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Abstract 

The object of this study is to investigate the origins 

of the traditional lyric poetry of the Iberian Peninsula 

through an analysis of the poetry of dawn meeting. The 

formative influences on each of the three types of traditional 

poetry, the Mozarabic lch r ae, the Galician cant a and the 

Castilian yillanc1con are examined and possible relationships 

are indicated. 

An introductory survey reviews the state of scholarship in 

the field of Spanish lyric poetry. Particular reference is 

made to the importance of the comparatively recent discovery 

of the khar a, because their publication has occasioned a 

profound reappraisal of the origins of Romance vernacular poetry. 

A new dimension has been brought not only to the study of the 

medieval lyric of Spain and Portugal but also to considerations 

of the relevance of the Provencal lyric "-Po the poetry of the 

Peninsula. 

The individuality of the traditional Iberian lyric is seen 

in its singularly consistent use of certain related themes, one 

of the most significant of these being the theme of lovers' 

meeting at dawn. Each type of lyric is viewed against its 

cultural background and the many influences both popular and 

learned which contribute to its composition, to the development 

of its imagery and to its preservation are assessed. The 

treatment of the dawn theme and its associated imagery in 

each area of poetic composition is analysed both for continuity 
and for innovation and originality. 
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Since religion, either Christian or pagan, is seen 

to be influential in the shaping of traditional poetry, 

religion as a theme of the poetry of meeting is reviewed 

in the concluding chapter. In its various aspects it 

is found to accord with many of the characteristics 

described in the previous chapters. 
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Preface 

The terms 'popular' and 'traditional' are used in this 

thesis in accordance with the definitions given by Peter Dronke 

and 'Ramon Menänd©z Pidal. Dronke defines popular poetry thus: 

In the composition of popular poetry the poet loosens 
his personal bonds with the work in order to surrender 
it to the people: that is to the whole of a society, 
without distinction of class. It is not the particular 
status of the poet that counts, but what he intends 
shall become of his poem. It is popular if the people 
come to make it their own. Then the author's signature 
is unimportant - others may feel entitled to make 
changes or adaptations, to add or to retouch. 

In Spanish literary criticism 'popular' has largely been 

cupereeded by Men4ndez Pidal's definition of traditional poetryt 

the 'eatilo comün de la colectividad'. The tradicionalista 

approach however ha© much in common with Dronke'e concept of 

popular poetry: 

H1 estilo an6nimo 0 coleotivo es resultado natural 
de in transmisiön de una obra a trav©s de varias 
generaoiones, refundida por lot varion propagadores de ells, los cuales en Gus refundicionee y variantes 
van denpojando el eatilo del primer autor, o autores 
©ucesivoo, de todo aquello que no conviene al gusto 
colectivo cads oorriente, y aal van puliendo el estilo 
personal, como el aqua del rio pule y redondea lao 
piedras que arrastra en su corriente. 

Alan Deyermond observes that Menendez Pidal tends to overlook 

the learned origin of much traditional verse and stresses that, 

in the study of medieval literature, "It is impossible to 

separate rigorously popular and learned verse, oral and written 
transmission, sacred and profane love-poetry, ecclesiastical 

and secular life, fact and fiction. " 
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INTRODUCTION 

The startling discovery made by Samuel Stern in 1948 of 

the Mozarabio khar ass, snatches of apparently popular song in 

the Romance dialect of N; uslim Spain, opened a vast new field of 

medieval scholarship and provoked a major reassessment of 

previously held theories about the origins of vernacular Romance 

poetry in Europe. Until the discovery of the khar aa, it was 

assumed that the troubadour poetry of Guilhem IX, Count of 

Poitiers and Duke of Aquitaine (1071-1127), constituted the 

earliest examples of the Romance lyric, in Alfred Jeanroy's 

words: 'lee plus anciens de tone lea vera lgriques danc une 

langue moderne'. 
i For want of other evidence, scholars,, however 

sceptical,, were forced to acquiesce in Jeanroy's dogmatic theories 

which ascribed to Prance the origins of the entire corpus of the 

poetry of Romance-speaking Europe. ` arguments about the origin 

of Provencal poetry are probably incapable of resolution, but the 

very existence of the khar a®, dating from at least half a 

century before the firnt troubadour poems, hae profound 

Implications for Provenpaal scholarship. Irenee Cluze1, ' 

while finding little coincidence in poetic usage or philosophy 
between troubadour poetry and the khan as, nevertheless concludes 

that the khar as may well represent the type of substratum 

popular poetry, present throughout southern Europe, of which 
the troubadour poets would have been well aware. Peter Dronke4 

used the khan ao in his argument to demolish the earlier theories 

of scholars such as C. B. Lewis that: 'French poets, in the 

eleventh century, discovered or invented, or were the first to 

express, that romantic species of passion which English poets 
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were still writing about in the nineteenth. 15 For scholars who 

cought the origins of Courtly Love in Arabic notions of chivalry 

and love, the khar as provided the vital literary, lyrical link 

between the two cultures of Christendom and Islam. A. R. Nykl, b 

in 1933, had stated quite categorically that contacts existed 

between the Hispano-Arabic and Christian cultures and maintained 

that, in adopting Hispano-Arabic forma of versification, the 

muwassa and its near relative, the QS el, the Provencal poets 

were simply following the good military tactics of the Crusaders 

by improving upon the superior techniques of the enemy. He 

asserted that Arabic was well known in Christian Europe and that 

from the time of Ordono I there were skilful translators at the 

Spanish courts; moreover, Alfonso VI had a Moorish wife, Zaida. 

Nykl states his case passionately: 

Eatoy cierto de que Guillermo, Marcabrü y Jaufre 
Rudel tuvieron muchaa posibilidades de obtener 
traducciones de aquellae canciones y melodias que 
quisiesen o deseasen; pero que lo que estuvo a au 
alcance hacer ein dificultad, y evidentmente hicieron, 
fue imitar en au propia lengua tales melodias y ritmos, 
sin mencionar la fuente, adaptändolos a las necesidades 
del very y el so. 

Nyki expanded this theory in his book in which he assembled a 

lengthy concordance of themes common to Arabic poetry and that 

of the Galician troubadours, thus indicating the possible 

diffusion of Arabic themes in Christian territory.? A. J. Denomy 

was quick to seize on the significance of the muwasEalia and z6 el 
for this argument and, through the vehicle of the poetry of 
Al-Andalue, related many of the concepts of love as expressed by 
the Provengal troubadours to Arabic precedents. 8 More 

tentatively a comparison has recently been made by Samuel G. 

Armistead between a khan a and the refrain of a Provengal bam 
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which, despite the uncertainty of the kharla text, appear to 

have a common theme, that of the summons to the lover in the 

absence of a jealous third party. 
9 Helen Boreland has demonstrated 

the possibility of Provengal/khar a influence in the reverse 

direction in an article in which she compares the Provengal 

concept of the 'estranh® dole' with 'mio doler al-garib', the 

interpretation made by Dämaso Aloneo and J. M. Bola-9o14 of the 

third line of a khar a used and probably amended from its earlier 

traditional form by the thirteenth-century Hebrew poet, Todros 

Abulafia. 1° 

Stern, however, despite the brilliance of his own discovery, 

adamantly refused to admit the possibility of Arabic influence 

on Provengal: 

That the troubadours could not have been in direct 
contact with Arabic poetry is a direct consequence 
of the indisputable fact that they did not know and 
could not have known, enough to understand it. 11 

Despite Stern's reservations, there is much common ground between 

Provencal and khar a scholarship and, as will emerge in the 

course of this study, in many cases research in the two fields 

is interdependent. The illumination which the khar aua bring to 

bear on Provengal poetry is however but one aspect of their 

importance, though it does serve to stress their unique situation 

in the history of European literature and poetic composition. 

For the Hispanist, the khar as in their own right afford scope 
for studies which range from the actual establishing of texts 

to the discussion of their origins and their relationship to the 

other main branches of traditional poetry in the Iberian 

Peninsula, the Galician-Portuguese oantigas de amigo and the 

Castilian villancicos. 
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According to the Dhakhira of the Arabic historian Ibn Bassam, 

written between 1106 and 1118, the classical Arabic form, the 

muwassaha, was invented in about the year 900 A. D. by Muhammad 

ibn 1ammüd al Qabri al-Makfiif, the blind man of Cabra. In the 

words of Ibn Bassam, the inventor of the muwas'a 'took some 

colloquial (Arabic) or 'aljami' (Romance) words which he called 

the markaz and on them built the muwasýaa'. Similarly Ibn Bans 

al Mulk, the compiler of an anthology of muwaeäa$as, wrote of the 

rules of muwaeäa composition: 

The khan a should be composed of colloquial 
language and the words of popular speech... 
In spanish the khar a should be vivid and 
fiery... 12 

It is therefore the authority of the Arabic historians which 

affirms that the khar as are poems of the racially mixed populace 

of Muslim Spain, adopted and sometimes adapted by the cultured 

court poets, both Arabic and Hebrew, as the metrical basis of 

their lengthy and ornate panegyrics to statesmen, funeral laments 

and love poems. The muwaäea a is a stanzaic poem usually 

consisting of five strophes; each strophe consists of a Ahusn 

and a simt or qufl, in Spanish terms mum and vuelta; the 

mudanza has its own mono-rhyme scheme which varies from stanza 

to stanza but the vueltas share a common rhyme scheme, this is in 

fact the rhyme scheme of the final vuelta, the markaz ('support') 

or khar a ('ending'). The poem may be preceded by a prelude or 

matla which bears the rhyme of the khar a. The muwasäaha itself 

derives its name from an ornamental belt worn in north Africa, 

the wi , which bears an alternating design. The muwassaha 

apart from the kharja is in classical Arabic, unlike its 

companion form, the z6 el which is in vulgar Arabic, always 
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begins with common rhyme lines and has no khar a. 

The earliest muwaääaha poet whose poetry containing a 

Romance khar a survives, was Yosef al-Matib, the Scribe. He 

composed a panegyric to Semuel ibn Negrella, vizir of the kings 

of Granada, and his brother, Ishaq, who died in 1042. Yosef 

al-X'atib'e muwa4$a}A must have been composed before that date, 

that is, at least thirty years before the birth of Guilhem of 

Poitiers. The earliest documented Arabic muwaäeahaa poet, Abü-1- 

Walid Mui}ammad ibn 'Abd al- `Aziz ibn al-MuLallim could well have 

been writing poetry at about the same period, since he is thought 

to have been vizir to Mu'tadid of Seville who reigned from 1042 

to 1069. The muwassaia ironically reached its apogee during 

the repressive years of the Almoravid period in the hands of two 

great contemporary poets, the Jew, Yehuda 'Halew1 (1075-1140) 

and the Hispano-Arabic poet, Abü-l-Ubäs al A'mä al Tutill, the 

blind man of Tudela who died in 1126. Frequently both Arabic 

and Hebrew poets use the same or versions of similar khar as to 

conclude their a6 as The fact that Hebrew poets use 

kharjas with a mixed Romance/Arabic vocabulary further testifies 

to the popular nature of the khar a songs and also illustrates 

the complex linguistic situation of Al-Andalust carefully 

elucidated by Stern: 

The majority of the population (even those who were 
not of Spanish origin) learnt to speak the Romance 
dialect. Hence in practice even the Muslims of Spain 
were bilingual, and in consequence one can in Muslim 
Spain distinguish five different languages. Vulgar Arabic was commonly spoken by the Muslims, whether of local or immigrant stock, and by the majority of Christians too. This was also the spoken language 
of the Jews. The Romance vernacular was spoken by the Mozarabo, but was also employed as a second language by the Muslims and by the Jews. These two vernacular dialects were in general employed 
without any distinction of religion. 
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The literary language, on the other hand, had for 
the most part a distribution which corresponded to 
religious division. Classical Arabia, which was also 
used by the educated as a cultivated language, was 
the only literary language of the Muslims. It was, 
however, also used on occasion by Christians and 
regularly by Jews. The liturgical language of the 
Christians and that in which they wrote their literature 
was Latin, although classical Arabic had been adopted 
to a certain extent as the literary language of the 
Christiane. Finally, the Jews who used Arabic (and 
Romance) as their vernaculars, and who made liberal 
use of Arabic in Hebrew characters for literary 
purposes, possessed yet another language: Hebrew. 13 

The publication of Stern's historic paper in Al-Andalus in 

1948,14 outlining the features of the muwassaha and providing 

the texts of twenty Romance khar as of Hebrew muwa66abae, had 

in fact been anticipated as early as 1894 by hien6ndez y Pelayo'e 

speculations on "versos castellanos eatranamente mezcladoe con 

el texto hebreo". These lines 14enendez y Pelayo transcribed 

thus: 

Venit la fesca iuvencillo 
Quem Conde cieu coragion feryllo? 15 

In 1933 Nye., on the basis of the accounts of the Arabic 

hiotorians, suggested that there might exist some as yet 

undiscovered popular Romance lyrics concealed among classical 

Arabic poems, but no sure was he of the rapport between the poets 

of Muslim Spain and the Provengal troubadours that he regarded 

the Romance literature of Al-Andalue as superfluous to his proof16 

In 1946, J.!. Milläs Vallicrosa suggested amendments to the form 

of the khar a proposed by I4en6ndez y Pelayo and published two 

more, both from Yohuda t+'"i '13 Divan, the one welcoming 

Alfonso VI's courtier, Yosef ibn Ferrusiel, to Guadalajara, 

and the other celebrating the visit of the poet's close friend 

ibn Qananiel to Magreb in 1130.17 Mi11äe Vallicroma revealed 
the certain eaiotence of many more Romance and hybrid Romance/ 
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Vulgar Arabic khar as in other muwagdaI}as but deemed them 

indecipherable. Stern's efforts proved that this was not the 

case for twenty khar ae of Hebrew muwasga1las and subsequently 

for one Arabic muwaeägaia, 
18 

composed by the blind an of Tudela. 

Emilio Garcia Gomez complemented Stern's collection of Hebrew 

muwa$$al. as with the publication of a series of Arabic muwagga1. as 

with Romance refraine. 
19 

Thus the important first steps in kharja research in the 

early 1950's in the wake of Stern's initial discovery brought 

to light the main body of some fifty khan a texts in Hebrew and 

Arabic muwaäeaaias and then concentrated inevitably on attempts 

to establish the fragmentary and often intractable transcription 

of those texts. Since the khar as have lain hidden in Arabic 

and Hebrew script, the problems of their transcription, trans- 

lation and reconstruction are formidable. Richard Hitchcock 

has introduced a welcome note of caution to the field of kharja 

reconstruction in an article, where he points out the many pit- 

falls awaiting the unwary scholar. 20 He is particularly 

critical of Garcia G6mez for unwarranted regrouping of consonants 

in the Arabic script to produce conveniently recognisable Romance 

groups. Hitchcock is also very critical of literary scholars 

who have selected the most appropriate though not necessarily 
the most accurate or the moat justifiable readings of certain 
khar ae to suit preconceived literary theories. One has 
therefore to proceed with extreme caution in assessing the 
literary worth of the kharjas, but it is possible even on the 
basis of the most conservative and fragmentary texts, those of 
Stern, to single out distinct thematic features of kharla 

composition - the role of the young girl as singer of the 
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khar as, the role of the mother as confidante and friend of the 

girl, the urban setting, distress at the lover's departure and 

absence, the call to the lover to come at dawn and the identific- 

ation of the lover with the break of day, and the fear of the spy. 

Stern's work, when compared with the publications of his 

successors in the field, provides a much wider basis, not only 

for a comprehensive critical survey of the thematic material, 

but also for a discussion of the historical situation of the 

khar as in literature. 21 Garcia abmez, whose much enlarged 

collection of Arabic muxad®ai}ae, 22 published in 'full and with 

translations, increased substantially the number of known khar aa, 

erred on the side of the fanciful in his renderings of the 

khar as. His collection, however, when used warily and in 

conjunction with the collections of other important scholars, 

notably J. M. Bola-Sole who has not only assembled all variant 

readings of the khar ae but for the first time has provided 

translations for the Hebrew as well as the Arabio muwassatiae, 
23 

is attractive both for its availability and clarity of 

presentation. 
Initial aasesamente of the khar ae tended to place them in 

the virtually unbounded category of universal women's love song. 

Dämaso Alon®o24 - and later Stephen Reckert25 -- made comparisons 

with Chinese lyrics, while Leo Spitzer reviewed the khan as in 

the light of Theodor Fringe' theories of the origins of popular 
lyric poetry and found that they conform to the universal pattern 

of lyrics of love longing traditionally voiced by women. 
26 For 

Men6ndez Pidal the kharjaa appeared as the ultimate vindication 
of his cherished neo-traditionalist approach: 
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Cuando un canto perdura on una larga y eatenea 
popularidad, adquiere selectivamente el estilo 
que debemos llamar "tradicional", estilo comun de 
la colectividad, no estilo personal de un individuo; 
estilo caraoterizado por simplicidad perfecta, 
esencialidad intensa, liricidad transparente como 
el ague manantia, algo, on fin, elaborado y depurado 
en el transcurso del tierapo, tan inconfundible con 
el artificio de cualquier estilo individual, por 
sencillo que Este sea, como un producto natural 27 es inconiundible con los fabricados por ei hombre. 

