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INTRODUCTION

This thesis comprises a group of historical and crit-
ical studies of the Canadian nature poetry which appeared in
both English and French from the time of Canada's earliest
literary beginnings up to the second decade of the present
century. These studies deal in part with the parallels and
contrasts to be found in the work of the leading English and
French Canadian poets of the period designated. Unless
otherwise indicated, the terms "English" and "French" stand
throughout for English Canadian and French Canadilan.

Biographical and bibliographical material is presented
more extensively in the case of the French poets since it is
the aim of the writer to make a definite contribution to the
meagre store of factual knowledge English Canadians have of
the literary history of their French compatriots.

The ma jority of Canada's poets, both English and
French, demonstrated in varying degree their powers of obser-
vation and detailed reportage as well as their emotional or
aesthetic appreciation of their subject. The French poets,
however, stopped considerably short of the philosophical
approach; they had yet to show an awareness of the opportu-
nity and the challenge in a philosophical view of nature.

Archibald MacMechan states that nature has been the

theme of all Canadian poets, English and French--of Lozeau
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as well as of Roberts. Although lacMechan's happy choice of
representatives would seem to justify his generalization, the
evidence does not bear it out. There was one fundamental
difference between the English and the French use of nature.
For the English writers, nature was an end in itself; for the
French it was a means to an end.

It has been said that Confederation brought a fuller
consciousness of national life and with this a new poetic
activity expressed in the work of Charles G. D. Roberts,
Bliss Carman, Archibald Lampman, and Duncan Campbell Scott.
The French poets had no need of Confederation to quicken
their national consciousness. In them--Crémazie, Fréchette,
and their confreres--it had been brought to life by a single

literary work, Frang¢ois-Xavier Garneau's History of Canada,

the first volume of which appeared in 1845. It is no exag-
geration to say that the young French writers of the day
acclaimed with wild enthusiasm Garneau's historic declaration,
made on one occasion when, taunted with the charge that he
was a member of a conquered race and that French Canadians
had no history, he replied, "Our history! Very well, I shall
tell it! And you will see how our ancestors were conquered,
and whether such a defeat was not as glorious as a victoryl"
This source of inspiration set the tone of the work

of the early French poets; it was nationalistic--a paean to
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the founders of New France. Canadian nature, when it served
them, served as a backdrop only--a descriptive canvas on
which they depicted the pageant of their past. Herein lies
the main difference between the English and French poets of
the last century: for the leading English poets, nature
itself was the main theme; for the French, history, religion,
and the establishment and continuance of the race
predominated.

Isolated French figures reached out to touch the gran-
deur of the Great Lakes, the Far North, the Saint Lawrence,
and the Saguenay, but there was no large group of accom-
plished nature writers comparable in poetic stature with
those of the School of Roberts. It will be shown, however,
that occasionally, and more frequently since 1900, a French
writer did succeed in bringing to nature poetry a new and
vital approach, comparable in quality with the best of the
English group.

The writings of the French poets of the nineteenth
century reflect the long dependence of their people on the
soil, on the farms and villages of 014 Quebec. The habitant's
love of the land, his quiet submission to its demands, the
daily round of chores which brought him into the closest pos-
gible touch with the land--all these insplired the poets of

French Canada to record the rustic story of their countrymen.
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Nature was often their inspiration, but it was a fire-side,
fence-corner nature. French Canadian poets as a group had
yet to write the poetry of which their land was worthy.

The English Canadian poets of this period, stimulated
by the tradition of the Romantic Movement in England, pro-
duced a large volume of nature verse. The work of Roberts,
Carman, Lampman, and D. C. Scott was the culmination of this
endeavour.

"The poets of Quebec," states V. B. Rhodenizer, "have
a special appeal to Canadian readers because of their 1lit-
erary expression of their love of the natural beauty of
their own Canadian home." That these French poets loved the
beauty of Canadian nature is not to be denied, but the lit-
erary expression of this love, as this study will show, was
not on the whole as satisfying a descriptive and interpretive

recording of nature as that found in the works of the chief

English poets of the time.



CHAPTER I
FORERUNNERS

The production of nature poetry in English in appre-
ciable quantities did not begin until 1880, the year Charles

G. D, Roberts' Orion and Other Poems was published., Within

the short space of thirty years following this date a great
deal of nature poetry was written. This period was marked by
the appearance in print of Wilfred Campbell, Bliss Carman,
Isabella Valancy Crawford, Pauline Johnson, Archibald Lampman,
Duncan Campbell Scott, as well as Charles G. D. Roberts,

This vast school of nature poetry, with all its class-
rooms, corridors, laboratories, libraries, and museums, was
built on a foundation already poured and set some thirty years
before Roberts began construction on the Orion wing, And this
foundation was, in a sense, incidental to a larger project
envisioned by the firm of Sangster and Mair, Builders of
Empire, In 1856 blueprints were drawn and matériel was as-

sembled by Charles Sangster in his book The St, Lawrence and

the Saguenay and Other Poems and the work was accomplished

through the collaboration of Charles Mair and his Dreamland

and Other Poems, published in 1868,

Before Sangster there had been little recognition in
verse of the possibilities in Canadian nature, Pre-

Confederation writers dealt almost exclusively in history,



customs, religion, and the binding ties of empire, One of
these, Oliver Goldsmith (1787-1861), in his poem The Rising
Village (1825), had followed the pattern of his grand-uncle's
The Deserted Village in telling the story of a Loyalist

settlement in Nova Scotia, In commenting on Goldsmith's poem
Lorne Pierce has written: "While too derivative in manner and
metaphor, it is a good example of rhyming by a cultured gen-
tleman of the period, showing refined taste and sincerity,
with an occasionally felicitous line in the descriptive
passages:

There verdant meads among the uplands spring,

And grateful odors to the breezes fling. . «

The farmer's cottage, bosomed 'mong the trees,

Whose spreading branches shelter from the breesze;

The winding stream that turns the busy mill,

Whose clanking echoes o'er the distant hill;

The neat white church beside whose walls are spread

The grass-clad hillocks of the sacred dead."l

These are felicitous lines, perhaps, but they and
their like can hardly claim for their author any lengthy con-
sideration in an examination of Canadian nature poetry., In
these lines, as in most of the poem's descriptive passages,
one seems to recognize English rather than Canadian scenes.,
It is with Sangster and Mair, then, that English

Canadian nature poetry has its beginning. In them is found

the first conscious expression of a feeling for Canadian

T Torne Pierce, An Outline of Canadian Literature,
p. 630




landscape as well as the first tentative gropings toward a

sense of Canadian nationalism,

Charles Sangster. E, K, Brown has said that Charles
Sangster wrote for his fellow-Canadians and about them and
with a Canadian or at the widest, a North American range of
attitude.2 Lorne Pierce and A, J, M., Smith concur in this
opinion.3 The total absence of noteworthy competitors in the
field, either.Egglish or French, make Sangster's descriptions
of the Canadian scene stand out boldly. His nature poetry is
best in its pictorial phase, despite numberless capitalized
personifications, classical allusions, and outworn romantic
images, These traits are exemplified in the following passage
from "Morning in Summer":

Darkness has disappeared, and all the stars,
Save one, have ceased to twinkle in the heavens.
Like some lone sentinel, whose comrades all
Have sunk into luxurious repose,

This solitary orb remains behind

To greet the Morn, a silent, truthful witness,
Ordained by the Creator to attest

To the first dawning of another day,

Of every day throughout the lengthened year,
The silver Dawn flies up the dusky slope,
Like a white dove emerging from a cloud;
Morning imprints its first impassioned kiss
Upon the Orient's lips, her rose-hued cheeks
Blushing with love, and all her being moved
With heart-beats mighty as the throes of Jove,4

2 E. K. Brown, On Canadian Poetry, p. 32.

3 Pierce, Q%. cite, pe 65.
A, Jo M. Smith, The Book of Canadian Poetry, p. 8.

4 Charles Sangster, The St. Lawrence and the Saguenay
and Other Poems, p. 102,




A more observant sketch, couched in less flamboyant
language, may be found in "Autumn," where the poet achieves a
startling piece of description:

) The marsh,
Like to an indolent sluggard, has lain down
Beneath its faded covering, to dream
Of'a long rest: its putrid breath no more
Poisons the air with a malarian stench,
Inducing fevers that burn up the frame,

As the hot summer burns the parchéd leaf--
The purifying air of Autumn has passed o'er
The feverish waste, and given it new health,
E'en in its swift decay; as the free'd soul
Ascends to heaven when the body dies,5

