibliography prepared by Thibault & Perceau,! but it 

is the setting of verses 29 to 34 of this same chanson. 

Henry Expert treated it as such, for he included it in his 

1. Thibault & Perceau, o£. cit. 
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edition of La Fleur des musiciens de P. de Ronsard.-1- The 

1552 text which Regnard used is: 

Ou fuis-tu, mon amelette, 
Mon diamant, ma perlette, 
Revien, revien, mon sucre doux, 
Sur mon sein, sur mes genoux, 
Et de cent baisers appaise 
De mon coeur la chaude braise. 

For the 1584 edition these lines became: 

Ou fuis-tu, mon Angelette, 
Ma vie, mon amelette? 
Appaise un peu ton courroux, 
Assy-toy sur mes genoux, 
Et de cent baisers appaise 
De mon coeur la chaude braise. 

(Cohen I, 288) 

In contrast to.his judicious settings of Ronsard's 

sonnets, Anthoine de Bertrand ignored the poetic structure 

of the chansons and selected, according to his fancy, those 

verses which pleased him, or fragments of verses, just as 

Regnard did in setting the Responce to the "Petite Nymphe." 

Also like Regnard, he repeated fragments of verses, thus 

destroying the poetic construction. His rendering of the 

chanson "Je veux chanter en ces vers ma tristesse" (Second 

Livre des Amours; Cohen I, 120), is much like Regnard's of 

the sonnet "Si je trepasse entre tes bras." 

Je veux chanter en ces vers ma tristesse, 
Je veux chanter en ces vers ma tristesse, 
Car sans pleurer chanter je ne pourrois, 

1. H. Expert, La Fleur des musiciens de P. de 
Ronsard (Paris, 1923), pp. 67-68. 
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Veu que je suis absent de ma maistresse, 
de ma maistresse, 
de ma maistresse: 

Pour ne mourir 
Pour ne mourir 
Pour ne mourir il faut done que je chante 

il faut done que je chante 
En chants piteuic ma plaintive langueur, 
Pour le depart 
Pour le depart de ma maistresse absente 

de ma maistresse- absente 
de ma maistresse absente 

Qui de mon sein m'a desrobe le coeur.l 

These are the first two of twenty decasyllabic quatrains. 

Bertrand's formless musical setting with its insistence up­

on hemistichs and even dismembering of them would be un­

suitable to the rest of the chanson. In the case of a 

short chanson, where one would most certainly expect to 

find the same judicious rendering as was evident in the 

sonnet settings, Dertrand also destroyed the poetic con­

struction. "Veu que tu es plus blanche que le liz" 

consists of three decasyllabic quatrains with rimes 

croisees and an alternation of m f m f. Bertrand set the 

entire chanson, but in doing so completely disregarded its 

form. Obviously Bertrand's humanist views were incon­

sistently put into practice. One must turn again to 

Costeley for a setting more in keeping with Ronsard's in­

tentions. He composed music for two of the six stanzas of 

"D'un gosier masche-laurier," which has the same schema as 

the "Bel aubepin," with the result that the setting can be 

• Les Monuments de _la Musious. ... , VI, n° 3. 
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used for the entire chanson, and with the advantage that 

music repeats itself but three times. This is shown in the 

following plan: 

stanza. 1 stanza 2 stanza 3 stanza 4 stanza 5 stanza 6 

7) 7) 7s) 7) 7) 7) 
3> a 3( b 3<i a 3> b 3< a • 3^ b 
7) 7) 1) 7) 7) 7) 
7) 7) 7) 7) 7) 7) 
3^ a 3.^ c 3^ a 3<> c 3? a 3( c 
7) l), 7) 7) 7) 7) 

These few musical samplings suffice to show that 

composers paid little heed to Ronsard's prescribed theories 

of alternation of masculine and feminine rimes, and of 

strophic regularity. We have seen how some took a final 

stanza, or all of a poem except for a few lines, and how 

others composed many chansons with the stanzas of one poem 

or selected lines and hemistichs here and there to make up 

their chansons according to their fancy. Their selection 

reveals an interest in the text for what it says, not for 

how it is put together. Their practice does not lend 

credence to Ronsard's method, especially as concerns the 

necessity of the two principles with a view to easing the 

composer's task. Unfortunately, we do not know what 

Ronsard himself thought of the musical settings of his 

verse. 

The essence of Ronsard's lyricism is found in 

these dominating principles of alternation and strophic 

regularity. He was not an innovator in either regard. 

Alternation of masculine and feminine rimes was practiced 
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long before him. Three-quarters of the pieces composed be­

tween 1430 and 1530 follow a pattern of regular alternation 

as against one quarter with a capricious distribution.1 

But Ronsard was the first to prescribe alternation as a 

means of attaining the coveted union of poetry and music. 

Rime played no role in Greek poetry, therefore this theory 

could not have taken its source in antiquity. It is an 

intriguing fact that Ronsard borrowed from his predecessors 

a principle that was to become a "reigle infalible," in 

spite of his expressed opinion that imitation of them v/as 

"tant odieuse." Ronsard composed only one rimeless ode, 

after the manner of the Greeks, the Ode sur la naissance de 

Frangois, dauphin de France, fils du Roy Henry II (ed. 

Cohen I, 503). It consists of thirty-four octosyllabic 

verses, with alternation even though there is no rime. 

Most Greek lyric poetry v/as strophic and Ronsard knew that 

rhythmical repetition v/as precise. He could do no less if 

he were to succeed in uniting poetry and music. Hov/ever, 

the Greek poet did not create with a musician in mind. His 

verse was music in itself. In addition, he v/as usually 

himself a musician. Ronsard v/as not. He was even at times 

guilty of not perceiving the very unmusical sounds which 

slipped into his poems, as for example the unfortunate 

'cla-de-la1 of line 48 of the Hymne du Roy Henry III (Cohen 

1. Thibault in Discussion following' Lebegue, 
"Ronsard et la musique," in Collogues . . . . p. 117. 



II, 193-196): "Dessous 1'eclat de la foudre." The com­

poser Nicolas de la Grotte eliminated the 1cla-de-la' by 

changing the ver-se to: "Dessous 1*eclat d'une foudre." 

This amelioration was accepted by Ronsard and incorporated 

in the 1584 edition of his works.1 Strophic regularity was 

also practiced by Ronsard's predecessors, the most out­

standing examples of which are the P salrn translations of 

Marot. But here also Ronsard was the first to pronounce it 

a rule upon which depended the union of poetry and music. 

1. Lebegue, "Ronsard corrige par un de ses musi-
ciens," Revue de Musicologle, VII (1957), 71-72. 



CHAPTER 3 

CLEMENT MAROT: A BIOGRAPHY 

Unfortunately, little is known about Marot's early-

years and education duo to lack of documentation. He did 

not have a biographer during his lifetime, as did Ronsard, 

nor did he reveal much of his private life in his verse. 

We know nothing at all about his wife and very little about 

his mother. His father, of course, was the Grand Rhetori-

queur, Jean Marot, valet de la garderobe to Anne de 

Bretagne, to Louis XII, and later to Francois Ier. We know 

next to nothing about Clement's children, though he had 

more than one child. In an epistle addressed to the 

Dauphin in 1535 Marot asked that he intercede in the poet's 

behalf before the King: 

si bien qu'il soit induict, 
A me donner le petit saufconduit 
De demy an, qui la bride me lasche, 
Ou de six moys, si demy an luy fasche, 
Non pour aller visiter mes chasteaulx, 
Mais bien pour veoir les petis rnaroteaux ... 

(Epxtre XLV, 21-26)1 

1. All references to the poems of Marot, except 
the translations, are to the Mayer critical edition. The 
epistles and epigrams are identified as here. The poems 
which appear in the Oouvros satirigues, Oeuvres Ivr.iques, 
and Oeuvres dlverses arc identified first by the volume in 
abbreviation (0.£>. , 0. L. , « 0. D.) , then by the poem. 
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One of these "maroteaux" was a son, Michel; another was a 

nun at Essai:"*" but nowhere does their father mention them 

by name. There may have been other children. 