This emotive approach to his native poetry, which Menondez Pidal 

shares with Alonso28 for whom the khan as are evidence of a deep 

popular poetic urge, is hotly rejected by critics of the Italian 

school. Silvio Pellegrini dismisses the khar ae as creations 

of cultured Arabic and Hebrew poets and fails to discern any 

relationship between the har'as and the cantigae. 
29 Aurelio 

Ronoaglia30 admits Alonso's notion of the 'caracter popular' of 

the khar as on the psychological level in their 'deenuda, eenoilla, 

tremula y impregnante belleza'31 but rejects all possibility of 

composition by the people. He sees in the khar as evidence of 

popularising tendencies among Hebrew and Arabic poets but not 

of genuine popular poems. He indicates several Elaesical and 

Biblical reminiscences in the khar as and suggests that the 

Arabic and Hebrew poets incorporated a smattering of Romance 

words into the khar as to produce a lighter, more lucid style 

than the ornate classical languages of the main body of their 
it 

muw88fia) afl " 

Happily in recent years the emotional generalisations of 

the early years of khar a studies have given way to a greater 

concern for verifiable detail. Men4ndez Pidal'e intuition 

that the khar as might be the Romance descendants of 'espontineos 

cantos latinoe, consustanciales con la lengua Latina vulgar'32 
has been given substance by a study carried out with modern 
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analytical techniques by James T. Monroe. 33 He has adopted 

the methods of the students of oral formulaic diction in epic 

poetry and applied them to the khan as. His results show a 

clear formulaic tendency in the khar as in such phrases an 

'Gar quo farayu' or 'ya mamma' and these he ascribes to similar 

formulaic expressions in the undocumented Vulgar Latin background. 

Monroe also examines the hawfi poetry of north Africa and, while 

finding no formulaic expressions in common with the khar as, he 

does find some remarkable thematic similarities, which the har as 

do not share with northern poems. 
34 These elements, which 

include the mother figure as the girl's confidante, the apparent 

confusion between lover and son, and the urban environment are 

all found in Sumerian, Greek, Hebrew and Arabic poetry, and 

Monroe suggests that their appearance in the khan as may represent 

the survival in Spain of an archaic Mediterranean genre, closely 

akin to paganism. Monroe's study in fact develops in relation 

to north African popular poetry the thesis of a comprehensive 

survey undertaken by Blvira Gangutia Blicegui35 who investigates 

proposals made by both Roncaglia36 and Maria Rosa Lida de 

Malkiel37 that parallels may be found for the khar ae in the 

poetry of Sappho and Meleager. Gangutia Blicegui'a research 

shows that a type of ritualistic kharja existed in ancient 

Mesopotamia, sung in celebration of the Sumerian love goddess, 
manna or Ishtar. The songs are directed to Dumuzi or Tammuz, 

the goddess's lover/child. Ritual prostitution forme a part of 
the cult and this may account for the sympathetic role of the 

mother figure. These rites of Astarte came to Greece through 

Crete where the goddess became identified with Aphrodite. 

Ancient Greek poetry reveals echoes of the tradition but, in 
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the masculine classical tradition, feminine love song is 

relegated to comedy. The genre survived in Locris and 

revived in the Hellenistic period. Evidence for its existence 

in Latin documents suggests that it may have reached Italy from 

the Greek mainland and Sicily. The Phoenicians may have taken 

their versions of the songs to Carthage and perhaps to their 

colony, Gadee or Cadiz, where the women according to numerous 

classical authors were notorious for their lewd songs and dances, 

which were probably in Latin, the remnants of pagan religious 

songs. While Gangutia Elicegui's argument is persuasive and 

relevant, ehe nonetheless prefers to ignore the fact that many 

of the poetic features which she outlines are also common to 

Hebrew and Christian belief and culture and that these may also 

have had a significant part to play in the survival or revival 

of pagan traditions in Al-Andalus. 

Stern was of the tentative opinion that the origins of the 

poetic forme, the muwa. esaia and the zä el. were to be found in 

Romance, particularly since both are indigenous to Muslim Spain, 

but nevertheless, because of the simplicity of the forma, 

affirmed that it was quite possible that they could have risen 

independently in different parts of Europe. 38 Brian Dutton, 

however, has sought to prove the Romance origins of the muwagsa 

in an' investigation of its technical terminology. 39 Dutton 

argues that at least two of the technical terms of the muwadsaia, 
the quf1 and the maw, are the direct Arabic adaptations or 

translations of comparable Romance terms, the co2la and estribote. 
He also believes that the name of one of the supposed inventors 

of the muwase4a may give a clue to his Mozarabic background= 
Ibn Bassam mentions Muhammad ibn .., n 4ammud al Qabri al-ma1dUf, 
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the blind man of Cabra, as the inventor of the muwas®aha, but 

his information is based on hearsay. A1-4ijari, however, in 

his al-Tßushib, now lost but quoted by other authors, names 

Mugaddam ibn Mu'afa, poet to the emir Abdullah al-Marwani, as 

the first muwagealaa poet. Dutton observes that the name 

'Mugaddaa' can be precisely translated into the attested Latin 

name 'Praefectus Salvatus'. He suggests therefore that 

'Muqaddam' is really an Arabic version of a Latin name and 

that Xugaddam ibn Mu'afa may have been a recent convert to 

Islam, the son of a Romance-speaking mother. As such he could 

well have represented a point of contact between the two cultures 

and might well have used the Romance estribote as the model and 

ma= of a new genre, the muwags a. 

J. MillAt Vallicroaa in his early work on the khar ae 

asserted that the strophic and refrain form of Spanish Hebrew 

poetry was directly inspired by choral poetry in which soloist 

and congregation took alternating parts. 40 This view was echoed 

by Francisco Cantera in an article which illuminated many obscure 

khan a texts. 41 The alternating technique, according to Milläs 

Vallicrosa, was derived from Biblical precedents which developed 

into the Jewish 'paytanim' and the Christian ecclesiastical 

Latin chants: 

Muy a menudo tanto los aatribillos o 
ýonaorioa 

como el ultimo verso do las estrotas que rima con dicho estribillo son pasajea biblicos, llenos de 
prestigio poetico o liturgico, son bendiciones o 

Q. logios o simples ezclamaciones aleluyIticas. 42 

This argument, of course, is not incompatible with the argument 
for the Romance origins of the muwagsa a. Its logical 

conclusion would be the adoption into Arabic of the Hebrew/ 
Christian forms. Before the discovery of the ]ghar as. 
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Rodrigues papa had suggested that the Poetic forme of Romance- 

speaking Europe may have had their basis in the chants and 

antiphons of the widely diffused Mozarabic liturgy. Later 

he revised his opinion and proposed that the liturgical forms 

of Provence and Galicia may have imitated the forms of popular 

poetry. 
43 Men6ndez Pidal strongly refuted any possibility of 

ecclesiastical influence on the muwa6ea1a/kharja form on the 

grounds that the chants may contain an estribillo but not a 

vuelts. 
44 While metrical considerations are outside the scope 

of this thesis, the possibility of liturgical analogues to the 

poetical forms of Al-Andalue is significant for the consideration 

of themes and language. 

In a footnote to the section on dawn poetry in Das origens 

da poeaia lirica em Portugal_na idade mhdia, 45 Rodrigues Lapa 

mentions a very early dawn liturgy, from the Breviarium ßothicum46 

of uncertain date, somewhere between the sixth and eleventh 

centuries, as a possible influence in the formation of the 

secular alborada, the lyric of dawn meeting. Jole Scudieri 

Ruggieri47 expanded Rodrigues Lapa's argument, not in a study 

of the Peninsular dawn poems for their own sakes, but in 

refutation of Jeanroy'a theory in relation to the lyrics of 

Provence that: 

lea hymnes de ce genre qui sous lea plumes savantee, 
celles de G. Ambroise et do Prudence, par exemple, 
e'amplitiaient en developpements mystiques et 
allegoriques, n'exerolrent naturellement aucune 
influence BUT lea aubes profanes; mais elles ont etc connues et invitees par lea auteura d'aubes 
religieuses. 48 

Scudieri Ruggieri sees in Spain, particularly in the strength 

of the Mozarabio liturgies, the Breviarium Qothicum, the Liber 

Mozarabicus Sacramentorum49 and the Mozarabic hymns, the lost 
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link between an early liturgical dawn tradition and the religious 

al bas of Provence, which, in turn, she believes, encouraged the 

composition of the secular alba. Obviously this theory lends 

itself much more immediately to the study of the alboradas, poems 

of dawn meeting, of the Iberian Peninsula and, together with 

Rodrigues Lapa's suggestion, is an invaluable guide to the 

origins of some influences governing the tradition of dawn 

meeting in the popular love poetry of Spain. It would appear 

too, from a survey of Hitchcock's extremely useful khar a 

bibliography, that this is an area which has not been 

investigated in any depth by other researchers-50 

Naturally the existence of the khar as has a profound 

significance for the study of the cantiga__s de am º and their 

discovery has brought a new historical perspective to bear on 

the cant s. Again, however, the question of a relationship 

with the poetry of Provence arises but with a different emphasis 

and, until the discovery of the kharjas, it was primarily the 

obvious influence of Provengal on the Galician-Portuguese lyrics 

which exercised the minds of scholars. Consequently in the 

nineteenth and early twentieth centuries the origins of the 

Provengal lyric itself assumed dominant proportions in the study 

of the canti&&s. Rodrigues Lapa lucidly expounded the many 

conflicting theories in his investigation, Das origens da poeeia 

lirica em Portugal na idade-media: 51 Burdach proposed the theory 

of Arabic origins on the grounds of similarities between 

Provengal and Arabic poetry, both the result of the 'arabisation' 

of Greco-Roman poetry. Ribera52 found the origins of European 

musical theories in Arabic music; the Ara N; ensurabilis of 
thirteenth-century Europe conformed to Arabic musical treatises 
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of the ninth century and many Arabic instruments appeared in 

Europe. Jeanroy only recanted his view that all European lyric 

poetry derived from a lost French lyricism in 1903, after the 

careful destruction of his argument by Lang who pointed out that 

there was little comparison between the development of Portuguese 

and of French poetry, that the characteristically French theme 

of the 'malmaridada' is absent from the Portuguese lyric, that 

the national characteristic of the Portugiese lyric is the theme 

of the lover's absence on campaign against the Uoors and that 

there are no pilgrimage songs in French. 53 Meyer54 and Faral55 

reduced all features of medieval composition, rhythmic and 

conceptual, to the Latin background. 

Spanish scholars naturally found the extraneous theory of 

the origins of their lyric poetry somewhat unpalatable. In 

1861 Amador de los Rios had asserted: 

Ni al Oriente, ni al otro lado de los Pirineos han 
menester volver aus miradas los criticoo espanoles 
para hallar las verdaderas Fuentes de la metrificaciön 
adoptada por los cantores vulgares. Como los 
provenzales, los italianos y los , imismos franoeses, 
gozan nuestros padres por derecho propio la herencia 
legitima de la gran civilizaciön romans, guardando el tesoro de a tradici6n con m 6a fidelidad que otros 
pueblos. 51 

He proposed in support of his view that until the seventh century 
Spain was a rich source of classical culture and that the rhythms 
detectable in the prose works of Isidore of Seville were at the 

basis of the medieval Are Versilicandi. flenendez y3Pelayo 

realised that a study of prose rhythms was necessary to the 

understanding of popular rhythms, 
57 

while the studies of Oviedo 

y . Arte indicated a flourishing musical tradition in Galicia in 
58 the ninth and tenth centuries. 
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While it has never been doubted that strong contacts 

existed between Provence and $pain in the twelfth century - 

these have been imaginatively portrayed by Menendez Pidal and 

more precisely annotated by Martin de Riquer and by the several 

Italian editors of individual Galician troubadours - certain 

critics of the Italian school insist on the exclusive influence 

of Provengal on centiga poetry. Cesare de Lollis, 59 
while 

admitting that there might have existed some basis of popular 

poetry at the root of the cantipas, nevertheless dismissed Don 

Dini®'s cantigas de amigo as artificial court frivolities composed 

in reaction to the restraint demanded by the Provengal style. 

Pellegrini, a disciple of de Lollis, denied de Lollis'a vague 

notion of a popular background and emphatically stated his 

belief that the cants `s 
do amigo derived from the courtly 

cantinas de amor, which were themselves Galician imitations of 

Provencal, and that these Constituted the first flowering of 

lyric poetry in the Iberian Peninsula in the thirteenth century: 

La storia del genere delle cantigamd'amigo, 
sOmmariam©nte delineata, non puo esser diverse 
dalla seguente: un individuo ha poetato primeramente 
in queota manera, trovando immediatamente o in 
seguito, per ragione estetiche o di prestigio 
personale, oonsensi, echi, imitatori, ciascuno 
dei quali a OUR volts ha ousoitato un moto analogo; 
queoto gusto e stato nel see. XIII e nella prima 
meta del XIV una mode rifiorente con rinnovato 
vigore ad ogni nuovo omaggio prestatole dalla corte 
o dall'arietocrazia; una mode the poco a pooo dai 
palazzi e ecesa nelle pi. z'ze e nei camps, e a' e 
inserita infine nel patrimonio delle tradizione 
popolari. 60 

Surprisingly, the khan as present these critics with only slight 

obstacles to their theses. Pellegrini, in a somewhat brusque 

dismissal of the khar as, discerns only 'una vage, tenue 

somißlianza' between khar a and cantiga. 
61 

Furthermore, he 
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prefers to ignore the important question why the poets of the 

Castilian court, including Alfonso X himself, should have chosen 

to compose poetry in Galioian-Portuguese had there not already 

existed in that language a corpus of traditional poetry. 

Giuseppe Tavani regards the cantigas as being of purely cultured 

origin and therefore maintains that the cantig s should be 

regarded as the first lyrics of Castile on the grounds that 

linguistic divisions and boundaries were not important to the 

composition of cultured-medieval poetry: 

11 fatto poi the il primo centro importante dell' 
attivitä lirica nella penisola sia stata la corte 
castigliana dovrebbe dimostrare quanto cia antistorica, 
anzi astorica, la posizione de chi vuol negare the la 
Castiglia abbia avuto poesia lirica nel Duecento, 
solo perche quests poesia lirica ha trovato il proprio 
veicolo di espressione non nel castigliano, ma in un' 
altra lingua ispanica ehe, per una sorie di circonstanze 
(alcune delle quali sfuggano a causa dolla noetra 
inadeguata informazione doeumentaria), gis nel secolo 
precedents doveva essere etata fecondata dell' 
internazionalismo lingua tico e culturale dei 
pellegrini di Santiago. b2 

Pellegrini's attitude may appear to be extreme; it should 

nonetheless be pointed out that the distinction between cantigas 

de and cantigas de amigo is not as clear-cut no it might 

seem. The division as defined by the fragmentary introduction 

to the Cancioneiro Colooci-I3rancuti is a purely formal definition: 

U. porque algüae cantigas hy ha enque falam ol. en e 
elas, outrosy porem he bem de entenderdes se som 
d'amor, se d'anigo, porque sabede quo, se oles falam 
na primeira cobra e elan na outra, (he cantiga d')amor, 
porque se move a rrazom dela, come vos ante dieeemos, 
e. so else falam na primeira cobra, he outroey d'amigo, 
e, se amboa falam en hüa cobra, outrgey he segundo 
qual d'eles Pala na cobra primeiro. o3 

The division which has come to be accepted by critics in the 

past century of the cantigas de amer as variations on the 

Provengal theme of service in love to an intransigent, remote 
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idol, and the cants, Msde amigo as evidence of a pre-existent 

popular lyric, should be regarded with some scepticism according 

to O. P. Bagley. 64 Bagley reveals many features common to the 

cantigas de amor and the cantigas äe amigo, even to the 

parallelistic canti�as de amigo, which derive from both the 

aristocratic, learned poetic coinage and from the supposedly 

popular background. She suggests that the two types of poem 

represent the opposing sides of a single situation and that 

accordingly the impetus for their composition comes from a 

cultured background: 

An original, pre-trovador lyric of the Peninsula 
which influenced the songs in the Cancioneiro may 
have flourished first and especially amongst the 
'middle class'; but of course, both oanti s de 
Amigo and cantigas de amor belong t6--the trovador 
School. 65"" -"-'. 