Not all of Sangster's longest poem, "The St, Lawrence
and the Saguenay," deserves the acclaim accorded by anthol-
ogists and critics to its most frequently quoted part, the
"Lyric to the Isles,” It is an enthusiastic travelogue on
the St, Lawrence, consisting of a series of fragments ranging
in subject matter from the traveler's canoe to Cape Diamond
"with its sombre-coloured bust,” There is little detailed
description, The places "visited" on the journey down river
are each hailed with one all-inclusive epithet, We see the
nstartled Galloppes," "graceful Cedars,™ "terrible Lachine,"
nSt, Helen's, fair enchanted," "fair Batiscan," Quebec "a
tanned giant on a solid throne," "the black and frowning
Saguenay." The poet barely hesitates before the spectacle of

Montmorency, one of Canada's most awe-inspiring sights:

5@0 s Do 125,



Down the rough slope Montmorenci's torrent pours,

We cannot view it by this feeble ray,

But? hgrk! its thunders leap along the shores,

Thrilling the cliffs that guard the beauteous bay;
One wonders why he did not accept the challenge of Montmorency
and put off the remainder of the trip until the next day!}
Capes Trinity and Eternity receive the same hasty treatment,
There is no attempt to scale these heights or to give them
even a slight portion of the obeisance they deserve, Indeed,
it may be said here that none of the English poets of the
period under study rose to the occasion before the Capes. It

was necessary to wait for Charles Gill to do them justice in

his masterpiece Le Cap Eternité, published in 1919,6

The trend toward nature poetry which begins in
Sangster's first book gathers considerable momentum in Hesp-

erus and Other Poems which appeared four years later and

which, according to Oliver Wendell Holmes, "added new interest
to the woods and streams."7 Although the poet continues to
follow Cowper and Thomson as models and again makes use of
his not over-large store of conventional epithets and class-
jcal personifications, he succeeds in effecting a more per-
sonal approach with a hint of the cosmic philosophy which was

to appear later in Roberts and Carman, It is a hint only,

6 Cf. p. 115.

7 Cit, by R, P, Baker in A History of English-Canadian
Literature to the Confederation, p. .




however, for his strongest inspiration from nature, as Pro-
fessor Baker has said, leans more toward the religious than
the philosophical.8 This is clearly seen in the opening lines

of one of the best poems in the book, "The Falls of the

Chaudiéret:

I haye iaid my cheek to Nature's, placed my puny hand
in hers,

Felt a %indred spirit warming all the life blood of
my face,

Moved amid the very foremost of her truest worshippers,

Studying each curve of beauty, marking every minute
grace;

and further on:

Thou wert true
To nature and thyself. Be thy example

The harbinger of times
When the Chaudiére's imposing majesty
Will awe the spirits of the heartless mimes
To worship God in truth, with nature's constancy.9

The same religious feeling appears again in the closing lines

of the "Proem" which prefaces a series of sonnets in the same

book:

And these leaves
Of meditation are but perfumes from
The censer of my feelings; honied drops
Wrung from the busy hives of heart and brain;
Mere etchings of the artist; grains of sand
From the calm shores of that unsounded deep
Of speculation, where all thought is lost
Amid the realms of Nature and of God,.lO

8 Baker, loc. cit.

9 Charles Sangster, Hesperus and Other Poems, pp. 53,57.

10 Tbid., p. 161.



For a more intense and truly poetic expression of the
poet's sense of God in Nature and of Nature as the shepherd
of Man, one must turn back to his dramatic idyll, "Bertram
and Lorenzo," in the earlier volume., Here we come upon clear
signposts pointing the way for Sangster's followers:

Call it not lonely;
Say, rather, that the God of Nature hath
Peopled these wilds with spiritual forms,
With which the man of an exalted mind
Can hold sweet converse in his studious hours.
The trees that nod upon the piney height;
The humble shrubbery that men pass by
Unnoticed; the soft moss that grows upon
The flinty granite; the pale, meek-eyed flower,
Half hidden by the rank, luxuriant weeds
Do each and all possess a powerful claim
Upon the sober mind.

L ] o ® ® ® [ ] [ L [ ] L] L] [ 4 ] [ [ ] [ J L] ® L [ ]

Young man, thou dost not know the peace
That falls upon the spirit in these wilds,
Like gentle dew upon the parched leaf,
Learn to aspire to God; clutch at the stars;

L J [ J [ ] [ ] [ ° [ L J [ 4 L 4 [ 4 L [ J [ ] o L] [ ] ®

But to be lonely here,
Where every breeze that passeth by interprets
God's everlasting, all-pervading truths
Unto our inmost souls; where we can feast
Our hungry mind's eye on the rich repast
Which the wild wilderness contains; is to
Be blind--insensible=-to all the beauty
Which nature hath in vast profusion strewn,
With an unsparing hand, about our path,
Give me the place where I can hold communion
With Nature and with Nature's God;

L ] [ [ ] L [ ] [ ] o [ [ ] [ ] ® [ ] L J [ 4 [ 4 [ 4 [ 4 [ ] [ 4 ®

I would fain convince thee, friend,
That God sits throned upon these lofty wilds,
And prove to thy half-unbelieving mind
That the still voice of august nature speaks
Audibly and incessantly to man,
Let's to the mountains.

[ ] [ ] L J [ ] [ ] [ 4 [ ] L] L] L] L4 ® [ ] L] ] L] o L J ® L 4



Nature for our guide,
Depend upon it we will learn far more
Than any pair of beardling adepts did
In those cold, formal universities,
Where young men's heads are crammed like Christmas
turkeys,
Making them passive as a sweating group
Of listless Dutchmen o'er their meerschaum pipes
That deaden all their faculties of mind.ll

In The Book of Canadian Poetry A, J. M, Smith describes "Ber-

tram and Lorenzo" as "an ambitious poem in excellent Words-
worthian blank verse that tells a somewhat Alastor-like story
of a poet's love and death in a romantic setting of soul-
enkindling mountains,"12

The implication was made earlier that Sangster and Mair
were Empire Builders--Canadians whose expressions of patri-
otism were, for the most part, avowals of loyalty to England.
This is true, but it is also true that these two poets, and
Mair especially, represent through their interest in nature
the changes that were taking place in Canadian thinking,
The poets turned more and more toward Canada as a geographic
entity and thus eventually toward her as a political and
social one. W. E. Collin writes of this period: "Patriotism
was changing its complexion. It had meant loyalty to Britain;

but in the sons of colonists, with a belief in independence,

IT Charles Sangster, The St. Lawrence and the Saguenay
and Other Poems, pp. 237-62.

12 Smith, QRo _C_j-_Eo, Pe 890



the idea of loyalty was changing into a reverence for the
Canadian soil, This was a departure., It opened the way to
what there is of uniqueness in the Canadian poets of the
Lampman period: not ideas, not mysticism, not dialectic, but
the smell of the Canadian soil."1l3

The man who did most to open the way was Charles Mair,
the true founder of that nature school of descriptive writing
of which Charles G. D. Roberts was to become dean some thirty

years after Mair's first book was published.

Charles Mair, Charles Mair was an out-docor man who

would have been marked today as the "rugged" type, at home in
the saddle or by the camp-fire. And in his pack would be
found pencil and paper to be used often in recording his ac-
tivities and impressions of life in the North. He was in

turn medical student, paymaster on an expedition to the North-
west, Riel Rebellion prisoner, '"Canada First" party organizer,
fur trader, quartermaster in the Second Rebellion, Immigration
Officer, LL.,D, and F.R.C.S.--a dramatic life and the very

background of experience needed for writing Tecumseh, a Drama,

which appeared in 1886. Out of such an experience must surely
have come a wider acquaintance with Canadian nature than

Sangster, journalist and Post Office Department official,

could have had,

T3 W. E. Collin, The White Savannahs, p. lk.
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Mair carried on the exploitation of the vein Sangster

had struck, His first volume, Dreamland and Other Poems,

reveals the same interest in the Canadian landscape written
with a more observant eye for detail, more feeling, fewer
classical references and more realistic language. This lan-
guage brings with it a sympathetic love for and an under-
standing of the various aspects of nature which seem to
replace the pious reverence one finds in Sangster, Mair ap-
pears to have been not only a more accurate observer but also
a calmer, more impersonal one than the older poet. There is,
to be sure, a certain descriptive quality in many of
Sangster's verses, as in the following lines from "Autumn,"
where the picture is skillfully coloured by the personifi-
cation of the season as a "rich fancy dyer":