What we know of Clement's birth and childhood can 

be gleaned from his Enfer. a long satire on justice com­

posed while he was imprisoned in 1526 for having shown 

himself a bad Catholic during Lent. 

Entends apres (quant au poinct de mon estre) 
Que vers midy les haults Dieux m'ont faict naistre, 
Ou le soleil non trop excessif est ... 

... Au lieu que je declaire 
Le fleuve Lot coule son eaue peu claire, 
Qui maints rochiers transverse & environne, 
Pour s'aller joindre au droict fil de Garonne. 

A brief parler, c'est Cahors en Quercy. 

(0.S., Enfer, 377-379, 391-395) 

Marot did not say when he was born in Cahors, but he did 

indicate how old he was when he left Cahors for Paris: 

N'ayant dix ans, en-France fus meine, (399) 

and how long he had been there at the writing of the poem: 

Depuis vingt ans ... (408) 

If we know when the poem was written, we know the year of 

Marot's birth. Villey put the composition of Enfer at 15 26 

as did Becker.2 Mayer agreed.3 Marot then was born in 

1. P. A. Becker, Clement Marot, sein Leben und 
seine Dichtunq (Munich, 1926), p. 184. This is the most 
complete modern biography of Marot, though more recent re­
search has proven some of the author's hypotheses false. 

2. P. Villey, Marot et Rabelais (Paris, 1923), 
p. 347; Becker, 0£. cit., p. 5. 

3. In Oeuvres satiriques. p. 53. 
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1496.. Marcel Fran^on,1 it is true, took exception to this 

approximate deduction and pointed to other sources of in­

formation which led him to conclude that Marot was about 

sixty at the time of his death, or born about 1484, but 

this conclusion has not been generally accepted. 

Sometime before 1514 Marot became page to Nicolas 

de Neufville, seigneur de Villeroy, who was financial sec­

retary and auditor to the French chancellery under Louis 

XII and Franqois IGr. After serving as page, he became a 

clerk at the chancellery. 

C'est pour Marot, vous le congnoisses ly; 
Plus legior est, que Volucres Coeli, 
Et a suivy long temps Chancellerie, 
Sans proffiter n'en touchant seellerie. 

(Epitre XIII, 51-54) 

He was probably a member of the Baaoche and the Enfants 

sans souci, societies of clerics at the Palais de Justice. 
'  1 1  l 

He seems to speak as one of their number, not just as their 

spokesman, in the . following lines: 

Pour implorer vostre digne puissance 
Devers yous^ Syre, en toute obeyssance, 
Basoch.iens a ce coup sont venua 
Vous supplier d'ouyr par les menuz 
Les poinctz & traicta de nostre Comedie. 

(Epitre LIV,2 1-5) 

Qui sont ceulx la qui ont si grant envie 
Dedans leur cueur & triste marrisson; 

1. Franqon, "The Birth-date of Clement Marot," Mod 
Lang Rev, LIII (195S), 83-85. 

2. Mayer questioned the authenticity of this 
epistle. See his critical edition of the Epitres, p. 61. 
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Dont ce pendant que nous sommes en vie 
De rnaistre Ennuy n'escoutons la leqon? 
Hz ont grand tort, veu qu'en bonne fagon 
Nous consomraons nostre florissant aage. 
Saulter, dancer, chanter a 1'advantage, 
Faulx Envieulx, esse chose qui blesse? 
Nenny (pour vray), mais toute gentillesse 
Et gay vouloir qui nous tient en ses las. 
Ne blasmez point doncques nostre jeunesse, 
Car noble cueur ne cherche que soulas. 

(O.D., Ballade I, 1-12) 

The Bazochian was a law clerk in the Palais de Justice. 

Bazoche was the original name of the jurisdiction of a 

serio-comic guild established in the Palais in 1303 by 

Philippe le Bel for judgment of suits and disputes between 

clerks of procurers, or between them and others. Theatri­

cal presentations came into being at traditional festivals, 

and the Bazochians put on morality plays. The Enfants sans 

souci, a Parisian association born in the fifteenth cen­

tury, which also drew its members from the Palais, 
/ 

presented satirical plays, or sotties. 

It was during these early years that Karot was 

"inclined to the muses." 

Sur le printemps de rna jeunesse folle, 
Je ressembloys I'arondelle qui voile 
Puis cja, puis la; I1 aage me conduisoit, 
Sans peur ne soing, ou le cueur me disoit.. ... 
Desja pourtant je faisais quelcques nottes • 

De chant rusticque, & dessoubz les ormeaulx, 
Quasi enfant, sonnoys des chalumeaulx. 
Si ne scjauroys bien dire ne penser 
Qui m'enseigna si tost d'y commencer, 
Ou la nature aux muses inclinee 
Ou ma fortune en cela destinee 
A te servir; si ce ne fust I'ung d'eulx, 
Je suis certain que ce furent tousdeux. 

(0.L., Eglogue III, 15-18, 40-48) 
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Marot's first skills were learned from his father. 

Ce que voyant, le bon Janot, mon pere, 
Voulut gaiger a Jaquet, son compere, 
Contre ung veau gras deux aignelletz bessons, 
Que quelque jour je feroys des chansons 
A ta louange (o Pan, dieu tressacre), 
Voire chansons qui te viendroient a gre. 

(49-54) 

Janot, of course, is Jean Marot, who composed several 

narrative poems and a great number of shorter works. 

Jaquet is Jacques Colin, abbot of Saint-Ambroise, secretary 

and reader to the King, and poet in his own right, who also 

being Jean's very good friend would have probably con­

tributed to Clement's training. Of his father Clement 

said: 

Et me souvient que bien souvent aux festes, 
En regardant de loing paistre noz bestes, 
II me souloit une leqon donner 
Pour doulcement la musette entonner, 
Ou a dieter quelque chanson ruralle 
Pour la chanter en mode pastoralle. 
Aussi le soir, que les trouppeaulx espars 
Estoient serrez & remis en leurs pars 
Le bon viellart apres moy travailloit, 
Et a la lampe, assez tard me veilloit ... 

(55-64) 

Another tutor of Marot's youth was Jean Lemaire de 

Beiges, historian and poet from Hainault, who went to 

France in 1511 to serve Anne de Bretagne, the year he com­

posed for her Temple de Venus, in which appears an early 

mention of the term ode.-'-

La recite on d'invention sapphique 
Maint noble dit, cantilenes et odes, 

1. See p. 33f 
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Dont le style est subtil et mirifique 
Tout ce qui est en livre ou en codes 

Se met avant, hymnes et elegies, 
Chansons, motets, de cent tailles et modes.1 

Lemaire in turn was a pupil of his uncle Jean Molinet 

(1435-1507), poet-musician, and Grand Rhetoriqueur. 

Molinet was educated at the University of Paris where he 

was well grounded in Latin, served as secretary and regis­

trar at the College du Cardinal Lemoine, became canon of 

the collegiate church of Valenciennes, historian for the 

ducal house of Burgundy, and librarian to Marguerite of 

Austria who governed Flanders. He was one of the chief 

perpetrators of the overeleborate, difficult poetry charac­

terized by equivocal rimes which earned the disdain of 

later generations. Molinet's Temple de Mars, along with 

Lemaire's Temple de Venus and the Roman de la Rose, was an 

influence upon the young Marot whose Temple de Cupido ap­

peared in 1515. We have seen that Molinet also influenced 

Ronsard.2 He termed rhetoric a kind of "musique ryth-

mique," and stated his belief in music's ethos long before 

Ronsard had done so: "Car musique est la resonance des 

cieulx,. la voix des angeles, la joye de paradis, l'esperit 

de l'aer, l'organe de l'eglise, le chant des oyselets, la 

1. J. Lemaire de Beiges, Oeuvres, publiees par 
J. Stecher, reprint of Louvain 1882-1885 ed., 4 vols. 
(Geneva, 1969), III, 112. 