Bagley's argument does not, however, deny the popular background 

to the cantigas in the way that Pellegrini's theory does. Bagley 

admits its probable existence but disputes the 'over free 

application of the word popular' to the cantigas do amigo. 

While this approach should be respected for its caution, there 

are nevertheless definite elements, formal, rhythmical and 

thematic, in the cantigas de amigo which can be singled out 

and identified as popular. The fact that these elements have 

been adapted and blended with the fashionable mode of the 

thirteenth century, the Provencal style and, perhaps, in some 

oases rendered personal with the stamp of the poet's individual 

circumstances, as for instance in Charinho's sea songs, does not 

invalidate either the search for the influences governing those 

basic elements or their comparison with the features of the 

known earlier lyrics in the Peninsula. As Eugenio Aseneio 
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has observed, the minutiae of Provengal influence are difficult 

to ascertain: 

Päcil serfa aumentar los ejemplos de infiltraci6n 
trovadoresca. Pondriamos entre los prestamos tornados 
a Provenza temas comp el de la amiga quo se envanece 
do que puede mie quo ei rey o do que tiene on su mano 
la vida y muerte del amado; on otro no sabriamos 
dilucidar si se trataba de convergencia o influencia, 
como en ei do los cizaneroa. Noe inclinariamos a 
in%cribir en ei peculio nativo los motivos de la nina 
sanosa o guardada en balde. Pero la linde de lo 
propio y lo ajeno es dura de trazar. Los filones 
as entrecruzan, y cada investigador puede reolamarlos 
para Provenza o Portugal, mientras no dispongamos de 
una cronologia mas seguaa y do unos datos menos 
ambiguos. 66 

This view, however, may be unnecessarily pessimistic. Asensio 

has himself meticulously identified many Provencal features in 

the canttigaas and has also outlined some of the folkloric elements. 

It is possible, if one takes the Provencal influence as a 

reasonably stable courtly ingredient on the one hand, to extract 

from it the admittedly more volatile native ingredients of the 

popular background which the cantigas have in common with the 

khar as on the other. 

Possible common elements between khan as and can tics have 

been examined by Menendez Pidal and, although his results 

indicate a closer link between Mozarabic and Castilian than 

between Mozarabio and Qalician, he finde in them support for 

his theory, first proposed in 1919, of a common Iberian stock 

of traditional lyric poetry: 

Las caneiones andalusfes primitivas, las c_ tim 
emigo y los villaneicos Castellanos aparecen claramente 
Como tree ramas eun miamo tronco enraizadto en ei 
euelo de la Peninsula hiepänica. Las tree variedades tienen aire de familia inconfundible, y, Bobre todo, 
las tree tienen au mayor parte, y la mejor, con un doble caräcter diferencial comun: el ser canciones 
puestas en boca de una doneella enamorada, y el acogerae la doneella, confidentemente, a au madre. 67 
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For Alonso the common stock argument does not suffice to account 

for all the similarities between the three areas of poetic 

expression and, in his excited survey of the khar as in 1949,68 

he invoked historical events to prove that the Mozarabic influence 

could have been brought to bear on Portugal and Galicia: the 

Portuguese reconquest took place before the Castilian and 

consequently Mozarabic and Moorish influences were completely 

and, therefore, less conspicuously assimilated in Portugal than 

in Castile. Mozarabic monks assisted Fernando I in the capture 

of Coimbra in 1064, and Sancho I and Afonso III, the first of 

the Portuguese troubadour kings, made great southerly advances 

to the Algarve in the thirteenth century. Thus, according to 

Alonso: 

las cantigas do amigo eon tambie'n legitimas 
desc udientes de las cancionee de amigg quo 
corrian por la mozarabia peninsular. 9 

Aloneo'e opinion is rejected by Claudio Sänchez-Albornoz, who 

finde no evidence for the existence of the Mozarabic lyric in 

Lehn, the city rebuilt to house Mozarabic refugees, where he says 

one might most expect to find it. 7° Furthermore, S. nchez- 

Albornoz states quite categorically, though without adducing 

any supporting evidence, that, although lyric poetry flourished 

in Galicia, there were few Mozarabic immigrants to Galicia after 

the eighth century. This clear-cut argument emphatically stated 

is perhaps too easily dismissive of the slow integration of 

peoples and the equally slow infusion of ideas which appear to 

be at the basis of much poetic transmission. Asensio, in his 
brief account of the khar as in Po6tica y realidad, outlines 
their general similarities of theme with the eatigae, but 

ascribes these similarities to the polygenesis of women's love- 
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song, proposed by Frings. 71 Asensio remarks upon the difference 

in emphasis in the muwaBOahae of different ethnic origins; in 

the Hebrew muwassahas, the khar as reveal a sensitive lyricism, 

while in the Arabic they portray a bold eroticism. By contrast, 

in the cantigae, the only expression of physical love is 

restricted to the term 'fazer bem'i 

Lae a sas judise, con una eensibilidad m As afin a is 
cristiana, muestran una actitud mas recatada hacia el 
amor; Ise musulmanas ee imantan fäcilmente haoia la 
confusion de amor con sensualidad. Cada pueblo ha 
selea'oionado del caudal po4tico mozärabe lo qua estaba 
mäe a tono con su posiciön vital y religiosa... La 
presencia de motivos totalmente ausentes de lee 
cantigas de amigo prueba, ei alguna prueba hioieee 
falte, quo la lirica gallege. ha explotado un dominio 
voluntariamente limitado, con fronterae do sentimiento 
y limitaciones intencionadas, con una emancipaci6n del 
gesto erötico is coal corresponde a una btica y una 
poetica quo interiorizan el amor. 72 

The reserve of the gante in sexual matters, which Asensio 

ooneider3 to be a laudable aesthetic advance on the khar as, is 

not regarded as tuna emancipation del gesto erotico' by Jole 

8cudieri Ruggieri who, on the contrary, believes the khar ae to 

have derived from the cantigas. 73 The restraint apparent in the 

cantimas in the mention of the physical aspects of love and the 

intransigent attitude of the mother figure who appears harsh 

indeed by comparison with the sympathetic mother of the khar as 

is ascribed by 8cudieri Ruggieri to the repressive cruelty of 

Germanic law in dealing with offenders found guilty under its 

terms of sexual licence and promiscuity. According to Scudieri 

Ruggieri, the khar as are frivolous, watered-down versions of 

the cantigas in their pristine form, carried south by northern 

captives and concubines and rendered flippant and facile in the 

permiosive atmosphere of the courts of A1-Andalus. This theory 

basically echoes the notion, first proposed by Ribera in the 
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early years of the twentieth century, that the Romance lyrical 

tradition of Andalusia, though not its music, derived from 

Galicia. Valuable though 8cudieri Ruggieri's study is for the 

background to the oantiRas, her thesis of the diffusion of the 

cantigas southwards fails to convince, especially when viewed 

against the conflicting and more cogent theories of Gangutia 

Rlicegui74 on the poetry of the Mediterranean fringe. 

While the question of interacting influences from north 

and south is probably too complex to admit of solution, there 

exists at least one unifying feature throughout the poetry of the 

Peninsula, in Mozarabio, in Galician and in Castilian, which 

cannot be accounted for solely by Spitzer's75 application to 

the poetry of the Peninsula of Fringe' theories of lyrical 

polygenesis. The song of the young girl, the role of the 

mother, the lament for the lover's absence, the anticipation 

of his coming and the lovers' meeting, these can all be accounted 

for by Fringe' theories, but in one detail the lyrics of Spain, 

prior to the Renaissance, are uniformly - or almost uniformly - 

distinct from the women's love song of most of the rest of Europe 

and of most of the rest of the worlds that is in their celebra- 

tion of the dawn as the time for the reunion of lovers, instead 

of as the herald of their reluctant parting as elsewhere. 

It may be that this feature of Spanish poetry owes its 

universality within the Peninsula to poetic interaction and 

diffusion between the various regions, or it may derive from 

a deeper, folkloric and religious (in the sense of both pagan 

and Christian) background common to the whole Peninsula. This 

unifying feature, its evolution, antitheses and ramifications 

constitute the cubject matter of this thesis. The Mozarabie 
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hymns have already been mentioned as a guide to the study of 

the dawn greeting in the khar as. In Galicia a less orthodox 

religious situation produces not the glories of the Mozarabic 

liturgy but the corrective teachings of St Martin of Braga, a 

source again suggested but not in any way expanded by Rodrigues 

Lapa. 76 Closely related to the dawn cantinas are the canting 

de romeria, poems of love-longing and of meeting probably at 

dawn, set in a fervently religious context. This fervid 

religious aura demands examination for its effect on the style 

of the cantigas as a whole. 

The continuation of the theme of dawn meeting in Castilian 

will be considered from three angles, for its significance for 

the doubtful chronology of the Castilian villancioo, for the 

illumination it can bring to bear on the relationship of the 

kharjas and the cantigas to the villancioo and, thirdly, for the 

way in which it, and poems of meeting generally in Castilian, 

come to adapt to and conform with the mainstream philosophical 

and aesthetic systems of medieval Europe, while yet retaining 

an identity which is purely Spanish in flavour. 

A salient fact to emerge from every stage of the history of 

the lyrical tradition of the Iberian Peninsula is that popular 

love song was committed to manuscript only when it attracted 

the interest of the learned poet. Although the manuscript 

tradition therefore sets a fairly definite terminus ad quem 

for the appearance of the popular lyric, there is nevertheless 

strong evidence to suggest that Spanish love song, in each of 
its three forms, enjoyed a widespread diffusion long before its 

documentation. It is generally accepted that the khan as are 

probably much older than the muwagsahas in which they are 
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enshrined and it is also probably true that the oantigas de 

amigo, preserved in thirteenth-century renderings by the 

troubadour poets of the Castilian and Portuguese courtso reflect 

an archaic popular tradition. Clearly in both these instances 

prevailing court fashion dictated the adoption of the folk song 

for literary purposes. The court poet's technique was highly 

subjective and entailed the recasting of a living, though archaic, 

popular tradition for the entertainment of his aristocratic 

audience; he was therefore in no way obliged to transcribe his 

original source faithfully and he retained the freedom to adapt 

it, remodel it or even simply to imitate its style to suit 

contemporary aesthetic taste. In its basic attitude, though 

deriving from different philosophies, the approach of the court 

poets of the Renaissance to the popular lyric of Castile was much 

the sane as that of the Arabic and Hebrew poets of the Muslim 

period and that of the thirteenth-century troubadours. It was 

not until the emergence in the seventeenth century of the 

objective humanism of Covarrubias in hie Tea oro de is lengu. a 

castellana (1611)77 and Correas in his Arte Brande de la lengua 

ecpanola (1625) and his Vocabulario de refranes 9 frases 

proverbiales (1630)78 that techniques in any way approaching 

those of the dispassionately academic modern folklorist began 

to be explored. 

Americo Castro identifies the prime motivating force behind 

the Spanish Renaissance as the neo-Platonio desire to recreate 

a lost perfection; this desire expressed itself in two ways: 
Una va hacia un paflado quimerico, la edad dorada o de $aturno; otra hacia el presente, con aspiracidn 
a hallar realmente algo que pertenezca a eea pura naturaleza. 79 
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Such simple purity was to be found in the way of life closest 

to Nature, the rustic or pastoral life, and consequently all 

aspects of country life, including proverbial and popular sayings 

were deemed worthy of respect and imitation: 

En la Edad de Oro, on is, vida rüstica q pastoril, 
se buscaba la pureza do las costumbres naturales; 
en el refrän se busoa la expres16n do la sabiduria 
inmanente, por modo mistico, en el ser humano. 80 

A further dimension of this neo-Platonic quest which was to 

enhance the dignity of popular song was the attention bestowed 

by Renaissance scholars and poets on the vernacular language. 

Nebrija, the grammarian of the court of Ferdinand and Isabella, 

established the linguistic principles of Castilian in 1492.81 

In the reign of Charles V, the Erasmian Juan de Valdes advocated 

the enrichment of the Castilian mother tongue in his Diälogo de 

la leng. 82 Thus the desire to return to the simplicity of 

Tature and the enhanced status of the native language conspired 

to direct the interest of the poets of the late fifteenth, the 

sixteenth and the early seventeenth centuries to the popular 

lyrical tradition of Castile. 

The first examples of this trend are found in the famous 

mid-fifteenth-century poem, variously ascribed to the Marquee 

de Santillana or to Suero de Ribera, 'Por una gentil floreatal 

in which the poet, in the style of the Galician vastorela, 

observes three beautiful ladies as they amuse themselves singing 

snatches of popular song, one of which is described as a 'cantar 

antiguo'. 
83 Other songs similar in style to those of 'Por una 

gentil floresta' appear in the Cancionero de Herbere des 1ssarts 

of 1463, in the Cancionero del British Museum, and in the 

CA___nc_1onero de is Biblioteca Colombina of Soville. 84 They 
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clearly mark a radical departure from the dry courtliness of the 

Cancionero de Baena, dedicated by Juan Alfonso de Baena to 

Juan II in about the year 1445.85 According to Freak Alatorre, 

the ascent of popular song to the status of an aristocratic 

fashion arose not only from the philosophical considerations 

outlined by Castro, but also from the attraction of its music, 

initially in the court of Alfonso V of Aragon and then, more 

fully, in the court of Ferdinand and Isabella of Castile. 

Thus in the Cancionero musical de Palacio, 86 from the late 

fifteenth and early sixteenth centuries, the villancico has 

become a vehicle for experimentation with polyphonic music. 

As for the text, generally only the estribillo, the two-, three- 

or four-line refrain, of the original popular song was used and 

its idea elaborated in courtly style in the gl a, affording the 

poets ample opportunities for displaying their skills. Musicians, 

however tended to prefer to collect the complete original ve reoe 

and the polyphonic vihuelista87 books of Juan V4quez (1551 and 

1560) and the CCaanncion ero de Upsa la88 (1556) contain few examples 

of cultured glosas. At the same time the ensalada, a more 

flexible form which incorporated several snatches of popular 

song, was also subject to polyphonic arrangement after an initial 

statement of the melody. Popular estribillos were also being 

rendered a lo divino in various ways, either by the addition of 

a religious loses which then lent the previously secular 

estribillo a religious connotation, or by the transformation 

a lo divino of the estribillo itself, leaving in some cases only 

vestigial traces in rhyme or metre of the original. 

In the seventeenth century, culturep previously the 

prerogative of the literate claeaea, became acoeasible to the 



27 

middle classes through the theatre and through printed song 

books and song sheets, pliegos sueltos. A wider audience, 

however, provoked changes in the type of culture disseminated. 

Prenk A]. atorre describes its effects thus: 

Los poetas culton de fines del siglo XVI Crean para 
ei pueblo espanol una nueva poesia popular, tan vieja 
ya la vez tan atraotivamente distinta, quo no puede 
sino invadir el gusto de la gente, haciendo caer en 
el olvido los cantares antiguos. La seguidilla y la 
cuarteta octosiläbica, viejas Formaa espanolas, se 
convertirän en vehiculo de recentisima invenciön, que 
quedarä grabando durante eiglos en la imaginacion 
del pueblo y marcarä ei rumbo a su propia producc16n. 89 

While poets, led by Lope de Vega and Göngora, maintained a strong 

popularising trend, the estribilloe of their le tract, romances and 

ensaladas were frequently either semi-popular or purposely 

composed. The new style of poetry, short in metre and felicitous 

in turn of phrase, was used to advantage by religious poets but 

reached its apogee in the drama of Lope de Vega where it became 

an indispensable element. Gil Vicente, in the early sixteenth 

century, had first used the villancico in an incidental manner in 

the drama, to considerable effect. Lope de Vega, however, used 

the popular lyric, or, rather, his rendering of it, systematically 

for the creation of atmosphere, local colour and the evocation of 

public festivals and private celebrations. 

Antonio Sanchez Romeralo believes that the term villancico 

originated in the mid-fifteenth century to denote popular songs 
but that in the late fifteenth century and early sixteenth century 
it became the term used to denote the eetribillo gloss, form 

whether in a courtly or traditional context. 
90 The two 

sixteenth-century sources, the Prague91 pliego suelto and the 

Espelo de Enamorados92 which ascribe the song 'Por uns gentil 
floresta' to the marques do Jantillana both describe it as a 
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villancico: "Villancico quo hizo el marquis de Santillana a 

unas tree hijas suyas", although the song does not in fact 

conform to the style of the genre as it was to emerge. The 

earlier texts, the Cancionero de Palacio93 (1465) and the 

Cancionerillo de la BtT, 94 which attribute the song to 9uero 

de fibers, do not designate it by name, simply as ' 0tro de zir'. 