Yon group of trees upon the faded bank,

Spreading their broad deep shadows on the wave,

Gaze in the water at their roots, and watch

- The gradual fading of their summer-green,

As Autumn, the rich fancy dyer, comes,

Puts on his motley, Joseph-coat of leaves,

And steeps them all in hues of gold and brown,

And glowing scarlet, yellow, green, and dun--

Bright favorite of the undulating shore.lk
This poem, together with "A Morning in Summer," "Rideau Lake,"
"The Indian Summer," "The Rapids," and "Lyric to the Isles,"
is the choicest of Sangster's poems for description and an

expression of his interest in the nature world. None of

1%, Charles Sangster, The St. Lawrence and the Saguenay
and Other Poems, p. 125.
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these, however, seem to express what the poet sees and hears

with as much clarity and colour as do the following excerpts

from Mair's "August":

Dull August! Maiden of the sultry days,
And Summer's latest born! When all the woods

Grow dim with smoke, and smirch their lively green

With haze of long-continued drought begot;

L] ® ® L o [ J [ ] [ ] ® [ ] ® L ® [ ] [ L [ 4 [ 4

When streamlets die upon the lichened ;ocks,
And leave the bleaching pebbles shining bare,
And every mussel shell agape and parched,

And small snail-craft quite emptied of their crews

® [ 4 ® ® L ] [ [ [ [ ] [ ] L] [ ® ® [ [ ] [

The beetle in the tree-top sits and sings

His brassy tune with increase to the end,

And one may peep and peer amongst the leaves,
Yet see him not though still he sits aloft,
And winds his reedy horn into the noon,

Now one may sit within a little vale,

Close to the umbrage of some wood whose gums
Give heavy odours to the heavy air,

And watch the dusty crackers snap their wings,

Whilst gangs of blue-flies fetch a buzzing teaze

Of mad, uneasy whirlings overhead.

L J [ ] [ ] L 2 ® L] . L [ L [ [ ] [ J

Ané %rom the lofty woods crow-bl;cﬁbira trains

Chuck o'er the barren leas with long-drawn flight.

Far o'er the hills the grouse's feath'ry drum
Beats quick and loud within a beechen copse,
And, sometimes, when the heavy woods are still,
A single tap upon a hemlock spire

Dwells with the lonely glades in echoes deep,l5

In this, as in other poems of Mair, there are faint echoes of

the sensuous imagery of Keats and occasionally a typically

"English" note--befitting Mair, the Colonial--in phrases like

"beechen copse'" and "barren leas." But the pictures evoked

T5 Charles Mair, Dreamland and Other Poems,
PPe 119‘123 .
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are for the most part Canadian in character and setting: the
smoke-dimmed green of the woods, the heavy fragrance of the
evergreens, the deep stillness of the tall hemlock groves.

More Canadian still in character, and at the same time
an instance of the subjective view so frequent in Sangster

but so seldom encountered in Mair, is this short expostulation

from "Winter":

When morn is bleak, and sunshine cool,
And trav'llers' beards with rime are grey;
When frost-nipt urchins weep in school,
And sleighs creak o'er the drifted way;
When smoke goes quick from chimney-top,
And mist flies through the open hatch;
When snow-flecks to the window hop,
And childrens' tongues cling to the latch,--
Then do I sigh for summer wind,
And wish the winter less unkind,

When great pines crack with mighty sound,
And ice doth rift with doleful moan;
When luckless wanderers are found
Quite stiff in wooded valleys lone;
When ragged mothers have no sheet
To shield their babes from winter's flaw;
When milk is frozen in the teat,
And beggars shiver in their straw,--~
Then do I hate the winter's cheer,
And weep for springtime of the year,l6

No study of Mair's contribution to Canadian nature
poetry, however cursory, can be adequate without mention of
the piece which most frequently appears in the anthologies,

"The Fire-Flies." Here is Mair at his best. Though

16%1(1., PPe 72=73.



13
reminiscent, perhaps, of Cowper and Thomson, as some claim,17
his touch is nevertheless sure and lines such as the following

cannot escape the attention of the reader or fail to make a

warm appeal:

The plodding oxen, dragging creaky wains

O'er bosky roads, their ancient horns entwine,
Lick their huge joles, and think of bedded stalls,
And munching of sweet corn., The lick'!'rous swine
Huddled in routed turf, neglect the calls

And pinches of their young, and hide their dugs,
Swoll'n with a lazy milk, whilst timid sheep,

Far from their winter-folds of knotty fir,

Dream of lean wolves and bleatings in their sleep.
And, in the hollows where the river lies,

The hoarse frogs sprawl among the bedded reeds,
And croak harsh ditties to their uncouth mates,
And now they make rich spangles in the grass,
Gilding the night-dew on the tender blade;

Then hover o'er the meadow=-pools to gaze

At their bright forms shrined in the dreamy glass
Which earth, and air, and bounteous rain have made,
At length the sky is flecked with dingy streaks,
And Morn comes striding o'er the eastern hills,
Muffled in angry trappings which foretell

A coming storm; and now each fire-fly seeks

Its distant home, to drink from leafy rills,

And feed on mulse and sweetest hydromel,

Hark to the chirrup and the tinkling belll

Rude chanticleer now winds his drowsy horn

To the bleached darkness of the drizzly morn.l

These lines may have "mildly romantic connotations," as

A, Jo M, Smith suggests,l9 but it would be unfair to the poet

T7 &. J. M, Smith, The Book of Canadian Poetry, p. 13.

18 Mair, op. cite., pp. 112-117,

19 A, J. M, Smith, "Canadian Poetry, A Minority
Report," University of Toronto Quarterly, é:lBA, January,

1939.
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to insist that there is ™o detail™ here, "no picture or
concrete image," or that the lines are "vague and abstract,"

Charles Mair was the acknowledged founder of the school
of English Canadian nature poetry which was to flourish during
the closing decades of the nineteenth century, Mair's French
language counterpart was Pamphile Lemay. Lemay was the fore-
runner of a line of nature poets, though founder of no dis-
tinct school, The Quebec School of which he was a member
and the regionalist group which he preceded were dissimilar
in many respects to the School of Roberts, These dissim-
ilarities will be noted in the following discussion of Mair's

French contemporaries,



CHAPTER II
PAMPHILE LEMAY

The most productive of the French poets of the last
century, all members of what is called the Quebec School, were
contemporaries, shared the same inspirational stimulus--

Garneau's famous History of Canada--and enjoyed the privileges

of a common meeting place for companionship, instruction, and
not infrequent disputation., They were: Garneau himself,
Octave Crémazie, Louis Fréchette, and Pamphile Lemay. Garneau,
the historian, was the founder of the Quebec School; Crémazie
was its host and first poet, Fréchette its most popular poet
and protagonist., It was Lemay, however, who was to become its
leading writer of distinctive nature verse, Garneau, Crémazie,
and Fréchette did not ignore their country's forests and
streams, but their scattered references to Canadian geography
and their descriptive passages were background only, helpful
but relatively unimportant in the scheme of their panoramic
presentation of Canada's early history. Lemay, on the other
hand, though an able recorder of his compatriots' exploits,
was the kind of man who could turn away from the provocative
pages of history and commune with the trees and flowers of

his beloved Quebec countryside.

Pamphile Lemay was born at Lotbiniére in 1837 and died

at Saint-Jean-Deschaillons in 1918. His education--classical
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Studies at the Séminaire in Quebec, a two year course in
theology, and a noteworthy achievement in law--prepared him
for his life work as translator and librarian of the Quebec
Legislative Assembly, His place in the "bonne entente" of
English-French literary history is well secured by his com-
petent translations of Longfellow's "Evangeline" and Kirby's

The Golden Dog, His first book of poems, Essais poétiques,

was published in 1865, shortly after his graduation from law

school, Les Vengeances, a verse romance of early Canada,

appeared in 1875, (reprinted in 1888 under the title Ton-
kourou), to be followed by Une Gerbe (1879), Fables cana-

diennes (1882), Petits poémes (1883), and Les Gouttelettes

(1904). He was also the author of numerous prose tales,

romances, and comedies,

Lemay belonged to the school of Crémazie and Fréchette
but he did not hew as close to the Victor Hugo line as they.
He managed to avoid most of the influences which made the
Quebec School a kindergarten of romanticism run by remote
control from Paris, More truly Canadian than any of his great
contemporaries, he showed finer powers of observation in his
presentation of the Canadian scene and the life and customs
of the Canadian people. Through an inclination to reverie and
a personal approach to his subject, Lemay forms the main link
between the vigorous and often pompous declamations of

Crémazie and Fréchette and the essentially subjective poetry
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of Lozeau, one of the leading poets of the Ecole littéraire
de Montréal which flourished at the beginning of the present
century, If Charles Mair can be called the "legitimate fore-
runner and founder of the nature school of Canadian poetry,"l
Pamphile Lemay is his French counterpart,

Lemay made a further bid for distinction in his use of
the sonnet, being the first to use this form to any extent in
French Canada., In the opinion of the majority of critics, he
remains unchallenged in this field. The book of sonnets pub-

lished in 1904 under the title Les Gouttelettes provides the

best means of judging his work and stands as his most impor-
tant contribution to Canadian literature. These sonnets
receive high praise from Camille Roy in his preface to the
1937 edition: "If the family, national, and religious tra-
ditions of our people ever became lost, they would all be

found again in Les Gouttelettes,"?

