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SUMMARY

This dissertation first sets out to place Du Bartas' Les Semaines In Its

religious and epic setting, and argues that the poem's mission 1s to exist as
poetry and as religious instruction at the same time. From this and its
philosophical backdrop emerges a poetry that emphasises equation, or fusion,
over comparison. Antique-type similes are therefore summarily examined and
connected with the "primary" sensibilities ot Homer.

The proper fusive style and language of Sylvester's translation are then
considered. Its style is found to be conscious to a degree, relying especially
on repetitional devices of catechistic value, such as anaphora and symploce;
on devices of oxymoronic and paradoxical metamorphosis, such as agnominatio;
and on devices of epigrammatic summary, such as chiasmus.

The language of Sylvester's Du Bartas is then examined closely in two
domains, those of its scientific and natural description. The two are not
wholly separable. It is found that Sylvester's language, as Du Bartas', must
be interpreted at more than its literal level; that three levels of interpreta-
tion along the lines of three levels of allegory are implicit. This is so iIn

respect the italicised language so prominent in Divine Weeks, discussed in

Chapter 5, and in respect of the adjectival and verbal language discussed in
Chapter 7. One way of designating the organising principle lying behind these
language hieroglyphs is as emblem book turned purely into words. This is
insensitive to the poetic third level of operation, which seeks to do more
than teach, which seeks to inspire.

This dissertation relates Sylvester's language to two traditions of English
poetry, as different one from the other as noun is from adjective: the meta-
physical school and the Augustan period. It argues that metaphysical poetry
is enthralled with Du Bartas' conceits in Sylvester's translation, is influenced
by them, and takes them up. These conceits are nonetheless often one-word,

substantive, and hieroglyphic. Augustan poetry on the other hand takes up a

-/ -



Sylvestrian diction, often unaware of its implications, because it deems this
language the true language of poetry. The rather dramatic place given to

Divine Weeks in the development of English poetic diction is dealt with at a

statistical level in an excursus on Sylvester's word and language formulations.

- V] -
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H E wicked worlde, fo falfe and full of crime,
Did alwaies mooue HERACLIT VS 10 weepe,
_ The fadinge 1oyes, and follies of that time,
ot DEMocr1Tys did driue to laughter deepe,
sllicaze vz, Thus heynous finne, and follie did procure
Theile famous men, fuche paflions to indure.

What if they lidde, and fhoulde behoulde this age
Which oucrflowes, with {wcllinge feas of finne:

Where fooles, by fwarmes, doe prefle vppon the flage,
With hellifhe Impes, thatlike haue neuer binne:
I thinke this fighte, fhoulde haften their decaye

Then helpe vs God, and Sathans furie ftaie...

Horatus, . Dammofa quid non snminuit dies?
145 parentum peior auis tulse
Nos nequiores , mox daturgs-
Progenicn vitiofiorem,

' 4 dﬂpﬂ#

From Whitney, Emblemes (1586)




CHAPTER 1

INTRODUCTION

Poets, from the time of its publication, hailed Spenser's Faerie Queene

(1593-96) as a model long narrative poem. Such as William Webbe had found

in the Shepheardes Calendar (1579) one of the first modern vernacular poems

since Chaucer to lay siege to commonly held notions about the supremacy of

the ancients. William Browne, the Fletchers, Drayton, it is claimed, followed

Spenser devotedly, disciples to a new kind of poe“[ry..l Jonson respected him;2

Milton was most influenced by him..3 His reputation remained unimpaired after

Dryden;q after Pope, and after Johnson. The early nineteenth century returned

to him time and time again.5 Returned?

Indeed. For all the proximity of period and for all the swelling claims ot
debt, the differences in style between Spenser and even his most immediate
of disciples, Drayton, Browne, the Fletchers, is marked. Joan Grundy admits
this, releasing the escape valve of a poet's separate identity.6 As the seven-

teenth century unfolds Drayton and Browne are closer to one another than

either poet is to Spenser. Even Phineas Fletcher, whose Purple Island has a

preat deal of the Faerie Queene in it and features a similar stanzaic form, Is

only an oblique shadow of the gnomen Spenser.
Studies of poetic language have enthused about Shakespeare — a poet of

almost another medium — about Spenser, and about the stylistic child ot

Spenser, Milton. Sir Walter Raleigh believed

-JtJ Yil 1le

hat Milton was the originator
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of poetic diction. And no less a figure than Owen Barfield concurred.” To

Johnson poetic diction before Dryden lay "in a heap of contusion, and every

man took for every purpose what chance might ofter him”.8 That the work of

Milton and Dryden bore closer resemblance to William Browne's or to Drummond
of Hawthornden's (or in some respect to Donne's), than to Spenser's did not

seem to matter. The master's pen had shared the ink-pot.



There have been too few practical studies of the poetic diction — In
Geotfrey Tillotson's sense of the expression which I shall unreservedly employ’
— of the critical 1590's and the early 1600's to put into balance critical
judgements of the affinity of poetic styles because of atffinity in taste or
because of personal admiration. Josephine Miles' work has been a positive If
unsettling step in the direction of a more informed assessment. Miles observes
that differences in poetic style are partly reflected in '"clausal" and "phrasal”
— in which language is more epithetical than verbal — blases of the poetry of
a period. Her unsettling conclusion is that poetic style moves in cycles,
poetry, then, ebbing and flowing with phrasal and clausal line. The exceptions
— often styles which belong to neither category — loom large. Miles' work
does not moreover account for the kind of phrasal and clausal language used
by poets, though she has conducted statistical research on the relative frequen-
cies of a number of common substantives.lo

Almost concurrently, John Arthos began examining what he no doubt took
to be the predominantly phrasal language of English "neo-classic" poetry. He
stressed epithet (which I take throughout this work to mean noun phrase) in

his work on seventeenth and eighteenth century poetry. From the shadows

of Edwardian criticism he seized upon Thomas Quayle's Poetic Diction, A Study

of Eighteenth Century Verse, whose conclusions were well-informed impressions

mostly about "stock dictif;m”..ll Arthos looked into Quayle's observations and

from this emerged his 1937 Harvard thesis, "Studies in The Diction of Neo-

M, and the subsequent book The Language of Natural

classic Poetry", and th n k The Languag

Y
12

Description.

[ regard John Arthos' 1937 Harvard thesis as lying fundamentally behind
my own. For in it, Arthos has perceived a relationship between the language
of poetry and the language of science. This leads Arthos backwards from
Augustan poetry to mid-seventeenth century science , which he further traces

until he discovers a work which 1s about scilence but written In verse — one

of many, to be surc — striking because of its enormous popularity, in its time,



in its French original; and because of its even more successful English transla-
tion. Arthos notes the distinctive aspects of the language of both poet and
translator: their use of compounds, of periphrasis and of two word formulations
(epithets) that include a number of characteristic kinds of adjective. Most
important to Arthos are a number of words in these works that he regards as
significant both to contemporary science and to poetry. He then takes his
results to Milton, looking for similarities; which he finds.

In The Language of Natural Description Arthos takes the matter further,

examining more closely the language of antique and sixteenth century conti-
nental poets as well as that of seventeenth and eighteenth century poets. He
concludes vaguely that this French work of natural science and poetry,

Guillaume de Salluste Sieur du Bartas' Christian hexamaeral epic, Les

Semaines (1578-1603), was important as an early transmitter of language kinds

found in Homer and Virgil, and in antique science itself. But Du Bartas’

English translator, Joshua Sylvester, he claims, is even more important as an

early transmitter of classical language types to English poetry.B

Arthos leaves the matter, concluding: "For the great source of English
poetic diction in the description of nature is Sylvester's translation ot Du

Bartas, and Du Bartas' poems were the culmination of a revival of interest in

the early hexamaeral literature.”m This not inaccurate conclusion recalls a

throwaway remark by George Saintsbury:

The man of pure science may regret that generations
should have busied themselves about anything so
unscientific; but with that point of view we are uncon-
cerned. The important thing is that the generations

in question learnt from Sylvester to take a poetical

interest in the natural world.15

Douglas Bush and C.S. Lewis offer statements of similar generalisation. Lewis'
is long, but it assesses the strange puzzle of non-enquiry into Sylvester's

Du Bartas:



Du Bartas had a strange fate. In his own age he was
a serious rival to Ronsard. In England his intluence was
profound. He was doubtless "Sunday reading" in many
Protestant homes and we need not wonder that those who
read:in childhood surrendered to him completely. More
attractive food for young imagination and young scien-
tific curiosity could hardly be found. All the Metaphysi-
cals sound as if they had been brought up on him, or on
Sylvester's translation. But Milton no less. We feel du
Bartas in all the quainter parts of Paradise Lost, where
the universe is circumscribed with a pair of;compasses,
or where the emergent beasts almost seem to have come
from a film by Mr. Walt Disney. We should object less
(or, at least, make a less bewildered objection) to '"no
fear lest dinner cool" if we remembered that Milton was
also a Bartasian. Then came the beginning of the
Augustan age. Dryden, who confessed that he had admired
Sylvester's du Bartas in his youth, dropped him, as he
dropped Cowley, as all the Metaphysicals were dropped.
But the curious thing is that when Donne and the rest
were revived In modern times, and humanist standards ol
criticism abandoned, there was no reconsideration of du
Bartas. It 1s long overdue.

But while Lewis observes a metaphysical sensibility, Bush links Sylvester firmly

with Augustan poetry:

Sylvester, both through his own popularity and through
his great influence on the poets of the main line, from
Drayton and Browne onward, had an enormous eifect
upon the language of poetry. While his inventive bold-
ness, good or bad, went beyond his original and fostered
the taste for what Florio calls 'high-swelling and heaven-
disimbowelling words', 1t was he if anyone who started
the process which was to culminate, though not to end, 16
in Pope's lliad, namely, the creating of 'poetic diction'.

Geoffrey Tillotson attributes much of the language and type-formulations of
poetry to Sylvester in general terms, and his discussion of poetic diction 1Is
17

greatly allied in its conclusions to my own. So with J.B. Leishman, whose

The Art of Marvell's Poetry, it seems to me, is a model for would-be source-

hunters. Leishman's textual approach has had a formidable effect on my

Dwn..18 But, apart from Leishman's tew gatherings, little of a direct nature

has been written about Sylvester's Du Bartas, 1ts language and style, and
sHAE y

C.S. Lewis is right, it is long overdue. Even John Arthos offers little more



than lists of kinds of formulations 1n Sylvester, and a number of incomplete
lists of periphrases. For such a detailed book, 1t is surprisingly bald.

Tillotson observes that what is wanting in Arthos' excellent Language of

Natural Description is interpretation: "The weakness of the book 1s that

Mr. Arthos is not enough a critic either of language or of the use made of 1t

il [t is not enough that the seventeenth century had possibly learned

by poets.
to use participial adjectives or -y ending adjectives formally in poetry from
Joshua Sylvester. It is not enough that they had possibly learned to formulate
compounds and periphrases as a conscious component of style from him.

What Arthos and Tillotson can only suggest, I have here to demonstrate:

that Sylvester's language, in spirit fully Bartasian, has one contiguous stamp

in the choice ot kinds of word and phrase, in the structuring ot line, and 1In
what these words and this structure mean, lying as an ideal form behind all ot

these, a reason or "etre'"; and that this stamp was perceived and imitated by

seventeenth century poetry, until poets naturally considered its language and
style as only poetic, and perhaps forgot that the ideal form had ever existed.
Lewis calls Du Bartas' an "animistic conception of nature', but rightly observes
that Du Bartas does not believe that the stars, for instance, are living (see 1V,
89ff). His conclusion, that this imagery might "still colour the sensibility" is
suspect. For Du Bartas the skies may not live but they have the breath ot
God's inspiration in them.zo Science, natural history, and, in this case,
Christian didacticism are its components. We should conclude not that science
1s the proper subject of all poetry that employs natural description — what
Arthos calls poetic diction — but that all scientific observation, especially of
natural science, imitates or re-enacts a great poetic achievement, a fusion In
musical harmony of chaos; In short, creation. The principle has definite
affinities with alchemy, which tries to recreate God's creative design; and
alchemy had its disciples among practical sclentists. No doubt Spenser per-

ceived this elaborate design 1n Du Bartas, but he did not take it to its

conclusions 1n language possibly because he recognised the dangerous game in




the sixteenth century of playing Adam with sound and sense. Sylvester, as
translator, was not discouraged by such consciousness. Sylvester's contribution
to the language of seventeenth century poetry is more than one of words and
kinds of words, but one of ideas. His language and style are a statement of
ideas, if only at times because they imitate the definition, sounds and shapes
of ideas. The contiguousness of this may in part explain his widespread popu-
larity, even among the great poets of his age: "Even a poet so tremendous and
so 'original' as Shakespeare could be inspired to one of his finest utterances
by a very humble and pedestrian translation of Du Ba1r*1:«’:1s,.....”2l Long atter the
teleological science had ended the ideas stood firm as a metaphor for what
poetry was deemed to be about, universality. Sylvester's language — to answer

Arthos' question22 — stood obliquely, still, for poetry itself. My endeavour

shall be to take Divine Weeks and the tradition of poetic diction as seriously

as they were taken by seventeenth century "Makers" of poetry.23

¥ ¥ K K X

In 1641 when the last of the early folio editions of Sylvester's Divine Weeks

was published it was probably yet one of the most popular works of the half

. . . 24 .
century, In Lewlis' words, "Sunday reading". Jonson's reservations about

Sylvester, in the light of his own use of Sylvester in his poetry (and in the
light ot his dedicatory poem to Divine Weeks), should probably be regarded as

typical of Jonson's critical manner rather than of peer response.25 Dryden's

much later criticisms reflect a critical shift away from Syivester's transiation,
but appear more stringently directed at the tiresome fashion of Sylvester
imitation, indulged in among others by Edward Benlowes. But by Pope's
generation Sylvester is virtually ignored, and no editions of his work appear
in the eighteenth century.