In other late fifteenth-century song books, terms related to 

villancieo, euch as vill. anncete and villanoillo, are also used 

fairly arbitrarily to denote compositions of cultured provenance 

while authentic traditional lyrics are described as cancionea or 

desf. echas. By the end of the fifteenth century, in the 

Cancionero musical de Palacio, the Cancionero del British Museum 

and the Cancionero general de Hernando del Castillo95 of 1511, 

villancieo has become the accepted term for the refrain-based 

song which consists of eatribillo and loea, even though in 

these cancioneros there are relatively few songs which can be 

regarded as being of entirely popular rather than courtly 

origins. 
96 

Prenk Alatorre has established seven main criteria for 

judging the folkloric authenticity of the villancico, or at 

least of its eßtribil]_o, in an attempt to counter Pierre Le 

Gentil'a provocative challenge: 

11 eat done clair qu'en dehors de quelques exceptions 
rares, lea refrains de 'villancico' ne eont pas aussi 
anciena qu'on veut bien le dire. Le genre as rattache 
peut-dtre ä de lointaines traditions, macs lea poetes 
ne se font pas taute de l'acoomoder au goat du jour... 9? 

These criteria Frenk Alatorre defines, with certain reservations, 

as followo: 

1. The survival in present-day folklore of estribillo$ believed to have been taken from popular parlance by earlier cultured poets. 
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2. Coincidences with earlier popular poetry. 

3. Unrelated sources in different texte. 

4. Collections made with a methodical objectivity 
euch as Oorreae. 

5. Sources reoognisably most faithful to folklore euch 
as the late fifteenth-century vihuelista books, and 
collections rendered a lo divino which allow glimpses 
of the previous popular form. 

6. The distinctive nature of the traditional lyric itself. 

7. The combination of all these factors. 98 

The judicious application of these criteria has enabled Frenk 

Alatorre to eeleot a reliable body of traditional Castilian 

poetry in Lirica hisp&nica de tißo populars Edad Media y 

Renacimiento (Mexico City, 1966); this together with the two 

other comparable modern collections, El cancionero espalýio1 de 

tipo tradicional (Madrid, 1968), edited by Jose (aria Alin, and 

Antologia de la goesia e3panola: oesia de tipo tradicional 

(Madrid, 1965), edited by D4maeo Alonso and Josh M. Blecua, 

provides the basic textual material for the discussion of themes 

and imagery in the traditional Castilian lyric in thin thesis. 

In a wide-ranging survey, Eduardo M. Torner has studiously 

demonstrated the continuity of the traditional Spanish lyric, 

in many cases, to the present day and in far-flung corners of 

the globe. 
99 It is however less easy, because of the dearth 

of textual material, to establish the antiquity of the Castilian 

lyrics prior to their appearance in the fifteenth century. 

Scholars hold diverging views, often diametrically opposed to 

each other, on the origins of traditional lyric poetry in Castile. 

At one extreme, Castro adopts a highly moralistic argument to 

deny the possibility of the existence of lyric poetry in Castile 

before the year 1400. Castro invests the Castilians of the 
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eleventh and twelfth centuries with a fanatic, puritanical 

asceticism: 

Lo que ahora imports mucho notar ea quo los castellanos 
volvieron la espalda a la literatura erötica en mozarabe. 
En lugar de la lirica, efusiva 0 amorosa, el ca©tellano 
cultivö la epica y la literatura juridico-moral. 

He argues that the Castilians spurned the debilitating sensuality, 

'lubricidad escandaloea y dosmoralizante', of A1-Andalu3: 

Me atrevo a penear que nunca aparocer6n en 
Castellano poesias de besos y un16n sexual 
en la epooa de los cantares de gesta. 101 

Castro's argument is contentious on several grounds: primarily, 

of course, on the grounds of his general implication that lyrical 

love poetry is indicative of a decadent, rather than simply a 

settled, society but, more specifically, on the grounds of his 

assumptions that the moral propaganda of the Poems de riio Cid 

is necessarily an accurate reflection of historical circumstance 

and that the Castilian epic in its scant entirety condemns all 

suggestion of sexuality. That this is not the case is revealed 

by a cursory review of some of the reconstructed texts, where a 

crude sexuality appears to be as the basic of much intrigue and 

causes dire disasters. 102 It is because she is aware of the 

seductive power of Gonzalvo Gonzälvez, the youngest of the seven 

Infantes de Lara, that Dona Lambs sends hin a bloody insult: 

Et los, inffantes, por fazer plater a donna Llanbla, 
eu cunnada, fueron Arlanca arriba, cagando con sos 
agoree; et pues que ouieron presas muchas sues, 
tornaronse pora donna Lianbla et dieron gelas. 
Desi entraron en una huerta que auie y, eraal 
palagio d4 posaua donna Llanbia, pora folgar et 
aeeolagarse mientre quo ne guioaua la yantar. 
Pues que fueron en la huerta, Qongaluo Gongaluez 
desnuyose estonges los pannos, et parole en pannos de lino, et tomo no agor on mano et fuel bannar. 
Donna Llanbla quandol uio aast estar desnuyo, pesol 
iucho de coragon, of dixo ansi contra sue duennas: 
"amigas, non veedes cuemo ands aongaluo Goncaluez 
on pannos do lino? bien cuedo que lo non faze 
por al einon por que nos enamoremos dell. 103 
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This episode could in fact be construed as early evidence in 

Castilian for the equation of the pleasant place and bathing 

with love making, an equation which becomes a frequent motif in 

the lyric. 

In La condeaa traidora, reconstructed by Menendez Pidal from 

the account in the Primera cr6nica general104 of the life story 

of the hapless count Gargi FernAndez, son of Fernän Gonz*lez, is 

beset with amorous intrigue and marital infidelity: Dona 

Argentina, Gargi Fern(. ndez's French wife, absconds with a 

visiting French pilgrim; disguised as a beggar, Gargi Fernandez 

pursues the fugitives to the Frenchman's castle where he is 

received by his rival's alienated and vengeful daughter, Dona 

Sancha, who helps Gargi Fernandez murder her father and step- 

mother. Gargi Fernandez and Dods Sanoha marry, but he falls 

prey to her treachery when she starves his horse so that it gives 

way beneath him in battle against the Moors and he is killed as 

a result. Dona Sancha wishes to marry a Moorish king and 

determines to undermine the Castilian defences by poisoning her 

valiant son, Sancho. The plot is discovered and Dora Sancha is 

made to drink the poisonous brew herself. 

In the Poema de Mio Oid105 sexuality is so important that 

the ultimate insult to the honour of the Cid takes the form of 

the outrage, perpetrated against his daughters by their black- 

guardly husbands, the Infantes de Carriön. Whatever the moral 

gloss which poets, narrators and chroniclers choose to put upon 
these epic episodea, historical or fictitious, they undeniably 

reflect a violent society where sexuality was regarded in the 

crudest possible terms, terms which might well have stifled the 
delicate lyricism of popular love song. There is, however, in 
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the Poema de Mio Cid a hint of latent lyricism in the poet's 

depiction of the Cid's treatment of his wife and daughters which 

tends to mollify the otherwise brutal image of Castilian society, 

whether it be the eleventh-century society of the Cid's lifetime 

or the society of the era in which the poem was composed, now 

considered to be around the year 1200.106 The leave-taking 

soene between the Cid and Doha Ximena on his departure from 

Burgos into exile is depicted in terms more akin to the poignancy 

of the lyrical tradition of lovers' parting and of the feminine 

lament for the lover's absence than the harsh stoicism of the 

epic; %imena takes her leave of the Old in a lament which rivals 

the distress of the girl of the kharjas whose lover is about to 

depart: 

ant el Campeador dona Ximena tinc6 los inoios amos, 
llorava de lo oios, quisol' benar las manor: 
"Merged, Cax peador, on ors, buena fuestes nadol 
"Por malos mestur©ros de tierra nodes echado 
";: '1orped, ya Oid, barbs tan oonpiida! "F6m'ante v6a, yo e vuestrac fijao, 
"ifiantee son e de dial chicas, 
"con aqueotai min duenae de quien c6 yo servic3a. 
"Yo lo veo quo estades v6s en ida 
"e n6a de von partir non hemoe on vida. "i'Dadnos conseio, por amor de Sancta Maria! " 107 

It is not possible to postulate a whole lost lyrical tradition 

for Castile on the basis of this and a few other similar exaiples 
from the Poema de Mio Cid. They do, however, serve to counter 
Castro's argument that the delicate expression of human love was 

anathema to the warriors of Castile, who, is any cane it seems, 

quite contrary to Castro's assertions, were all too often at the 

mercy of natural desires, albeit with disastrous results. 
In refutation of Castro's theory, Spitzer ventured the 

abortive proposal that the lost lyrical tradition of Castile 
was to be found in the khar ae. 

108 Castro retorted rightly 
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that, since the khar as were Mozarabic and not Castilian, they 

could not be taken as evidence for a lyrical tradition in 

Castile. 
109 Menendez Pidal concurs with Castro on this point 

and, in relation to the khar as, has assiduously indicated the 

differences between ! ozarabio and Castilian. 110 In other 

respects, however, Menendez Pidal's views on the origins of 

lyric poetry in Castile are strongly opposed to Castros. 

Men6ndez Pidal'e theory proposes a co=on stock of poetic 

expression throughout tho Peninsula from the Vulgar Latin period, 

a common stock which gave rise to concurrent and largely similar 

manifestations in northern, southern and central Spain. In 

Castile, although the lyrical tradition was long established, 

it failed to attract learned attention until the fifteenth 

century, hence the lack of early evidence for it. ? en6ndez 

Pidal first proposed this theory in 1919,111 in modification 

of Menendez y Polayo'a categorical statement that there had never 

existed a popular lyrical tradition in Castile. ZientSndez Pidal 

held consistently to this theory which he expanded in 1943,112 

citing indications of a Castilian lyrical tradition in twelfth- 

and thirteenth-century chronicles, particularly in the allusions 

in the Chronica Adefonsiinperatorie113 to songs of victory, 

funeral laments and festal songs. While it is now realised 

that many of these early hints of lyrical expression would have 

been in Nozarabic and not Castilian, Men6ndez Pidal's technique 

of sifting out lyrical interpolations in prose and narrative 

verse works has proved valuable. Thus, for example, he is able 

to postulate an early Castilian 'maya' tradition from common 
formulaic references in the Libro de Alexandre, from the Poeraa 

de Alfonso IX, from the ballad: 
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Por el mes era de mayo, 
cuando hace la calor, 
cuando canta la caliedria 
y responde el ruisenor 114 

Moreover, in him diecussion of the popular Castilian origins of 

Juan Ruiz's Ferranillas, as opposed to the Galician pastorelas 

where Provengal influence is discernible, Menendez Pidal 

indicates a rich source of lyrical interpolation in the Libro 

de Buen Amor, a work composed a century earlier than the first 

indications of Renaissance interest in the traditional lyric. 115 

Men6ndez Pidal's theories on the origins of the Castilian 

lyric inevitably raise the question of the relationship of that 

lyric to the kh ar; a and the csntigar deamiiggo, particularly since 

the thematic resemblance between the three types of lyric is so 

strong. Men6x, dez Pidal discounted any direct link between the 

three types of lyric in their development but traced all 

similarities back to a Vulgar Latin nub-culture: 

Six duda, todos : los pafseo romänicos tuvieron una lirica 
primitiva tradicional, derivada de eapontäneos canton 
latinoe, con*ustanoiales con la lengua latina vulgar, 
y con ells evolucinnados hasty convertiree en cantos 
rom-Inicoa. 

Egos cantos vivieron durante slglos on lo que hemos 
11i iMo 'eatado latente', esto es, eatado ocultado de 
una actividad social oualquiera, cuyn eaiatencia no consta 
on ninguno de los testimonios eoet6neost actividad 
inadvortida por todon eilen, a causa de no merecer 
ninguna ateac16n por juzgarla muy vulgar, insignificante, 
eatraia a los usos corrientes aceptables. 116 

This theory is of course much reinforced by Monroe's recent 

analysis of the language of the khan as which has led him to 

postulate a common stock of formulae in Vulgar Latin. 117 

Mienendez Pidal's theory inevitably dictates extreme caution in 

matters of poetic interdependence in its proposer und 

coincidences which appear to be striking he describes as: 
' (un) reflejo independiente de una tradicibn difusa por el 
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occidente y el oentro de la Penineula. '118 

It is generally accepted, however, that the Mozarabie lyric 

and the Castilian villancico have a close affinity in both 

content and form; the most frequent form of the villancico 

is that of the monorhymed ze cal preceded by an ostribillo. 

The lyric is refrain-based; that is to say, the ectribillo 

determines the metro of the villaneico which, in its Rlosa, 

merely expands the succinct notion encapsulated in the estribillo. 

Thus a typical rhyme scheme of a simple zejelesoue villancico 

might run as follows: 

AB (ostribillo) CCC (loaa) ß (vuelta) 

or AB CCC B AB 

In each ease the vuelta repeato the final line of the estribillo. 

Menendez Pidal, 119 Garcia G6mez120 and Dämaso Alonso121 have 

noted the close parallels in structure and theme between the 

khar as and the estribillos of the villanoicos, many of which, 

as Frenk Alatorre has pointed out, are indistinguishable from 

rhythmical proverbs. 
122 Dämaso Alonso in 1949 emphatically 

affirmed the dependence of all the later forms of lyric poetry 

in the Peninsula on the khar as, even to the extent of calling 

the kharjao 'villancicos': 

Lstoa ejemploo do villancicos mozärabes del siglo XI 
puestos al lado de ode. atradici6n castellami tardia, 
prueban perfectanente que el nücleo lirico popular en 
la tradici6n hispAnica es una brevo y ßonailia estrofa, 
un villancico. Sobre 61 puede formarse Una muwafsaha 
0 un zö el arabe en el siglo XI XII, una gloss 
zejelesca en castellana en el XIV, o una nuova 
gloss en el 7NII. 123 

Men6ndez Pidal nevertheless held fast to his cocoon-stock theory 

despite the extraordinary closeness of theme and expression 
between khar a and villancico: 
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Por estas expresivas ooincidenciaa, tanto en ei 
pormenor como en ei espiritu esencial, las cancionea 
mozarabes, documentadas desde ei siglo XI, lo mismo quo 
las cantinas de amigo posteriorea y los villanoicos y 
coplays castellanas quo haata hoy duran, se muestran 
como tree ramas de un robusto tronco milenario. 124 

and in this 'robusto tronco milenario' he saw the vindication 

of his neo-traditionalist approach to the Iberian lyric. 

Garcia G6mez in his commentary on the khar ast25 has 

illustrated the metrical coincidences between many khar as and 

estribillos; for instance, he compares the structure of the 

khar a: 

; Aminu, yä habibil 
Al-we4g me no faräs 
Ben, beza mä bokella: 
io de ke to no iris. GG. XXIII 

with the Castilian lyrics 

Bras se muere por Menga, 
Menga no quiere a Bras: 
si ellos no se conciertan 
d'quien los concertaro.? 126 

Although there are many remarkable parallels in theme and 

usage between the cantigasde-amigo and the villanoicoes, critics 

are extremely cautious in affirming any relationship between the 

two. Frank Alatorre finds only two instances of what she 

believes to be direct borrowing from the cant as in Castilian; 127 

one of these is one of the snatches of song used by the M, arqu6s 

de 3antillana in 'Por un gentil floreata's 

Ira niri que amore® ha 
cola ý como dormirä? 128 

which Prenk Alatorre believes to be directly inspired by the 

lament of Airae Nunes' shepherdess: 

Pela ribeira do rio cantando 
is la virgo d'amor: quen amorea 6 como dormira, ai bola frol! 0 de A CCLVI 

Frenk Alatorre also finds an echo of one of Pero Meogo's 
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cantigas in a text collected by Hernän Nunez. 129 In the cantina, 

the girl's mother asks: 

- Digadee, tilha, mia filha velida, 
porque tardastes na Fontana Fria? 
os amoree ei. 0. de A CCCCXIX 

In Castilian ehe asks the same question but in different terms: 

- Dezid, hija garrida, 
Cqui6n os msch6 la camisa? 