2. See p. 51 f. 
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recreation de tous coeurs tristes et desoles, la persecu­

tion et enchassement des diables."! If music is all of 

these things, and if poetry is music, then poetry too is 

all of these things: this is clearly a union of poetry and 

music. Molinet's nephew too was persuaded that the two 

arts were one: "Rhetorique et Musique sont une mesme 

chose."2 In the tradition of Eustache Deschamps, four­

teenth century' poet-musician, Lernaire cultivated 

alliterations, rare words and difficult rimes in order to 

achieve musical harmony in his verse. Laumonier wrote of 

him: 

II est le vrai instaurateur de la Renaissance 
francjaise, non seulement par son humanisme, par 
le fond pai'en et naturiste de ses oeuvres, rnais 
par le sens artistique tres developpe qui eclate 
dans leur composition, leur style, leur vocabu-
laire et la forme metrique de ses pieces 
strophiques. De tous les Rhetoriqueurs, e'est 
le plus poete; mais ceci ne serait encore qu'une 
qualite negative, car les Rhetoriqueurs ne le 
furent guere. C'est un poete tout a fait digne 
de ce nom. Originaire du Hainaut, ou il a passe 
ses vingt-deux premieres annees, puis Lyonnais 
de sejour, de coeur et d'intelligence, et inter-
prete eloquent des tendances esthetiques : 
librement exprimees sur la colline de Pourviere, 
puis valet de clia.:ibre. ds Marguerite d1 Autriche 
en Bresse, en Savoie et en Belgique, enfin 
secretaire d'Anne de Bretagne et emule respecte 
des ecrivains de la cour de Louis XII (y compris 
Cretin, dont il se disait le disciple reconnais-
sant), il a ete le trait d'union entre la 
Renaissance bourguignonne-flamande et la 

1. Molinet, Chroniauesch. 9, quoted by C. 
MacClintock, "Molinet, Music and Medieval Rhetoric," Musica 
Discipllna, XIII (1959), 120. 

2. Lemaire de Beiges, Oeuvres, III, 197. 



85 

Renaissance italo-franq.aise. Par ses idees nou-
velles, par 1'etendue de ses'connaissances, par 
son imagination, par sa prose abondante, ample, 
coloree, poetique, il a exerce sur la generation 
de CI. Marot et celle de Ronsard une influence 
comparable (quoique tres differente) a. celle de 
Chateaubriand sur nos Romantiques et nos Parnas-
siens. II a eh outre ecrit les vers les plus 
harinonieux qui aient vu le jour en France dans 
le premier quart du XVIc siecle, et il a ete en 
fait de rythmique, le guide le plus eclaire de 
nos poetes novateurs, 11 agent le plus fecon.d de 
1'evolution qui s'est accornplie d1 Alain Chartier 
a Ronsard. Hon seulement il a ete 11un des 
premiers, avec Jean Marot, a tenter la rehabili­
tation du vers alexandrin dans les longues 
descriptions et narrations a rirnes plates; non 
seulement il a introduit le premier dans la poesie 
frangaise moderne le rythrne de la teraa rima., raais 
il a ecrit un grand norabre de pieces strophiques 
remarauables par la souplesse et la variete de 
leurs structures rythmiques.l 

It v/as Lemaire who eliminated the "coupe feminine." This 

is the presence of a silent "e" at the caesura, which would 

be the fourth syllable for the decasyllabic line and the 

sixth for the alexandrine. The caesura must fall upon a 

full sounded syllable and not upon a silent one, as was the 

case before Lemaire's reform. If a silent "eM falls at the 

caesura, then the fifth syllable (for the decasyllabic 

line) or the seventh syllable (for the alexandrine) must 

begin with a vowel in order to permit elision, as in the 

following example: 

Mais tous ensemble estonnez vous assez ... 

(0.L., Complainte II, 9) 

Lemaire's reform includes the elimination of a silent "e" 

1. Laumonier, Ronsard, poete lyrique, pp. 647-648. 
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at the caesura when elision is not possible. In his youth 

Marot was guilty of inconstancy as far as the caesura was 

concerned, but once he learned Lemaire's rules, he faith-

cully observed what has come to be known as the classic 

caesura, requiring the elision of "cest e vulgairement 

appelle femenin," as Sebillet stated, and "aussi fascheux 

a gouverner qu'une femme, de laquele il retient le nom."l 

There is no question about Lemaire's influence upon Marot 

for it is set forth clearly in the latter1s preface to his 

Adolescence Clementine published in 1532: 

Esperant de brief vous faire offre de mieulx, & 
pour arres de ce mieulx, desja je vous meets en 
veue (a la fin de 1•Adolescence) Ouvraiges.de 
meilleure trempe & de plus polie estoffe, mais 
1'Adolescence ira devant, & la commancerons par 
la premiere Eglogue des Buccoliques Virgilanes, 
translatee (certes) en grande jeunesse, comrne 
pourrez en plusieurs sortes congnoistre, mesrne-
ment par .Ten couppes femenines, que je 
n'observoys encor alors, dont Jehan le Maire de 
Beiges (en les m'aprenant) me reprint.2 

Lemaire was the one Rhetoriqueur who found favor in the 

sight of the members of the Pleiade. Du Bellay said of 

him: 

Bien diray-je que Jan le Maire de Beiges me 
semble avoir premier illustre & les Gaules & la 
Langue Francjoyse, luy donnant beaucoup de motz & 
manieres de parler poetiques, qui ont bien servy 
mesmes aux plus excellens de notre tens.3 

1. Sebillet, ojd. cit. , p. 42. 
Epxtres, p. 96. 

3. Du Bellay, 0£. cit., II, ii, pp. 93-94. 
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One of the "plus excellens" was surely Ronsard, who, ac­

cording to his biographer, Binet, read Lemaire along with 

the Roman de Isl Rose, Coquillart and Clement Marot.l The 

model for his Franciade was Lemaire's Les Illustrations de 

la Gaule et Singularites de Trove.2 One is reminded again 

of Ronsard's remark, "I1imitation des nostres m'est tant 

odieuse," but as Henri Guy generously observed, "une loi 

superieure a sa volonte d1artiste l'a contraint a conserver 

quelque chose des idees de ces ai'eux."3 

Lemaire's reforms and contributions to French 

poetry reveal his concern for rhythms pleasant to the ear. 

His esthetic sense directed him away from the purely strict 

art of the Rhetoriqueurs towards a freer and simpler art. 

Friend of artists and musicians, reader of Latin and 

Italian poets, and great traveler, Lemaire appeared at the 

dawn of the Renaissance "comrne un premier Ronsard. "4 In 

the words of Henri Chamard, he distinguished himself from 

his contemporaries 

par un reel talent. II avait defendu sa langue 
maternelle contre les Italians qui la jugeaient 
'barbare' et s'etait efforce d'etablir qu'elle 

. pouvait marcher de pair avec la langue toscane. 
Cette langue maternelle, il 1'avait illustree par 

1. Binet, 0£. cit., p. 10. 

2. H. Guy, "Les sources franqaises de Ronsard," 
RHLF, IX (1902), 22S-237. 

3. Ibid., p. 25S. 

4. Chamard, Hlstoire de la Pleiade, I, 138. 



88 

des oeuvres que ne recommandait pas seulement 
l'etendue de 1*erudition, mais encore certaines 
qualites precises, superieures a celles de ces 
maitres, les Molinet et les Cretin, et vraiment 
originales: un sens plus delicat des charmes de 
la femme et de I1 amour qu'elle f.ait naitre, une 
plus vive perception des beautes de la nature, 
une intelligence plus penetrante du paganisme 
mythologique et moral. II avait eu plus net le 
sentiment des merites de la forme et de ce 
qu'ajoute aux choses la maniere dont on les dit: 
il avait eu le gout des expressions irnagees, des 
epithetes descriptives, des periodes musicales, 
des rythmes harmonieux. En un mot^ il avait eu 
par endroits dans son oeuvre 1'intuition de 
l'art vrai.l 

These are the qualities which Du Bellay and Ronsard admired 

in Lemaire. But they did not know him, for Lemaire died in 

1525 when the Pleiade poets were but infants, whereas Marot 

knew him, acknowledged him as his teacher, and gave proof 

of his elder's influence in his Adolescence Clementine. 

In 1519 Marot entered into the service of the 

sister of Franqois ier, Marguerite d'Angouleme, who would 

shelter and protect the poet throughout the rest of his 

life. Thus he finally had the court of Marguerite and of 

Francois ier as his "maistresse d'escolle." Clement's 

father was then the King's valet de la garderobe and 

Clement became valet in the household of Marguerite, who 

was at the time Duchesse d'Alenqon. 