This book is noteworthy in that it presents poems of
an intimate character inspired by a deep feeling for the
sights and sounds of the country and a sympathy for the ac-
tivities and customs of country folk. Lemay not only shows

an appreciation of the poetic values in the sights and sounds

T Torne Pierce, An Outline of Canadian Literature,

p. 660
2 Pamphile Lemay, Les Gouttelettes, p. xii. (tr.)
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of nature but is also able to identify himself with them, to
lose himself in their delights. In this respect he is one
with Lampman, Carman, and Roberts, though perhaps not as keen
an observer of detail as they., Camille Roy has said of him:
"Lemay is a lover of beauty., He forgets all else in the con-
templation of a flower. That is why his vision of his object
is so clear and why he is able to describe it with a precision
which raises it above the commonplace,"3

The two hundred and seventy-five sonnets in Les Goutte-

lettes are divided into sections, the captions of which indi-
cate the comprehensive treatment of French Canadian family,
national, and religious traditions referred to by Roy. These
captions are: Sonnets bibliques, Sonnets évangéliques,

Souffle religieux, Hommage, Dans l'antiquité, Chez les Romains,
Au foyer, Glané dans notre histoire, Grains de philosophie,
Sonnets rustiques, Domaine politique, Souffle d'amour, les
Astres, Fantaisie, Paysages, Sur les eaux, Sport, Ultima verba.
The group entitled "Sonnets rustiques," the largest, contains
those sonnets which are pertinent to this study. One of the
best of these--and the most characteristic of the poet's
method--is "A un vieil arbre":

Tu réveilles en moi des souvenirs confus., )
Je t'ai vu, n'est-ce pas? moins triste et moins modeste;

3 Camille Roy, Essais sur la littérature canadienne,
p. 123, (tr.)
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Ta téte sous l'orage avait un noble geste,
Et l'amour se cachait dans tes rameaux touffus.

D'autres, autour de toi, comme de riches fits,

Poussaient legrs troncs noueux vers la volite céleste;

Ils s9ntbtombe§; et rien de leur beauté ne reste;

Et toi-méme aujourd'hui, sait-on ce que tu fus?

O vieil arbre tremblant dans ton écorce grise,

Sens-pu couler encore une séve qui grise?

Les oiseaux chantent-ils sur tes rameaux gercés?

Moi, je suis un vieil arbre oublié dans la plaine;

Et pour tromper l'ennui dont ma pauvre &me est pleine,

J'aime & me souvenir des nids que j'ai bercés.k

Here the poet identifies himself with external nature,

comparing himself, an aged man, to an old tree "forgotten on
the plain."” The language is simple yet suggestive. There
are no forced epithets to mar the calm, friendly tone in which
the o0ld poet addresses the tree. The melancholy, reminiscent
mood of the poet, inspired by the sight of the tree, is ex-
pressed succinctly in the lines:

Et pour tromper l'ennui dont ma pauvre &me est pleine,
Jt'aime & me souvenir des nids que j'ai bercés.

There is a personal touch, a subjective approach in evidence
here that is seldom found in the work of Lemay's Quebec School
confreres. The descriptive phrases, though distinct and
exact, are few: leafy branches, knotted trunks, gray bark,
chapped limbs. The poet is speaking to the tree as to a

brother and it is his old man's heart that speaks., Precise

L, Lemay, op. cit., p. 1lik.
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observation of natural details has no place in his sympathy
for the old tree or in his musing on the lives they both have
enjoyed; the nest-children image of the final line seals this
bond between them. In this sonnet there is neither the finely
polished descriptive pattern of a Lampman, nor the wild blood-
brotherhood abandon of a Carman, Lemay stands somewhere be-
tween the two, singing a less rousing musical note than Carman
might in the same circumstance, giving fewer picturesque de-
tails than Lampman would, yet expressing an understanding of
Nature and a deep sympathy with her moods,

Although Lemay's place in Canadian literature may have
been secured by his patriotic and religious pieces, he wished
to be known as "un poéte du terroir," a poet of the soil, and
it is as such that he is most effective, especially in these
rustic sonnets. It is here that he reveals his prime concern.
The titles show it: The Land, The Sugarbush, Forest Fire,
Spring, The Sower, Plowing, The Brook, The Milkmaid, Growth,
Wheat, Harvest, The Mill, The Thresher,

Virtually all of these rustic sonnets end on a personal
note evoked by some aspect of nature, "Sécheresse"d follows
this pattern, as well as demonstrating the poet's descriptive
powers, The following prose translation will show how he

progresses from an almost photographic picture of the drought

; Tblao, Pe 137.
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to a comforting, if sad, note of promise:
The fields are bare whence the herds went to feast.
Nothing bloom§. The lamb bleats sorrowfully. The cow-
bell cracks with the weeping of its knell. On the roads
swirl waves of dust, The parching wind snarls incessantly.
The brooks run dry. Bitter thistles and spindling grain

stalks mingle on the meagre furrows, Over all the searing
sun flames,

But should the calm sky send down its refreshing
shower, the earth, now groaning like a barren woman, would
see the bristling beauty of the grain o'er the plowed
land.

So it is when hope of God seems lost, for, as the
rain on the parched fields, our tears will bring forth
from our dry souls a harvest of love.

In "Sécheresse" the sound values of the diction are
noteworthy. One can hear the dry crackling of leaf, twig,
and stubble in the words: champs, festoyer, tristement, pous-
siére, and, most vividly, in the line:

Un souffle déssechant ne cesse d'aboyer,
The imagery is striking. The cowbell does not tinkle, it
cries, The thistle is not just sharp, it is biting, acrid.
The furrows are more than dry; they are lean, And over them
the sun does not merely shine, it flames--and it flames with
a vicious pleasure,

In "Premiére neige," as in "Sécheresse," the poet
gives a clear picture of the sombreness of early winter. The

bright sun is hidden, the gay songs of birds are hushed, and

the sky "weighs us down." The last two lines again bring the

melancholy image of old age:
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Sur mon front qui s'incline, ainsi que sur les champs,
Voici les blancs flocons de la premiére neige.

The same figure appears in "L'Hiver":

Lthiver de notre vie est triste ainsi pourtant.

Sous nos cheveux de neige, hélas! 3 jamais dorment

Les suaves espoirs que nous caressions tant,7
In these old man's thoughts there is much communion with
Nature but no gay, carefree yielding to her delights. The
touches of homely philosophy with which nearly every sonnet

closes would contrast sharply with Carman's unrestrained joy

in nature as expressed in The Pipes of Pan series,

The descriptive artist in Lemay comes most often and
most effectively to the fore in this "Sonnets rustiques" group

of Les Gouttelettes. Lemay is a wanderer in the fields., He

is a boon companion of Archibald Lampman on evening walks up
and down country lanes. These two are lovers of Nature; they
know her well. But Lemay retreats always from the scene be-
fore him to its reflection in his own heart. With a few deft
strokes he paints his picture but reserves his most striking
colours for the signature, his own feelings. His companion
sees more, catches the smallest detail of light and shadow
and movement, and with a sense of beauty not possessed by the

other, brings to his canvas a surer and more satisfying

5 Ibid., p. 150.
7 Ibid., p. 152.
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revelation of the scene.

Considering all of Lemay's writings which may be said
to merit in some measure the name of nature poetry, the con-
clusion can be drawn that in comparison with his English
contemporaries he does not rank as a descriptive writer. He
does, however, make a valuable contribution in the interpre-
tive field, above all in his cameo-like pictures of rural
life and in his sympathetic expression of the thoughts and
feelings of those men of the soil whose simple virtues and
Jjoys he was so anxious to proclaim, Lemay made no attempt
to record the beauties and the attractions of the St, Law-
rence valley as Charles Sangster had done in "The St, Law-
rence and the Saguenay" and as Charles Gill was to do more

successfully in Le Cap Eternité., Nor could he give his rus-

tic canvases the profusion of colour and sharp detail that
is found in Lampman, Yet his scenes of country life with
their personal touch and their sense of the mysterious bonds

which link Man and Nature and God have gained a high place

in the poetry of Old Quebec.