- Madre las moral del gargal. 
- Mentir, hija, as no tanto 

que no pica la garga tan alto. LHTP 553 

Such seemingly remarkable coincidences are not, however, 

sufficient proof of poetic borrowing for Menondez Pidal who, 

while admitting the close relationship between cants and 

villancico, nevertheless regards them as independent manifesta- 

tions of a shared cultural background: 

Vemos que la mäs antigua tradiciön popular gallego- 
portugueea y la posterior castellana se nos muestran 
como fragmentos anälogos de un conjunto peninsular. 
Pero al mismo tiempo, siendo tragmentos discontinuos 
como eon, presentan caracteres especiales que los 
individualizan. 130 

A major problem in assessing the relationship between the 

Galician cantigas do amigo and the Castilian villanoicos concerns 

form. No euch problem exists between Mozarabic and Castilian 

since, like the main poetic forme of A, 1-Andalus, the zä el and 

the muwaeäa»a, the villanoiao is refrain-based; that is, the 

refrain, khar a or estribillo, governs the development of the 

whole poem. The kharja determines the metre of the muwaääa$ 

and the estribillo detorminea both the form and the content of 
the villancioo. There is a hint of this technique in the 

cantijaa de aammor and in a large number of the more courtly of 
the cantigaa de amigo, where stanzas of two, three, four, or 
five lines ruminate introspectively upon the content of the one 
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or two-line refrain which follows. In this case, however, the 

technique is considered to be inspired by the troubadours of 

Provence (who may, indeed, in turn, have been inspired by a 

zejeleaque form). In contrast,, in the parallelistic cantigas 

de amigo, 
131 which are those thought most closely to reflect 

popular tradition, the substance and movement are conveyed in 

the progression of the stanzas, while the refrain is sometimes 

little more than a chorus line at the end of each stanza. 

The distinctive parallelistic form, elevated by the 

troubadours to an art of considerable sophistication, gives the 

impression of a gyrating dance, conducted by a double circle of 

dancers. Like the villanoico and khar a, the canti expresses 

a single, simple idea, that of the lover's absence, departure, 

infidelity or sickness, but the repetitive parallelistic form 

lends the situation an obsessive, recurring intensity which 

rivals the succinct poignancy of the khar as. The effect is 

achieved by an alternating assonance: the assonance of the two 

narrative lines of the first stanza is carried through the third, 

fifth and seventh, while the assonance of the second stanza is 

carried through the fourth, sixth and eighth. The second, 

fourth, sixth and eighth stanzas in fact only repeat the content 

of the first, third, fifth and seventh and, often, the change 

from stanza to stanza consists of no more than the substitution 

of cognates, of, for instance, 'amado' for 'amigo'. 

A further device which enhances the tenacious, relentless 

quality of the basic notion of the parallelistic cantina is 

leixa-pren, the linking technique whereby the second line of 
the first stanza becomes the first line of the third and the 

second line of the second stanza, the first line of the fourth, 
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and so on. 

The superiority of the Galician troubadours in handling 

parallelism and leixa-pr n has led to the belief among some 

critics that parallelism originated in Galicia and spread to 

the rest of Europe, including Castile. H. R. Lang even 

reconstructed a parallelistio Castilian villanoico in its 

supposedly Portuguese original. 
132 Josh Romeu Figueras 

maintains this belief; he considers Cerveri of Gerona's viadeyra 

to have been directly influenced in form by the Galician 

troubadours, though in content it reflects Provengal influence. 133 

Cerveri could have become acquainted with Galician parallelism, 

according to Romeu Figueras, either as a result of visits made 

by the Galician troubadours to the Catalan courts or as a result 

of his own visit to the court of Alfonso X in Toledo in 1269. 

The viadeyra, however, diverges from the Galician model not only 

in subject matter but also, as Asensio points out, 
134 in form, 

since, like the Castilian parallelistic lyrics, it opens with 

a statement of the refrain: 

P1o. 1 prenatz lo tale marit, 
Jana delgada! 135 

Asensio has shown with examples that a cruder form of parallelism, 

lacking the eophistications of the Galician art, was prevalent 

throughout Europe: 

El paraleliamo mäs alambicado - Una estrofa de base, 
variada por dos a mae de responeiön - era un recurso 
t6cnico ampliamente ditundido en la poesia de is. 
Europa occidental durante los siglos XIII, XIV y XV. 136 

There is therefore no reason to suppose that parallelism 

originated in Galicia, nor can one even suppose that lames-Aren 

was the invention of the Galician poets since Cerveri, in his 

via_ý__de_yra, uses leixa-pren. Thus, according to Aaensio'e 
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argument, parallelistic verse could have arisen quite 

spontaneously in Castile and should not be attributed to 

Galician influence. 

Romau Pigueras persisted in his theory and, provocatively, 

in his collection of Castilian parallelistio lyrics even rendered 

the famous villanoico 'Tree morillaa me enamoran', denoted by 

Men6ndez Pidal as a prime example of the zf e1137 in Castilian, 

in parallelietio form. 138 Aeeneio made little attempt to conceal 

his acorn for Romeu Figueras' method, which, unlike his own, 

discounts the integral dependence of form and theme: 

Romou ce percata de quo lo mismo las formas quo los 
temas de muchas cantigas paralelisticae do Castilla y 
Cataluna no hallan equivalente en el enorme acervo 
archivado en los canoioneros, y para apuntalar su 
teoriä de que ei paralelismo fue traneplantado do 
Galicia y Portugal y atravesö primero una 6poca 
imitativa, conjura y evoca, ein la menor base 
documental, una class de juglares que en lengua 
gallega cultivarian los temas de la malmaridada, 
do amor monjil, de recuesta amorosa, etc. Lao 
catorce eancionee por el reunidoe, tan deeemejantes 
do s gallego-portuguesas, dan voces contra 
eu4Viipötesis geneal6gicas. Son catorce clavos 
mäs an el ataud do su teoria. 139 

Antonio Sanchez Romeralo, whoihas conducted a comprehensive 

analysis of the villanoioo, takes a more dispassionate view and 

outlines the problem with clarity. The only suggestion of 

parallelism in Castilian learned poetry before 1400 ho finde in 

the paired lines of the Raz6n de amore 

"Dios senor, a ti loado 
qu, ant conozco meu amadot 
agora e todo bien comigo 
quant conozco meo amigo! " 130-133 

Despite the strong courtly influence exerted by Galician 

Portuguese poetry on Castilian verse in the fifteenth century, 
there is scant evidence for the transmission of the highly 

refined paralleli©tio technique of the Galician troubadour' 
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at the courtly level. The Cancionero de Baena of 1445 contains 

no parallelietic lyrics and, apart from an acknowledgement of 

the Galician origins of the technical terminology of parallelism 

made by the Marques de Santillana in his Prohemio, 140 the 

earliest appearance of parallelism in the court poetry of Castile 

is in the so-called coal of Diego Hurtado de Mendoza , 

Santillana's father: 

Aquel ärbol que vuelve la loss 
algo se le antoxa. 141 

The popular tradition as revealed in the Golden Age song 

books and plies nueltoo, however, shows a considerable 

repertoire of parallelistio lyrics less rigorously constructed 

than the Galician and frequently portraying idiosyncratic 

Castilian features such as the statement of the estribillo 

at the beginning of the piece. Both parallelism and leixa- 

Aren are subject to euch wide variations in Castilian that, in 

some cases, apparent parallelism coincides so closely with the 

zejelesquo form that the two are virtually indistinguishable. 

Sanchez Romeralo quotes one such villancicos the plethora of 

subjunotives, however, reveals the courtly provenance of the 

glosa: 

ALlä se me ponga el aol 
donde tengo el amor. 
Alld, se me puaiese 
do mia amorea viese, 
antes que me muriese 
con este dolor. 
A11ä se me aballase 
do mi dolor topase, 
antes que me Einase 
con este rencor. 142 

There is in Castilian considerable flexibility in handling 

parallelism, so much oo that at times it beoomes merely vestigial. 
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So pervasive is the technique in poetry which is regarded in 

all other aspects as traditional that Sanchez Romeralo's 

conclusion that parellelism survived in Castile in the oral, 

popular tradition, rather than the cultured, seems inescapable. 

Amid all the uncertainties which surround the Castilian 

lyric, there is at least one definite date, that of the expulsion 

of the Jews from Spain in 1492, which can give valuable insights 

into the antiquity of oral lyric traditions in Castile. 

Sephardic popular poetry provides many clues both in theme and 

form to the type of poetry which must have been current in 

Castile before 1492, and in those clues there are many 

coincidences with the khar as, the cantigas de amigo and the 

villancicos. This further perspective on traditional Spanish 

poetry has been extensively studied by Manuel Alvar with 

particular emphasis on the question of paralleliem. 
143 The 

effective absorption of parallelism into the Sephardic tradition 

would suggest that it had been an established element of popular 

lyric poetry long before 1492, and Castro's date of 1400 for the 

birth of Castilian lyric poetry would allow only a very short 

period for the fusion of so many identifiably peninsular devices, 

including parallelism, into the Jewish repertoire of song before 

the expulsion. 

On historical grounds Sinchez-Al. bornoz adopts a compromise 

position on the dating of lyric poetry in Castile. 144 Like 

Castro'e, his view of Castile is of a bellicose frontier society 

which spurned lyric poetry - but only until the twelfth century: 

Be dificil imaginar que en la äspera Castilla 
de dona Iambra y de los infantes de Lara so 
escuohara dulces y fragantes endechas de amor 
de enamoradas y parleras muchachas. (p. 422) 
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Sänchez-Albornoz rejects Dämaso Alonso's145 proposal that the 

Mozarabic lyric is at the basis of both the Castilian and the 

Galician lyric on the grounds that it was Le6n which attracted 

most Mozarabic refugees yet provided no evidence of the Mozarabic 

lyric and that there were few Mozarabic migrations to Galicia 

after the eight century. Menendez Pidal, however, has indicated 

the presence of numerous morphological forms in the cantinas de 

amigo alien-to Galician-Portuguese. 146 In these forms Men6ndez 

Pidal discerns both Leonese and Mozarabic influences. 

The historical perspective, nevertheless, especially when 

viewed in social and economic terms, sheds light on the structure 

of the northern kingdoms and on the emerging dominance of 

Castile. 47 Although such a perspective can in no way resolve 

questions of stylistic influence and dependence, it can illustrate 

the many sub-stratum forces which might have influenced the 

composition or the dearth of popular poetry and governed the 

diffusion of whatever was composed. Throughout the Reconquest 

one of those influences in the North was purely negative and 

consisted of a desperate shortage of manpower. The estimated 

population of the whole Peninsula at the time of the Moorish 

invasion at the end of the Visigothic era was ten million; in the 

late eleventh century, in the reign of Alfonso VI, Castile and 

Leon could command a population of only three million, and, this 

figure clearly, as a result of influxes of Mozarabic refugees and 

French settlers, represented a considerable growth in population 

over previous centuries. In the eighth century Alfonso I had 

reconquered the vast area north of the Duero, but, faced with 
the exigencies of defending his newly acquired territory, he 

found that he had no alternative but to devastate the whole 
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area. It had been abandoned by the Berbers and was effectively 

free of Hoorish occupation but, as Alfonso I had no means of 

resettling the area, he was forced to convert it into an immense 

defensive ditch for the rest of the kingdom of Leon-Asturias. 

He annihilated the remaining Moorish population, destroyed the 

towns and moved the Mozarabio population northwards to repopulate 

the Galician and Cantabrian valleys and shores. Alfonso's 

brother, Pruela, completed the undertaking and extended Galicia 

southwards to-the Minho. 

According to Vicens Vives' demographic surveys, after the 

forced migrations from the Duero region, initiated by Alfonso I. 

a constant stream of Mozarabs flowed northwards to Le6n and 

northern Portugal from the mid-ninth century, some attracted by 

the Christian Alfonsine rule, others in flight from the spasmodic 

persecutions of Islam. It was in fact these people who later 

brought the northern cities of Leon, Zamora and Toro to life 

and in these cities their influence is still to be discerned. 

Mozarabic influence was conservative and archaising; in Al- 

Andalus, in return for tribute money, their religion, customs 

and legal rights were protected by the pact of the dimna and 

they had therefore managed to preserve much of their Romano- 

Visigothic heritage both in law and in liturgy. Once established 

in the North, this influence was constantly reinforced by new 

waves of refugees from the South, culminating in the mass 

expulsion of the Mozarabs by the Almorävides in 1125, at the 

time when the muwa6'a4a was at its apogee. 

In the mid-ninth century, in the reigns of Ordoib I and 
then Alfonso III, the resettlement of the barren wasteland of 
the Duero was begun; the cities of Leon, Zamora, Toro and then 
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southern Galicia and northern Portugal were restored and 

repopulated, and the defence line was pushed further south. 

Prom the tenth century, the Duero marked the secure frontier 

and from that time it was feasible to resettle its northern bank. 

Various peoples, attracted by free land, improvement in social 

status and absolution from all previous commitments, privileges 

enshrined in the cartas tueblas and the cartas_franauicias, 

converged on the region, Mozarabs in flight from the South, 

aalicians, Cantabrians and Basques from the North. Thus there 

were present at the birth of Castile elements of both the 

Mozarabic and Galician cultures. 

The first areas of settlement were primarily in Rioja; 

still, however, in the eleventh century, there were vast deserted 

areas in the valley of the Duero and, throughout this period, the 

embryonic Castile was the frontier region always subject to 

unpredictable attack and to the vicissitudes of an unstable, 

unsettled population. These communities at the centre of the 

early kingdom of Castile between the upper Duero and the upper 

Ebro were necessarily military in character, and it is highly 

likely that, for their entertainment, they would have preferred 

epic songs of military prowess and victory to lyrical love songs, 

which, according to O. M. Bowra, are the product of a settled 

agrarian society. 
148 

It was not until the capture of Toledo in 1085 that the 

region between the Duero and the Tagus became a secure conquest 

for the northern kingdoms and that the state of Castile could 

lapse from the tensions of perpetual readiness for war. It 

was then possible to repopulate the lower Duero region, but new 

Almoravid and Almohad invasions prevented the resettlement of 
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the Tagus valley until the last years of the reign of Alfonso VII. 

It was not until 1212 with the battle of Las Navas de Tolosa that 

the Christian forces finally gained access to Andalusia, and in 

1248 Seville fell. 

Problems of repopulating the central areas of Castile and 

Le6n were compounded by the natural trend northwards. The north- 

western corner of the Peninsula was the cultural and religious 

lodestone of the Christian kingdoms and exhibited a steady 

economic growth. The people of the northern coastline had 

cherished a strong tradition of seamanship from the neolithic 

period, as numerous archaeological finds attest. 
149 Commerce 

on the high seas inevitably entailed piracy; Galician and 

Asturian pirates in the early medieval period plundered the 

northern European coastlines and shipping. In revenge, from 

the mid-ninth century, the Normans turned their attention to the 

Iberian coastline and, not content with ravaging Cantabria and 

Galicia, made forays into the Moorish realms of the South. In 

the early twelfth century, Bishop Gelmirez built a small fleet 

with Genoan and Pisan labour to combat the piratical incursions, 

but now the threat came not simply from the Norman pirates, but 

also from the Moors, who, having enlarged their fleet to combat 

the pirates, now used it to attack the Christian kingdoms by sea. 

Thus the construction of a large Christian fleet became necessary 

and was ordered by Fernando III from the northern ports which, 

correspondingly, benefited economically and attracted a larger 

population. 

Not only was there the economic attraction of a flourishing 

shipbuilding industry in the North but also the religious 

attraction, which at one stage threatened to rival Rome, of 
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the shrine of the patron saint, Bt James, at Santiago de 

Compostela, which brought Mozarabs from the South and the French 

from across the Pyrenees to Galicia. Eventually the camino 

franc6s also brought advantages for Castile and Leon for, 

increasingly, from the eleventh century, the French pilgrims 

found the political autonomy of Castile and the freedom from 

serfdom in that region a refreshing change from the despotic 

feudalism of their native country, and burghers and merchants 

in particular, possibly with an eye to the incipient wool trade, 

began to settle in the towns of Castile. 

It is entirely possible that remnants of the Vulgar Latin 

background persisted, as Menendez Pidal has suggested, among the 

sparse indigenous population of Castile. This possibility is 

enhanced by the several lyrical interpolations in the Poema de 

Mio Oid. Furthermore, the vigour and assurance of the Castilian 

language by the thirteenth century suggest a stable and reasonably 

well unified community. A unified community is not, however, a 

homogeneous community, as the modern example of the United States 

demonstrates. In the eleventh century, the population of 

Castile still consisted of an admixture of peoples, Galician, 

Mozarab, Navarrese, Asturian and French, while vast areas of the 

Duero valley still lay deserted. It is therefore quite probable 

that each ethnic group preserved its own customs and styles - 

possibly even its own dialect - over several generations. A 

gradual coalescence at the popular level both revived whatever 

may have been left of the indigenous lyric and brought to it new 

forms and themes. Familiarity may have made the common elements 

of the Mozarabic and Galician lyrics, the song of the young girl, 
the lover's absence, the role of the mother as confidante, the 
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dawn welcome, all readily acceptable in Castilian; similarly 

the advent of the z6 el may have given new life to some archaic 

Romance verse form still current in the popular sub-stratum. 

It may also have combined with a popular parallelistic form, 

possibly introduced by Galician immigrants, to produce the 

ambivalent Castilian hybrid which appears to relate to both 

the z6 el and the parallelistic cantiga. French influence 

becomes apparent in the theme of the malcasada, a motif alien 

to the khar as and cantigas. 