Marguerite was born in 1492, and under the guidance 

of her mother, Louise de Savoie, she learned Latin, Italian 

and Spanish. Her own thirst for knowledge led her later to 

1. Chamard, Joachim Du Bellay, reprint of Paris 
1900 ed. (Geneva, 1969), pp. 71-72. 
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learn Greek, and perhaps Hebrew. The family library at 

Blois, over which presided the philosopher and philologist 

Lefevre d'Etaples, included the Roman de .la Rose. a life of 

Saint Catherine, works of Petrarch and Alain Chartier, 

Plato's Phaedo and Symposium and others. Marguerite read 

Dante and Petrarchist poets. She was a student of phi­

losophy, to which Charles de Sainte-Marthe attested in his 

Oraison funebre de Marguerite de Navarre. 

Les experts et saiges instructeurs de Marguerite 
luy inculquerent et meirent en 1'esprit les plus 
necessaires preceptes et institutions de philoso-
phie. ... II ne fault, toutefois, qu'on pense, 
quand nous faisons mention de philosophie, que 
nous ne parlons que de celle qui s1apprend es 
escripts de Platon et des autres philosophes, car 
nous entendons aussi de la philosophie evan-
gelique, qui est la parolle de Dieu, des saincts 
et salutaires preceptes de laquelle Marguerite 
fut, par ses instituteurs, si bien endoctrinee et 
instruicte.^ 

Marguerite's spiritual advisor was Guillaume Briqonnet, 

bishop of Meaux, whose intellectual sympathies have been 

linked with those of the fifteenth century theologian, 

philosopher, naturalist, astronomer and mathematician, 

Nicolas de Cusa.2 This cardinal dared to criticize the 

errors of scholasticism and to recommend Platonic phi­

losophy. He sought to reconcile harmoniously religious 

dogma and philosophic doctrine. He preached tolerance and 

1. Quoted in A. Lefranc, Grands ecrivains francais 
de la Renaissance (Paris, 1914), p. 142. 

2. Ibid., p. 158. 
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pacifism. This same philosophy was evident in the teach­

ings of the "cenacle" of Meaux where Briqonnet presided, 

and-whose most illustrious member, Lefevre d'Etaples, re­

vealed in his works an evolution of thought similar to that 

which was evident in the works of the Florentine followers 

of Plato, namely, Marsilio Ficino, Pico della Mirandola, 

etc.. Lefevre, acclaimed the restorer of true Aristotelian 

philosophy by his contemporaries, found an affinity between 

Greek philosophy and Christian religion. However, once he 

had tasted "la nourriture celeste de la Bible"-"!- he forsook ' 

secular studies and writings in favor of Biblical studies, 

and published commentaries on the epistles and on the 

gospels. He is probably best known for his translation 

from the Vulgate of the entire Bible (1523-1528). 

Marguerite was married in 1509 to Charles due 

d'Alenqon. A year later they were given the duchy of 

Berry. When Franqois ascended to the throne in 1515, the 

young couple enjoyed great favor, due in large part to the 

King's affection for his sister. The Duke, designated heir 

to the throne, countersigned royal decrees, received 

ambassadors, and, because he was first and foremost a sol­

dier, accompanied Francois ier on military campaigns: "en 

favorisant son beau-frere le Roi voulait mettre sa soeur au 

1. C. H. Graf, Essai sur la vie et les ecrits de 
Jacques Lefevre d1Efcap3.es, reprint of Strasbourg 1842 ed. 
(Geneva, 1S70), p. 21. 
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deal of time at court with her mother, Louise de Savoie, 

and .the queen, Claude, in the absence of her husband and of 

her brother. But she also did a good bit of traveling 

about the kingdom, visiting monasteries and convents. She 

became aware of the many prevalent abuses and the dire need 

for reforms, such as were instituted by Briqonnet in 1514 

at the Abb aye de Saint-Gerraain-des-Pres, over which he had 

charge until his appointment as bishop of Meaux in 1516. 

Marguerite made the acquaintance of Lefevre d'Etaples, 

though it is not known precisely when. Perhaps it was some 

time after 1516 v/hen Lefevre joined Br.igonnet at Meaux. 

She v/as designated godmother of the Dauphin, Frangois, born 

in 1517. Her role became more and more important as she 

took a place beside her brother at festivities and recep­

tions, and the queen, whose health was failing, was seen 

less and less. 

Clement Marot probably aspired to a place in 

Frangois' court as early as 1514, when he offered to the 

future King (then Due d'Angouleme) his Jur;ement de Minos, a 

verse transcription of a French prose translation by Jean 

Mielot of the twelfth of Lucian's Mortuorum Dialoqi. He 

dedicated to Franqois the first edition2 of his Temple de 

1. Jourda, Marquerite d'Anqouleme ... (Paris, 
1930), I, 46. 

2. Publication date not known. 



92 

Cupido, written between 1515 and 15 20. His aspirations 

took the form of a request in his first epistle, the Petite 

epistre au Roy, written probably in 1518 or 1519. 

Si vous supply qu'a ce jeune Rimeur 
Faciez avoir ung jour par sa rime heur, 
Affin qu'on die, en prose ou en rimaiit: 
Ce Rimailleur, qui s'alloit enrimant, 
Tant rimassa, rima et rimonna, 
Qu'il a congneu quel bien par rime on a. 

(Epxtre I, 21-26) 

This little epistle may or may not have prompted the king 

to recommend Marot to his sister, but in any case 

Marguerite accepted the young poet upon her brother's re­

commendation into her service in 1519. 

Mais pour 1•amour de vostre frere unique, 
Roy des Franqoys, qui a I'heure presente 
Vers vous m'envoye, & a vous me presente. 

(Epitre II, 177-179) 

Marot's gratitude was expressed in this poem, L1Epistre du 

despourveu a na Darne la Duehesse d1 Alenqon & d_e Berry, 

Soeur unique du Roy. He was probably the first man of let­

ters, with Brodeau, to be engaged officially by Marguerite, 

and of all the poets who would serve her, it was Marot whom 

she would protect faithfully to the end of his days, her 

kindness extending even to his children after his death. 

His daughter was admitted to the convent at Essai, which 

Marguerite had founded in 1519. 

From this time on, Marot was exposed to Platonic 

philosophy, to Latin and Greek studies, to the teachings of 

Briqonnet and Lefevre d'Etaples. The years between 15 20 
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and 1525 are very poorly documented. We know that he ac­

companied the Due d'Alenc;.on on a military campaign in 

Flanders in the summer of 15 21. He wrote of the experience 

in the Eplstre du Camp d' Attignv a ma dlcte Dame d' Alencon 

(Epitre III). Later that same year he wrote again, an 

epistle in prose (Epistre en prose a l_a diets Dame, touch-

ant 1'Armee du Roy en Havnault, Appendice I) to report on 

the progress of the Due's military adventures carried into 

Picardy. But we know nothing more of the events of these 

years from Marot's pen. An entry in the accounts of the 

household of Marguerite for the year 1524 lists Marot as 

"pensionnaire" with a salary of 85 livres.- It is not un­

reasonable to assume that he participated in Marguerite's 

intellectual activities. Certainly his verse shows the in­

fluence of the philosophic and religious thought which 

prevailed at her. court. During these years Marguerite was 

in close touch with Briqjonnet, who became her spiritual ad­

visor in 1520. 

In 15 21 the Sorbonne condemned a certain number -of 

Luther's propositions as being heretical. Two years later 

all his writings would be seized. Lefevre also suffered 

the condemnation of his Commentaires sur les Evanqiles. He 

1. Becker, OJD. clt. . p. 22. 
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and his oppressed colleagues turned to Marguerite, of whom 

Marot wrote: 

Ma Maistresse est de si haulte valeur 
Qu'elle a le corps droit, beau, chaste & pudique; 
Son cueur constant n'est pour heur ou malheur 
Jamais trop gay nc trop melancolique. 
Elle a au Chef ung Esprit Angelique 
Le plus subtil qu'onc aux Cieulx volla. 
0 grand merveillel on peult veoir par cela 
Que je suis Serf d'ung Ilonstre fort estrange, 
Monstre je dy, car pour tout vray elle a 
Corps fenenin, Cueur d'homme & Teste d'Ange. 