CHAPTER III
THE QUEBEC SCHOOL

Were this a survey of the entire field of French
Canadian poetry, an exhaustive study would be made of Pamphile
Lemay's confreres of the Quebec School of 1860: Lenoir-
Rolland, Crémazie, Fréchette, Alfred Garneau, Chapman, and
Beauchemin., The limited scope of this work requires mention
of these poets only as forerunners of Lemay or as his collab-
orators in the creation of a French Canadian literature. All
of these contributed in some measure to the growth of nature
poetry., This contribution assumed many forms, ranging from

the scattered descriptive passages in La Légende d'un peuple,

Fréchette's epic of New France and early Canada, to the del-
icately phrased, sentimental lyrics of Nérée Beauchemin, "the

flower on the stem of Crémazie, Fréchette, and Lemay,"l

Joseph Lenoir-Rolland. Among the few poetic voices

heard but faintly before Crémazie, one only deserves mention
in relation to nature poetry. Joseph Lenoir-Rolland (1822-
1861) was a lyricist, a disciple of Lamartine in phrasing and
sensitivity, and the author of a small collection of pieces,

Podmes Epars, edited in 1916 by Casimir Hébert, Most of

T Fr, Carmel Brouillard, Sous le signe des muses,
po 310
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these pieces are patriotic in tone and historical in content.
One, "Les Laboureurs," expresses the life of the farmer and
the love of the land which was to be the dominating theme of

the regionalist poets after 1900:

Ne méprisons jamais le sol qui nous vit naitre

Ni l'homme dont les bras pour notre seul bien-étre
Stusent & force de labeurs,

Ni ces robustes fils ployés sur leurs faucilles,

Ni son modeste toit, ni le chant de ses filles,

Qui reviennent le soir avec les travailleurs.

[ ® ® ® L ] ® [ ] ® L J [ ] [ ] [ o [ ] [ L [ ] ® L [ 4

Notre avenir est 1ld! nos champs gardent le germe

Dthommes propres 3 tout, au coeur changeant ou ferme,
Prenant un bon ou mauvais pli;

Dirigeons vers le bien leur mile intelligence,

Instruisons-les; savoir, c'est narguer l'indigence,

Et peut-étre sauver un peuple de l'oubli,

I1 n'est que ce moyen d'atteindre un long bien-étre,
Dtattacher 3 ce sol fécond qui les vit naitre

Les hommes aimant les labeurs,
De voir leurs nombreux fils ployés sur leurs faucilles,
Et d'entendre, le soir, le doux chant de leurs filles
Se méler & celui des rudes travailleurs,2

Octave Crémazie, Co-owner with his brother of a book-

store in Quebec and a voracious reader of its stock--the
contents of its shelves meant far more to him than the entries
in its ledger--, Octave Crémazie (1827-1879) remains in un-
disputed possession of the title of father of French Canadian
poetry. This fact is all the more remarkable when one con-

siders the exceedingly small volume of verse produced by him--

% Joseph Lenoir-Rolland, Poémes Epars, p. 55.
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about thirty poems in all, Yet it was Crémazie who first put
the Muse to work on the subject matter of Garneau's History

of Canada and it was his little bookstore that became the

meeting place of a large group of writers which included the
leading authors of the day as well as their younger and less
famous colleagues, It was Crémazie whose staunch nationalism,
stimulating all those who knew him or read his poems, found
its finest expression in "Le Drapeau de Carillon," a
poignant, dramatic tale of an old soldier's devotion to his
king and one which will continue to hold the minds and hearts
of his countrymen always. All students and critics of French
Canadian literature confirm the following judgement of
Charles ab der Halden: "Crémazie gave the intellectual youth
of his time a taste for poetry and permitted Canadian poetry
to become aware of itself, All Canadian poets can say to him,
with Fréchette, 'My songs were born of your songs, "3
Crémazie's poems exemplify the use of nature as a ve-
hicle for patriotic and religious expression and are therefore
typical of the work of most of his colleagues of the Quebec
Sehool. Two lines from "Les Mille-Iles" strike a note which

remains characteristic wherever the poet speaks of his native

land:

T C, ab der Halden, Etudes de littérature canadienne-

frangaise, p. 72. (tr.)
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O vieilles foré&ts ondoyantes
Teintes du sang de nos a¥eux ik

His forests are always "old" or "vast" and he never allows
his compatriots to forget that their land is tinged with the
blood of their ancestors. He listens always for "the sweet
voice of the homeland--la patrie--singing through the pines."
Crémazie's lyrical tribute to the beauties of the

Thousand Islands echoes Sangster's lines on the same subject
but carry a more touching expression of their beauty and
their place in the memory and heart of the poet. The follow-
ing verses convey the style and theme of the poem and show
the writer's ability to create a striking metaphor:

Quand Eve & l'arbre de la vie

De sa main eut cueilli la mort,

Sur la terre & jamais flétrie

On vit paraltre le remord.

Puis Adam s'en fut sur la terre,

Qui déja pleurait avec lui,

Stabreuver 8 la source amere

Ol nous allons boire aujourd'hui,

Et les archanges, sur leurs ailes

Prenant 1'Eden silencieux,

Au haut des sphéres éternelles,

Le déposérent dans les cieux.

Mais, en s'élangant dans l'espace,

Tls laissérent sur leur chemin

Tomber, pour indiquer leur trace,

Quelques fleurs du jardin divin.

Et ces fleurs aux couleurs mobiles,
Tombant dans le fleuve géant,

I Octave Crémazie, Oeuvres complétes, p. 192.
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Firent éclore les Mille-Iles,
Ce paradis du Saint-Laurent...5

Crémazie's first poems appeared in Le Journal de Québec

in 1854, Had he not been forced into inglorious exile by
financial troubles in 1862, he might have produced a larger
volume of verse, In Paris, however, he was compelled to grub
a meagre living, deserted by his Muse. His prose diary, Le

Journal du Siége de Paris, and a few letters to his mother

and friends in Canada make up the total of his published works
which appeared in a definitive edition under the auspices of
the Institut Canadien de Québec in 1882, All of Crémazie's
poetry shows the profound influence of his revered master,
Victor Hugo, His grandiloquent recordings of contemporary
events follow closely the form and manner of Hugo's Les

Orientales, just as Fréchette's masterpiece, La Légende d'un

peuple is a Canadian echo of La Légende des siécles. For the
greater part of the nineteenth century/Crémazie was the na-
tional poet of French Canada and although he is still consid-
ered the master trail-blazer of his time, a more critical
estimate is now putting him in his proper place as forerunner
of more competent writers. In fact Laure Riése, in a review
of Guy Sylvestre's anthology of French Canadian poetry pub-
1ished in 1944, goes so far as to designate Crémazie's met-

aphors as too sonorous, his epithets too pedantic, his form

5 Tbid., "Les Mille-Iles," pp. 188-89.
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too conventional; "they descend in direct lineage from the
worst eighteenth century French patriotism."0 But a beginning

had to be made for French Canadian poetry and it was Octave

Crémazie who made it,

Louis Fréchette. Crémazie's most promising disciple

and the first Canadian poet to gain the recognition and un-
stinted admiration of the French Academy was Louis Fréchette,7
romanticist par excellence of French Canada and its most ine-
fluential literary figure from 1870 to 1900, Fréchette found
Crémazie's trail to the forest, dimly marked as it was, and
pushed farther along, viewing more distant stretches of coun-
try, observing more, communing with Canada's rugged nature
more frequently and with deeper passion, Yet this communion,
like that of his master, was in the final sense a communion
with his ancestors rather than with nature itself,

The best of Fréchette'!s descriptive lines usher in
memories of bygone heroes and their exploits in the turbulent

years of discovery and exploration, as in these lines from

La Légende d'un peuple:

Et pourtant, & travers les spirales mouvantes
Que ltouragan souléve en bonds désordonnés
Luttant contre le choc des blizzards déchainés,

% Taure Riése, "French Canadian Poetry," Canadian
Forum, 23:280-82, March, 194k.