Then, in the middle of the eighteenth century, William Lauder took it
upon himself to right wrongs he perceived in critical opinion. Milton, he

Came to argue, was little more than a fraud, plagiarising from a sometime



famous Sylvester.26 Lauder's wild presumptuousness and the reaction 1t

prompted probably ensured that Divine Weeks would not be given 1ts critical

due for some time. If measured by critical editions, some time turned out to

be close to one hundred and fifty years in the first instance, and then another

one hundred years. In 1800, Charles Dunster attempted feebly to place Lauder's
27

allegations In perspective; " but aside from one or two entries In the

Gentleman's Magazine tnrough the century, "the rest is silence". It i1s sur-

prising: for Wordsworth knew of Sylvester, we are told, and read him on his
hillside ambles; Coleridge imitated Sylvester consclously and unconscilously;
Keats read and was influenced by William Browne (a poet close to Sylvester in

style and diction), but probably was familiar with Divine Weeks as well.28 It

was only in 1880 that the distinguished revivalist, Alexander Grosart, edited

the complete works of Sylvester from the 164l text, a Iimited edition of some

two hundred coptles. Grosart vigourously supported Sylvester's claim to a

middle rank among seventeenth century poets, and argued generally his rela-
29

tion to and influence on his peers. The edition was not re-issued in Grosart's

lifetime. In America Theron Haight produced an epitome of Divine Weeks In

1908 which is too incomplete to call for comment, and whose scholarly attri-
butes are suspect. Harry Ashton had by now examined the translation criti-
cally, but in an uninspired way.BO Apart from G.C. Taylor's transparent

essay on Sylvester and Milton, one or two theses, a short number of articles,
summaries and conclusions such as those referred to above, Sylvester remained
unread by most, unheard-of by many, and virtually unexamined until 1979 when the

Oxford University Press published Susan Snyder's edition of Divine Weeks. >

Snyder's edition is problematic, its collation imperfect, 1ts orthography
peculiar, and 1ts notes insufficient. But her introduction is thorough, the
information useful, and it is just possible the publication will help to revive

Divine Weeks as, at the least, a source text. Snyder's assessment of the

poetry of Sylvester greatly parallels my own:




THE Divine Weeks,Josuah Sylvester's translation of Du
Bartas's Semaings, was extravagantly admired in its own
day and went into almost total eclipse after that day had
passed. | oiffer this edition in the belief that, if the
extremes of praise were unwarranted, so were the
extremes of neglect.32

Snyder's assessment of Sylvester's place in the tradition of language and style
Is no departure from the pattern of mainstream generalisation. It is to be
hoped that Sylvester's new accessibility will encourage the research that needs
to be done. Specifically, research might be undertaken on rhetorical style;
more on Sylvester's relation to the Metaphysical poets, especially Donne; and
on the subject of topographical poetry. We will no doubt for years to come

find in Divine Weeks 1mages and concepts that are expressed similarily through-

out seventeenth century poetry, perhaps echoed, as our memories sometimes

resound with the rhymes of our childhood. Divine Weeks will remain a feast

tor source hunters.
One issue that should be settled finally and convincingly is the dating of
sections of Sylvester's translation. I am not satisfied with some of Snyder's

conclusions. I am convinced in particular that some form of the First Week

existed In the mid-1590's; and that the same is true of the Magnificence, and

possibly of several other sections. It seems to me unlikely that Sylvester

would leave almost until last what was for him the most profound poetry of

the whole, the hexaimaeron. But I have had to content myself only with pas-

sive reflections on the issue.

The dissertation that follows is about three modes of perception: language
itselt 1s to be sensed, to be thought about, and thence, with luck, the reader
Is to be transcended by it. I choose to call the modes of perception anagoge,
allegory, and tropology; but I might equally have appropriated Northrop Frye's
33

preterred terms of language, the hieroglyphic, hieretic, and demotic.

Indeed, Frye's lucid first chapter (in particular) of The Great Code, has been




an Instructive thing for me in the days that have followed upon the comple-

tion of this work. We think of the Faerie Queene as allegory and of Les

Semaines as, at most, symbolic narrative. And this distinction is accurate as

far as 1t goes. But I shall argue unremittingly that the very "symbolism" that
lies in the structure, style, and language of Du Bartas and Sylvester can be
regarded as symbolic only where the implied sense has a different significance

from the literal sense. This may seem absurd, but for much of Les Semaines

the level of the narrative and the level of the second, implied, sense are
unique: the one is about creation, and the other is about creation; and yet they
are about two different kinds of creation that when yoked lead to a higher
consideration of God and man. All symbolism is not, and what is erected in
its place is an allegorical language. Not a language of allegory, but a language
that contains sensual, rational, and mystical values; a language that is at once
demotic, hieretic, and hieroglyphic. The tropological level of this allegorical
language is something with which literary scholars can have little truck. It

i1s not the literal story, for the story is not a story, but all stories (as Du
Bartas would have it; of course, it is unfinished), but an apprehension in the
senses of unity in the structure, style, and words (the descriptive sense that
somehow "curled" is poetic, and the right word, or that a garden description

In 1ts structural setting is somehow appropriate); and the realisation that the
poem 1s an encyclopedia to be referred to for practical information, and for
practical lessons. It might also be called the level of experience and memory.
Whenever I refer to the "encyclopedia'" I have at the back of my mind the

art of memory. I don't discuss the hieroglyphics of memory (as soul) except
brietly, and in digression, in the fifth chapter. But indeed, at the

level ot description, experience, history, memory is a practical tool in the

progress of the soul. In the Fifth Day Du Bartas asks the rhetorical question :

But Clio, wheretfore art thou tedious

In numbring Neptunes busie Burgers Thus?
4091
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The muse of history 1s invoked, to answer the question, but we, like Sunday-school
children, know the answer. The allegorical level is an intellectual thing, that
understands why a sound or structure is beautiful, and perceives the information
and the practical lessons as part of a greater catechism and design. The
anagogical level is a furor built upon the foundation of the other two levels,

a Joy that is neither sensual nor rational but mystical. Du Bartas could not
butld this holy last quality into his poem: it is a thing of reader. But what Du
Bartas tried to do was to construct throughout levels of sensual and rational
meaning that complemented one another. It is indeed amazing to see
Sylvester's sensitivity to them. This formidable construction does not make

Du Bartas a great poet. Les Semaines is long, and Du Bartas, an infant in the

ways of celestial poetry, stumbles more frequently than he stands. But when
he succeeds he is more primeval, more Homeric, than any poet of his age.
We certainly owe greater respect to Du Bartas, but especially to the mastery
of Sylvester's translation.

Ben Jonson told Drummond of Hawthornden "That Donne himselfe, for not
being understood, would perish.”BE And the prophecy was quickly fulfilled, not

only 1n Donne, but in kindred spirits, as it were, Du Bartas and Sylvester.

After dealing with a number of conventional difficulties concerning the

genre of Les Semaines, I discuss, in the work that follows, some aspects ot

style in Divine Weeks. Therein I explore an allegorical concern suggested by

the style of much of Sylvester's Du Bartas, and by the structure of the whole.
[ begin in Chapter Five the discussion proper of poetic diction, which I have
chosen to divide along allegorical lines. Chapter Five we might regard as
anagogical in subject (or hieroglyphic); Chapter Six as allegorical (or

hieretic); and Chapter Seven as tropological (or demotic). In Chapter Five I
discuss language as hieroglyph, especially with respect to Sylvester and
Donne. In Chapter Six I introduce a series of what might best be called

metonymites tor the earth as container of a soul. These are metonymies of
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instruction and revelation, of human experience and animal experience. I use
the term "metonymy" in the way that Frye does in connection with hieretic
language.”  But for the most part [ shall make my task easier by using the
word "metaphor" (which Frye applies rather to the hieroglyphic language). In
Chapter Seven I discuss the language of natural description. In this chapter a
number of metaphors are treated which refer all experience to the level of
the human senses. But I have divided these sensual experiences three ways In
three sub-sections: prelapsarian nature, and postlapsarlian nature in which the
world outside man aspires to the paradisiacal; and a temporal nature in which

man palely imitates God's art with artifice; I round the chapter and the dis-

cussion off with an equation of human war and cosmic war metaphor, with
human heroes and cosmic heroes, leading full circle to the Last Judgement —
and indeed, from Augustan poetry to Romantic poetry. Chapter Eight appeared
not to fit decently into this structure. 1 have tagged 1t on as a kind of
appendix, and followed 1t with a number of excursess .

The structure is In some ways difficult and arbitrary, but 1t proved a way
of organising material that I found difficult from the very start to handle or
to understand. I cannot proclaim it as good or reluctantly accept 1t as poor.

It emerged from my research and was useful. In one respect I have worked
backwards: 1f we were to regard, in terms which I discuss in Chapter Four,

the anagogical Chapter Five as a kind of sanctum sanctorum, the allegorical

Chapter Six as an instructive "Caurch", and the tropological Chapter Seven as
a "Church BPorch', I shall have proceeded from the innermost to the front
door, and — not liking the glare — have turned back to the innermost. So be

1t. I hope only that it requires no act of faith to understand what tollows.

It may be apparent that my argument returns again and again to the
"Elizabethan World Picture" as best expounded by E.M.W. Tillyard, and that
this 1s now a tired subject. 1| apologise in advance. It is true moreover

that [ employ battle-worn terms like "macrocosm' and "microcosm' and even
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the dangerously inclusive — and exclusive — word, "metaphysical". Again, I

apologise. These words occur as language hieroglyphs in Divine Weeks. In

one respect 1 believe that Tillyard's work has been misleading. It has assumed
too continuous a passage of concepts from Boethius, to name one, to Renais-
sance English poetry, and not positively enough indicated the differences that
lay in English poetry about the cosmos, say, at the turn of the sixteenth

century, and at the end of the sixteenth century. I am rather apt, with

C.5. Lewis, to believe that Du Bartas should be numbered among those who
lie particularly behind English metaphysical poetry. Tillyard begins by
remarking: "I found, further, that the Elizabethans saw this single order under
three aspects: a chain, a set of correspondances, and a dance.”ah Ot course
there are other agents, but in its barest essentials Tillyard's beginning is also

my own. In another respect Tillyard ends his book where I begin my study.

He concludes by discussing John Davies' Orchestra: A Poem of Dancing, 1n

which he claims to see the world picture presented most typically. 1 begin
with Davies' exact contemporary and good friend, Joshua Sylvester. And I
begin also with Davies' model, Du Bartas. 1 argue below the degree of

Indebtedness of Orchestra to La Magnificence (1591), in the original and/or in

an early version of Sylvester's translation. Though Tillyard's references to

Elyot's The Booke of the Governour are useful, they are in danger of

detlecting the reader from the more direct transmitters of Renaissance

science to the making of English poetry.

TEXTS

Quotations from Du Bartas are taken from U.T. Holmes, Jr., J.C. Lyons,

R.W. Linker, eds., The Works of Guillaume De Salluste Sieur Du Bartas.

3 vols., Chapel Hill, N.C., 1935-40.

Quotations from Sylvester are taken from Susan Snyder, ed., The Divine

Weeks and Works of Guillaume De Saluste Sieur Du Bartas. Translated by

Josuah Sylvester. 2 vols., Oxford, 1979.
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Quotations from the First Week will be by section number and line; and

those trom the Second Week by section name and line.

Though I have left orthography for the most part unchanged, I have chosen
to modernise titles of sections (e.g., "Week" for "Weeke'"; "Trophies" for
"Tropheis"). I have likewise substituted "Joshua" for "Josuah". Snyder's colla-
tion is peculiar in that 1t often opts for an irregular spelling over the modern
spellings most often found in the 1641 edition. Alexander Grosart's 1330 edition

of the 1641 tolio Works reads more tluidly than Snyder's. Snyder too has

rendered the line count of text problematic in choosing to discount the argu-
ments that precede each section. This accounts for an eleven line discrepancy
between quotations from Grosart and Snyder. Snyder compounds things by

titling her edition ill-advisedly. It should not properly be The Divine Weeks

and Works but The Divine Weeks. Works refers in the folio editions to

Sylvester's other translations and compositions; Snyder's title is misleading.

She has added the misery of Du Bartas' full name to the title, a thing wholly
unnecessary. In spite of these annoyances, [ have chosen Snyder's edition over
Grosart's on the simple grounds that it 1s now the most accessible.
Reterences to Du Bartas will be accompanied by quotations from
Sylvester's translation except where comparisons between original and transla-

tion are belng made.
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CHAPTER 2

THE BARTASIAN MIXED GENRE

What is the canon of literary treatment suitable for an epic? Unity of

subject? At our most Aristotelian we may regard this as absent in Les Semaines.

Du Bartas' own defence, that it is the hand of his hero, God, that molds the
unity of the work, may also be regarded as leading to the justification of any
old hotch-potch that the poet may wish to throw before his reader. And we
encounter metaphor and imagery that Is not consonant with the models ot

antiquity, Homer and Virgil. In defence of these, Du Bartas might correctly

allege — as he does — that Les Semaines is not an epic per se, but rather a

work "en partie heroique, en partle panegyrique, en partlie prophetique, en
partie did::lscalique”.l In short, that 1t 1s an hotch-potch. Du Bartas does not
wish to create an homeric epic or a Basilian treatise, but a new genre that
might best be called the Christian or divine epic. For the purposes of this new
genre Du Bartas converts the antique muse of astronomy (in Hesiod), Urania,
into a Christian muse. Historically 1t had a profound and immediate eftect on
i1ts generation of reformed Protestants and counter-reformed Catholics. The
very choice of a classical muse — with 1ts classical name — to represent a
Christian inspiration brought together metonymically the antique pagan epic
and Christian teleology.

Du Bartas' invocations to his muse are representative of his highest
style; and the topos of the Invocation is one that owes foremost to Homer.

2

Homer's muse, however, has no well-marked personality.” Du Bartas' is

emphatically the Holy Spirit:
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Soft, soft my Muse, launch not into the Deepe,
Sound not this Sea: see that a-loote thou keepe
From this Charybdis and Capharean Rocke
Where many a Ship hath suffred wofull wrack,
While they have fondly ventred forth too tarr,
Following fraile Reason for their onely Starr.