This is inevitably a purely speculative schema for the 

origins of Castilian traditional poetry; it does, however, seek 

to unite the various and disparate views of critics from Castro 

to Men4ndez Pidal, from Romeu Figueras to Asensio. Against 

this postulated popular background, developments in the learned 

sphere provide a body of facts which themselves offer some 

illumination on the contemporary state of the traditional lyric. 

In the thirteenth century, Castilian, the fitting vehicle for the 

Poema de Mio Cid, also becomes the language of scholarship under 

the aegis of Alfonso el Sabio= officially, however, the language 

of lyric poetry is Galician-Portuguese. This may be because 

Castilian was not considered adequate for the expression of finer 

feelings, though evidence from the Poema de Mio Cid would belie 

this notion; it may be because, as Castro suggests, the 

Castilians shunned any expression of personal emotion in their 

own language, but this view, again, is not borne out by the 

evidence either from the Poema de 2ßio Cid or from the fervid 

religious poetry of Gonzalo de Berceo; or it may be, more 

probably, because there already existed in Galician-Portuguese 

a flourishing fund of traditional poetry which was both more 
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developed and more coherent than anything that exinted in 

Castilian. The potential of Castilian as a language for love 

poetry is well demonstrated by the thirteenth century allegorical 

narrative, the Razön de amor. Textual features in the poem 

suggest Aragonese influence, though authoritative critics place 

it among Camtilian texts. The poet declares himself to be a 

widely travelled student in the art of courtly love and readily 

acknowledges his debt to Prance: 

Yn escolar la rimo 
quo siempre duenas amo; 
mas oiempre ouo cryanga 
en Alemania y on Francia, 
morn mucho on Lombardia 
pora aprender cortesia. 150 (5-10) 

The significance of the poem for this study is that not only does 

it combine a professed courtliness with a lyricism strongly 

reminiscent of the cantpas, of which the paired lines already 

noted are an eloquent example, but also manifests for the first 

time in Spanish love poetry some of the elements which are to 

pervade the Castilian lyric. The most important of these is 

natural symbolism, the static cultural system which became an 

obsession with medieval writers and artists. The full 

flowering of the Castilian lyric appears to coincide with 

the rise of symbolism to its dominant position in European 

culture; it is through the transformations of symbolism that 

Castile places its own stamp on the traditional poetry of the 

Peninsula and, at the same time, incorporates that tradition 

into the mainstream of European culture. 
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CHAPTERi 
The MozarabicLric 

PopaibleOrigins of the Tradition of Dawn Meeting 

The most singular, the most distinctive and the most 

unifying of all the features of the lyrical poetry of the 

Iberian Peninsula in the theme of lovers' meeting at dawn. 

Despite the intense and far-flung influence of Provencal poetry 

on the love song of Europe, the Spanish treatment of the dawn 

theme maintains a defiant, indigenous originality which, 

moreover, also contrasts strongly with that of the sophisticated 

courtly Arabia poems of Muslim Spain. A brief survey of the 

Provencal dawn poems and of the Arabic treatment of the dawn, 

since they might with some justification be considered to be the 

two external cultures most likely to have influenced the creation 

of poetry in Christian Spain, will serve an a dramatic foil to 

the tradition of the khar ao, the aantipe de amigo and the 

villencieos. 

With a few exceptions mostly in popular poetry, among them 

the lyric poetry of the Iberian Peninsula, the universal theme of 

loe, I the eclectic study of dawn songs, edited by A. T. Hatto, is 

that of separation; typically, the sun rises, the cock crown 

and, in both Provencal and in Arabic, the watchman calls to the 

lovers to beware for the dawn approaches and they may well be 

exposed to the view of the slanderer©. In Provengal the scene 

in clearly set, 'potz cortina' or 'dinz vergier' the lovers are 
lying in each other's arms still savouring the warmth of the 

pleasures of the night but aware of the dangers that face them - 
the slanderers, 'lausangiere', or the jealous husband, 'el geloa!; 
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the watchman. a trusted friend of the lovers# bears the heavy 

reaponeibility of protecting them from intrusion and of relieving 

them from care till dawn. As the canons of courtly love demand 

secrecy and diocretion, 2 the watchman assumes in every dawn poem 

an excessively prominent role: the lady calla to him telling 

him to keep guard and to beware of betraying the lovers: 

Be velhatz 
E aitatz, 
Gait, encars 
No. na ve nuls eamais, 
Eton crezatz 
Per armatz 
Quo jogare 
De mon amic lace, 
Qu'e mon bratz 
Jauzen jatz; 
Mae 1'afara 
No. us ieaae del oafs: 
S'autr'o ditz 
Faitz n'esoonditz 
8oven plovitz. 3 Raimon de lao 3alae 

Eos p. 367 no. 8 (245) 

The lover himself reminds him of his duty: 

Gaita be, 
Gaiteta del chaetel, 
Quan la re 
clue plus m'ee bon e bel 
Ai a me 
Trosqu'a l'alba, 
8.1 jornz Ve 
E non 1'apel. 4 Raimbaut de Vaqueiraa 

BOB P"365 no-7 (243) 

and in Guiraut de Borneilh'a dawn song the watchman invokes 

divine protection for his friend: 

Rein glorios, veraio 
Deu© poderoa, Sehher 
Al caeu companh aiatz 
Qu'eu non lo vi, pos 
Et ades sera l'albal 

lugt® e clartatz, 
ei a von platz, 

lizels ajuda; 
la noche to venguda, 

P"359 no. 2 (238) 

As one might expect, the attitude to the coming of the dawn is 
hostiles 
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Ana no vi jauzen 
drut que, 1 plagues 1'alba 

Per co no m'ea gen 
ni. m plat quern vei 1'alba. 6 Cadenet 

Roo p. 360 no-3 (239) 

Maie tan greu 
W* de l'alba 
Que tan leu 
I vei levar 
Enganar 
nos vol l'alba, l'alba, oc l'alba! 7 

Raimbaut de Vaqueiras 

This hostility to the dawn reverberates throughout Europe, in 

the poems of Gace 13ru16 in Old Frenohi 

Cant voi Taube dou jor ven 
jr Nulle rien ne dot tart hair Eog p. 371 no. 11 (247) 

in tho ngellet of the German }Zinnesangor, in Dutch, in Italian 

and in English, particularly as a result of Chaucer'e tranela- 

tions, adaptation and innovations. 

In the Arabic poems collected in EQe, lovers part at dawn 

since it was at dawn that Bedouin tribes who had assembled the 

previous evening and had camped together for the night would 

strike their tents and go their separate ways. This Arabic 

tradition is reflected in the Arabic poetry of A1-Andalue: in 

the eleventh century, dien Chaj of Dadajoz wrote: 

Cuando en la manana quo ee fueron non despedimos, 
llenos de tristeza por la prdxima ausencia, 
vi a lomoe de los camellos los palaquinee en quo 
se iban, bellas como lungs, cubiertas por aus velos 
de oro. 9 

In A1-Andalus, however, the mainstream Arabio tradition is also 

adapted to the settled milieu of the court. The poets indulge 

in a flamboyantly sensual language extolling the bacchio 

pleasures of the night, both drinking and love-malting. The 

constant association of drinking and mixing wine with honey or 

cool water becomes a conscious imagery Cr Olove-making: 



63 

Cuando la noche arrastraba ou cola de combra, le di 
a beber vino oscuro y espeeo como el almizole 
en polvo que se sorbe par las narices. 10 

Bea Bagi of Cordoba XI-XII c. 

The welcome night, 'la noche llena de juventud', is the lovers' 

protectress against the spying eyes of the slanderers and the 

dawn, enemy of the lovers: 

En verlad bebi vino que derramaba au reaplandor, mientras 
la noche deapiegaba el manto de is tiniebla. 11 

Ben airaoh of Cordoba d. 1114 

In fact in Arabic poetry generally, the gossips are even more 

closely identified with the dawn than they are in Provencals 

'the tongues of dawn almost gave us away', 'the sun is a scandal- 

monger', and in Spain the classical Arabic poets complain: 

La nano del amor nos vioti6 en is noohe con una tünica 
de abrazoa qua raegö la nano do is aurora. 12 

Ben Jafacha of Alcira 1058-1138 

and 
Erawoa dos eecretoe en el corazön do las tinieblas 
hasta quo la lengua do is aurora estaba a panto 
do denunoiarnoa. 13 

Bea Zaydun of Cordoba 1003-1070 

It would be misleading to suggest that none of these 

elements of poems of night meeting and dawn parting is present 
in the Romance poems of Muslim Bpain, for Indeed they are, 

vestigially: a girl, desperate for love. Summons her lover to 

her side at night: 

Mew eidi Ibrahim 
Ya nuemne doize, 
Pon-to mib 
De nojte. In non, si non keris 
Yire-me tib 
-Gar-me a ob 

I a fer-te. 14 O. G. 
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The fear of the spy is an inhibiting factor in the expression 

of love as the transition and khar a of an anonymous muwaseaha 

suggests: 

Tal cual vez una moza 
quiere verse con su amante. 
Si lo ve, lo que anhela 
es burlar a los guardianes 
y decirt cuando oanta, 
con acento sollozante: 
Alba do mew fogore 
Alga do me-w ledore 
Non estand' ar-ragibe 
ecta nojte (ker) amore. G. G. IV 

It is as if in this poem the classical dawn conventions of a 

now urbanised Arabic society - the night meeting, the fear of 

the spy - are in direct and paradoxical competition with the 

contradictory attitude of the Romance khan n which identifies 

the lover with the dawn. This perhaps is the watershed at which 

Spain cursorily adopts and inspects the Arabic tradition which 

could strongly have predisposed the popular poetry of the 

Peninsula to receive the Provencal influence in this respect; 

but despite the integration of the communities of Al-Andalus, 

the sophisticated trappings of a court convention prove 

irrelevant to the popular inspiration of the Mozarabio lyric 

and are rejected in favour of a native and forceful tradition 

of dawn meeting with its concomitant, powerful light imagery 

and its spontaneous joy at the coming of dawn. Thus long 

before the poems of the first troubadours established the 

convention of dawn parting in the mainstream of the European 

lyric, the popular Spanish predilection for dawn meeting appears 

already firmly to have taken root and its roots were based, one 
has to suppose, in social and economic conditions in past pagan 

ritual and in the mainstay of the cultural background or a 
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subjugated people, the Church. 

The closeness of the Church to the experience of its people 

is manifest in the wide range of eventualities covered by the 

hymns of the Mozarabic rite. The liozarabio Liturgy includes 

not only a vast body of hymns for the canonical hours of each 

and every feast day but also, from the Visigothic period, hymns 

for the coronation of kings and the consecration of bishops and 

of churches. Prom the Muslim period, the collection of hymns 

honouring the saints often refers to the yoke of oppression and 

the prayers of the saints are sought for the removal of an alien 

power: one of the hymns for the feast of St Faustus, for 

instance, asks: 

Precamur, almi martyrea, 
Per unun et trinum Deum, 
Ut iugum iam velociter, 
Quod su3tinemus, auferat. 15 A. H. XXVII p. 175 no. 121 

Hytne in celebration of the season of the year, prayers for 

rain, prayers for dry weather, ©upplications for the Dick and 

the dying, all indicate the importance of the Church in the 

everyday lives of all classes of people. One hymn in particular, 

the marriage hymn - 'Tuba clarifica, plebe Christi, revoca' - 

suggests a close association between liturgical rite and secular 

celebration: 

Pusilla copula, assume fistulam, 
Lyram at tibiam, perstrepe cantioa, 
Voce or anioa carmen, melodia 
Goota pralle Davidica. 

Cithara, iubila, cycnbalum, conorepa, Cinara, reaona, nablum tripudia 
Exceleo Domino, qui regit omnia 
Per cunota eemper eaeoula. A. R. p. 283 no. 207 

The inspiration for these hymns stems both from the 

classical heritage of the early Christian period and from 
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the indigenous paganism ousted and assimilated by Catholicism. 

The melting of these influences and their transformation into 

the new source of inspiration for a bete uered people, the 

Mozarablo hymns, are beet explained by an examination of the 

history of Christianity in Spain. 

According to Tertullian. Christianity had spread throughout 

Spain by the beginning of the third century, disseminated here 

as in other provinces by the expansion of the Roman Empire. 17 

By the middle of the third century Christians in Spain suffered 

under the persecutions of Decius and Valerius and, briefly, 

thirty years later from the persecution of Diocletian. Both 

Prudentius and the Mozarabio hymns commemorate the heroism of 

the large number of Spanish martyrs who fell prey to these 

persecutions. The first bishops of the Spanish Church to be 

martyred, Cyprian and Pruotuosue, indicate at once its far-flung 

nature and the turbulent competition it faced. Cyprian was 

Bishop of Carthage which, with the rest of North Africa and parts 

of Gaul, was regarded as the domain of the Spanish Church, a 

domain not limited by the geographical boundaries of the Peninsula. 

Pructuosus was Bishop of Tarragona, where the imperial cult 

flourished, and his martyrdom was a deliberate attempt to 

intimidate the increasingly influential Christian hierarchy. 

The Mithraism of the Roman legions still flourished in Merida, 

and the remnants of Punic cults were still practised in other 

cities. In eevilke, for instance, it was not Roman Imperialism 

but the Phoenician cult of Calambo which cost the lives of two 

of the earliest women martyrs, Justa and Ruf ins, who refused to 

honour the pagan deity. The numbers of women martyrs in Spain 

bear witness to a feminine intensity of religious passion, a 



67 

fact which may itself be of some significance in the development 

of popular women's love-song. Christianity in the early 

centuries is recognised to have been the religion of outcasts, 

slaves and women; the preponderance of women in the Church raised 

the problem of intermarriage for the bishops of the Council of 

Elvira (Granada). The problem was resolved by a canon of the 

Council which censured but did not penalise Christian/pagan 

marriages. Parents who allowed their daughters to marry Jews 

were, however, severely penalised. 18 Women were not spared the 

external persecutions and from an early as the first century 

women martyrs - Columba, Luparia, Leocardia of Toledo, gulalia 

of Barcelona and the twelve-year-old Bulalia of M6rida, as well 

as Jueta and Rutina - fell victim to imperial persecution and 

local pagan cults alike. 

With the reign of Constantine, Christianity supplanted the 

Imperial cult and, "in 313, the principle of religious liberty 

was proclaimed. The Emperor Theodosius (379-395), a native of 

Spain, proscribed paganism and by the end of the fourth century 

Christianity was dominantly established throughout the cities of 

Spain except in the remote region of Galicia. Thereafter, 

however, the external pressures of persecution once removed, 

rifts within the Spanish Church, particularly that of the 

Manichean Prisoillian heresy, prevented the further evangelising 

of the northern peoples and inhibited the growth of Catholicism 

in Spain. The invasion of the Alane, Vandals and Sueves 

brought further setbacks to the Catholic Church, especially 

when the Alane, initially pagan on their arrival in Spain, adopted 
the Arian heresy which denied the divinity of Christ. In 550 
Chararich, ruler of the 8ueves, renounced Arianism and embraced 
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Catholicism, and in 589 Recared, King of the Visigoths, adopted 

Catholicism. In 654 the Visigoths initiated a codification of 

Roman and Germanic law - the Forum Iudiawn - based on the 

Theodosian Code and the Lox Romana Visigothorum in an attempt 

to unite the disparate peoples of the Peninsula. 19 

It was during this period that the great Visigothic 

liturgical tradition was established by Archbishop Leander of 

Seville, under whose influence the earliest cycles of monastic 

and Ambrooian hymns were introduced to Spain. The second 

Council of Braga in 563 had perpetuated the ancient tradition 

which forbade poetical expression except the psalms in churches 

probably because of the associations of song and dance with pagan 

ceremonies - but this ruling was reversed by the Council of 

Toledo in 633, which positively encouraged the writing of hymns 

by the secular clergy. The bishops of the seventh century 

responded with a vast body of hymns, many of which revealed the 

influence of Prudentius and Ambrose, particularly those honouring 

the saints. 
20 The same Counoil of Toledo, the fourth in 633, 

enforced a strict liturgical unity over the whole Peninsula, 

thereby eradicating the many provincial variants of the liturgy, 

including the individualistic liturgy of the see of Braga: 

Unus ergo ordo orandi atque psallendi a noble per 
omnem Hispaniam at Ga liam concervetur, onus modus 
in miccarum eolemnitatibuo, unuo in ve©pertinie 
uatutinis quo officiis, neo diversa sit ultra in 
noble ecclesiastica connuetudo, qui una fide 
continemur et regno. 21 

PL. LXXXIV 365-366 

Subsequently, however, the 11th Council of Toledo (675) modified 

this Injunction to allow provincial biohops a certain freedom 

in the interpretation of detail. 
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In the same century country churches and monasteries were 

founded and monastic schools established. Isidore of Seville, 

himself probably a hymn writer, stressed the importance of 

education in the struggle against the paganism which still 

survived in superstitious practices: in his De Rerum Natura 

he attempted scientific explanations of natural phenomena 

otherwise supposed to be of supernatural causes. At the same 

time, the bishops decreed that all priests should be adequately 

instructed in the Holy Scriptures and the canons of the Church, 

and the presentation of a manual of rubrics and prayers became 

a part of the ordination rite. In 693 King Egica in a final 

attack on paganism ordered the 'ohristianisation' of pagan temples 

and their paraphernalia, in accordance with the advice of 

St Augustine to Publioola: 22 

When temples, idols eta. are placed at the service 
of God, the same thing happens to them as when 
impious nd sinful men are converted to the true 
f*ith. 2, 

Similarly. exorcisms to relieve the people from the fear of evil 

spirits, and blessings in ©ubstitution of superstitious pagan 

rituals, were incorporated into liturgical rites. An outstanding 

example of the latter, as we shall see, is the Bre rium Gothicum. 