7 Received the Montyon prize for Fleurs boréales et ;/ff

Oiseaux de neige”in 188l.
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g?s voyageurs, ld-bas, affrontent la bourrasque.
ombre les enveloppe et le brouillard les masque.
Qui sont-ils? O} vont-ils? Quels Titans orgueilleux
Peuvent narguer ainsi tant d'éléments fougueux?
Ce sont de fiers enfants de la Nouvelle-France.
Sans songer aux périls, sans compter la souffrance,
Ils vont, tragant toujours leur immortel sillon,
Au pGle, s'il le faut, planter leur pavillon!8
Here is the North American weather at its most tempestuous
and the ultimate picture is of the proud sons of New France,
heedless of hardship and peril, blazing their immortal trail
to the very pole, if need be, to set up their country's flag.

Similar passages throughout La Légende d'un peuple merge into

a portrayal of an almost primordial nature, its grandiose
tone overdone, perhaps, by today's standards, yet suitable as
a backdrop for the daring adventurers from the 0ld World.

As an expression of the bleakness and elemental fury
of the Canadian winter the following stanza is effective:

C'est l'hiver, l'dpre hiver, et la tempéte embouche
Des grands vents boréaux la trompette farouche,
Dans la rafale, au loin, la neige & flots pressés
Roule sur le désert ses tourbillons glacés,

Tandis que la tourmente ébranle en ses coleres

Les vieux chénes rugueux et les pins séculaires,
Lthorrible giboulée aveugle; le froid mord;

La nuit s'approche aussi--la sombre nuit du Nord--
Apportant son surcroit de mornes épouvantes.?

Here is the first striking picture of that nature which, as

Northrop Frye observes, is consistently sinister and menacing

8 Touls Fréchette, La Légende d'un peuple, p. 106,

9 Ibid., p. 105.
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in Canadian poetry,l0 Shortly after Fréchette's poem ap-
peared, Wilfred Campbell was to express a similar thought:

Lands that loom like spectres, whited regions of winter,

Wastes of desolate woods, deserts of water and shore;

A world of winter and death, within these regions who
enter,

Lost to summer and life, go to return no more.ll
Campbell's approach is more direct, more realistic, less ver-
bose~--a step in retreat from the declamatory style of the
French romanticist. Yet in spite of this directness, this
glimpse into a "frozen hell of utter moral nihilism,"12 the
last three lines of Fréchette's stanza give a more telling
interpretation of the stark and terrifying Canadian winter:

The dread hail blinds, the cold bites,

Night, too, approaches--the sombre northern night--

Bringing its burden of dismal terrors.
It will be readily acknowledged that a translation cannot do
justice to these grim lines. The phrase, "la sombre nuit du
nord,” is real, perfect; no part of Campbell's verse can
equal it.

There are few if any accurately realistic descriptions

in La Légende d'un peuple, or in Fréchette's other volumes of

verse: Péle-Méle (1877), Les Fleurs boréales et les Oiseaux

de neige (1879), and Feuilles volantes (1891)., Fréchette's

10 Northrop Frye, "Canada and Its Poetry," Canadian
Forum, 23:207-10, December, 19L3.

11 Wilfred Campbell, "The Winter Lakes," Collected
Poems, pp. 346-47.

12 Frye, loc. cit.
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descriptive talent was superior to that of Crémazie in variety,
colour, and harmony of sound and rhyme, yet the same grand-
scale epithets appear: "vast amphitheatre of hills,”™ "majestic
pines," "colossal mountain rim," "clamours rushing into the
abyss," "roaring avalanche of waters.," His best lines evoke
the grandeur of the natural beauties of his country as a
framework for its history. Seldom did he find time to stoop
to admire the wayside flower or to recognize a bond of feel-
ing between himself and Nature's humbler creatures, as did
Pamphile Lemay., He was regarded as a poet of Canadian nature
by his contemporaries and, indeed, by more recent literary
historians and critics,l3 but his nature poetry, if it can be
called such, is a far cry from that of Lampman, D. C, Scott,
and Roberts, or even from that of his own confreres and suc-

cessors, Lemay, Gill, Beauchemin, and Albert Ferland.

T3 e 1s one of the singers of Canadian nature,"--
C. ab der Halden, Etudes de littérature canadienne-francgaise,

p. 233. (tr.)

"Of his talents as word painter and as verbal musi-
cian, which predominates? It is perhaps that of the deserip-
tive artist. Fréchette's evocative powers are great, Through
his choice of strong or delicate images he sets forth a fig-
ure, creates a landscape or a 'scéne de genre,!' His facul-
ties of observation and description are supplemented to an
unusual degree by a feeling for the musical value of words."--
Henri D'Arles, Essais et conférences, p. 94. (tr.)




CHAPTER IV
TRANSITION IN QUEBEC

During the period of transition from the history-
conscious orators of the Quebec School to the introspective
lyrists of Montreal there was very little activity in the
poetic field. Parliamentary orators, journalists, essayists,
historians, and novelists crowded the stage. Antoine Gérin-

Lajoie wrote Jean Rivard, a semi-autobiographical novel of

colonization propaganda, considered the first novel of merit
in French Canadian literature. Gérin-Lajoie was also the
author of "Un Canadien errant," one of the most popular of
Canadian songs. The psychological and historical novels of
the first French woman writer, Laure Conan, appeared during

this period and Philippe-Aubert de Gaspé wrote Les Anciens

Canadiens, a novel of manners set in the historical back-

ground of the years of the Conquest. With these came the
works of the essayist Adolphe Routhier, and the essays, jour-
nals, and speeches of the great political figures, Georges-
Etienne Cartier, Joseph Chapleau, and Sir Wilfred Laurier,
Only four significant poetic voices were heard at this
time: those of Alfred Garneau, Benjamin Sulte, William
Chapman, and Nérée Beauchemin. These men were loyal fol-
lowers of Frangois-Xavier Garneau and Crémazie in their pre-

occupation with the history of their people, the daily round
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of the diligent habitant farmer, and the ministrations of
their church, They clung more or less tenaciously to the
stout hand of their hero-leader, Louis Fréchette, and, con-
sequently, did not produce a very large volume of work in the
field of nature poetry. Occasionally Pamphile Lemay led them
gently into the paths that skirted the forests looming behind
their close-set villages, but they seldom strayed far beyond
the sound of the village churchbell, Though they cannot be
called nature poets in the sense that Lampman, Carman, or
Roberts were nature poets, each made gestures toward the stan-
dard subjects of Quebec nature verse: the farms, the wood-
lots, the maples, the Laurentian hills.

It is in their more subjective approach to nature that
these writers differ from Crémazie and Fréchette. The per-
sonal element introduced by Lemay is more pronounced in their
work and personification and metaphor are used more exten-
sively. Straightforward description is now giving way to a
more interpretive style of writing and there are definite
indications of the more intensely lyrical and profoundly emo-

tional expression of the poets of the Montreal group of 1900.

Alfred Garneau. Characteristic of the poetry of this

period of transition, in its restricted description and more
personal approach to nature, is the phrase "la maison touche

au bois" from Alfred Garneau's poem "Le Bois."l The poet

T Aifred Garneau, Poésies, p. 120.



35
goes no farther than the threshold of his house to enjoy the
fragrance of the fallen leaves and feel the breath of autumn
fan his cheek., Sunset flashes on the nearby trees remind him
of reflections from old cathedral windows. At another time,
seeing evening shadows take shape at the foot of sinister
pines--"ugly spectres crouching in the ravines"--he makes a

plaintive protest to Autumn:

Automne, automne, reine au lourd manteau de brume,
Ta beauté trop sévére est sans charme pour moi.
Ah! qu'un autre au long bruit d'un orage qui fume
Chante le dur grésil bondissant devant toi.

Je n'aime que les pleurs de l'aurore embrasée,

Tout oiseau, toute fleur, et le céleste azur,

Les oiseaux, ils ont fui; la fleur, tu l'as brisée,
Et dans les vallons nus traine un rayon obscur,

Quand tu parails, adieu les sourires sans nombre

Qui flottaient par le ciel et la terre et les coeurs,..

Fleur éclose du soleil, ma gaité meurt dans 1l'ombre

Rends-lui les beaux matins et leurs douces lueurs,?

Camille Roy accords Garneau a refined delicacy of feel-

ing and a more painstaking regard for form than most of his
contemporaries.3 Sonnet II, untitled, exemplifies his sim-
plicity of expression and delicacy of feeling--traits which
readily distinguish him from Fréchette, the rhetorician:

Est-il une 8me triste et lasse de la vie,--

O les soucis trop lourds a notre humanité-=-

Qui ne se sente pas pour un moment ravie
Par cette nuit si belle en sa sérenitel

2 Tbid., "Octobre," pp. 75-76.
3 Camille Roy, French Canadian Literature, p. 469.
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A perte de.regard Je suis avec envie
Un grand oiseau montant dans l'espace enchanté

Devers la blanche voie, et par tant d!'yeux suivie,
Qui traverse le ciel de sa pidle clarté,..