Who on this Gulfe would safely venture faine,
Must not too-boldly hale into the Maine,
But longst the shoare with sailes of Faith must coast,
Their Starre the Bible, Steeres-man th'Holy-Ghost.
I, 971t

The principal allusion of this passage is to an Homeric hazard. But the image ot
the ship is itself a kind of metonymy for the Christian ship of providence, which
floats with sails of faith. Du Bartas' call for inspiration in his own voyage,
sailing dangerous shoals, forever sounding the integrity of the universe, 1s an
amplification of Virgil's invocation for the knowledge of cosmic laws.3 By way
of qualification, Ernst Curtius says of the purposes of embellishment ot the
topic, "The epic invocation of the muses, which could be repeated before parti-
cularly important or particularly 'difficult' passages, serves in Virgil and his

I

followers to decorate the narrative and to emphasise 1ts high points®  This may

indeed be true of Les Semaines: save that this muse 1s an inspiration in which

Du Bartas has complete faith; and it must be for him analogous to the first

inspiration of the earth with life (whence the motion of the spheres about it).

Du Bartas appears to believe in such analogy as a law of universal harmony.
His way of defining his muse — the spirit perhaps that governs him — relies

on a subtle play of sense, between the descriptive capacity of the verb "to

move'" to put something in motion — as with the creation ot the earth — and

O

its capacity to inspire vorticised feelings — an uplifting of the soul:

Cest Esprit donne-esprit, qut sur l'ondante plaine

Du premier Univers, alme, s'alloit mouvant,

L'embouche tout divin et luy tournit le vent.
Loi, l41f
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Yet, 'tis not I, not I In any sort;
My sids too-weake, alas, my breath's too-short:
It is the spirit-inspiring Spirit, which yerst
On th'eldest Waters mildly moved first,
That furnishes and fills with sacred winde

The weake dull Organs of my Muse and minde.
Law, 131t

The comparison with the filled bellows of an organ, an instrument ot harmony,
is, we shall see one of some importance. Vital is the play in Sylvester on
"Spirit" and "inspiring". Du Bartas' invocation is a call for the pertect words
in the perfect order, in order to match the perfect order of creation. It is
neither cabbalism, which believes it can spell out creation anew, nor alchemy,
which believes it can discover the creative glue that makes gold and lead akin;
though it is familiar with both. It believes in poetry — and for that matter
painting and sculpture — as, with music, a high, most harmonious science, Con-
secrated in artifice to God's art. "The Pythagoreans and Platonists, indeed say
that the sky is a spirit which rules everything by its movements and tones.
All music comes from Apollo ultimately, but Jupiter is a musician insofar as

he is cum Apolline concors, and Venus and Mercury when near Apollo (The Sun).

The remaining planets have not songs but voices (voces). Jovial harmonies are
grave, eager, sweet, and joyful. Venus's are lascivious, soft, voluptuous. Those
of the Sun and Mercury are intermediate between these. Our task 1s to con-
ciliate each of these planets with our songs: to make them respond as one
zither does to a note struck on another. Prayers, too, full of feeling and sense
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natural power of speech' and is not to be understood as the invocation of

pagan deities.”5 So remonstrates Ficino. But Ficino is cautious not to allow

words "The power to affect images", saying, Sed praestat dimittere cautiones.

And this is so with Du Bartas (with the kind of singing indicated

above we might compare the kinds of dancing partaken by the planets at

Solomon's marriage ceremony in the Magnificence ).
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The harmony owes partly to rhetorical style, which we shall examine;
to the exactness of phrasing, which is our greater subject. Arthos says: "It 1s
not possible to exaggerate the detalled thoroughness with which Du Bartas
devised a concrete language to express conceptions well enough described in
more general terms.”6 Nobody had ever exaggerated this thoroughness however,
and nobody cared to take up Arthos' challenge and map this thoroughness. And
further, few or none cared if or why Sylvester's translation lay behind the only
tradition of poetic language in English, whose vestiges can sometimes be seen
today.

Du Bartas was by no means the first to invoke the Holy Spirit. The tra-
dition is a long established medieval one, a topic In its own right, beginning

probably as a reaction to the pagan muse of antiquity.7 Old also are the tra-

ditions that invoke God or Chris’c,8 that Du Bartas continues for instance In the

First Day, regarding the whole thing as one three-part hegemony (in profane

terms). But it is in the making of what was once a reaction to the pagan muse,
metonymically the same as the pagan muse, Urania, that Du Bartas' poem is
striking and, in terms of Protestant poetics, trend-setting.8 Lilly B. Campbell

argues that it is Du Bartas who first translates Urania into the Christian muse,

in, not surprisingly, La Muse Chretienne (1574?)9 The precedent is In a sense

much older however. The ancient belief in the inspiration of the writers of
Scripture had led earlier writers to invoke the aid of the Holy Spirit, of

Moses, and of David. Gavin Douglas' translation of Virgil's Aeneld reads:

Thou holy gost, comfort and sanctifye
My Spret to end, this work to thy glory ..."

10

Indeed, other poets came to situate their muses on Sion rather than on Helicon.
And since Urania had been associated since antiquity — along with Calliope —
with the highest and most heavenly subjects and the highest ot Parnassian

T | S . . .
inspiration, ” it is little surprise that she was Dante's muse in The Divine
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Comedy, though still plainly on Helicon. In the sixteenth century Pontano

wrote a large poem on the heavens called Urania. But it is in Du Bartas,

says Lilly B. Campbell,12 that the Christian muse and the old Hesliodic

muse of astronomy are first brought together. Her argument is perhaps weakest
when it fails to take proper account of Tasso's parallel use of a Christian

musc.

O heavenly muse, that not with fading bays
Deckest thy brow by th' Heliconian spring,
But sittest, crown'd with stars' immortal rays,
In heaven, where legions of bright angels sing,
Inspire life in my wit, my thoughts upraise,
My verse ennoble, and forgive the thing,
[f fictions light 1 mix with truth divine,
And fill these lines with others' praise than thine.

Thither thou know'st the world is best inclined

Where luring Parnass most his sweet imparts,
And truth convey'd in verse of gentle kind,

To read perhaps will move the dullest hearts;
So we, if children young diseas'd we find,

Anoint with sweets the vessel's foremost parts,
To make them taste the potions sharp we give;
They drink deceived; and so deceiv'd they live.

Jerusalemme Deliberata, I, sts. 2—313

But Tasso rejects out of hand the muse of Helicon, while Du Bartas happily
situates his on the "double-Mount" of Parnassus; and, coincidentally, for
Du Bartas, unbothered by the apposition of Christianity and pagan myth, the

home of the muses can be Sion:

Sur le mont de Sion, qui haut, qul glorieux
Nous sert d'un escalier pour parvenir aux cleux,
Nous rend la clef d'Eden a nostre ayeul ravie,
Et porte bien-heureux le sainct arbre de vie.

Peres, 45511

And Sylvester can positively equate the two:
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O sacred Muse, that on the double Mount,
With withering Bayes bind'st not thy singers front;

But, on Mount Sion in the Angels Quire

With Crownes of Glorie doost their browes attire,
Tell (for thou know'st) what sacred Misterie
Under this shadow doth in secret lie?

Fathers, 490ff

And from there the Christian muse is transmitted to English Protestant epics;

Milton, for example:

Of mans first disobedience, and the tfruit
Of that forbidden tree, whose mortal taste
Brought death into the world, and all our woe,
With loss of Eden, till one greater man
Restore us, and regain the blissful s=at,
Sing heavenly Muse, that on the secret top
Of Oreb, or of Sinai, didst inspire
That shepherd, who first taught the chosen seed,
In the beginning how the heavens and earth
Rose out of cnaos: ...

Paradise Lost, I, it

This adumbrates, it seems to me, a metonymic principle that runs through

Les Semaines and Divine Weeks, and which must influence, and perhaps lie In

the work of his successors up to and including Milton, Marvell, and possibly

Dryden.
Metonymy, synecdoche, and periphrasis — Arthos has convincingly demon-
strated this“‘L — are among the most foregrounded tropes to be found in Les

Semaines. In what they achieve the three devices may be equated, though the

way in which they go about achieving this is different and perhaps critical to
the language of the works. As far as metonymy goes, Du Bartas admits his

use of the device as the source of critical discomtort:

Les autres voudroient que ces mots de Flore, Amphitrite,
Mars, Vénus, Vulcan, Jupiter, Pluton etc. fussent bannis
de mon livre. lls ont de vray quelque raison, mais je las
prie considérer que je les ay clair-semez; et quant j'en
use c'est par mé&tonymie, ou faisant quelque allusion a
leurs fables, ce qui a esté pratiqué, jusqu'd present, par
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ceus qui nous ont donné poémes chrestiens. La poésie est
de si long temps en saisine de ces termes fabuleus qu'il
est impossible de I'en déposséder que pié & pi'e'.l5

Du Bartas's justification is not dissimilar to Arthur Golding's, preparatory to
embarking on what may be considered his largest work of metonymy, Ovid's

Metamorphoses, in which all of pagan mythology can be given a Christian

referent in which the metamorphoses in Ovid are like the changes in man.

Golding begins '""The Preface Too the Reader" by attacking pagan mythology:

[ would not wish the simple sort offended for too bee,
When in this booke the heathen names of feyned Godds they see.
The trewe and everliving God the Paynims did not knowe:
Which caused them the name of Godds on creatures too bestowe.
For nature beeing once corrupt and knowledge blynded quyght
By Adams fall, those little seedes and sparkes of heavenly lyght
That did as yit remayne in man, endevering foorth to burst
And wanting grace and powre too growe too that they were at turst,
Too superstition did decline: and drave the fearefull mynd,
Straunge woorshippes of the living God in creatures for too fynd.
The which by custome taking roote, and growing so too strength,
Through Sathans help possest the hartes of all the world at length.
Some woorshipt al the hoste of heaven: some deadmens ghostes & bones:
Wum wicked feends: sum woormes & fowles, herbes, fishes, trees & stones.
The fyre, the ayre, the sea, the land, and every roonning prooke,
Eche queachie grove, eche cragged cliffe the name of Godhead tooke.
The nyght and day, the fleeting howres, the seasons of the yeere,
And every straunge and monstruous thing, for Godds mistaken weere.
There was no vertue, no nor vice: there was no gift of mynd
Or bodye, but some God thertoo or Goddesse was assignde.
Of health and sickness, lyfe and death, of needinesse and wealth,
Of peace and warre, of love and hate, of murder, craft and stealth,
Of bread and wyne, of slouthfull sleepe, and of theyr solemne games,
And every other tryfling toy theyr Goddes did beare tlh6€ names.
Iff

But Golding sees Ovid as genuinely instructive. So must have Du Bartas. Both

Golding and Du Bartas feel compelled to justify the lesser metonymy inorder to

re-enforce the greater metonymy, defending, building upon their Christian taith.

Reaction to the use of classical names was possibly greater than [ have suggested.

The classical invocation of the Christian deity Davenant for example regarded as
17

"'saucy familiarity with a true God'". But the use of classical metonymy

burgeoned in the poetry of the early seventeenth century, in Drummond ot
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Hawthornden, and Jonson, and in the Spenserian poets. Du Bartas — does not
employ classical metonymies for God with frequency, but he does not shrink

from them. Harry Ashton is especially incorrect In observing a tendency In

Sylvester to moderate Du Bartas' metonymies of this I<ind4..18 In both it is

clear that mythical allusions must carry their "theological |:)a55;[:>0r‘cs.”}9 and so

we find expressions in Divine Weeks like "true Apollo" and "true Prometheus”,

signifying God and Christ. For Du Bartas these mythical stories and allusions

would appear to be analogies to the true stories of Scripture and of universal

creation. Du Bartas makes use of Ovid. All things are in a way metonymies
for the name of the celebration of God.
Yet Du Bartas is capable of the more Homeric or Virgilian invocation.

And this is most evident in the latter half of the Second Week — 1n which

Du Bartas replaces his encyclopedia (starting with the Vocation) with the

stories of the Hebrew warriors and heroes of Scripture, as, for example, at the

beginning of the Schism:

Heer sing 1 ISAAC's civil Brauls and Brolls;
Jacob's Revolt; their Cities sack, their Spoils:
Their cursed Wrack, their Godded Calves: the rent
Of th'Hebrew Tribes from th'lsheans Regiment.

i1

In these final sections Les Semaines falis into the category ot the heroic

accounts of Bible stories of the late sixteenth century. In English they were

such as William Hunnis' The Life and Death of Joseph (15957) and John

Marbecke's The Holie Historie of King David (1579).20 The heroes themselves

become central figures. Apt is Drayton's discussion of the word "Legend™:

The word Legend, so called of the Latine Gerund,
Legendum, and signifying, ... things specially worthy to be
read, was anciently used in an Ecclesiastical sense, and
restrained therein to things written in Prose, touching the
Lives of Saints.... To particularize the Lawes of this
Poeme, were to teach the making ot a Poeme; a Worke for
a Volume, not an Epistle. But the principall i1s, that being
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a Species of an Epick or Heroick Poeme, it eminently
describeth the act or acts of some one or other eminent
Person; not with too much labour, compasse, or
extension, but roundly rather, and by way of Briete, or
Compendium.