(Epigramme IV) 

She graciously and willingly protected all those who were 

dedicated to the spreading of truth and to the prorogation 

of letters. Thanks to her intercession, Lefevre's 

Commontaires were reexamined by a commission appointed by 

the King and found acceptable. Francois then forbade any 

further harassment of the great scholar. This would be 

short lived, however, for Lefevre continued to translate 

portions of the Holy Scriptures, thereby angering the • 

Sorbonne which was kept informed by the Cordeliers, not 

only of the translations, but of what they deemed the 

heretical content of the commentaries. Members of the 

Heaux circle were put in prison, but the firm hand of 

authority could not touch Lefevre who had royal protec­

tion—until the King himself was taken prisoner by Charles 

V in 15 25 and Marguerite went to Spain to plead for her 

brother's release. In their absence the Parlement of Paris 

seized the Bishop of Meaux, his translator, and others, and 

began proceedings against them, overriding royal decree. 
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Lefevre managed to escape the Parlement's wrath by fleeing 

to Strasbourg, but in 1527 he was bad: in court, serving 

Marguerite as librarian at Blois. She had interceded once 

again. Unfortunately, we do not know how well Marot knew 

Lefevre, Britjonnet, and others at Meaux, but it is reason­

able to assume that he participated in their philosophical 

and theological discussions, for he was won to their evan­

gelical cause and would also be arrested and imprisoned on 

heretical grounds. 

In 15 24 an Italian humanist, Benedetto Tagliacarne, 

or Theocrenus, having fled from Spanish occupation of his 

native Genoa, sought refuge in France. He became tutor to 

the royal children, Francois and Henri. His influence, 

however, extended further, as is evidenced by a rondeau 

written in his honor by Marot, entitled Au Seigneur 

Theocrenus llsant a ses Discloles. 

Plus proffitable est de t'escouter lire 
Que d1Apollo ouyr toucher la Lyre, 
Ou ne se prend plaisir que pour 1'Oreille; 
Mais en ta Langue ornee & nompareille, 
Chascun y peult plaisir et fruict eslire. 

Ainsi d'autant qu'un Dieu doibt faire & dire 
Mieulx qu'un Mortel, chose ou n'ayt que redire, 
D'aultant il fault estimer ta nierveille 
Plus proffitable. 

Brief, si dormir plus que veiller peult nuvre, 
• Tu doibs en los par sus Mercure bruyre, 
Car il endort I'Oeil de celluy qui veille, 
Et ton parler les endormis esveille, 
Pour quelcque jour a repos les conduyre 
Plus proffitable. • 

(O.D. Rondeau XV) 

It is significant that this poem written probably between 



15 24 and 15 26 reflects an awareness on the part of the 

young Marot of the Greek god's musicianship as well as the 

effects of his music upon his listener. He deemed it "plus 

proffitable" to listen to the readings of Theocrenus; the 

acquisition of knowledge results as well as pleasure to the 

ear. Was Marot one of his "disciples?" It is not un­

reasonable to assume so, unless he used the word in its 

strict sense to refer only to the pupils under the 

humanist's charge, the sons of Prangois ier. 

Marot's exposure to and association with humanists 

and evangelicals (the neau:: group) bore testimony in his 

actions. He was imprisoned in March of 15 26 for having, 

"mange le lard" during Lent. Breaking the Lenten fast was 

regarded as evidence of Lutheran sympathy, though, para­

doxically, Luther in his Theses of 1517 had said not a word 

about the church's commandments regarding fasting and ab­

stinence during Lent. From 15 20 onwards there was 

increasing evidence of the existence in France of disciples 

of Luther, whose activities incurred the wrath of the 

Sorbonne; all the more so since Lutheran sympathies invaded 

its own portals. Aime Keigret, a dorninican and doctor of 

theology at the Sorbonne, delivered some very compromising 

sermons in 1524. He dared to state that it is to speak in 

error to call Luther "un mechant hormne." Further, though 

fasting in itself is a good thing, he declared, those who 

would condemn trespassers of fasting and abstinence during 
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Lent to eternal damnation were talcing away the Christian's 

free will and placing him rather in "intolerante servi­

tude."1 It is probably because of these unbridled remarks, 

for which I-Ieigret was imprisoned despite Marguerite' s pro­

tection, that the question of abstinence too]: on greater 

proportions. Pope Clement VII issued a bull in May 15 25 

describing the errors perpetrated by Luther's followers, in 

particular, their failure to observe abstinence during 

Lent, and requiring punishment for all those suspected of. 

Lutheran heresy. Surely Harot, in his capacity as secre­

tary to Marguerite, whose sympathies for the new ideas were 

well known and shared by those of her entourag-n, v/as not 

ignorant of the .implications of his act. Or perhaps he 

naively thought that his transgression would go unnoticed, 

or that Marguerite's protection would be more successful in 

his case than i.t had been for Meigret. But it was not so. 

His incarceration inspired the epistle, Marot a Monsieur 

Bouchart, Docteur en Theologle, in which the poet rejected 

the epithets given him: 

Point ne suis Lutheriste 
Me Zuinglien,. c: moins Anabatiste: 
Je suis de Dieu par son fils Jesuc.hrist. 

(Epitre IX, 7-9) 

It also caused him to write the Epistre a son amy Lyon 

Jarnet for which he drew upon Aesop' s fable of the lion 

1. Mayer, La Religion de Marot (Geneva, 1960), 
p. 19. 



(Jamet) and the rat (Harot) , and one of his most important 

poems, Enfer. Accused of having freed a prisoner, Marot 

found himself in prison a second time in October of 15 27, 

but not for long. The details of this affair are unknown, 

so it cannot be said with certainty that Marot's alleged 

action was in any way related to his evangelical leanings, 

although it is more than likely that this was the case. In 

the epistle, Marot prisonnier, escript au Roy nour sa 

dellvrance, he denied the charge: 

Car pourquoy & comment 
Eusse je peu ung aultre recourir, 
Quand je n1 ay sceu moymesrnes secourir? 

(Epicre XI, 24-26) 

Francois replied on the first of November with a letter 

granting his poet's release. 

Marot.is in this letter referred to as "nostre cher 

& bien aime valet de chambre ordinaire." Some time in the 

last days of 15 26 or first days of 15 27,1 Clement's father, 

valet de la garderobe du roi, passed away, leaving vacant 

his post to v/hich his son aspired. The circumstance 

prompted the writing of the epistle, Au Roy, pour succeder 

en 1'estat de son pere (Epxtre XII). Actually, Franqois 

did more than grant the son's succession to his father's 

post; he gave him a more important position, that of valet 

de chambre du roi. He continued, nonetheless, to be a pro­

tege of Marguerite, who became Reine de Navarre in January 

1* Epitres. p. 136, note 1. 
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of 15 27 by virtue of her marriage to Henri d'Albret. Her 

first husband, the Due d'Alenqon, had died two years pre­

viously as a result of wounds suffered at the Battle of 

Pavia. Marguerite interceded for her poet in behalf of his 

wages which the Grand-Maxtre, Anne de Montmorency, had not 

given him for the year 15 27 because his name was not on the 

household list. 

These were turbulent years for Marguerite's friends 

and' courtiers. Lefevre and Roussel sought refuge at 

Strasbourg. Louis de Berquin, one of Marguerite's chap­

lains, was in and out of prison, his writings wore 

censored, and he would finally be burned in 1529. But 

Marguerite remained steadfast in her protection. The theo­

logian Capiton, one of the leaders of the reformed faith in 

Strasbourg, dedicating to her his commentary on Hosea, 

which was published in Strasbourg in 15 28, praised her ex­

emplary faith, which, he said, had no parallel in Prance, 

and commended her zealous efforts to protect those who pro-

pogate "la vraie lumiere."^ Between 1528 and 1530 at least 

Marot enjoyed apparent tranquility in spite of the.turbu­

lence about him. He had won royal favor and it became his 

privilege to celebrate in verse the joyful court occasions. 