Thus by the end of the seventh century, i aediately prior 
to the Moorish invasion of the Peninsula, the Church in southern 

and central Spain, though hindered to come extent in the closing 

years of the century by a decline in ecclesiastical disciplines 

was firmly entrenched in a strongly orthodox position. 24 It had 

moreover achieved considerable political importance, since it 

constituted the major unifying factor in a divided nation. 
Only in the north, particularly in Galicia whoro Chriotianity 
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had come late and in an indecisive fashion, was its hold 

insecure against persistent and vigorous pagan influences. 

When in 711 the Moore overran the Peninsula and exerted 

their control over the major part of the land ma a. they had 

under their away in the central and southern regions not only 

the most important centres of Christian learning and inspiration, 

Toledo and Beville, but also that sector of the population most 

unequivocally Christian and longest liberated from pagan beliefs 

and customs. Muslim victory was not transformed into government 

until the founding of the emirate of the Ummeyyads in 756 when, 

by means of political control and taxation rather than persecution, 

Abd-al-Rahmen I sought to consolidate the Muslim hold over the 

various ethnic groups within his dominion. Although initially 

the driving impulse for the Moorish invasion of the Peninsula 

may have been that of a holy war of Islam, the invaders felt 

themselves to be under no obligation to convert their Christian 

and Jewish subjects to Islam, since the Koran advised them to 

respect the People of the Book who shared with the Muslims the 

same concept of a single all-powerful God. Financially this 

tolerant philosophy made the conquest worthwhile, since in return 

for the right to pursue their own religion - Christianity or 

Judaism - in freedom, the indigenous inhabitants of Al-Andalus 

were subject to a tax, the irana, which by law could not be 

exacted from converts to Islam since in the eyes of Allah all 

Muslims, even the most recent converts to Islam, were equal. 
25 

Pagans under Moorish rule did not, however, enjoy the privileges, 

albeit the bought privileges, of the People of the Book, and 
Moorish tolerance did not extend to them. There was therefore 

an added Incentive for any practitioners of lingering pagan 
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tendencies to abandon their heathen ways and to ally themselves 

with one of the orthodox officially acceptable religions. 

Under this regime the Christian Church enjoyed a position 

of some privilege in respect both to the Arabic rulers and to 

the Christian population. The bishops were regarded an not 

only the religious but also the political leaders of the Christian 

population by the emirs, who consequently found it expedient to 

sanction the appointment of bishops themselves. 26 The Christian 

and Muslim societies became integrated to such an extent that 

intermarriage was frequent, and the later Umayyads had little 

Arab bloöd in their veins although they prided themselves on 

their Arabic heritage. The emirs preferred to fill their 

harems with blond concubines from northern Spain and northern 

Europe, and the product of one such Christian/Iloorish alliance. 

Abd-al-Rahmen III0 had blue eyes and red hair; he moreover 

preferred to use Romance as the language of his everyday 

conversations. The young Christians of the prosperous and 

fashionable Moorish cities. Seville, Cordoba and Granada, on 

the other hand, prided themselves on their fluency in the Arabic 

language and in Arabic affairs arousing thereby the despondency 

of Paulus Alvarue in his justification of the martyrs 

Indioulus Luminosue of 854: 27 

Our Christian young men, with their elegant airs and fluent speech, are showy in their dress and carriage, 
and are famed for the learning of the gentiles; intoxicated with Arab eloquence they greedily handle, 
eagerly devour and zealously discuss the books of the 
Chaldeans (i. e. ituhammedans), and make them known by 
praising them with every flourish of rhetoric, knowing 
nothing of the beauty of the Church's literature, and looking down with contempt on the etream3 of the Church that flow forth from Paradise; alas! the 
Christians are so ignorant of their own law, the Latins pay Do little attention to their own language that in the whole Christian flock there is hardly one man in a hundred who can write a letter to inquire 
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after a friend's health intelligibly, while you may 
find a countless rabble of all kinds of them who can 
learnedly roll out the grandiloquent periods of the 
Chaldean tongue. They can even make poems, every line 
ending with the same letters which display high flights 
of beauty and more skill in handling metre than the 
gentiles themselves possess. 

Yet it must be remembered that Alvarus's view of the Christian 

populace may well have been somewhat jaundiced by the Mozarabs' 

apparent and justified indifference to the hysterical aots of 

self-immolation carried out by the fanatical monks and nuns of 

Alvarus's acquaintance in the years between 650 and 860. 

Encouraged by Alvarus'e close colleague, Eulogius, these 

extremist Christians doliberately invited martyrdom by insulting 

the tenets of Islam and inciting rebellion. Their reluctant 

repression by Abd-al Rahman II amounted to the only systematic 

persecution of the Christian population before the Aimoravid and 

Almohad invasions of the twelfth and thirteenth centuries. 

Likewise the frequent sensational tales of ecclesiastical 

depravity - tales of bishops cavorting in Muslim courts and 

putting their sees up for auction and of priests living with 

married women - which make headline news and appeal to the 

salacious tastes of any age, belie the fundamental vigour and 

integrity of the Romano-Visigothic Christian tradition among the 

Mozarabic population of Al-Andalus. This tradition is 

exemplified particularly in the preservation of the Roman 

Visigothic law, the Puero Juzßo, and in the considerable 

enlargement as well as the preservation of the Viaigothim 

collection of hymns. significantly, despite the possible 

metrical influence of the monorhymed Arabic O el on the form 

of the hymns, their style and attitude can be traced directly 

back to the compositions of Prudentius. Furthermore, vestiges 
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of this ancient iiiepano-Roman Christian tradition can be 

discerned in the popular I4ozarabio poetry, mC har ae. which 

otherwise of course reflects the polyglot nature of Andalusian 

society. 
Prudentiue (348-405) was not an ecclesiastic but a 

magistrate; he was above all a strongly patriotic Christian 

Spaniard who wrote primarily for an educated Spanish public, 

and, although his Peristenhanon found its way into the Mozarabic 

Breviary, it was not intended for liturgical purposes: Prudentius 

composed it as a result of his own intense emotional reaction on 
28 

visiting the tombs of the martyrs in Rome. In the 

Cathermerinon the poet deliberately turns his back on the 

classical mythology which he so vehemently attacks in Contra 

SvmmaohM, his polemic against the worship of heathen gods, and 

taps a rich unexploited source of culture, that of Old Testament 

Judaism. Having attacked the sun-worship of pagan cults, the 

imagery which he chooses to adopt for his Christian hymns is 

that of the light/dark contrast which dominates 9iblical teaching 

from Geneis to Revelations. Thus in Prudentiua' 'foxning Hymn', 

Christ is the light of day and, in the 'Hymn at Cockcrow', night 

is sin and darkness and sleep, death. In the 'Hymn at Cockcrow' 

the poet makes a militant call to sinful mane who denied Christ 

three times before cockcrow, to prepare for the second coming: 

fit namque peccatum pries 
qusm praeco luci® proximae 
inlustret humanum genus 
finemque peocandi lerat... ý9 

The poet exploits the colours and sounds of the early hours: 

'post Solis ortum fulgidi/ serum eat cubile spernere... ', 'vox 

ista quo etrepunt aver/ stenteo cub ipso aulmine... ', but these 
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picturesque hints of dawn are only baits to the imagination 

which once caught is inexorably carried through a vision of the 

ever-inoreaeing grimness of the sins of the world, of sloth, of 

the demons of the night, of everlasting death. Christ, however, 

is the cook who heralds the return of hope to the world through 

the Resurreotion and the vanquishing of sins 

inviea nam vicinitas 
lucic, calutia, nuWinio, 
rupto tenebram situ 
nootta ru. gat eatellitee.. 
hoc ease Signum praescii 
norunt repromissae spei, 
qua nos ©oporis liberi 
eperamua adventum Doi... 

The cook as the herald of hope becomes a common motif of the 

Mozarabic liturgy. It appears in the Dreviarium Gothicum, 

an early dawn liturgy of uncertain date, somewhere between 

the oixth and eleventh ccnturia$: 
30 

gailo"noo conoolari© canente 
Eos P. 279(e) no.? (193) 

and in one of the tßozarabic hyrun3, the eaaence of Prudentius' 

hymn is coalesced into four lines: 

Ytootis tempu® Jam praoterit, 
Jam gallua canit viribu9, 
Gallo canento apes redit, 
Aegri© saluß refunditur. 31 A. 11. p. 83 no-30 

The example of the cock is one specific instance of the 

transmission to the liturgy of the imagery of Prudentiue, 

albeit a use of imagery which he shared with St Ambrose. 

The evidence for his influence in the compilation of the 

I4ozarabio hymnal is ouch that it appears that, during the 

years of Moorich domination, Prudentius became the anchor of 

the Ohriotian Visigothic Church of Muslim Spain and that, cut 

off from the mainstream growth of Christianity in the rest of 
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Rurope, it was to him that the Mozarabs turned for inspiration, 

whether directly or through the Visigothic tradition that they 

had inherited. 

In the case of the cook it is the motif which is transmitted 

from Prudentius to posterity; in other instances the motif is 

accompanied by actual verbal similarities: Prudentius, in his 

'Hymn before Sleep', prays for rest unassailed by the demons 

of the night: 

Fluxit labor diei 
redit et quietis hors 
blandus sopor viciasim 
fos©os relaxet artue. 32 

and a Mozarabio hymn prays for the sane relief: 

Deus, qui certis legibun 
Uootem discernis ac diem 
Ut toooa curio corpora 
Bomnua relaxet otio, 
To noctio inter horridae 
Tempus preoamur, ut, sopor 
Mentem dran tessam detinot 
Fidei lux illuaiinet... /. H. p. 80 no. 26 

For Prudentius,, the night is irrevocably associated with evil: 

Vereuta traue et oallida 
amat tenebrie obtegi 
aptamque nootem turpibus 
adulter ocoultua fovet. 33 

Under his influence the night becomes firmly entrenched in the 

Spanish imagination as the epitome of all that is evil in the 

absence of Christ; indeed, the Mozarabic hymn revels in a florid 

description of the pitfalls awaiting the sleeper: 

Hoetis ne fallax incitet 
Laaoivi© aura gaudiie 
Becreta nootis advocans 
Blando3 in aeatue corporis. 
Subrepat nulluo nenuui 
Horror timoria aniii 
Illudat mentem nec vagam 
Fallas imago. 
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Only the coming of Christ, the true light, can disperse the 

shades of night; for Prudentius in his 'Morning Hymn', Ohrist 

is perilously closely associated with the rising sun: 

Nox et tenebrae et nubila 
oonfusa mundi et turbida, 
lux intrat, albescit polue, 
Christus venit, discedite. 
Caligo terrae scinditur 
percuwsa solis spiculo. 
Sol eoce surgit igneus: 
piget, pudesoit, paenitet 
nee teste quiequam lumine 
peccare constanter potent. 

This intensely potent imagery with its overtones of pagan sun 

worship is remorselessly exploited in the XIozarabic hymne: 

0 lux beata Trinitas 
et Principalis unitas 
Iam sol recedit igneus 
Infunde lumen cordibus. A. R. p. 72 no-17 

Christ is auctor lum ints, lux vera, lucis clarita© and superne 

lucifer and his attributes are inevitably those of the dawn: 

Aurora eurgit fulgida, 
Spargit caelum lux nova. A. H. p. 102 no. 51 

In a dawn hymn for Easter, the light of the risen Christ 

triumph3 with a oonority worthy of Virgil, over the powere of 

darkneao: 

Aurora lucis rutilat 
Caelum laudibua intonat 
IIundun oxsultana iubilat 
Gemeae internus ululat. A H. p. 107 no. 65 

The triumph is ecstatically asserted in the consummate liturgical 

dawn oration from the Breviariwn Gothicum. 34 Here all the 

elements of the ecclesiastical dawn tradition are united: 

Prudentius' cock disperses the darkness and brings hope of 

salvation: 

ga11o nos consolaris canente 

but Prudentius' excessively moralising allegorical tone is 
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modified so that night, however dark, is the time of peaceful 

sleep and rest without the overtones of sloth and sinfulness 

which Prudentius attaches to it: 'Poet gallorum concentum 

noatisque quietam eaclusam. ' Only at the end of the oration 

is a prayer for protection fron: the perils of the night added: 

'ne profundae noctis errors persuaei, diei obliviacamur perennis. ' 

God is to be seen in the red light of dawn 

aurora rubesoit in luce purissima 

in the rays of the glowing sun, 'sol refulgens', and all Mature 

rises to welcome his coming. The expression of joy is exuberant, 

boundless and pantheistic; its invocations recall King Egica's 

decree of A. D. 693 that the Church should incorporate pagan 

blessings into its own liturgical forms, and it flows uninhibited 

and unconstrained until the somewhat reluctant and abrupt 

acknowledgement of man's unfortunate tendency to sin: 

'labentes in tenebris. ' 

Undoubtedly many factors both social and economic dictated 

the phenomenon of lovers' meetings at dawn in Spain. Whereas 

the leisured classes, the Arabs, and later in Provence, the 

nobility, were at liberty to Consummate their adulterous liaisons 

by night, the young unmarried girl protagonists of kharja, 

cantiga and villancico were constrained by circumstance to 

make their assignations, not at the parental home by night, but 

as soon as they could slip away on some practical pretext at 
dawn. Parental displeasure is in fact a more restraining force 

in the cantigas and villancicos than it is in the kharjas where, 
frequently, the mother is the girl's accomplice and the lover 

comes to the house to meet the girl. Undoubtedly, too, many 
factors governed the emergence of love trysts at dawn as one of 
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the major, if not the major, themes of the traditional poetry 

of the Iberian Peninsula. In Al-Andalus it would seem that 

the powerful dawn and light imagery of the Christian liturgy 

which identifies the coming of Christ with the rising sun, 

reinforced by remnants of effusive pagan ritual, lends poetic 

shape and substance to the social phenomenon and combines with 

numerous other influences, some identifiable, others now 

imponderable, to create a lyrical tradition of lovers' meetings 

at dawn. 

Both for the Church and for the Iozarabio lovers, dawn is 

hope and fulfilment: like the coming of Christ, the arrival of 

the lover is identified with the break of day and, in the khar as, 

the lover is the dawn, the first rays of sunlight herald his 

coming, Just as in the Breviarium t}othicuxa: 

Yä matre'1-rahXma 
a rayo de manana 
Bon Abu' 1-iia j ja j 
la Yaj de matrana. 35 Stern 36 

Chriat as the face of dawn is a favourite epithet of Prudentius': 

Tu, rex Noi siderie 
vultu eereno inlumina... 