This is not exactly a misinterpretation of Homer or Virgil, but it does empha-
sise the hero wholly at the expense of the story. This i1s what in a sense Du

Bartas does in the second half of the Second Week. He elaborates at length on

the God-like heroism of Scriptural figures over a story that is at best multi-
plex in its themes and subjects.
For Peter Martyr, "Humane poems doo set foorth the renowne ot Kings,

princes, fields, cities, regions, castels, women, marriages, and sometimes ol

brute beastes. But divine poems doo onely sing of God ...”22 For Du Bartas to

sing of God is to sing of princes, fields, cities, and the like. To sing an Heroic

epic is certainly to sing of many of these. Julius Caesar Scaliger admits that

L . Ly 2 .
the epic is indeed "sometimes prolix'. ) This may have been what was read

into Homeric epic by the late sixteenth century. Dryden makes rather more

of the "least and most trivial episodes" of an epic:

The least and most trivial episodes, or under-actions,
which are interwoven in it, are parts either necessary
or convenient to carry on the main design; either so
necessary, that, without them, the poem must be
imperfect or so convenient, that no others can be
imagined more suitable to the place in which they are.
There is nothing to be left void in a firm building; even
the cavities ought not to bc filled with rubbish, (which
is of a perishable kind, destructive to the strength),
but with brick or stone, though of less pieces, yet of
the same nature, and fitted to the Crannies.2 4

Dryden is specifically referring to small or "digressive" episodes of the whole,
and Dryden has a much more restricted sense of the epic than Du Bartas; but
he does conceive of the bricks that make the structure. This image, and the

image of the interwoven tapestry are important indicators of how Dryden sees

the antique epic as constructed. We will see them operative as metaphors
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valuable to the language of Divine Weeks. Dryden demands a high style,

"erave, majestical, and sublime'. 22 Du Bartas envisions a different sublime,

in which graveness applies equally to all subjects of God's creation. The
Augustinian literary framework allows for a low, middle and high style.26 The
high style, one which "persuades, the style, one might say, which saves men, IS
created by the ardor of the thought itself, by the ardent contemplation of
truths seen as value, as a motive to the will ... And if the high style exhibits

27

all the ornaments, it can exist equally well without them.' The Augustintan
rapture — Du Bartas uses the term "ravis", and Sylvester, "ravish'd" and

"ravish me'" — is more pertinent to Du Bartas. When Donne in the Holy

Sonnets says,

O

Nor chaste except you ravish me

F g

. . . 28 . ,
he invokes religious and poetic furor and tervor. There is the genuine sense

of a poet inspired to the contemplation of the Platonic figure of the universe.
The contemplation is the source of the dignity or high style, and not the orna-
ment, unless it figures in the contemplation.

The metonymic principle of invocation of the muse justifies that ot
digression. Thus the story of Arion, andthatof the maidand the eagle, both

near the end of the Fifth Day, are not irrelevant to Du Bartas' purpose. There

is in them moreover the aspect of an Homeric digression, in that in them lie
an Homeric intimacy of man and nature. They may be regarded, from antique
epic, as topical. In the same poetic act, then, are two seemingly hostile
elements: one which prefers profitable matter "with inferior technique to

. . 29 .. . .
vapid matter expressed exquisitely"; "which is, to use Eliot, a "mechanism ot

. . _ 30 .
sensibility which could devour any type of experience'; and there is that

which wishes at all costs to be poetic, to embellish in all familiar topics.



24

Some Topol

Other, medieval, topoi find their way into Les Semaines. It would be

inappropriate to call these Homeric, or to link them necessarily with antique
epic style. But they do emerge In the rhetoric of antiquity and become
rhetorical topoi in the medieval epics. One of these is the conclusion topos.

At the end of the First Week Du Bartas says:

But soit my Muse, what”? wilt thou re-repeat
The Little-Worlds admired Modelet?
[f twice or thrice one and the same wee bring,
'Tis tedious, how ever sweet we sing.
There-fore a-shoare: Mates, let our Anchor tall,
Heere blowes no Winde, heere are we Welcome all.
Besides, consider and conceive (I pray)
W'have row'd sutficient tor a Sabbaoth Day.

VII, 735ff

The apostrophe repeats the sentiments expressed at the end oif the First Day,

when Du Bartas has broken his narrative for the first time:

O sacred Tutors of the Saints! you Guard

Ot Gods Elect, you Pursuivants prepar'd

To execute the Counsatles of the Highest;

You Heav'nly Courtiars, to your King the nighest:

Gods glorious Herralds, Heav'ns swift Harbingers,

'"Twixt Heav'n and Earth you true Interpreters:

[ could be well content, and take delight

To tollow tarther your Celestiall Flight:

But that I feare (heere having ta'en in hand

So long a journey both by Sea and Land)

[ feare to faint, 1f at the first, too faste

[ cut away, and make too-hastie haste:

For Travaliers, that burne In brave desire

To see strange Countrlies manners and attire,

Make haste enough, 11 onely the First Day

From their owne Sill they set but on their way.
I, 8191t

Du Bartas' excuse In the latter instances — "] fear 1 faint" — 1s a medieval

commonplace of the topic: "The most natural reason for ending a poem in the

. . - . 1
Middle Ages was weariness. Writing poetry was such a strenuous thing." ’ But

one aspect oif both apostrophes owes directly to the classical tradition, that is,
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conclusion because of the end of the day.32 Virgil's first, second, sixth, ninth,

and tenth eclogues for example, end with the close of day. Milton ends his
"Lycidas" in a similar way, though for obvious reasons the topos i1s not used In

Paradise Lost. The device of the poet restraining his muse from cyclically

repeating itself (repeating "The little-World's admired Modelet") is almost
unique to Du Bartas. The sea image is, of course, not. In Dryden we are
given a literal use of the image which nonetheless indicates — as in Du Bartas

— travalls ot another day's poetry:

Thus to the Eastern wealth through storms we go;
But now, the Cape once doubled, tear no more:
A constant trade-wind will securely blow,
And gently lay us on the Spicy Shore.
Annus Mirabilis, st. 304

Du Bartas' "calm" befits the rowing metaphor; Dryden's '"trade winds" the
salling image.

Another topos employed by Du Bartas is that of the exordium. Here, the

poet claims — in a kind of advertisement — to offer the reader something

he has never read before>> It is common in Les Semaines in the First Week

but especlally in the opening lines of each of the first two Days. In the Second

Day Du Bartas contrasts his effort with those of the authors of love sonnets,

etc..., and with those "learned Spirits whose wits" are "applied wrong', then
promptly dedicates his work to God — this 1tself a common topos. So again

at the start of the Magnificence. In Du Bartas' case, the weight and counter-

poise of opposing trends in poetry makes the topos quite specific 1n its

pertinence:

Thinke yee, St. Augustine would have steyned his graver
learning with a booke of Poetry, had he fancied its
dearest end to be the variety of Love-Sonnets, and
Epithalamions? No, no, he thought with this our Poet,
that every foot in a high-borne verse, might helpe to

measure the soule into that better world, Divine P‘:::)e‘cry,,....34
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In the First Day Du Bartas rather emphasises the teaching mission. Sylvester

translates:

O Father, graunt I sweetly warble forth

Unto our seed the Worlds renowned Birth:
Graunt (gracious God) that I record in verse
The rarest Beauties of this Unilverse;

And graunt therein, thy power I may discerne,

That teaching others, I my selte may learne.
I, 711

This represents yet another ’c~::bp<:3:5,,35 with roots in Scripture and in the patristic

and Horatian concept that poetry should please and instruct. In the case of
the above passage, Sylvester amplifies the topic in the lines that follow with

an interpolated use of the topos of the impossibilia. Milton carries the same

topo! In Paradise Lost:

Fast by the Oracle of God; I thence

Invoke thy aid to my adventrous Song,

Thast with no middle tlight intends to soar
Above th'Aonian Mount; while it persues
Things unattempted yet in Prose or Rime.
And chietly Thou O Spirit, that dost preterr
Before all Temples th'upright heart and pure,
Instruct me, tor thou know'st; Thou trom the first
Was present, and with mighty wings outspred
Dove-like satst brooding on the vast Abyss
And mad'st it pregnant: What in mee is dark
[llumin, what 1s low raise and support;

That to the highth of this great Argument

I may assert Eternal Providence,

And justifie the wayes of God to men.

I, 121

The newness of subject, the desire for instruction so that he may in turn
instruct, recall Sylvester. In fact part of the passage has an analogue In
Sylvester (I, 315ff). 26

In partial opposition to the topos ot the exordium is that of affected

modesty, a motif present in both First and Second Weeks, in Du Bartas and

in Sylvester:
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[f now no more my sacred rimes distill
With art-les ease from my dis-custom'd quill:
[f now the Laurel that but lately shaded
My beating temples, be disleav'd and vadead:
And if now, banish't from the learned fount;
And cast downe head-long from the loity mounte
Where sweet Urania sitteth to 1ndite,
Mine humbled Muse flag in a lowly tlight;
Blame these sad times ingrateful cruelty,
My housre:ld cares, my healths infirmity;
My drooping sorrowes for late grievous losses;

My busie sutes, and other bitter crosses.
Ark, Iif

Thence is't that oft (maugre Apollos grace)

[ humme so harsh: and in my Works inchase

Lame, crawling Lines, according to the Fire,

Which (more or lesse) the whirling Poles inspire:

And also mingle (Linsie-woolsie-wise)

This gold-ground Tissue with too-mean supplies.
Magnificence, 171t

Note the effect with which Sylvester can actually make his line crawl when

talking about crawling lines. The structuring of the comment on poetic cratt

reminds of Pope's onomatopoeic lines 1n Essay on Criticism. Elsewhere,

Sylvester refers in typical late sixteenth century fashion to his "rude rhymes';

and the topic — rusticitas — has a longish heritage.37

Perhaps most important to Du Bartas conception of the universe is the

topic of the Impossibilia, which abounds in Les Semaines. It appears throughout

the work, but in one of its most striking poses In a section of the Second Day:

For if of Nothing any thing could spring,
Th'Earth without seed should wheat and barly bring.
Pure Mayden-wombes desired Babes should beare:
All things, at all times, should grow every-where.
The Hart in Water should 1t selfe 1 ngenders;
The Whale on Land; in Aire the Lamling tender:
Th'Ocean should yeld the Pine and Cornell Tree,
On Hazels Acorns, Nuts on Oakes should bee:
And breaking Natures set and sacred use,

The Doves would Eagles, Eagles Doves produce.
i1, 16511
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The chiasmus of the last line stands out. Its mirror-like opposition is like the

mirror-like opposition to nature created by the topos oif the impossibilia. Moun-

tains can be thrown down to the ground, made Into vall s, and vall.'s can be
thrown up into the sky. Outside of Sylvester, where 1s this shown better than

in Pope's trembling mountains mirrored in a pool of water in Windsor Forest (2111f)?

For Pope this is a clever rhetorical ploy. For Sylvester, who is not so clever,
this 1s a verbal anticipation of the final destruction that will lead to the mar-
riage of man with God. This sort of imagery owes at least to Virgil, and

indeed goes back farther. But it is given a particularly Judeo-Christian aspect
In a prophetic Isalah, ll, and in Revelations, of the Last Judgement, where the

impossible becomes only by God's ordination. The Virgilian connection is ot note,

however, for the way in which it impinges on a work possibly influenced by
Sylvester's passage. Curtius says, "The Virgilian adynata were known In the
Middle Ages. A shepherd forsaken by his beloved is ready to compound for the
reversal of the entire order of nature. 'Now may the wolf of his own free will
tlee the sheep, the oak bear golden apples, owls compete with swans, the
snepherd Tityrus be Orpheus ..." (Ecl., VIII, 53ff).”38 The suggestion 1s that

love can turn the world upside down. In Du Bartas only the power of God

— a greater love — can turn the world upside down, though the parallel 1s

lat nt. In Donne, the topos and Sylvester's Du Bartas conspire to make the pro-

fane point of "The Canonization'. A similar statement of '"the world turned

upside down'" occurs at the beginning of the Furies, after the fall of Adam and

Eve:

This's not the World: O xxi'ither am [ brought?
This Earth I tread, this hollow-hanging Vaulte,
Which dates reducing and renuing nightes
Renewes the griefe of mine atflicted sprights;
This sea I saile, this troubled ayre I sip,

Are not The First-Weekes glorious workmanship:
This wretched Round 1s not the goodlie Globe
Th'Eternall trimmed 1n so various robe;

'Tis but a dungeon and a dreadiull Cave,

Ot that first World the miserable grave.

Furles, it
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The very fall of man is the signal for an unnatural state from which salvation

1s possible only to the power of God. Other examples might be Eden, 491ff, and

Sylvester's interpolation, I, 12ff. And the topos passes especially to metaphysi-
cal poetry.

Other topoi common in Les Semaines include that of "youthful age" (e.g.,

Fathers, 1711, which compares interestingly in structure with Scaliger's

"Florido en anos, en prudencia Can(}”).39 The topos of the young and old woman

Is perhaps present in the linking at the beginning of the Second Day of Helen

and Hecuba. Metaphorical topoi appear throughout the work, in the theatre
metaphors, the book metaphors and indeed 1n numerous similes. Many of these
figure in the discussions that follow.

Milton and all of the Milton Influenced eighteenth century dipped into the
Sylvestrian well, taking the word/idea that not only constitutes his poetry but
defined for him, or re-enacted, the cosmos. They dipped at first because it

was definitive, evocative mirror language (ecphrasis), and latterly, when Divine

Weeks was only a vague memory of some antiquated teleology, because it was

the language of poetry, of Milton and Dryden; and especially because it was

the language ot Virgil's and Lucretius' didacticism in the Georgics and de Rerum

Natura, whose universe was as much a living organism as Du Bartas'. The neo-

platonic macrocosm was something they had in common with a tradition

beginning with Saint Basil's Hexaemeron, which frequently took on the hexa-

meters of Roman poetry.qo Du Bartas' debt to Saint Basil has been argued

U

conclusively. His debt to Virgil and to Homer was a self-admitted one,

. iy, . . . .
and a Pleilade one. Les Semailnes 1s then a two-fold work: a treatise which

leads through an antique natural philosophy and natural science — and through
retlections on modern controversies — to a proof that the hand of God has
marshalled all things together into a living world, whose soul was to be found

in God's spirit itself; and most importantly, it is a poem, dedicated firmly to

such a God-devised chain of relationships, and perhaps trying to imitate this

creation. Les Semailnes 1s no confession of taith — po satire against a sinful




age, no religious apology, or panegyric — but a poem, containing disparate

elements:

Brei, je ne presente point 1ci une contession de la tol,
ains un poeme, que je pare autant qu'il le peut porter
des plus exquis !oyaux que je butine sur toutes sciences
et professicms.43

And this poem was to be modelled on the great long poems of antiquity, on

Homer and Virgil, perhaps on Ronsard's Les Hymnes.