Pour cette heure d'oubli, douce comme une tréve,
Pour cet apaisement de 1f&me qui se léve
Comme l'oiseau muet attiré dans l'azur;
Pour cette nuit brillante au triple diadéme,
Dont chaque étoile semble un diamant plus pur,

O Dieu bon, je vous aime.k

Benjamin Sulte. To the English Canadian the title of

Benjamin Sulte's first book of verse, Les Laurentiennes

(1870), might be misleading. Life in the St. Lawrence valley

is the theme here, not the Laurentian hills, In Les Lauren-

tiennes and Les Chants nouveaux (1890) Camille Roy finds more

"bonhomie" than true inspiration.” Four lines from "Au
Saint-Laurent" give the keynote of Sulte's poems:

Canada! Saint-Laurent! quels beaux noms pour la gloire!l

Ces deux noms dans mes vers cent fois je les inscris,

Ma muse, qui s'inspire aux pages de l!'Histoire,

Redira mon amour pour mon noble pays.6

Those pieces of Sulte which touch the margins of nature

poetry are quite singable refrains expressing high-spirited
praise of the coureurs des bois, pioneers, colonists, and
soldiers who formed the backbone of Quebec society in its

early days. Only occasionally does Sulte calm his joviality

I, Garneau, op. cit., pp. 19-20.

5 camille Roy, Manuel d'histoire de la littérature
canadienne de langue francaise, De. b3e

6 Benjamin Sulte, Les Laurentiennes, p. 8.
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down to a more thoughtful and more sympathetic contemplation

of external nature, as in "Le Soir":

J'aime laisser ma marche solitaire

Fouler sans but vingt sentiers différents,
Mon &me écoule § l'heure du mystére

Les murmures des champs,?

Yet Sulte progresses no farther into the woods than Garneau,
in spite of repeated exclamations on the beauties of nature
"far, far from the town." His "twenty different paths"
always bring him back to the fields in sight of the house.
It is the clear music and lively rhythm of Sulte's

lyrics that distinguish them from the minor chords of Lemay
as well as from the resounding basso profundo of Fréchette,
Music surpasses both thought and imagery. The descriptive
touches in the following stanzas from "Chant du soir" are
secondary to the memories of a past love, yet the poet's
interpretive effort is successful:

Le soleil qui s'enfuit marque de flots rougedtres

Les bords du lointain horizon; .

L'ombre des sapins verts tremble aux lueurs folatres

Du jour mourant sur le gazon,

Le ruisseau, calme et pur, coule ses eaux tranquilles

Sur sa couche de blancs cailloux. .

La riviére se tait en contournant ses iIles

Et stendort sur le sable doux.

Seul avec ma pensée, au pied rugueux d'un hétre,

Je viens m'asseoir silencileux,

Emu par ce tableau que j'apprends & connaltre
Et dont ltartiste est dans les cieux.

7‘Rid-o’ po 81“0
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Sur tout ce qui m'entoure, arbres, fleurs et prairie,
Je retrouve un amour perdu dans le passé,
Un écho de mon coeur, un reflet de ma vie
Etouffé quelquefois, mais jamais effacé}8

William Chapman., The most prolific of the four prin-

cipal poets of the transitional period was William Chapman
(1850-1917). Five large volumes of verse and two books of
criticism constitute Chapman's works.9 Had he been able to
condense this profusion of verse--especially that of Les

Aspirations--as a diamond cutter shears off worthless frag-

ments of his stone, Chapman would have produced many finely
cut gems,

The critic Charles ab der Halden considered Chapman a
dangerous model for the young writers of Canada, insisting
that such an example would be bad for Canadian poetry,l0 The
term "bombastic! appears to be the favorite tag for Chapman
among the critics in both Canada and France. His inspiration,
which deserts him often in the many hundreds of lines that
flow so grandiloquently from his pen, might have been more

sustained had he been able to stop the flow of words when all

S I'bi({o, PPe. 174'750
9 Les Québecquoises (1876), Les Feuilles d'érable

(1890), Les Aspirations (1904), Les Rayons du Nord (1910),
Les Fléurs de givre (1512), Le’Laureat 113957, (A mean-

spirited criticism of Louis Fréchette.), Deux copains,
Réplique & MM. Fréchette et Sauvalle (1894).

10 Charles ab der Halden, Etudes de littérature
canadienne-frangaise, p. 263,
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his ideas had run out. Some of his poems are, in part, no
more than metrical prose--second rate prose abounding in un-
usual words, mixed metaphors, and improprieties of phrasing.

While Lemay retreated before the grander aspects of
Canadian nature, Chapman stepped brashly forward, confident
of his descriptive powers, and, with vocabulary straining,
swept all before him in long rhetorical periods.

Chapman's heart was in France; he could not say enough
in her praise--"La France! elle défend toutes les causes
justes! . . . La France! c'est le coeur qui fait vivre
1'Europe. « « "1 Yet he chose purely Canadian subjects
when he looked upon nature. The best nature pieces in Les

Feuilles d'érable are: "L'Erable," "Le Huron," "Renouveau,"

"La Forét vierge," "L'Aurore boréale," "Un rayon de soleil,"
The following short excerpts from these pieces will give some

idea of Chapman's descriptive style and his emphasis on

colour:

Son feuillage, & la mi-septembre,
Au souffle du vent boréal,
Se couvrant d'or, de pourpre et d'ambre,
Brille comme un manteau royal.
(L*Erable, p. 6.)

La lune, 4 l'horizon, comme un ballon d'opale,
Se balance, baignant, de son doux reflet plle,
La vague modulant son suave sanglot, .

Et, comme pour lui faire un cortége de reine,

TT William Chapman, "La France," Les Feuilles d'érable,
pp. 2-3.
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Chaque étoile, versant sa lumiédre sereine,
Met un astre dans cha?ue flot.

Le Huron, p. 70.)

& .

La seéve & jets pressés dans les rameaux bouillonne;

La mousse agrafe aux rocs son manteau de satin;

Sur le treéfle odorant l'abeille tourbillonne;

Sur les'roses stabat le papillon mutin;

Et parmi les ajoncs la source qui rayonne

Berce les nids réveurs, d'un murmure argentin,
(Renouveau, p. 158,)

Iqextricable amas de fleurs et de lianes,
Dédales odorants que forment les grands fits
D'arbres pensifs mirant leur ombrage diffus
Aux flots ol le castor éldve ses cabanes;

Sentiers profonds creusés, sous les halliers touffus,
Par le sabot des cerfs courant en caravanes;

Calme majestueux des lacs et des savanes

Qu'enivrent des oiseaux les ramages confus....

C'est l'immense forét dans sa majesté sainte,
Ol pas un pied humain n'a laissé son empreinte,
Ou seul le vieil esprit des bois s'est reposé.
Elle dort... Mais soudain un coup de feu résonne...
A ce bruit, la forét séculaire frissonne
Et s'incline devant 1l'homme civilisé,
(La Forét vierge, pp. 177-78.)
Cependant quelquefois & travers mon ciel noir
Un reflet radieux glisse a mon front morose--
Alors dans le passé lumineux je crois voir
De mes bonheurs enfuis flotter l'image rose,
(Un rayon de soleil, p. 233.)
There is something of the painter in William Chapman,
although he is inferior to Gill, Lampman, and Carman in this
respect., Chapman appears, consciously or otherwise, to have
absorbed some of the technique of Théophile Gautier and other
European writers who were interested in the possibilities of

the transposition of the vocabulary of painting and music to
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poetry. Forms, shadings, colours, and tones abound in
"L*Aurore boréale" to such an extent that the poet is often
guilty of overdoing a good thing, This tendency, as well as
his preoccupation with precious stones, can be seen in the

following lines:

Tout & coup, vers le Nord, du vaste horizon pur
Une rose lueur émerge dans l'azur,

Et, fluide clavier dont les étranges touches
Battent de l'aile ainsi que des oiseaux farouches,
Eparpillant partout des diamants dans l'air,

Elle envahit le vague océan de 1l'éther.