1. See Epitres XII, XIII, XIV, XV. 

2. Correspondance dos reformateurs ... recueillie 
par A.-L. I-Ierminjard, reprint of Geneva/Paris 1856-1397 ed. 
(Nieuwkoop, 1965-1966), II, 221. 
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For the marriage of Renee de France, Francois1 sister-in-

law, to Ercole II d'Este, Duke of Ferrara, in June 152S, 

Marot composed an opithalaniium, the first ever written in 

French (O.L., Epithalame I). He celebrated the treaty of 

Cambrai in 15 29 with a rondeau, De la Paix traiccee a 

Cambray par troi s Princesses (0._D. , Rondeau LVII) . After 

four years of being held hostage in Spain, Francois' two 

sons were returned to France in 1530, which occasioned the 

Chant de io--e compos6 la Nuict c;u' on sceut les nouvelles do 

la, venue das Enfans do France rotoumants des Hospaicfnes 

(0. D. , Ballade XVI). The treaty of Carnbrai, which ended 

hostilities between France and the Empire, provided for a 

new wife for Francois, widower since 15 24. She was 

Eleonore of Austria, sister of Charles V, whose arrival in 

France coincided with that of Francjois' two sons. Marot 

welcomed her with an epistle, A la Rovne Slienor nouvella­

ment arriveo d' Espaic-ne avec les deu:c En fans du Roy, 

delivrez des mains de 1' 5rr.noreur (XXI). During this period 

Marot was working on his translation, Le Premier Livre de 

la Metamorphose d'Ovide, which he,presented to Antoine de 

Lorraine et de Bar, comte de Vaudemont, in late 1530 or 

early 1531,^ t?ie duke being in Paris for the royal wedding. 

If Marot could translate Ovid, and write the first 

French epithalamium, inspired by Catullus, it is natural 

1. See Epxtre XXII. 
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to assume that this period of relative tranquility for him 

was spent to some extent in Latin studies. The epitha-

lamium composed for Renee's marriage is also in part 

inspired by a colloquy of Erasmus,1 thus incorporating in 

this innovative effort both Latin and humanist inspiration. 

This and a second epithalamium, written for the marriage of 

Madeleine, daughter of Franqois Ier, to James V of Scotland 

in 1527, observed Mayer, 

relevent du lyrisme grave et sont les fruits des 
efforts tentes par Marot pour renouveler la poesie 
franqaise en introduisant les genres poetiques de 
l'antiquite ... En dehors de Catulle, Marot s'est 
inspire d'Erasme dans un passage du Chant nuptial 
pour Renee, et des Psaurnes dans le Chant nuptial 
pour Madeleine. Mieux que n'importe quel autre 
genre, 1'epithalame de Marot annonce et devance la 
Pleiade. Non seulement somraes-nous en presence 
d'un genre nouveau, mais encore de cette imitation 
de l'antiquite que preconiseront Du Bellay et 
Ronsard. Pour etre juste, il faut aller rnerae plus 
loin et dire qu'ici Marot reuss.it mieux que ne le 
feront les poetes de la Pleiade dans beaucoup de 
leurs imitations. Chez lui Catulle s'unit parfaite-
ment a Erasme et aux psaumes pour aboutir a des 
productions bien franchises dans lesquelles on ne 
voit pas la rnoindre trace d'une imitation servile. ̂ 

Marot was following the example set him by his late.master, 

Lemaire, who had died in 15 25: he was turning to the great 

poets of the past to "illustrer" the French language, and 

at the same time he was not unmindful of new currents of 

1. See Oeuvres lyriques. p. 311, note 1. 

2. Ibid.. pp. 24-25. 
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thought. How could it have been otherwise in the court of 

Frangois and Marguerite, his "niaistresse d'escolle"? 

The fact that Marot did not lay bare all that we 

would like to know about him, and that he indulged in false 

humility, which sorae call one of the most disagreable arti­

fices of the Grands Rhetoriqueurs,- does not excuse learned 

men for belaboring the point of his ignorance. So often 

quoted is the "Harotus latine nesciv.it" of Boysonne, fol­

lowed by the observation that there is no trace, which is 

true, of any imitation of Horace in Marot's works. This 

does not prove, however, that he knew no Latin. Whether or 

not Marot knew intimately Horace's poetry, he did find in­

spiration for intelligent imitation of Catullus and 

Martial. Obviously, then, Marot was not as ignorant as his 

critics would make him, and to quote Boysonne is unjusti­

fiable, for as Villey pointed out, "pour un erudit de la 

trempe de Boysonne, savoir le latin c'etait le savoir a sa 

maniere a lui, le parler et I'ecrire, et pretendre en latin 

a 1'ample rotondite de la periode ciceronienne."2 Bovsonne 

was Doctor Regent and professor of lav; at the University of 

Toulouse, and later Councillor of the Parlement of 

Chambery. In addition, he carried on a correspondance in 

Latin with such men of letters as Dolet, Rabelais, and 

1. Mayer, in Epi£res, p. 165, note 2. 

2. Villey, o£. cit., p. 17. 
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Sceve. There survives a volume of his Latin poems includ­

ing elegies, epistles, odes, etc. It would be more just to 

quote Jean Sleidan, who wrote in his Histoire entiere de la 

Religion & Republigue sous 1'empereur Charles V of 1557: 

Marot ....n'avoit grande cognoissance de la 
langue Latine & toutesfois par force de fre­
quenter les gens doctes il profita grandement, 
de sorte qu'il n'y avoit rien es Poetes qu'il ne 
seust, & ne fist venir a son propos. Par ce 
moyen il a transfere plusieurs choses de Tibulle, 
Properce & Ovide en ses Elegies, mais sans faire 
semblant de rien. De Catulle il prind son chant 

• nuptial d'Hercules due de Ferrare & Renee de 
Bretagne, fille de Loys douzieme, roy de France. 
II transiata aussi treselegamment le premier de 
la Metamorphose d*Ovide. A la fin de ses jours 
il adonna sa muse aux sainctes lettres & entre-
prind de rnettre en rime Franqoise tous les 
Pseaumes de David: mais empesche par mort en 
acheva seulement cinquante, qui sont imprimez & 
se lisent non sans grand estonnement & admiration 
de son esprit.1 

Marot's elegies, which number twenty-one and were published 

in the Suite de 1'Adolescence Clementine in 1533 and 1534, 

are the first poems in French literature to carry this 

title. Sebillet's source attribution to Ovid ("la bonne 

part represente tant vivement l1image d*Ovide, qu'il ne 

s'en faut que la parole du naturel"2) was not willingly ac­

cepted by Mayer who found that "en dehors de quelques rares 

imitations de detail, Marot, dans ses elegies, ne doit rien 

a Ovide." As far as Sleidan*s attribution to Tibullus and 

1. Quoted by Emile Telle in "L'Eloge de Clement 
Marot par Sleidan," SF, XXXVI (1968), 471. 

2. Sebillet, o£. cit., p. 155. 
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Prope.rt.ius is concerned, he found only "legers emprunts."! 

But it should be pointed out that no definitive study has 

been made of Marot's elegies. Paradoxically, Marot seems 

to have taken his themes from mediaeval love poetry for 

this new genre, and expressed them under a title borrowed 

from'antiquity. -If the elegies, as Mayer said, "sont 

presque la partie la plus medievale de son oeuvre,"2 it is 

curious that Du Bellay did not single them out for condem­

nation. Prom the point of view of metrics, did Ronsard 

deign to borrow a schema from one of"them? His elegy 

"Quand j'estois libre" follows the plan 10 10 6 10 10 6 

(f f m f f m)' which is quite like Marot's "Fils de Venus" 

(XVIII), 10 10 4 10 10 4 ('without regular alternation). 

One wonders also why Ronsard's "elegy" was altered to 

"chanson" in a later edition. 

Marot is generally accredited with having intro­

duced the epigram into French poetry. If this is not 

entirely certain,3 one can say with certainty that it was 

he who introduced Martial into French poetry. Marot's 

epigrams "faitz a 1'imitation de Martial" constitute, said 

Mayer, 

probablement. la premiere tentative systematique 
d'imitation poetique. Dans la' Deffence et 

1. Oeuvres Ivricfues, p.-18. 

2> Ibid., p. 19. 