30
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CHAPTER 3

SIMILE

Most of Du Bartas' simile is natural. This natural simile, prominent

throughout Les Semaines but especially from the Vocation onward, owes notably

to Homer, whose Iliad and Odyssey are conscious of nature as a force that pro-

duces man, impinges on man and reacts to man (The purpling with blood of the
waters of the Xanthus — an image reproduced in Du Bartas in his descriptions
of war — in the lliad is a case in point ). Comparisons serve to make particu-
lar events typical through nature. Homeric epic is what might be termed

primary, as opposed to Virgil's derivative epic, and carries with 1t a foregroun-

ding to which, so to speak, there 1s no b.?;1czl~<gr0und.l The comparison of Hector

descending the walls of Ilium to a stone flying from the top of a rock hardly

serves to explain, and not to contrast the natural and man, nor even to fuse,

but to observe a perceived unity: '"... Homer is extending the immediate action

so that it may become typical rather than remain unique. Hector 1s to be seen

as a natural force; and he takes on the recurrence, persistence, and impersonal
Z

effectiveness of such force."”™ And so the natural simile 1s fundamental to

Homer, especially in the Iliad; for the lliad i1s a description of war, and

descriptions of war require comparison to set combative man firmly in nature,
but as much for the "moments of tranquility which underline violence by con-
trast and the sense of shock with which the reader is brought back from them
to the narrative ... & We may see the pattern of many Bartasian similes In

this marked pause in lliad, XII, 2751t:

And as the flakes of snow fall thick on a winter's day,
when Zeus the Counsellor 1s minded to send snow, showing
to men these flakes which are his arrows, he lulls the
winds and sheds the snow unceasingly, until he has
covered the crests of the lofty mountaines and the high
headlands, and the grassy plains and the rich ploughlands
of men; even over the harbours and shores of the grey
sea the snow is scattered, though the beating wave fends
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it off; but all else is covered from above when Zeus makes
the shower grow heavy; even thus from both sides the
stones flew thick ... and all along the wall the din of
battle grew.

SANGAR runnes at him and he runnes so flerce,
That on his staffe him sixe steps back he beares;
Beares dowreanother with him, and another,
That but with gesture stood directing other:
As, when 'tis darke, when't raines, and blusters rough,
A thund'ring Tempest with a sulphurie pufte
Breakes downe a mighty Gate, and that another,
And that a third, each opposite to other:
Smoake, dust, and doore-talls, with stornfs roaring din,
Dismay the stoutest that Command within;
The common sort (beside their little wits)
Skarr'd from their beds, dare not abide the streets:
But, in their shirts over the Walls they runne,
And so their Towne, yer it be ta'en, Is wunne;
The suddaine Storme so inly-deepe dismayes-them,
That feare of Taking, to dispaire betrax%—them.

Amid their Hoast, then bravely rushes SANGAR,...

Captalnes, /431f1.

The Captains is filled with this kind of simile. Some deal less with phenomena

proper to nature than with domestic life; as with the comparison of the
pagans' falling ranks to a child's fallen bridge of cards (506ff); or Sylvester's
interpolated comparison of hidden soldiers to the hare hiding from the hounds
on "Lambourn's pleasant Dounes" (373ff). The sense of repose from the

violent act is more easily to be seen In this simile:

The zealous Prophet ....
Throngs through the Camp, and each-where strowes his way
With blood and slaughter, horrour and dismay:
As halfe a score of Reapers nimbly-neat,
With cheerefull eye choosing a plot of Wheat,
Reape it at pleasure, and of Ceres locks
Make hand-fuls sheaves, and of their sheaves make Shocks;
And through the Field from end to end doo runne,
Working a-vie, till ail be downe and done:

Law, 129ff
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These are typical of the similes used to describe war or violence in Les

Semaines. They point in the poem to a phenomenon that is perhaps vaguely

perceived by Susan Snyder (See her Commentary on the Vocation) but not quite

understood. The encyclopedic poem in Les Semaines ends at the beginning of

the Vocation, and the heroic poems begin. The last halt of the work concen-

trates on the heroic deeds, the wars, sacrifices, of the Old Testament. There
is not one hero, but many captains. Metaphor is suddenly and noticeably
supplanted by simile. Here we see the antique epic — In its story, and 1ts
lofty heroic diction, and its multifarious similes — replacing the encyclopedia
— with its metaphors, conceits, purely informative narrative. Even the epic
invocation has shifted from the elaborate praises of God, Christ and the Holy
Spirit to an invocation in which the muse i1s thrown temporarily into the back-

ground and the hero's pralse 1s sung:

Heer sing I ISAACS civil Brauls and Broils
Schism, |

And it is in the second half of Les Semaines that Du Bartas takes up the

challenge of the Pleiade poets to create a new vernacular epic in the mold

of the ancilents:

Le poete heroique invente et forge argumens tous nouveaux,
faict entreparler les Dieux aux hommes et les hommes aux
Dieux, faict haranguer les Capitaines comme il faut,/
descrit les batailles et assaults, factions et entreprises de
guerre: se mesle de conjectures les augures, et Interpreter
les songes, n'oublie les expiations et les sacrifices que l'on
doit & la divinité.

In Sylvester's translation even style bears the eifects of this metamorphosis:
the Interrogative — question and answer — approach to the narrative fact-

book 1s dropped in favour of story and to some extent epic characterisation.
Technical and particular metaphors waver. The linguistic abstractions ot the

first half are carried into the second where simile and metaphor are also
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abstract. The metaphor of the first half of Les Semaines and Divine Weeks

appeals broadly to metaphysical poetry, and to the baroque. The metaphor

that fuses experience is the vehicle of the baroque, and 1n baroque poetry,

says Warnke, simile largely gives way to metaphor and allegory to symbolic
6

narrative.

Likewise, the similes of the second half of Les Semaines would appeal

broadly to those poets with an epic sensibility. The antipathy of eighteenth
century poetics to the kind of simile noted above in Du Bartas, "points of rest
amid violence", must stem from a gap in its understanding of Homer. And
though in his translation of Homer he was not unusually successtful — Du
Bartas often is — "that Pope realized something of the effect of unbelieveable
remoteness in such passages seems probable. He attacks Madame Dacler for
finding fault with the 'Circumstances' of the wave simile and 'solving the
absurdity' with a far-fetched explanation.”7 In terms of heritage, Pope could

not read Sylvester's "points of rest" as tainted.

The first half of Les Semaines is most apt In its nature metaphor and In

particular in its nature imagery to be symbolic if not hieroglyphic. Unlike

the non-referential Homeric epic, God lurks behind the patriarchal world as

Ay
—1

theatre, book, shop metaphors of the First Day, and the bear-whelp metaphor;

the lumpen images of the First and Second Days; and the metaphorical king-

doms of plants and animals that frequent the Third, Fourth, Fifth, and Sixth

Days. Even the arcadian Eden of the Eden is patterned. It stands for an idea

that is scarcely present in the Garden of Alcinous, for instance. The second
half of the poem is symbolic i1n a different, human,typological way.

[t is curious, if not a paradox, that Du Bartas' most Homeric similes occur

in the most Biblical parts of Les Semaines, in the second half of the work.

The paradox is really quite insubstantial, however, as the Old Testament con-

tains the same kind of honour and heroism as Homer. Many ot Du Bartas'
similes are non-referential. They are In straight imitation of Homeric

similes; examples might be the trapped lion simile of Decay, 1093ff; or the
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felled copse simile of Vocation, 469ff, which resembles closely Iliad, XI, 119-26.

Milton, by contrast, is concerned with "the vehicle of a metaphor whose tenor
1s the war between good and evil in the human soul. When an epic simile occurs

— Satan compared to the spice fleet in Book II [Paradise Lost], or his shield to

the moon In Book 1 — part of the function of the comparison often seems to
be to root the symbolic narrative in ordinary life. Satan himself may be an
allegory, the simile suggests, but the shape of his shield was not unlike the sort
of moonscape visible through Galileo's telescope in Valdarno — right here in
Europe, just the other day. Many of Milton's similes are of this (so to speak)
inverted type: they domesticate the already marvellous, make literal the
already metaphoric, by introducing associations with contemporary life.”g

Herein lies quite a basic difference between the similes of Milton and Du

Bartas. In order to be symbolic Du Bartas will most often use metaphor;

contemporary, new, similitudes or dissimilitudes — technical or scientific —
will usually be expressed in — changed to — metaphors. The idea of shields
being like the moon, for instance, may well have been suggested by Sylvester's
metaphorical epithet in "the moony standards of proud Ottoman'" (II, 458).
There are, however, exceptions, like the base metal and gold simile of

Captains, 455, or the lodestone simile of Vocation, 127ff, or possibly the

balloon simile of Schism, 930.

Milton's use of the negative simile is at one with Sylvester's Du Bartas.
Sylvester mostly follows Du Bartas in this; his favourite form of negative

simile 1s "not much unlike ...". But the simile appears in various forms in

IV, 4l41t, Babylon, 202-3; Captains, 278; Decay, 621ff; Ark, 231ff; Trophies, 793;

Handy-Cratfts, 617ff; Magnificence, 189ff; Decay 783-4; and elsewhere. In

Du Bartas the negative simile is not pointed as it is in Milton. At its least
productive it appears designed for show of erudition, or of encyclopaedic
knowledge — Du Bartas recognising his other mission, to justify the ways of

God In nature to man — or simply of wit:
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Their fruitfull Heards that hill and dale do hante,

Resemble not the breed of th'Elephant,

Which (slow in coupling, and in calving more,

Pyning her Maister so long time before

With lingring hope) brings-forth with painfull groanes,

But once In twelve yeeres, but one Calfe at once:
Vocation, 217-222

Contrarily, Milton's similes beginning "Spot more delicious than those gardens

feined ..." (Paradise Lost, IX, 439ff) are not proleptic. The three sequential

similes take on vital significance.9 Du Bartas and Milton are possibly aware
of Calvin's use of classical illustration as negative allusion: "infinitely more

than ..."; "not as in'"; "unlike ...”.lo

What Du Bartas does with the simile,
however is another thing. He does not appear concerned to discredit classical

allusion and only rarely uses it in simile (examples are the Clytemnestra simile

of Trophies, 425 and the "Delian Princess" simile of Fathers, 312-13; neither

is negatively phrased).
In Homer the simile is scarcely amplificatory, mostly literal and imagistic.

In the second half of Les Semaines it is also imagistic, pausing on a tortuous,

mountalnous climb to admire scenery — nature — then returning to the

narrative ciimb and descent.

Again and again, the similes underscore the relations
of physical and psychological in this world, as in our own.
Lions, oxen, wolves, sheep, swans, eagle, bees — sun,
moon, stars, comets, clouds, winds — the fall of a poplar,
the rolling of waves, the spinning of wool, the winnowing
of chatf: these and a hundred more comparisons bring
Inner and outer, subject and object, into a single
perspective ... !l

And, Indeed most of these similes, in one form or another, may be found in

the Second Week of Les Semaines. Some of Du Bartas' and, as well,

Sylvester's similes are — against the Homeric grain — particular, notably

Sylvester's "Dover Pier" simile (Decay, 989ff). Many of the similes in Les

>emalnes refer to mechanisms not available to Homer, as the numerous gun
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similes. Others, in their recurrence, are recogniseable as common topics or
comparisons with a specific aptness: mountains, for instance, are images of
strength and endurance; to have them crumble, as does Du Bartas, is yet
another use of hyperbole. All of the nature similes derive — quite probably
directly, In some instances — from Homer. And Du Bartas and Sylvester

follow Homer's natural indiscrimination indiscriminately, not changing, as does

Pope (Iliad, XVII, 570; Pope, XVII, 642), Homer's housefly into a "vengeful

h(:srn-;::t”.12

The Homeric simile is not amplificatory in the way that the similes of

derivative epics are. In the Iliad and the Odyssey similes are exited, in terms

of narrative line, roughly where they are entered. And so, the Homeric

similes in Du Bartas may be identified by their apparent quality of self-
indulgence. We have seen this already in the digression quoted above about the
gestation period of the elephant. A good example of a simile inserted as much
for its own sake as for its elucidative capacity is this thoroughly natural and

Homeric one:

And souldiers falling, one another kill

(As with his weight, a hollow Rockie-Hill,

Torn with som Torrent, or Tempestuous windes,
Shivers it self on stones it under-grindes):

Decay, 833ff

Many like similes are ear-marked in Les Semaines by parentheses. This kind

ol comparison 1s not far removed from the medieval-type digressions of Les

Semaines. The digressions have little point but in themselves, or perhaps in

heralding the native heroism of the animals of the encyclopedia. Such digres-

sion 1s most evident in the Fifth Day, in the long classical parables of the

woman and the eagle — the effect being not unlike Dryden's Homeric simile

of an eagle lamenting her stolen children in Annus Mirabilis, 107-108— and of

Arion being saved by the dolphin. Du Bartas has not merely taken licence for

these digressions in Homeric simile and medieval epic, but on the authority of
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common taste. Scaliger had remarked digressio as a distinction between epic

and tragedy and Ronsard had equally recommended the deviceml

But Du Bartas also makes use of the Virgilian, derivative, simile, which
tends to propel subject matter forward, actually taking part in the narrative.
Du Bartas will especlally make use of the faculty of Virgilian simile to move
the narrative forward in leaps and bounds through compound similes. These
frequently occur in descriptions of violence or war, as with the violent reaping

comparison (Law, 1135ff) quoted above, which is followed by a graphic and

enlarging simile of cannon fire:

Or, as so many Canons shot at-once

A-front a Camp; Th'Earth with the Thunder grones,
Hte flies a broken arme, and breakes another;
There stands th'one halfe of a halv'd body, th'other
Falls-downe a furlong thence, here flies a shield;

And deepe-wide windowes make they in the field.
Law, Il14lft

Here the compound simile, employing Virgilian imagery, 1s more complex:

Some torne In peeces with the whirling wheeles,
Some troad to death underfel-lorses heeles:

As (in some Countries) when in Season hot,

Under Horse feet (made with a whip to trot)

They use to thresh the sheaves of Winter-Corne,
The graine spurts-out, the straw 1s bruis'd and torne.
Some (not direct before the Horse, nor under)
Were with the Sythes mow'n In the midst a-sunder:
As In a Mead the Grasse yet 1n the flower,

Falls at the foot of the wide-strad ling Mower;
That with a stooping back, and stretched arme,
Cuts-crosse the swaths to Winter-ieed his Farme.