Aussitot ce clavier, zébré d'or et d'agate,

Se change en un rideau dont la blancheur éclate,
Dont les replis moelleux, aussi prompts que l!'éclair,
Ondulent sans arrét sur le firmament clair,

Quel est ce voile étrange ou plutdt ce prodige?
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Sous le souffle effréné d'un vent mystérieux,
Dans un écroulement d'ombres et de lumiéres,
Le voile se déchire, et de larges riviéres

De perles et d'onyx roulent dans le ciel bleu,
Et leurs flots, tout hachés de volutes de feu,
Stécrasent, et, trouant des archipels d'opale,
Déferlent par-dessus une montagne pale

De nuages pareils & des vaisseaux ancrés

Dans les immensités des golfes éthérés,

Et puis, rejaillissant sur des vapeurs compactes,
Inondent lthorizon de roses cataractes,l2

Characteristic of Chapman's penchant for an overpowering dis-
play of images--some painfully unsuccessful--is.the final

picture in the same poem. At one moment the aurora borealis
is a pyrotechnic display which becomes, successively, a fan-

tastic witches' sabbath, a nacreous scarf flourished by

—T7 1bid., "L'Aurore boréale", pp. 1li-15,
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houris, Prometheus! star-catching net, and, finally, a limit-
less threshing-floor from which angels winnow roses to deck
the heavens. These images, though somewhat bewildering, are
in a sense as breath-taking as the subject itself and there-
fore acceptable. But the whole effect is spoiled-~in typical
Chapman style--by the appearance, upon the heels of the rose-
winnowing angels, of a lone, trembling moose, nose up, four
feet planted on a white hillock, his wild ecstasy distilled
into two tears as he fixes his gaze on the sky. This is

truly "une scéne inou¥e,"13

Nérée Beauchemin, Of all the French poets before

Albert Ferland and Gonzalve Desaulniers, Nérée Beauchemin,
the village doctor of Yamachiche, was the only one whose depth
of feeling for the beauties and harmonies of nature equalled
that of his English contemporaries, Roberts, Carman, et al.,
and whose interpretation of that feeling reached the same
high level of quality.

Beauchemin's response to the call of nature was rela-
tively small in volumelld but it was just as enthusiastic and
sincere as that of any member of the English group., With

Carman he could rejoice in the coming of Spring--not as often,

T3 Ibid., p. 116.

14 Two books: Les Floraisons matutinales (1897),
and Patrie intime (1928),
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to be sure, but just as gaily and wholeheartedly. Similar in

tone and form to many of Carman's April lyrics is the poem

"L'Avril boréal" from which the following stanzas are taken:

Déja collines et vallées

Ont vu se fondre aux soleillées
Neige et glagons;

Et, quand midi flambe, il s'éléve

Des senteurs de gomme et de séve
Dans les buissons,

Tout était mort dans les futaies;

Voici, tout & coup, plein les haies,
Plein les sillons,

Du soleil, des oiseaux, des brises,

Plein le ciel, plein les foréts grises,

Plein les wvallons,

Ce n'est plus une voix timide

Qui prélude dans ltair humide,
Sous les taillis;

C'est une aubade universelle;

On dirait que l'azur ruisselle
De gazouillis,

Devant ce renouveau des choses,
Je réve des idylles roses;
Je vous revois,
Prime saison, belles années,
De fleurs de réve couronnées,
Comme autrefois.l5

"Fleurs dlaurore™ is in the same vein:

Eternel renouveau, tes séves
Montent méme aux coeurs refroidis,
Et tes capiteuses fleurs breves
Nous grisent comme au temps jadis.

Oh! oui, nous cueillerons encore,
Aussi frais qu'd l'autre matin,

T5 Nérée Beauchemin, Les Floraisons

matutinales,

pp. 28-29,
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Ceg beaux bouquets couleur d'aurore
Qui fleurent la rose et le thym,16

With Archibald Lampman he could celebrate the brilliant col-
ours late autumn brings to the Canadian countryside. The
poem "Rayons d'octobre" is a description of life on the farm
during the last days of the harvest:

Octobre glorieux sourit & la nature.

On dirait que 1'été ranime les buissons.,

Un vent frais, que l'odeur des bois fanés sature,

Sur l'herbe et sur les eaux fait courir ses frissons.
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A mi-cOte, la-bas, la ferme ensoleillée,
Avec son toit pointu festonné de houblons,
Parait toute rieuse et comme émerveilléde

De ses éteules roux et de ses chaumes blonds.
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Fécondité des champs! cette glébe qui fume,

Ce riche et fauve humus, recele en ses lambeaux
La séve qui nourrit et colore et parfume

Les éternels trésors des futurs renouveaux,
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Pour musique, le souffle errant des matinées;

La chanson du cylindre égrenant les épis;

Les oiseaux et ces bruits d'abeilles mutinées
Que font les gais enfants dans les meules tapis.
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Adieu, soupirs des bois, mélodieuses brises,
Murmure éolien du feuillage agité,

Adieu derniéres fleurs que le givre a surprises,
Lambeaux épars du voile étoilé de 1'été,

Le jour meurt, l'eau s'éplore et la terre agonise,
Les oiseaux partent. Seul, le roitelet, bravant

16 Ibid., p. 67.
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Froidure et neige, reste, et son cri s'harmonise
Avec le sifflement monotone du vent,l7

There are descriptive details here that escaped the attention
of Beauchemin's predecessor, Lemay, Lemay's restricted son-
net form was not sufficient for Beauchemin, who saw and heard
much and whose intense feeling for his subject prompted him
to record all,

Beauchemin's poetry is full of sound, His ear is
keener than his eye and his best lines are those which inter-
pret the music of forest and field. His appreciation of the
tone values of words is greater than that of any of his pred-
ecessors or contemporaries. There are harmonies everywhere
in his poems, for he is one of the few Canadian writers who
not only loved the voices of nature but listened eagerly and
attentively and had the ability to transpose them into beau-
tiful poetry. The onomatopoeia in the following selections

from Les Floraisons matutinales gives ample evidence of his

skill in tone evocation:

La mer calme, la mer au murmure endormeur,

Au large, tout ld-bas, lente s'est retirée,

Et son sanglot d'amour dans l'air du soir se meurt.
(La Mer, p. Lk.)

Sur les toits, globule d globule,
Pétillent grésil et grelons;
Et la vitre tintinnabule:

On croit ou¥r des carillons.
‘ (La Giboulée, p. 74.)

17“Ibido’ ppo 106"90
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Le carillon multisonore
Des clochettes au timbre clair
Tinte, étincelle, tinte encore
Et tintinnabule dans 1l'air,
En double file, sur la neige,
Secouant pompons et clinquants,

Se croisent--triomphal cortége--
Aux éclats des grands fouets claquants,
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Clochettes & voix argentines,
Gros grelots de bronze aux sons sourds
Tintent et vannent d merveille . . .
(Les Clochettes, pp. 97-99.)

In one respect Beauchemin is far in advance of all his
confreres of the Quebec School on the road toward realistic
description of nature: he searches always for the exact word;
he is not content with abstractions and collective nouns,

For Lemay and Fréchette the terms "trees," "flowers," and
"birds," sufficed. Beauchemin's trees are carefully named.
Shunning vague generalizations, he writes of the maple, elm,
beech, service-tree, wild-cherry, pine. As with trees, so
with flowers; he interests himself in the specific individu-
ality of the flowers--the snow=-drop, wild-thyme, wood-sage,
corn-poppy, rose., Finches, wrens, linnets, blackbirds pro-
vide movement and music in many of his poems, Although
Beauchemin was by no means as prolific a writer of descriptive
lyrics as Bliss Carman, his work in this field compares favor-

ably in quality with that of the English poet., Like Carman

he knew how to portray effectively nature's more secret
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beauties by a painstaking selection of word and phrase,

Two of the finest pieces in Les Floraisons matutinales

are "Mirages" and "Hantise" (Obsession). Though not nature
poetry, strictly speaking, these poems establish their author
as one of the greatest lyric poets of the Quebec School, The
intensity of the poet's emotion and the music that lives in
his words make "Hantise" an extremely effective expression of
his artistic aspirations. Four significant stanzas earry the
burden of the theme:

Je réve les rythmes, les phrases

Qui montent dans un vol de feu,

A travers le ciel des extases,

Vers le beau, vers le vrai, vers Dieu,

Mon oreille éperdue essaie

De saisir 1'infini concert:

Le son précis, la note vraie,

Fuit, revient, et fuit, et se perd.
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O désespérante hantise!

O charme du rythme obsesseur!
Quelle est la voix qui s'harmonise
Avec ta céleste douceur?
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Jtai beau pleurer, j'ai beau me plaindre,
Oh! non, jamais je ne pourrai,
Je ne pourrai jamais atteindre
Aux divines splendeurs du vrai,l
The poet dreams of rhythms and phrases which will carry him

toward the beautiful, toward the good, toward God. He is

— 1% Ibid., pp. 83-85.



obsessed with a desire to find the precise sound, the true
note; it eludes him, returns only to die a