3. Epigrammes, p. 9 f. 
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Illustration de la. lanque francoise Du Bellay 
condamne, on le sait, la traduction en matiere 
de poesie pour proner 1'imitation. II est vrai 
que cette condamnation est tant soit peu facile 
et superficielle, comme les reponses de Barthelemy 
Aneau et de Guillaume des Autels au pamphlet de 
Du Bellay le font observer a juste titre. Du 
reste Marot avait pratique la libre imitation des 
poetes de l'antiquite longtemps avant d'etre ini-
tie a Martial. Pourtant c'est ici sa seule 
imitation systernatique. Du point de vue de l'his-
toire litteraire ce fait est important. 
Limitation de Marot est en somme semblable a 

celle que feront plus tard Du Bellay et Ronsard de 
poetes tels que Bembo, Ariosto, Horace et Pindare. 
Tantot il caique son original, tantot il l'imite 
'assez librement. Presque toujours il arrive a 
transposer tres adroitement ce qu'il imite, te-
moin la longue epigramme sur la chienne de la 
reine Eleonore, imitee d'un poeme de Martial 
[epigr. CLIV], ou le lecteur non prevenu ne pour-
rait savoir qu'il s'agit d'une imitation—aussi 
peu du reste que dans la plupart des autres epi-
grammes imitees de Martial—puisqu'il est question 
de la reine de France, de Fontainebleau, et que 
la reine Eleonore avait effectivernent une chienne 
du nom de Mignonne.1 

Martial and Catullus were practically unknown in the Middle 

Ages. It is therefore significant that Marot should have 

chosen them for his models. Whence came this innovation, 

if not from first-hand knowledge and a desire, perhaps in­

herited from Lemaire, to "illustrer" the French language 

with imitations of past treasures? Marot was the first 

great French poet to commit himself definitely to an imi­

tation of the classics by intimate study of models and an 

importation of their diction.2 "By taking from Catullus 

1. Epiqrammes. pp. 28-29. 

2. K. P. Harrington, Catullus and His Influence 
(London, n.d.), p. 109-110. 



106 

the genre of the epithaiamiurn and from Martial the epigram, 

by following Virgil in the use of imagery and Ovid in the 

expression of nostalgia, Marot is the real initiator of 

the intelligent imitation of .the Ancients which was to be­

come Classicism."1 

And what of Greek poets? It cannot be affirmed 

that Marot knew Greek, but his knowledge of the Greeks 

could have been acquired through Latin translation. "There 

is no doubt whatever that he was familiar at least with 

Theocritus, Moschos and the Pseudo-Moschos, whom he imi­

tated directly in his first eclogue."2 This is the first 

eclogue in French poetry and the first poem in French' to be 

imitated directly from Greek models.-1 Marot had done pre­

cisely what Du Bellay was to recommend: the imitation of 

the best Greek writers; "se transformant en eux, les 

devorant & apres les avoir bien digerez, les convertisant 

en sang & nouriture.This notion was not original with 

Du Bellay; he was recommending the method of the Romans in 

imitating the Greeks. But he who so strongly condemned 

1. Mayer, "Clement Marot and Literary History," 
p. 252. 

2. Ibid. 

3. Mayer, "Marot et 1•archaxsmeCAEF, XIX (1967), 
32. • 

4. Du Bellay, op. cit., I, vii, 42. 
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translation^ copied these remarks, which constitute a re­

commendation of assimilation, directly from Quintiliani2 

Marot had turned for his first eclogue not just to the 

Greeks but to the creator of the genre, Theocritus, imitat­

ing the latter's first Idyll. He was also inspired by a 

poem attributed to Moschos, a pastoral lament for Bion.3 

For the three other eclogues that Marot wrote, Virgil was 

his main source of inspiration. The fourth eclogue, com­

posed for the birth of the Dauphin, is nothing more than a 

"caique de la quatrieme eglogue du poete latin," wrote 

Mayer. He added: "II est significatif que de tous les 

ouvrages de Marot, ce soit celui-la que Du Bellay ait 

choisi pour le louer dans La Deffence de la lanone fran-

coise. This genre was not readily accepted by the poets 

of the Pleiade. Ronsard had already realised his ambition 

to be court poet, hence it was after 1558 when he decided 

to abandon his disdain for the eclogue and make use of the 

genre. Marot had written his from 1531 to 1534. 

Due to the mounting favor which Marot enjoyed be­

tween 1528 and 1530, not only at court but throughout 

Prance, his poems began to find their way into print. Some 

1. Du Bellay, o£. cit. , I, v. 

2. Chamard, Histoire de la Pleiade, I, 188-190. 

3* Oeuvres Ivrlques, p. 26. 

I fa-Id. , p. 23. 
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of the poems printed under Marot's name were falsely attri­

buted to him. Others, although authentic, could have led 

to grave consequences because of their controversial 

nature. They may well have been the cause of the 

Parlemenc1s pursuit of Marot in 1531, for it is not clear 

if this second denunciation of the poet for having eaten 

meat during Lent was for a second infringement or if it was 

a renewal of the affair of 1525. This was certainly an ex­

treme measure, for Marot was recovering from a long siege 

of illness; he had been a victim of the plague. Again it 

was Marguerite de Navarre who rescued her protege.1 Be­

cause of these premature publications, Marot found it 

necessary to present an authorised version of his works. 

It appeared in 153 2 under the title of Adolescence 

Clementine. At least three more editions were published 

within a year, testifying to the success of this initial 

collection of the poet's youthful works. It was followed 

in late 1533 or early 1534 by the Suite de 1'Adolescence 

Clementine. 

From 1532 to 1534 Franqois Vatable lectured on 

Hebrew at the newly founded College des lecteurs royaux, 

which was to become the College de France. It is not known 

if Marot and Vatable were acquainted, though it is proba­

ble. Marot's first psalm translation, Psalm VI, "au plus 

1. Epxtres, p. 197, note 2. 
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pres de verite Ebraicque," was published in Marguerite's 

Miroir de 1'ame pecheresse in 1533. It must be more than 

coincidental that Marot's first Psalm should see the light 

of day during the time that the noted Hebrew scholar was 

lecturing on Hebrew and the Psalras. It cannot be said that 

Marot had any personal assistance from Vatable, but it is 

quite likely that he attended the public lectures.1 

Vatable's Latin version of the Psalms, with notes from his 

lectures, v/as published in 1534 by Robert Estienne. 

The year 1534 was particularly difficult for Marot, 

and in a sense was the beginning of the end. He was over­

confident of his position at court and dared to publish 

poems theretofore considered too dangerous for publication. 

Jealousy raised its ugly head. And so it was that an in­

significant poet by the name of Franqois Sagon sparked an 

infamous dispute^ which troubled the poetic world. 

It would seem that on the occasion of the marriage 

of Isabeau, sister of Henri d'Albret, to Rene de Rohan in 

August 15 34, Marot dared to speak to Sagon, a priest and 

secretary to the abbot of Saint-Ebvroul, of the short­

comings of the Catholic Church with the intention of 

1. Becker, oo. cit., p. 80. 

2. For a full account see P. Bonnefon,•"Le diffe­
rent* de Marot et Sagon," RHLF, I (1394), 103-138, 259-285. 
See also La Querelle do Marot et Sagon, pieces•reunies par 
E. Picot et P. Laconbe (Rouen, 19 20); C.Kinch, La poesle 
satiriaue de Clement Marot (Paris, 1940), pp. 205-221. 
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winning him over to the evangelical faith. At least this 

is Sagon's explanation.! Two months later Marot had to 

flee France because of the affaire des placards. At the 

instigation of Guillaume Farel, the theologian reformer who 

protested the "cowardice" of temporizers like Marguerite de 

Navarre or Melanchthon, placards and tracts were posted 

throughout Paris, even on the walls of the Louvre, attack­

ing the "damnable heresy of the Popish mass."2 The King 

was at Amboise, but the placards followed him there. One 

was affixed to his chamber. Orthodox churchmen had no 

trouble convincing him to use harsh measures against such 

an outrage. The pursuit and persecution of all suspects 

was immediate. Marot1s name was high on the list and 

though he was at nearby Blois, he thought better of seeking 

the King's protection and fled first to Navarre, then to 

Ferrara to the court of Renee. His Parisian residence was 

seized, his books and manuscripts confiscated. The fact 

that he did not stay in Navarre with Marguerite proves the 

gravity of the situation. All those who had escaped the 

King's fury by fleeing France fell under a new condemna­

tion. In January of 1535 a decree was sent out ordering 

1. "Defense de Sagon contre Clement Marot," in 
Oeuvres satiriques, p. 93 ff. 