Captains, 92511

It i1s such Virgilian similes that exercise an influence, more pronounced than

. . . 14
any save on language, on William Browne's Britannia's Pastorals. In the

following compound simile are two familiar images, one of them expressing

a Bartasian paradox:
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As when to seek her food abroad doth rove

The Nuncius of peace, the seely dove,

Two sharp-set hawks do her on each side hem,
And she knows not which way to fly from them:
Or like a ship, that tossed to and fro

With wind and tide; the wind doth sternly blow,
And drives her to the main, the tide comes sore
And hurls her back again towards the shore;
And since her ballast and her sailes do lack,
One brings her out the other beats her back;
T1ill one of them increasing more his shocks,
Hurls her to shore, and rends her on the rocks.

, i, 179ff

These clumsy verses build upon the Virgilian similes of indecision to be found

trequently in Les Semaines, such as:

The loftie Pine that's shaken to and fro
With Counter-pufs of sundrie winds that blowe,
Now, swaying South-ward teares some foot in twaine,
Then bending North-ward doth another straine,
Reeles up and downe, tost by two Tirants fell,
Would fall, but cannot; neither yet can tell
(Inconstant Neuter, that to both doth yield)
Which of the two is like to winne the Field:
50 Abraham ....

Fathers, 2341t

One elfect of forward moving similes, especially compound similes, is to make
the vehicle (appear) a part of the narrative. Other compound similes are not
at all amplitficatory, but purely affective, employed especially to emphasise

degree:

As stormy billowes rush against a Rocke:
As boistrous Windes (that hve their prison broake)
Roare on a Forrest: as Heav'ns sulph'rie Flash

Against proud Mountaines surly browes dooth dash.
Captains, 2371f

Most often, however, the epic simile stands alone, offering a forward motion
In one single suspenseful postponement of the tenor in favour of the

vehicle:
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Now, as a sparke, that shepheardes, unespied
Have talt .- by chance upon a forest side

Among dry leaves; a-while in secret shrowdes,

Lifting a-loft smal, smoakie-waving clowdes,

Till tanned by the fawning windes, it blushes . - .
Climbes fragrant Hauthornes, thence the Qake, and than
The Pine, and Firr, that bridge the Ocean,

It still gets ground and running doth augment,

And never leaves till all neere woods be brent:

S0 this sweet speech,...
Babylon, 1191t

Sometimes the development of the narrative in the simile can be subtle, or

even forcing an unnecessary but not unintelligible re-emphasis of the tenor:

Blind, shame-les, sence-les, quenching often-times
The soule within it selfe: and oft defames

The holiest men with execrable blames.

And as the Muste, beginning to reboyle,

Makes his new vessels wooden bands recoyle,
Lifts-up his lees, and spewes with fuming vent
From his Tubs ground his scummy excrement:

S50 ruin'st thou thine hoast, and foolishly

From his harts bottom driv'st all secrecie.

Ark, 6041t

[t 1s essential to this simile that "Frenzie'" should drive from the "bottom" o f
Its victim's heart all secrecy; for this is what happens to the lees. The linking
of the cask of wine with the human soul, inapposition, in the passage calls to

mind Dryden's inversion of the simile in Astraea Redux:

And as those Lees that trouble it, refine
The agitated Soul of Generous Wine,
S0 tears of joy for your returning spilt,

Work out and explate our former guilt.
272115

Once again the tenor is brought about by the vehicle. In this instance the
soul-like refinement of wine, and the liquid refinement of the human soul make
a witty and entirely suitable rhetorical circle. Of course, the simile is always

to some degree self-indulgent whether elucidative in design or not; for the
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simile 1s foregrounded, and the picture it presents must also perforce be fore-
grounded. The natural, picturesque image of moving water is not only of value
in its context, but is a favourite image In Bartasian nature description for

important reasons, and, as such, calls to be employed:

For, as a stone that midst a Pond yee fling,

About his fall first forms a little ring,

Wherein, new Circles one In other growing

(Through the smooth Waters gentle-gentle flowing)

Still one the other more and more compell

From the Ponds Center, where the stone first fell;

Till at the last the largest of the Rounds

From side to side gainst every banke rebounds:

So, from th 'Earths Center (which I heere suppose

About the Place where God did Tongues transpose)

Man (day by day his wit repolishing)

Makes all the Arts through all the Earth to spring,

As he doth spread, and shed 1n divers shoales

His fruitful} Spawne, round under both the Poles.
Colonlies, 2971t

The circling motions of waters, we will see, are important in Du Bartas' and
Sylvester's nature description, and In the nature description ot the seventeenth
and eighteenth centuries. Thomas Parnell, typically seeing the water surtace

as a broken mirror, writes:

Swift ruifling circles curl on every side,
And glimmering fragments of a broken sun,

Banks, trees, and skies, In thick disorder run. 16
"The Hermit", 18{f

In Virgilian simile the vehicle frequently takes on the function of exemplar.
Virgilian similes show animals in particular as analogies of human traits.

The presence of such comparisons undoubtedly assisted those long-held medieval
notions of Virgilian allegory — of Virgil, indeed, as a Christian lamb in a pagan
wolt's clothing, so to speak. Virgil's famous comparison In this respect is the

bee simile (Georgics,IV), in which bees are linked to industry. The image is

derivative: Homer's "waxen works" (Pope) of bees (Odyssey, XIII) becomes
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distilled 1n Virgil, medieval poetry, and in Du Bartas. In Sylvester the industry

of bees is characterised in simile by the designation "busie Bees" (Colonies,

243); in the Vocation this industry develops into a parable of good government:

Even as two swarmes of busie Buzzers, mounting
Amid the aire, and mutually atfronting,

Mingle their Troupes; one goes, another comes,
Another turnes; a cloud of Moatlings hummes
Above our heads, who with their cipers wings
Decide the Quarrell of their little Kings:

Either of which, a hundred times a minute

Doth lose a Souldiar, and as oft re-win-it.

3211t

Not surprising, for in the encyclopedia Du Bartas has already sung "the Bees

praise in mine humble rime" (V, 936), extolling the same good government:

For where's the State beneath the Firmament,
That doth excell the Bees for Government?
No, no, bright Phoebus, whose eternall Race
Once every Day about the World doth pace,
Sees heere no Citie, that in Rites and Lawes,
(For Equitie) neere to their justice drawes:
Not that, which flying from the furious Hunne,
In the'Adrian-Sea another World begun.
Their well-rul'd §tate my soule so much admires,
That, durst I lose the Raines of my desires,
[ gladly could digress-from my designe,

To sing a while their sacred Discipline:
V, 9191f

This makes a perfect, sharp model for the Miltonian simile. Following
Virgil's example i1t contains a splendid combination of war and order. Du
Bartas' fondness for the sound colouring of onomatopoela partly explains his
frequent use of the bee simile and of bee imagery generally. Milton intro-

duces his bee simile with cleverer onomatopoeia:
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Thick swarmed, both on the ground and in the air,
Brushed with the hiss of rustling wings. As bees
In spring time, when the sun with Taurus rides,
Pour forth their populous youth about the hive

In clusters; they among the iresh dews and flowers
Fly to and fro, or on the smoothed plank,

The suburb of their straw-built citadel,
New-rubbed with balm, expatiate and conter

Their state atfairs. So thick the airy crowd

Swarmed and were straightned;....

Paradise Lost, I, 767ff "

The parallel between the bees' little world with 1ts "citadel" and "suburb", and
man's larger little world i1s something which Milton may remember from

Sylvester's treatment of the similes:

. @S 1IN season warme
The hunnie-makers buissie-buzzing Swarme
With humming threats - throngs from little gates
O1f their round Tower, and with their little hates
Fiercely assaile, and wound the naked skinns
Ot such as come to rob their curious Innes.

Captains, 35311

A bee simile of the same stamp, occurs in Dryden's Annus Mirabilis:

S0 weary Bees 1n little Cells repose:
But 1f night-robbers lift the well-stored Hive,
An humming through their waxen City grows,
And out upon each others wings they drive.

St, 228

Nor has Dryden forgotten the bees' capacity for social organisation:

All hands employ'd, the Royal work grows warm,
Like labouring Bees on a long Summers day,
Some sound the Trumpet tor the rest to swarm,

And some on bells of tasted Lillies play:

With glewy wax some new foundation lay
Of Virgin combs, which from the roof are hung:
Some arm'd within doors, upon duty stay,
Or tend the sick, or educate the young.
Annus Mirabilis, sts. 144-45
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The constant regard for bees as little men, the common periphrases tor their
hives, or tor the bees themselves, in seventeenth century poetry, argue not
primarily an awareness of Virgil, but i1n many cases a keen awareness of the
transmitter of the 1dea, Du Bartas, in Sylvester's translation. The mild

didacticism of this kind ot simile 1s further justiiied by Pope in the Essay on

Man:

Learn each small People's genius, policies,
The Ant's republic, and the realm of Bees;
How those 1n common all their wealth bestow,
And Anarchy without confusion know;

And these tor ever, tho' a Monarch reign,

Their sep'rate cells and properties maintain.
11, 183ff 13

Nature, differing from man in particular, comes to teach man in general;
simile can handily make Du Bartas' encyclopedic point In his epic poem. And

so, this Virgilian, derivative simile is vital to Les Semaines. Homer's falcon

comparison, having no point but Its natural [;u“es.em:e.,19 becomes dialectically

functional In Les Semaines. We might remember the inability of William

Browne's dove to outguess it pursuant falcons ("knows not which way to fly").

Du Bartas' pigeon demonstrates a certailn kind ot tfutile cleverness:

Like to a cast ot Falcons that pursew

A flight of Pigeons through the welkin blew,

Stooping at this and that, that to their Louver

(To save their lives) they hardly can recover.
Vocation, 8591t

Dryden takes the same attacking falcon, changes the pigeon to a crow, and

the results are different:

Have you not seen when, whistled irom the {fist,
Some Falcon stoops at what her eye design'd,

And, with her eagerness, the quarry miss'd,
Straight flies at check, and clips it down the wind,
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The dastard Crow, that to the wood made wing,
And sees the Groves no shelter can afford,
With her loud Kaws her Craven kind does bring,
Who, safe in numbers cuff the noble Bird?
Annus Mirabilis, 86-87

(In Pope, the simile loses its exemplary value in favour of comparative force:
Pope, with consumate skill, creates a compound negative simile emphasising

-— as we have seen Du Bartas do above — degree:

Not half so swift the trembling Doves can fly,

When the fierce Eagle cleaves the liquid Sky;

Not halt so swiftly the fierce Eagle moves,

When thro' the Clouds he drives the trembling Doves;
As trom the God she flew with furious Pace,

Or as the God, more furious, urg'd the Chase.
Windsor Forest, 185ff

But both Du Bartas and Dryden come to the same conclusion about the

ambush represented in the spider:

Let not thy Lawes be like the Spiders Caul,
Where little Flyes are caught and kild; but great

Passe at their pleasure, and pull-down the Net.
Magnificence, 208-210

So the false Spider, when her Nets are spread,
Deep ambush'd in her silent den does lie:
And feels, far off, the trembling of her thread,
Whose filmy cord should bind the stru'?gling Fly.
Annus Mirabilis, 180

The circumstances are different, but in both instances the web is thought to

be imperfect. In Dryden's poem the Belgian spider learns a lesson about the

British fly. Du Bartas, like the Belgians, would like to see the big fly get
caught occasionally.
Exemplary simile is of particular value to Du Bartas in the second half

of Les Semaines, where the encyclopedia has been replaced by the biblical

stories which have little call for animal or other encyclopedic exemplars.
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CHAPTER 4

SOME ASPECTS OF STYLE

I have suggested a poetic In Les Semalines and in Sylvester's translation

that 1s rhetorically bound to a greater, natural scheme of things. A conscious-
ness of kinds of device suiting kinds of expression and thus serving meaning

distinguishes the rhetoric of Les Semalnes from the late habit ot repeating

sound for 1ts own sake. In spite of a rash of criticisms, earlier in France, then
in England, of "rude ri’chmu:::nur:a”,‘l rhetorical schoolboy antics continued into the
seventeenth century and lamentably after. The persistance of attacks on
pointless repetition 1s possibly 1tself evidence of the tenacity of 1ts practitioners.
While 1n his time Sylvester was spared criticism — more so than Du Bartas,
whose speedy success was soon matched by his (Phaeton-like) fall from favour2

— he would later be censured for an excess that his contemporaries failed to

recognise In him.

Justus Lawler's rather mystical reading of poetic structuring, connecting
it to the sexual/creative processes, is clever and entertainingly excessive in
1ts own right; digested and applied to Sylvester however this kind of reading

1s not altogether unsatisfactory.3 In it there 1s something of Margreta De

Grazia's unpublished Princeton thesis.q De Grazia, admittedly under the
influence — as of an hallucenogenic drug — of D.W. Robertson, argues that
the studies of Hebrew, the Cabbala, etvmology, of grammar, rhetoric, logic,
and the writing of poetry in the Renaissance, regarded language as a means
of "restoring man's likeness to God”.5 She applies this reading to George
Herbert, for instance, suggesting that Herbert "devotedly seeks God's word in
his own poetry, finding faint traces of 1t In puns, juxtapositions and resem-
blances among words”.6 Lawler takes this approach in another direction,
tinding sexual puns, relationships, jokes, etc., where others have not dared to

find them. We must take care not to overburden such readings, unless

delectare. It is nonetheless true that a religious approach to language, a new,
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sacred, almost secret, poet's language structure, emerges in France In the

mid sixteenth century, and in England not long thereaiter. R.J. Clements
draws attention to the difficulty shared by Pleiade poets Iin keeping "poetic
truth away from the narrow precincts of historical truth”.7 And the Plelade
enthusiastically took up the doctrine of natural inspiration, and of sublimity,
or "altitude of style-”...8 How great the gap was or was percelved to be between
the language styles of poets and the Word of God 1s a matter for others' con-
jecture, but it is clear that Du Bartas indulged in lofty word games, and ot
note that Sylvester recognised them and imitated and elaborated on them.
For the generation at the end of the sixteenth century the poet was, like God,
a ”Maker”.9

Du Bartas' role as Maker was not distinct from his role as encyclopedist,

where he concerned himself with copiousness. In Shakespeare's tragedy of

rhetor ical deception, Richard Il — the one, piercing, "moment of truth" comes

In the famous dream sequence — Richard makes a mockery of the rhetorical
exchange that begins with the instruction, "Be copious in exclaims" (IV, iv, 135).
In short, this high style 1s constituent of rhetorical and linguistic abundance.
Richard excells the Duchess of York and Queen Elizabeth at these. For Du
Bartas the concept of copiousness was two-edged. At the foot of the sixteenth
century lay an Erasmian humanism that welcomed exploration and discovery,
rediscovery, information and 1ts collection; and a major part of Du Bartas’

mission was the collection in one encyclopedic poem of a cornucopia of human

knowledge and spirttual wisdom.w Du Bartas' other concern was with the
expression of this glorious, multifarious, heaven-sent abundance as a part ot

the greater, mysterious unity of all universal diversity. In Les Semalnes Du

Bartas admittedly finds himself apt to be poetically speechless. Conventional
language has not the words to explain what he means: he gropes, sometimes
as pathetically as the everyman in Pruirock's "That is not what I meant at
all". He coins new expressions, finding or iInventing alternate names, over-

stating, wandering, enlarging, heaping, repeating; repeating perhaps as a
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shadow adumbrates a more perfect form. This quality in Les Semalines, that

may most resemble the schoolboy rhetoric of earlier poetry, 1s 1n fact remote

trom 1t.

Eric Wimmers is surely correct to point out the almost formulaic wordi-

ness of the First Week of Les Semaines.“ It 1s almost formulalc, In that 1t

tries to picture in words and in word arrangement — a kind of ecphrasis? —

the model of creation. Copiousness in Les Semalnes imitates the fecundity of

God's own creation.
[ am conscious of how easy it is to ignore as unexciting the simple wisdom
which regards adornment as adornment and recognises in it a kind of pleasur-

able affinity with the crossword puzzle:

Poets who took so much trouble to follow Art would not
wish this Art to be ignored in the reading and would
expect their listeners, and still more their readers to
respond with aural and mental agility. The 'schemes’
are nothing but the organization of patterning; this
patterning contented the ear like rhyme and the iden-
titication of the patterns was a delight to the instructed

mind. Such_ g response to poetry was never vague or
half awake. !4

But we should not underestimate Du Bartas' commitment to intimately
expressing, and euphoniously, a subject whose own euphony was at one time

thought to be the source of all music.

II. Versification and Rhyme

Following precedent Du Bartas' epic was written in rhyming Alexandrines.
His translator was faced with the difficulty of finding the English language's
best equivalent. While the Alexandrine was the generally accepted heroic
line 1in French poetry of the late sixteenth century, the proper line for herolic
narrative verse in English was itself the subject of great debate. William

13
Webbe had recommended the fourteener. In 1589, however, George

Puttenham asserted that the ten syllable verse 1s "very stately and hetwoica,ll”.ML
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Puttenham's judgement may have been a watershed in the development of the
English couplet. At any rate, in the 1590's the debate proceeded tamely In

the composition of poetry itself. Shorter narrative poems like Marlowe's Hero
and Leander — though only ironically (and in syllepsis) heroic — enjoyed
pentameter couplets. In 1602 Thomas Campion claimed to have observed that
Latin verses of six feet are equivalent to English verses of five feet — a
strong justification of the heroic couplet for tragical and heroic 1:»04ratry‘.15
Sylvester may have contributed definitively to the controversy. His translation
was the first of an epic to carry a formalised heroic couplet.l6 Though James I
and VI had earlier paraphrased bits of Du Bartas into ugly pentameters,
William L'isle's translations were in iambic hexameters. It was by no means

a fixed principle that Du Bartas' French Alexandrines be converted Into pen-
tameter verses. In fact, the very twelve syllables of the Alexandrine were an

inducement otherwise. At the same time as Sylvester was putting most ot

the Second Week into English George Chapman was translating Homer.

Curiously, Chapman's effort begins in fourteeners (the Iliads) and ends, with a

decade's hindsight, in pentameter couplets (the Odyssey).

Verses 1n Divine Weeks are vigourously endstopped so that emphasis talls

naturally on the end-rhymes. Sylvester's faithfulness to end-rhyme in particu-
lar in his translation, at a time of new experimentation with blank verse,
needed no justification; but Du Bartas' rhyme deserved and received, on ditfer-

ent grounds, this detfense:

Les autres disent que les rimes de asses a exes; de nue
a veue, et autres de pareille facon sont licentieuses, et
offencant les aureilles vraiment trancoises. J'avoue
bien qu'elles ne sont pas riches, mais outres qu'elles
sont rares, que les plus renommes entre le nostres en ont
use, qu'en un si grand ouvrage quelque chosedoit estre
permise, et que ceus qul sont blen versez en la lecon de
mes escrits scavent combien ailleurs je suis religieus
observateur des cadences, et fraternites des mots qui se
rencontrent a la fin des carmes, je promets d'escouter,
caché comme un Appelle derriere mon tableau, 1'axis
de tous, et me conformer a celuy des plus doctes.
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The largeness of the undertaking for Sylvester predicated the many irregulari-

ties 1n his end-rhyme. Many of the bad rhymes of Divine Weeks may be

accounted for by phone<tic changes In the language. But some rhyming com-
binations are unpalatable for the better reason of their unbalanced syllable
count.

From French poetry Sylvester would have inherited the stricture that
feminine word be matched with feminine rhyme, masculine with masculine;
and that feminine was to be preferred. The meeting of this prerequisite

I3

constitutes In Sylvester a breach of Augustan rhyming etiquette. Frequently

in Divine Weeks line ending phrases are made artificially into compounds, so

as to create a polysyllabic rhyme (e.g., IV, 271, Ark, 79f; II, 1144f). Yet these

attempts at polysyllabic rhyme and at syllable consistency are opposed by such
unlikely combinations as "tress/Tindarides'" (IV, 287f) and "excess/Hercules"
(ITI, 11191), for example. For the most part however Sylvester rhymes mono-
syllables and disyllables only. He frequently employs verb postponement to
ensure a verb's place at the end of a line. Verb inversions are a tormidable
part of his style. But the ending of lines with verbs, though a prosodic
challenge in eighteenth century poetry, is probably not a conscious part of
Sylvester's style. John Arthos suggests that two word formulations correspond
to the Latin dactylic compound at the end of an hexameter line, thus perhaps
making the English formulation prosodically the "native form proper to the

19 [t seems to me unlikely that Sylvester

English imitation of classic style".
has such a notion firmly imprinted in his mind. But it Is true that there is

an high incidence of epithets appearing at or near the end of lines Iin Divine

Weeks. Because the adjective is most often polysyllabic and the noun, by

character of the language, monosyllabic or disyllabic, we might be justified
In arguing that the frequency of monosyllabic rhymes is no accident. But I

judge no pattern in Divine Weeks in this respect. (More probable as a feature

of Sylvester's verse style however are imitations of the "golden" line of

Virgilian poetry, in which two halves of a line are epithetically balanced. An
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example might be the couplet

Th'inammell'd Valleys, where the liquid glasse

O1f silver Brookes in curled streames doth pass,
Colonies, 6991

Sylvester frequently structures lines in this way.) Though critical opinion,
summarised by Puttenham,zo was against the repetition of a word in end-
rhyme, for want of such rhyme or for his "flagging muse'", Sylvester

tinds himself constrained to repeat himself some two hundred times in the
work. Further, where a suitable rhyme is wanting Sylvester indulges in neo-
logism, conveniently, it is true, following a Pleiade maxim of novelty (e.g.,
I, 253f; H-C, 401f; I, 30lf). 2] Apart trom the inducement to novelty the

practice 1s not influenced by Du Bartas, but by contingency. For similar

reasons a number of fixed end-rhyme combinations occur in Divine Weeks.

The most tfamiliar of these is the nature juxtaposition "Fields/Hils" (occurring

five times In the Third Day alone); if nothing else, the rhyme points to a

predilection for recurrent descriptions of nature.

Though as a rule end-stopped, Sylvester's lines make liberal use of
enjambement, and the practice only serves to re-enforce the higly structured
prosody of the work. This enjambement, we shall see, i1s not unrelated to
repetitional devices. Enjambement acts as a form of subversion to the line-
concluding pause, emphasising a larger structure than that of line (or couplet;

for instance, clause, sentence, or paragraph). Divine Weeks is not a sentence

or paragraph oriented work, however, but a phrasal one, to recall Josephine
Mil es. Since the phrase 1s a small cluster, pauses in between lines and
within lines are a necessary part of this style. Sylvester's pauses afford in
part the shape that makes his couplet an antecedent of the eighteenth
century rounded couplet. The line can, most often, be divided in two; or
It can disintegrate pointedly into a punctuated rhythm (asyndeton). The

second half of the line may be yoked to the first half. In this we find a
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structuring in which one action is yoked through zeugma to different substan-

t1ves:

La Guerre vient apres, casse-loix, gaste-moeurs,
Raze-fort, verse-sang, brusle-hostels, aime-pleurs,
Dessous ses pieds d'airain croulle toute la terre;

Sa bouche est un brazier, sa voilx est est un tonnerre;
Chaque doigt de sa main est un canon bruyant,

Et chaque sien regard un esclaire flamboyant.
Furies, 2631t

Next marcheth WARRE, the mistris of enormity,
Mother of mischiefe, monster of Deformity;
LLawes, Manners, Arts; she breaks, she mars, she chaces;
Blood, teares, bowers, towers; she spils, swils, burnes, and razes:
Her brazen feet shake all the Earth a-sunder
Her mouth's a fire-brand and her voice a thunder,
Her looks are lightnings, everlie glaunce a tlash;

Her fingers guns that all to powder pash.
Furles, 2931t

Though Sylvester — significantly — breaks up Du Bartas' verb + noun
compounds both passages rely on parisons of half lines and of punctuated
rhythms (asyndeton). It is interesting that Sylvester should substitute for the
almost compact sentences of Du Bartas' compounds a structural device ot
correspondences that runs I, 2, 3; 1, 2, 35 1, 2, 3, &4; |, 2, 3, 4. Sylvester empha-
sises structurally a development of thought over a coincidence of thought.

But the pattern of alliteration and internal rhyme 1s more complex, 1s sophisti-
cated. The internal rhyme of the most punctuated line is especially of note.
The two sets of things and actions which need not necessarily be linked with
violence, "bowers, Towers", "spills, swils", are set in internal rhyme. Liquid
verb is set next to solid noun. The first half of the line with its crossed
alliteration also isolates most every tacet of Du Bartas' natural experience.
Blood associates with war, tears with love, bowers with country scenes, towers
with cities. "Warre''destroys all of these. The meaning of the line, in all its
complexity depends on the interpretation of 1ts structure. This parallel

structuring i1s a facet of Sylvester's style, more than In Les Semailnes. It iIs




>3

often assisted, as in the last few lines of the above passages, by zeugma, In

which a familiar verb is usually yoked. The heavily punctuated line is also
characteristic of the styles of both poets, a legacy, says Snyder, to seven-
22

teenth and eighteenth century poetic style. Surely one attraction for Milton

of Sylvester's remarkable line

Immutable, immortall, infinite
I, 45

is that it contains the tripartite nature of God not just in its descriptive adjec-
tives, but in the pauses that define the line. The words themselves are poly-
syllables, the line polyrhythmic, but the subject i1s one. And so, from Du

Bartas, in Divine Weeks, God is also

Invisible, immortall, intfinite.
I, 34

Incomprehensible, all spirit, all light,
I, 46

Invisible, impassive, excellent,
[, 48

He is "Pure, wise, just, good"; and the last word, '"good", defines the first
three, being in paronomasia with the word that immediately follows, "God"

(I, 49). The tripartite line is important not just for its polysyllables, then, but
for its pauses, and here for its symbolism. But of equal importance throughout

Divine Weeks is the rhetorical fact that one line may be divided many ways,

and that sounds interposed with pauses can make one integral whole. The
symbolism may not be transmitted to all of seventeenth century poetry —
though surely to Milton — but the structuring itself is. As for the listing that
this kind of line organisation facilitates, 1t is true that other poets favoured

listing in the late sixteenth century (Spenser, for one), but it is probably
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first Sylvester in English who develops the punctuated rhythm into a formal
aspect ot style.