2. H. Morley, Clement Marot and Other Studies, re­
print of London 1371 ed. (Geneva, 1970), p. 313. 
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the return of 73 named refugees, who failing to comply 

would be condemned to the stake. Marot's name was among • 

them. 

From Ferrara, he addressed an epistle Au Roy, du 

temps de son ex11 a Ferrare (Epitre XXXVI) proclaiming him­

self innocent of the charges made against him. When this 

epistle, as well as another, Aultre espitre de Harot qui 

mandolt aux Damoisselles (Epxtre XXXV) became publicly 

known, Sagon seized his opportunity to discredit the absent 

poet who had offended him, and whose position at court he 

well may have coveted, even though it was another, La 

Hueterie, who openly requested it. From 1531 to 1535 Sagon 

had won prizes at the Puy de 1•Immaculee-Conception at 

Rouen. .When Clement had entered the contest of the Puy in 

1521 it was not he who emerged victorious but rather his 

father, Jean Marot. This fact may have contributed to 

Sagon's exaggerated opinion of his own worth. He published 

his Coup d1 Essay de Francois de Sagon secretaire de 1'abbe 

de Sainct Ebvroul, contenant la reponse a deux epitres de 

Clement Harot retire a Ferrare, 1'une adressante au Roy 

tres-chretien, 1'autre a deux damovselles seurs. 

This violent diatribe attacking Marot's honor and 

beliefs, and asserting that there could never be royal 

pardon of his many sins (failure to observe Lenten 

practice, raillery of theologians and magistrates, 

questionable morals, etc.) provoked a furor. Some thirty 
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pamphlets appeared defending one or the other of the adver­

saries. Marot calmly replied with a passage in his Troi-' 

sieme coq-a-1'cinel written at Venice. He had proceeded 

there from Ferrara because Ercole II d'Este, Renee's 

husband, had banished his wife's French entourage and set 

about to persecute all those who in any way threatened 

Catholic orthodoxy. 

From Venice Marot addressed three epistles, one to 

the King (XLIV), one to the Dauphin (XLV) and one to 

Marguerite (XLVI) requesting a "saufconduict de demy an" in 

France. This was granted in November 153 6, on the con­

dition that the poet renounce his errors against the 

Catholic faith before the Cardinal de Tournon. This he did 

a month later in Lyon, v/here he was received enthusiasti­

cally by his friends and admirers. Some time in February 

1537 Marot was back in Paris and celebrated his return in 

the Dieu qard de Marot a. JLa cour de France (Cantique III) 

in which he extended his forgiveness to his enemies; he 

was no doubt thinking particularly of Sagon, who had done 

his utmost to hinder Marot's pardon. However, the quarrel 

flared up anew when Marot and Sagon met face to face in 

June of the same year, the latter accusing the reinstated 

poet of having not been changed by his abjuration. Marot 

1. Oeuvres satiriques, pp. 137-140, vv. 45-133. 
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kept his silence and awaited the appropriate moment and 

method to accomplish his vengeance. 

Suddenly there burst forth, "comme un coup de ton-

nerre attarde dans un ciel qui commence a rasserener,a 

libel entitled Le Valet de Marot contre Saqon cum commento. 

Frippelippes, secretaire de Clement Marot, a Francovs 

Saqon, secretaire de 1'Abbe de sainct Evroul.^ This Epitre 

de Frippelippes, title by which it is best known, reopened 

the contest. Sagon lost no time in replying with his 

Rabais du cacquet de Frippelippes et de Marot diet Rat 

pele, adictione avec le comment. Faict par Mathieu de 

Boutiqni, page de maistre Francovs de Saqon, secretaire de 

1'Abbe de sainct Ebvroult. Others, feeling the sharpness 

of Frippelippes' accusations, entered the melee. To accu­

sations v/ere added insults. But Marot took no further part 

in the quarrel. His defense was taken up by his friends. 

The drawn out exchange of polemics, which did nothing for 

the cause of literature, soon fatigued the general public 

and died a natural death. As Mayer concluded, "le seul re-

sultat positif de la dispute fut de montrer que la plupart 

1. Bonnefon, "Le differend de Marot et de Sagon," 
p. 126. 

2. Oeuvres satiriaues. p. 93 ff. 
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des poetes de Prance consideraient Marot comrae leur chef. 

II etait a 1'apogee de sa gloire."! 

And this is how he had been received at Lyon by the 

poets and humanists of that city. Maurice Sceve opened his 

home to the returning exile. They had never met previous­

ly. 2 Bonaventure des Periers complimented him in prose and 

verse. Eustorg de Beaulieu sent him flattering lines. 

Etienne Dolet sent him greetings for the new year, wishing 

him the goodwill of the King. According to the poet, Jean 

Visagier, all Lyon "bercjait, rechauffait in tenero sinu 

l'hote de choix, le grand ho:nme."3 Marot expressed his 

gratitude in Les Adieux de Marot a JLa. ville de Lyon; 

Adieu, cite de grant valeur 
Et citovens que j'ayrae bien! 
Dieu vous doint la fortune et l'heur 
Meilleur que n'a este le myen. 
J*ay de vous receu tant de bien, 
Tant d'honneur et de bonte 
Que voulentiers diroys combien, 
Mais il ne peult estre compte. 

(O.L., Cantique II, 9-16) 

Not long after Marot's arrival in Paris he attended 

a banquet given in Dolet's honor. Dolet related it thus: 

There met together those whom we justly call the 
luminaries of France: Bude, the greatest in 
reputation for learning of every kind; Berauld, 

1. Epxtres, p. 16. 

2. Epiqrammes, p. 201, note 1. 

3. H. Guy, Histoire de la. poesie francaise au XVIe 
siecle, tome II: Clement Harot et son ecole (Paris, 1S26), 
p. 241. 
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equally happy in his natural genius as in his 
skill in Latin composition: Danes, dis­
tinguished in culture of all kinds; Toussain, 
who is honourably celebrated as a speaking 
library; Macrin, to whom Apollo has given a 
genius for every kind of poetry; Bourdon, also 
rich in poetic talent; Dampierre; Voulte, who af­
fords to the learned high expectations of future 
distinctions; Marot, that Gallic Virgil, who 
displays a divine vigour in his verses; Prangois 
Rabelais, that honour and glory of the healing 
art, who is able to recall and restore to life 
those who have reached the very threshold of Pluto. 
Among them there was no lack of conversation. 

We passed in review the learned writers of foreign 
countries: Erasmus, Melanchthon, Bembo, Sadolet, 
Vida, Sannazar, were all in turn discussed and 
praised.1 

Bude was of course the prince of humanists. Dolet had 

studied Latin with Nicolas Berauld, eminent scholar and 

friend of Erasmus. Pierre Danes and Jacques Toussaint were 

two of the holders of the first chairs of Greek established 

by the King. Salmon Macrin and Nicolas Bourbon were neo-

Latin poets. Rabelais had a few years previously published 

his Pantaqruel and Garqantua, winning for himself great re­

nown. Marot found himself in most illustrious company. 

It would seem that Marot met the young Dolet, some 

thirteen years his junior, for the first time on this oc­

casion. They were to become good, if not lasting, friends. 

Between the ages of seventeen and twenty Dolet studied at 

Padua. He became secretary to the French ambassador at 

Venice and there continued studies in literature. In 1530 

1. Transl. by R. C. Christie, in Etienne Dolet, 
the Martyr of the Renaissance. reprint of London 1&99 ed. 
(Nieuwkoop, 1964), pp. 312-313. 