The shape of the passage depicting "WARRE" quoted above also owes
significantly to internal rhyme, alliteration, and to the other devices of

repetition. Sylvester was possibly familiar with remarks like William Webbe's,

that rhyme bears better grace in English than in any other language; 23 or

with Daniel's pronouncement that rhyme "dooth adde more grace and hath

more delight then ever bare numbers howsoever they can be forced to runne

In our slow language'. 24 These retflections pertain not just to end-rhyme but

equally to all figures of repetition. They do not obviate the criticism of

'rude rithmours" but account for the English language's perceived inability to

achleve the quantity of classical hexameters;25 and otfer as surrogate the

language's felicity for consonantial, syllable, and word linking sounds.
Sylvester's motives for repetitional device may be confused; Du Bartas'

owe to a Plelade poetic ethic. '"Le style prosaique est enemy capital de

I'eloquence poetique", says Ronsard.26 In what may be seen as the birth of

poetic diction in French, the Pleiade stressed that the structure and language

of poetry should be separate from that of prose, and that those who write

''sans grace, et sans art" are simply composing rhymed prose.27 Where do

the Pleiade see "grace" and "art"? Ronsard advocates "figures, schemes,

tropes, metaphores, phrases, and 1:>eriphra5<=:s”.28 Repetitional devices figure

in this recommendation. Following Ronsard's specifications, Du Bartas
declares himself against a prosaic style, in favour of a high, marching,

dancing style:

La grandeur de mon sujet désire une diction magnifique,
une phrase haut-levée, un vers qui marche d'un pas
grave et plein de magesté, non erréné&, lache, effeminé,
et qul coule lascivement ainsi qu'un vaudeville, ou une
chansonette amoureuse. Mais pour me convaincre de
I'un ou de l'autre erreur, ils allégent ce carme,

Le champ plat, bat etc.29
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The clause "et qui coule lascivement ainsi qu'un vaudeville ou une chansonette
amoureuse” we will have cause to see the importance of in the course of this
work. Principally, Du Bartas acknowledges criticism levelled at an excess
which he denies. The criticism and the reaction pinpoint perhaps a major flaw
in Du Bartas' style, a periodic blindness to pointless repetition, even if accom-
panied by a sound "qui coule lascivement". Though the subjéct of translation
Is a larger one, and not really the concern of this work, we might grant one
translator's on the subject of obligation to the original, Sylvester's contempo-

rary, George Chapman:

The worth of a skillful and worthy translator is to observe
the sentences, figures, and formes of speech proposed by
the author, his true sence and height, and to adorne them
with figures and formes of oration fitted to the original
in the same tongue. 30

In this respect Sylvester does not fail; and may probably be regarded as among
the most accurate of English translators of the late sixteenth or early seven-
teenth centuries. Arthos rightly alleges that Sylvester's "translation is not
literal, but one might say that his imagination was". > Concerning the mind-
less repetition of syllables, however, Sylvester does try to give the rhyme some
meaning, if only feeble; be it in epithets like "Po-poisoned", "Mel-melody",
"Arm-arming'" — following such as Du Bartas' "flo-flottante" — or in his
rendering of Du Bartas' onomatopoeas, as the famous Alouette song, imitated

32 ... L
by Shakespeare, difficult to translate with its word and sound play:

La gentile Alouette avec son tire-lire
Tire l'ire a l'ire, et tire'lirant tire
Vers la voute du ciel; puis son vol vers ce leiu

Vire, et desire dire: adieu Dieu, adieu Dieu.
V, 6151t
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The prettie Larke, climbing the Welkin cleere,
Chaunts with a cheere, heere peere-I neere my Deere;
Then stooping thence (seeming her fall to rew)

Adieu (she saith) adiew, Deere, Deere = diew.

V, 661ff

[T the results are less than truiltful, Sylvester nonetheless shows concern for
using rhyme intelligently (intelligibly?).

Du Bartas' redoubling compounds are difficult and ugly, but he 1s tond of
linking sound and sense in onomatopoea, and in this achieves greater success.
Saint-Beuve has an anecdote which may explain analogistically the importance
of the device to him. He recalls: "... ce qu'en raconte Gabriel Naude, que Du
Bartas s'enfermait quelqueiois dans une chambre, se mettait, dit-on, a quatre
pattes, et soufflait, gambadoit, galopait, pour etre plus plein de son sujet; en
un mot, il ne recitait pas sa description, i1l la jouait." £ Du Bartas enjoys 1n
particular the use of words which echo a constructed sense. Sylvester's trans-

lations are exacting In their regard for the integrity of the original. His bee

onomatopoeas (Eden, 353f; Furies, 585; Columns, 757; Captains, 353;

Vocation, 32lf; Decay, 797{f) are perhaps not difficult renderings, making easy

use of commonplace words like "buzzing'" and of the letters u and z. But
Sylvester's echo of the sound of firing guns requires a more difficult deploy-

ment of words in context (Furies, 252ff). Onomatopoeas of similar difficulty

are the hound echo and the wolf alert of Captains (398f; 914ff); the first of

these Sylvester translates skilfully indeed. In all there is something cosmic in
the sounds struggling to echo sense, as if naturally an utterance had a sense
only from its sound; a familiar notion to Du Bartas. Further, the onomatopoea,
and the repetition of syllables, is like the set of unplayed, sympathetic strings
on the viola d'amore. The analogy Is not Incidental.

[n England the controversy over 'rude rithmours'" had begun almost inde-
pendently of French criticism. In 1575 George Gascoigne argued that "it is

not enough to roll in pleasant woordes, nor yet to thunder in Rym; Ram,

")n_ 34

Ruff by letter (quoth my maister Chaucer . For Gascoigne the
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oftenders are mostly indiscreteous alliterators:

As many wryters which do not know the use of any other
figure then that whiche is expressed in the repeticion ot
Sundrie wordes beginning all with one letter, the whiche
(being modestly used) lendeth good grace to a verse, but
they do so hunte a letter to death that they make It

Crambe and Crambo bis positum mors est: Therefor Ne
quid nimis. 35

Sylvester's patron, James I and VI, is less preoccuplied with the possible
excesses of alliteration: "Be Literall I meane that the maist pairt of your lyne

shall rynne upon a letter as this tumbling line runnis upon F. 'Fetching Fude

36

tor to fteid 1t fast furth of the Faerie'." George Puttenham reters to

alliteration In terms of "symphonie", warning the poet only of general

excesses and of the risk of cluttering up verse. Puttenham's guide 1s a vague

37

notion of decorum. Spenser's correspondent, E.K., scorns "the rakehellye

route of our ragged rymers (for so themselves use to hunt the letter) which

without learning boste, without judgement jangle ..." 33 So writes Sidney ot

excesses 1n all directions:

Now, for the outside of it, which is words, or (as I may
term it) diction, it is even well worse. So is that honey-
flowing matron eloquence appareled, or rather disguised,
in a courtesanlike painted affectation: one time with so
farfetched words, they may seem monsters, but must seem
strangers to any poor Englishman; another time, with
coursing of a letter, as 1f they were bound to follow the
method of a dictionary; another time with figures and
flowers, extremely winter-starved.>?

The distinction must lie between pointless rhyme and a repetition that is

pointed. Spenser, for example, makes tairly continuous use of alliteration

to heighten the "effect proper to his interlacing rhyme—system”.qo

Sylvester makes use of the figure in a rather different way, not having the

Interlacing rhyme; marred by a propensity to hunt an S, F, or B once too

4]

often I1n one or over several lines. The habit sometimes results in poetry
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that 1s not only offensive to the ear but which combines stridently with other

repetitional devices. But such as Sylvester's splendidly over-worked line

To marry mine immortall layes to theirs

were not censured by his contemporaries; were, rather, often given a kind ot
lip-service, as by Milton, who wrote with greater decorum, "married to
immortal verse" ("I'Allegro", 137). Sylvester was periodically aware of his
capaclity to overwork a line; he invents his own ifigures, here, in brief self-

parody:

Strong counter-baen! S sacred plant divine!
What mettall, stone, stalke, fruite, flower, roote, or ryne,

Shall I presume In these rude rimes to sute ...
Eden, 2171t

Sidney's play on the flowers of poetry and the flowers of spring is one
fittingly akin to the word-plays of Du Bartas and Sylvester. Sidney also

remarks the deceitful side of eloquence, that which can dress '"In a courtesan-

like painted affectation'. The metaphor is an interesting one. Is It possible

that Sidney recalls 1t from his readings in early editions of La Semaine? It

is recurrent metaphor in Du Bartas. Whatever, Sidney's criticisms are

scarcely directed at Du Bartas, whose First Week he quite possibly trans-

42

lated. And Sylvester was probably not criticised in his time for such
offences. Harry Ashton is misguided when he suggests that from about 1580
"les hommes cultives se plaisent a considerer la poesie, ou mieux la versi-
fication, comme un jeu, comme une gymnastique litteraire”.“ His judge-

ment I1s too narrow; and the assoclation of any such game simply with

Sylvester's Du Bartas i1s folly.
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Alliteration is often employed to run lines together. It will have the
effect of moving the narrative forward, preventing the isolation of one line
or couplet from another. Here for example B alliteration talls into ST alli-

teration which bridges the two couplets.

In breete, as those, that in some channell deepe
Begin to build a bridge with arches steepe,

Perceaving once 1n thousand streames extending,
Babylon, 2191t

But the device can and does just as easily bridge separate concepts. Wimmers
has noted the use of alliteration to emphasise antithesis. + For Du Bartas

and for Sylvester anithesis 1s the principle way of structuring line and ot

patterning the work as a whole. Wimmers' example 1s the line

Raysing poor: Vertue, razing proudest Vice
Colonies, 849

But there are many others of similar aspect. Wimmers does not observe the
important chiasmus of the line, the crossing over of good and evil, the
raising of the lowly and the toppling of the proud, signified not so much by
the alliteration which does not cross, proceeding 1, 2, 3; 1, 2, 3, but by the
device of antanaclasis. But a conscious use of alliteration to eniorce chiastic

or progressive patterning is essential to Divine Weeks. Lawler points to

similar chiastic and progressive (serpenting) uses of alliteration in Milton and
elsewhere, and gives these the added importance of describing a Euclidean
geometrical figure of primal impcur’ta.nce..45 This primal importance tor
Lawler is inevitably some kind of fusion, a sexual coming together. Lawler's

thinking 1s of some use to our understanding of the rhetorical patterning of

Du Bartas and Sylvester; the sexual reading must only be an analogue, In their
case, tor a greater fusion, that of cosmic creation. One way in which

alliteration assists and fusive mission of Les Semailnes 1s In its connection with
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oxymoron, a trope of fusion which is made all the more potent by alliteration.
Wimmers might well have noted the many alliterative oxymorons, usually In

compound epithets (e.g., "right-wrong errors" (Eden, 552), "Friezing-frying"

(Magnificence, 745), "bashfully-bold" (Babylon, 598), "thin-thickness" (llI, 1069),

"slowly-swiftly" (I, 125)).
Internal rhyme, similar in principle to alliteration, shared criticisms
directed at rhyme in the sixteenth century. Wimmers' conclusions about the

relative absence of internal rhyme in Divine Weeks must be disregarded. +6

The device is essential to Du Bartas', but more so to Sylvester's style. It may
be sald to combine the assonances of Du Bartas' French with the consonances
of Sylvester's English. But it i1s true that most of Sylvester's many internal
rhymes are weak, relying on the repetition of a common prefix or suffix.

Hence the frequent -ing ending participial rhymes (e.g., Furies, 40lff; Handy-

Crafts, 623f), -ed ending participial rhymes (e.g., Trophies, 296; IlI, 391),

comparative ending rhymes (-er: e.g., VII, 636). Du Bartas' innumerable
toponyms afford yet another kind of internal rhyme, In the repetition of stan-

dard toponymic endings (such as -ia, -ian, etc. ... : e.g., VI, 38lf; Colonies,

951f), a practice enjoyed more by Sylvester than by Du Bartas. The figure
once again assists the structure of line and couplet. Without a strong
formal sense of leonine rhyme,Sylvester seldom employs the leonine rhyme of

Les Semalnes. But he will commonly use rhyme to link separate couplets as

if by anadiplosis (e.g., VI, 1022f; Eden, 235f); or he will rhyme successive

half-lines (e.g., II, 593f; Fathers, 483f; 1I, 327f). Such rhyming between lines

-__“l_lﬂ

assists a larger parallel structuring that de-emphasises the couplet in tavour
of a larger pattern. Finally, and most importantly, internal rhyme can also
be fusive, bringing together in sound words that are supposed to express

some relationship. Here, for instance, internal rhyme helps make unique the

positioning of two things that are distinct, if not oppositional:

To make a Father butcher of his Son?
Fathers, 357
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"Father" and "butcher" are rhetorically equated by rhyme, as they are equated
in thought. This fusive effect is critical in importance. Other repetitional

devices, we shall see, work unanimously to achieve it.

[II. Repetitional Devices

John Hoskyns argued that anaphora '"beats upon one thing to cause the

quicker feeling In the audience, and to awake a sleepy or dull person".47

But R.E. McFarland properly remarks that the device (and other structural

48

ones) frequently accompanies antithesis. In Divine Weeks this is especilally

true not just of anaphora but of symploce as well; both figures are rhetorical

commonplaces ot the First Week. Anaphora serves — to amplify Hoskyns

— to re-enforce one point by enumerating 1ts subclasses, as for example In

this support of the gloriousness of God through God's many achievements:

And therefore, Blessed, ever Blessed bee

Our glorious GOD's immortal Majestie;
ENGLAND's Great Watch-man, he that Israel keepes,
Who never slumbers and who never sleepes:
Our gracilous Father, whose still-firm-affection
Detends us still with wings of his Protection:
Our loving Saviour that thus Saves as still

(Us so unworthy, us so prone to Ill:)

Our sacred Comforter (the Spirit of Light)
Who steers us still in the Tr .. FAITH aright:
The TRINITIE, th'Eternall THREE in ONE,
Who by his Power and Providence alone,

Hath from the Furnace of their Fierie Zeale
Preserv'd our Fi ~ . our PEERES, our PUBLIKE-WEALE.

- -

- Captains, 12331t

Generally anaphora is employed to introduce a progression in the text by
showing similarity or dissimilarity {most often symploce) in objects, details,
and 1deas, or by developing metaphorical relationships, physical, religious,
moral, etc ..., (as with the series of assertions with which Du Bartas and
Sylvester begin their work — ""The World's a School .../ The World's a Stage ...

/The World's a Book ..." (I, 154ff)). This allows the poet to linger, even to
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luxuriate in his subject. It Is also a device of listing, making what is perhaps

a poet's difficult task more palatable (see Ovid, Georgics II, 89-102). With its

point counter-point style symploce pertorms more clearly a function ot con-
trast. But 1t ts, as Thomas Peacham calls it, a device of "The Rhetorical
49