Both in Prudentius and in the Mozarabic hymns, fulgor, and its 

derivatives are frequently used to depict the brilliance of 

Christ, 'Aeternae lucis conditor'. He is 'fulgpr ciderr um' and 

is identified with the glowing dawn, 'Aurora somit ful ida' in 

the hymns; in the 'Hymn at Cockcrow' and in the Breviarium 

Gotthicum the Sun is vested with similar radiance: 'post solis 
36 

ortum tulgidi', 'Sol retulgene, radios suos inYert mundo'937 

and, in the latter work, the same term is used to depict the 

glory of the Lord in which his joyous creation is basking: 'et 

toto orbo terrarum olaritatie tune eplendore et ßulgore coruacat. 
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Derivatives of the Latin root stem 'fulg-' appear in many 

Spanish Latin poetic compositions, religious or secular, from 

the beginning of the hymn writing period in the seventh century 

consistently through the expansion of the hymnal under the 

Moorish occupation in the eighth and ninth centuries. Of the 

210 Mozarabic hymns, 41 contain a derivative of 'fuig-'; it 

appears in the hymn 'inclite res magne regum' which refers to 

the Visigothic coronation ceremony: 

Pulgeat vitae corona, 
polleat alementia. A. H. 193, p. 269 

It describes the glory of 8t James in an eighth century hymn 

which predates the reputed discovery of the saint's body at 

Santiago in the year 824: 

0 were digne apostole, 
Caput refulgens aureum Spaniae 
Tutorque nobis at patronus vernulue 

A . H. 130, p. 186 

In the hymn to St Jerome the language of the dawn hymns is 

applied metaphorically to the illumination of learning: 

Tanto dootrinae fulget exhino lumina 
Tanto corusoo iubar pollet floride, 
Instruotu ut suo rutilet splendide 
Plebs Christi qua eat redempta a sanguine. 
Ipsius dono refire nos, Agie. 38 A. H. 126, p. 181 

and Paulus Alvarus, in the middle of the ninth century, uses 
both the adjective and the verb to express the musical superiority 

of the nightingale in his short poem which he based on the 

earlier poem of Eugenio of Toledo: 

Vox, filomela, tua dulcis super organs pergit, 
cantica nam suabe fulgide magna canit 
iudice me carmen fulgeat omne tuum. 39 

Pulgor, the cliche of Spanish Latin poetry, is also favoured by 

the Romance vernacular poets and the radiance of the rising sun, 
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of Christ and his Saints, becomes the radiance of the lover's 
JU 

preeenoe. Two muwaaaai; as, one an anonymous love poem and the 

other a panegyric to one, Abu Amr by Ibn al-Mu'allim of the early 

eleventh century, both use the same khar a: 

Ben, ya ®a'1t rat 
alba q'eätä kon bbl fogo re 
kand bens bid' amöre. 4U G. G. VII 

The reminiscence of the Christian dawn hymn 'Aurora surgit 

fulgida' is strong indeed, but at the same time the khar a 

accords with the subject and style of both muwaiea74as in which 

the dawn is a potent image for the Arabic poet; it describes 

the qualities of Abu Amr: 

Da au belleza 
al alba mayor brillo, 
y da eu genio 
major perfume al vino. 
Ba una eatrella 
qua guia al peregrino. G. G. Vila 

and in the love poem it conveys the beauty of the beloved: 

Un dia claro 
como au Cara bella, 
y cuya aurora 
au piel de luz penetra G. G. VIIb 

The strength of the association of the Christ-like lover with 

the brilliance of the dawn is such that the same terminology is 

used even when a nocturnal meeting may be suggested: 

#Alba de miw Togore 
iAlma di me-w ledore! 
Non estand'ar-ragibe 
Beta nojte(ker) amore. G. G. IV 

The lover's coming may occasion distrust and misgiving but still 

he benefits from the favourable identification with the dawn: 

Al-gabä bono Barme d'on venie 
ya lea que otri amaa 
a uribi tu no querie. Stern 17 
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The interpretation of G. G. IV is, however, the eubjeot of a 

lively controversy. Stern and Garcia Gomez disagree on its 

reading; Stern's version reads: 

fib qd mw f gwr 
bstnd llrgyb 

'imy47mwy lawr 
'at nwhti' myr 

which he tentatively interprets as 

Alba... meu... .... de meu... 
aste nohte... Stern 25 

Peter Dronke boldly enlarges on Stern's transcriptions 

Alba qued, meu Togore, 
alma de meu ledore, 
baetando li '1-ragibe 
este nohte (o) amore. 41 

Corominas adds a further complication by deriving ßg_or from 

700 8 and this reading is preferred by Bola-. 8016.42 

Garoia G6mez admits that he has doubts about his own 

interpretation of the third line of the khar a: 

non estand' ar-raqibe 

and also of 2_ogore and led ore, which he considers 'pooo espanolee', 

despite Ruggieri's suggestion that the Mozarabio led ore, may derive 

from the term ledo - leda, frequently used in the cantiaas. 
43 

Garcia G6mez is somewhat cryptic about his amendments to the 

khar a as a whole, in his second edition: 

Esta jarcha ha tenido que ser sometida a un profundo 
reajuate m6trico, antes impoeible por lalla de datos. 
Este reajuste haue desechar is sugest16n de Lapesa 
(BRAE, XL (1960), 53-65 : "Alba que da mor (ma or) fogore! " y ha obligado a euplir 'ker' (quiero) en 
el ouarto estico. 44 

Strong support for the reading fogor C PULGOR comes from 

the eminent authority of Rafael Lapesa. 45 In discounting 

Corominas' proposition that fogor derives from FOCUS, he 

compares the phonetic evolution of FULGOR > fogor with 
ULVA 7 ovo and INSULSU > sue. He finde fulgor used in 
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a cultured context in old Spanish, Provengal, French, Portuguese 

and in Dante. He also indicates derivatives of an adjectival 

form in southern Italy: FULGOR08U8 ) fruvulusi, frugugliuse, 

gurfugliusu, and a verbal form in Romanian. 

Since there is no ultimate authority for the reading of any 

khar a, it is almost impossible to argue such points further 

without becoming involved in a tautology: the language of the 

khar ae in one particular reading resembles that of the Mozarabio 

hymns, therefore the language of any khar a can be elucidated by 

reference to the hymns. It is, however, possible to avoid this 

tautological trap by saying that the attitude of the dawn khar ae 

resembles that of pre-Christian and Christian dawn ceremonies as 

reflected in hymns and liturgies and that, consequently, where 

there is an apparent similarity between the hymns and the 

fragmented khan as of difficult interpretation, the language 

of the hymns may help to clarify the language of the khar as. 

While it would be too presumptuous to postulate the liturgical 

tradition as the unique source of the dawn tradition in 

vernacular love poetry, at least the vigour of the Latin 

imagery would appear to justify the suggestion that the 

inspiring and colourful liturgical language, which was not yet 

irreparably divorced from the popular comprehension, gave poetic 

expression to a convention which may have had its roots in 

economic circumstances or more distantly in pagan ritual. 

This compelling use of light/dark imagery is also found to 

be common coinage among the poets of the other two cultures of 

Al-Andalus, among the Jews and the Arabs; it is particularly 

favoured by Yehuda Halewi: 
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31 sol nunca se pones eetä on Oriente y on Ocoidente; 
y su esplendor es exactamente como ei del sol. 

9ola-3ole XXXYIIIa I 

; Oh soli a traves de un cielo de trenzadas cabellosI 
Bola-$ole XXXVI I 

In the twelfth century, Abraham ibn Ezra takes up the image 

of the aunt 

; Que maravilla on su amor para mi, cuando veo su imagenl 
Su esplendor es como el del sol cuando sale. 

Bola-Sole $LII 

Yehuda Halewi, however, also used the image of sunlight in a 

khan a which he himself composed in the language and style of 

the Christians46 to honour the arrival of a courtier of 

Alfonso VI, Yosef ibn Perrusiel, known as the Cidello, who 

was an acclaimed protector of the Jewish population, to 

Guadalajara some time between 1091 and 1095. The image of 

the sun that Yehuda Halewi uses was alien neither to the Judaic 

nor to the Arabic traditions, but the fact that he chooses to 

express it in the language and the form of Christian popular 

poetry suggests a conscious borrowing from the Christian fund 

of imagery: 

Des card meu Cidello venid tan bona'1-bisara 
Com rayo de sol esid en Wadi 1-Hijara 47 Stern 3 

The Cidello is the bringer of light to a minority people just as 

St Jerome had illuminated the dark corners of the Church in his 

battle against the Arian heresy: 

Tu noster splendor, tu nobiaque destina, 
Per to clareacit ubique Eclesia; 
Tu preliator in fide catholica, 
Aries ingens, fortis in dogmata 
Hereticorum dextruens maceriam. 48 AA. H. 126, p. 181 
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It must, however, be stressed that the sun and the light/ 

dark contrast were not unique to Christianity. In numerous 

Eastern religions as well as in Classical mythology, divine 

power is symbolised in the sun, particularly of course in the 

pervasive Mithraism of the Roman legions. Although the Qoran 

and orthodox Islam provide no evidence for the religious equation 

of the sun with divine power, the sun is used in Arabic very 

frequently to denote earthly power and glory, in honorific 

titles such as Shame al-Khilafa (Sun of the Caliphate), Shams 

al-Mulle (Sun of Kingship), and Shams al-Din (Sun of Religion), 

and in panegyric verse where these names are played upon. 49 

Abu Tamman, a classical Arabic poet (d. c. 850) addresses the 

Caliph: 

You gave back the splendour to the sun (of the Caliphate) 

and Mutanabbi (915-965), poet of the court of Saif al-Daula at 

Aleppo, eulogises his patron thus: 

Every life you do not grace is death; every sun 
that you are not is darkness. 
You were the sun dazzling every eye; so how now seeing 
that two others (his sons) have appeared along with it. 
May they live the life of the sun and moon, giving 
life by their light, not envious of each other. 

The same image is a favourite tool of the classical Arabic poets 

of Muslim Spain. Ben Muqano (11th century) devotes most of his 

panegyric to Idris II of Malaga to a celebration of libidinous 

pleasures: 

Ta, lucid para mf e1 primer 
claror del alba 
Dame a beber antes que el 
almuedano entone su'Allah es grande'. 50 

In this poem which is one of the few in Arabic to celebrate the 

dawn, except as the end of a solitary night of suffering, the 
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poet explores the shadowy world of daybreak: 

las alas del airs han lido 
humed4. oidas por ei aqua de rosas 
del alba pare los quo madrugan a bebet. 

The shadows are dispersed by the rising sun and, with a quick 

sleight of hand, the poet transforms his bacchanalian musings 

into a ferioent eulogy of Idris IIt 

Y todos los ojos se aparten, 
ofuscados, al salir el sol. 
E1 solo quo es el rostro de Idrie, hijo 
de Yahya, hijo de Ali, hijo de 
Hammuri, Principe de los Oreyentes. 

Similarly in the muwaägaiias, as we have already seen, the rising 

sun and the dawn convey the power and grandeur of a ruler. 

According to the panegyric of ei Ciego de Tudela, the 

magnificence of Abu Hate al-Hauzani illuminates the whole 

world: 

aurora que, ouando brilla 
el mundo entero engalana. 51 

Although in Arabic poetry lovers part at dawn and the dawn 

for these lovers consequently has unwelcome connotations, in 

Arabic poetry in general the dawn is a frequent and potent 

image. In a muwa66aia the brilliance of the beloved's face, 

like that of Idrie II, competes with the sun: 

Toda vista otusca cuando sale 
un rostro que ea como un sol brillante: 
alba quo no tiene nunca tarde G. G. I 

while in a 'asida the sensual nature which the image acquires 

in Arabic poetry emerges: 

La noche de aus Gabellog surge 
Bobre la Clara aurora de au rostro. 52 

Arabia scholars reject the notion that the Christian imagery 

current in Muslim Spain could have had any influence on Classical 

Arabic poetic expression. One can however at least point to a 
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considerable conformity of poetic usage in that area which makes 

dawn imagery attractive to both Christian and Arabic poets alike, 

despite the lack of a convention of dawn meeting in Arabic. It 

is this compatibility of poetic expression which enables el 

Ciego de Tudola to achieve an easy and natural transition from 

muwasfl a to khar a in his panegyric to an unnamed vizir: 

S1 lindo roetro ei alba 
fiel le repreeentaba, 
y aei, con ei recuerdo 
ea. ivia au pena s 

Ta mature mia r-rajima 
a räyyo d® manyana, 
Ben Abi-l-4iayyä 
La faze de matrana. 0.0. %ZX 

Some-Further Aspects of-the Mozarabio L, yrri, oe of Meeting: 

®ources and developments 

Although he expresses his readiness to contemplate the 

possibility of religious influence in the genesis of traditional 

poetry generally, Plendndez Pidal rejeots it in the specific case 

of the Mozarabio lyrics 

Claro es quo asi como las lengua© romänicaa, 
derivadae del latin vulgarmente hablado, no se formaron ein un conntante influjo del latin escrito 
y culto, aei tambien es preaune16n evidente quo los 
cantos del pueblo y de los juglaree del pueblo no 
erecieron en absoluta espontaneidad, ©ino quo hubieron 
de sutrir influencian eoleaiasticas frecuentes, tanto 
mediante un intencionado trabajo imitativo Bobre la 
poesla latina prolana, como mediante adaptaciön a lo 
oido en ei templo por los fielen, en las ceremonias litwrgicas y en la predicacibn nutrida con frecuentee 
oltas biblicaa. Pero lo cierto es que en los cantares 
reciin desoubiertos no tenemos la fortuna de peroibir tal influenoia, ni siquiera en la jarchya 14, la de la 
vacilacidn de la amada para abrir is puerta al amado. 53 

Men6ndez Pidal bases his rejection of ecclesiastical influence 
in the kher R® on hie assumption that the gap between clergy 
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and laity wau not bridged until later in the Middle Ages: 

Y s6io man tarde los clerigos, a quienes au 
ministerio imponia tambien el deber de hablar 
a los fielen en lengua comün, debieron de sentir 
el deseo de asociar alguna vez ei pueblo a los 
oficios eoleeiästicos. Todo esto no es hipötesie, 
es simple poatulado de aentido comün. 54 

However, as the evidence of the liturgy which dates from the 

Mozarabic period and earlier demonstrates, the clergy wer4 

enthusiastic in their efforts to accommodate secular, even 

pagan, ritual into Christian ceremonial. and, during the centuries 

of Moorish oppression, developed a further colourful and 

comforting means of communication with the Christian populace 

through the Mozarabic hymns, couched in a cogent, simple, easily 

intelligible Latin, not far removed from the evolving Mozarabic 

dialect. Despite Men6ndez Pidal's reservations therefore, it 

does seem feasible to attempt to identify further 'citas 

biblical' in the khan as. In many instances the correlations 

found, not only between the khar as and the Mozarabio hymns, but 

between the khar as and other liturgical and Biblical texts, 

eloquently illustrate the rich medley of influences, Hebrew 

and Arabic, as well as Christian, which conspire in the artless 

composition of the khtr as. 

Three contemporaneous twelfth-century poets, two Arabic 

and one Hebrew, adopt a khar a with powerful Christian overtones; 

the lover makes aggressive advances to the girl who complains: 

Non me tanker yä habibi 
fa-encara danioso 
al-giläla ra 

iuýo. 
ta55 

oto me re uso at Bola-9ol6 XXI7Ca 

Minor variations occur between interpreters of this khar a; 

all, however, are agreed on the gist of the har a and on the 
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interpretation of the first lines 'Non me tanke®'. Prenk 

Alatorre indicates close similarities between the rßozarabic 

lyric and several. French refrains: 

A moi n'atouches von ja... Bartsch II, no. 99 

N'atouches pas a mon chainee, 
eire chevalier. Bartsch I, no. 49 

The same formula is found in the Castilian lyric: 

iQuedito! No me toqueia, 
entraäas mias: 
que ten6ie las manor friae. PTT 424 

Melibea makes a aimilar complaint when she finds herself unable 

to control Calieto's passionate advances: 

Cata, angel mio, que aal como me es agradable tu 
vista sosegada, me es enojoso tu riguroso trato; 
tue honestas burlas me dan placer, tue deshonestas 
manos me fatigan cuando pasan de is raz6n. Deja 
estar mie ropas en zu lugar y, ei quieres vor Si 
es el häbito de enoima de soda o de pano, para 
que me tocac en is camisa? Puen cierto es de 
lienzo. Holguemos y burlemos de otros mil 
modos quo yo to mostrar; no me destrocea ni 
maltrates oomo euelee. Quo provecho to trae 
danar mis veetiduras? 50 

It may be that the formula of the kharja is the first 

documented profane elaboration in the vernacular of the 'S'oli 

me tangere' injunction of the New Te©tament, 57 
which was to 

become a favourite medieval device. The Biblical scene of the 

risen Christ by the Holy Sepulchre was frequently depicted by 

medieval and Renaissance painters (the Fra Angelico in San Marco, 

Florence, and the Correg o in the Prado are but two examples), 

and the legend 'Noli me tangere, Caesaris enim sum' became the 

heraldic motto of the device of the chained stag. 58 

The motif of olothing torn by the lover'o violence is also 
.TV round in an Arabic muwabßaba, though not in its accompanying 

khar : 
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Cuando la atrapb a solas y consegui la saliva de 
sus dientea dulces, desgarrando aus vestidos a is 
fuerza, canto a au madre con deaden: 

este , al-ragi` m&(m) i e'ta al harak 
me hammagl-gahra 
an nabfdü wa. l-falak. 9ola-Sold XLIX 

This motif is later exploited for its symbolic value throughout 

European poetry, not least in the cantigas of Pero Meogo where 

it is lent the same ominous overtones of future distress and 

disgrace, voiced here not by the girl to the mother as in the 

khar a but by the mother to the girl: 

T rompestes io brial 
quo f ezestes ao meu pesar: 
poi-lo cervo i ven, 
esta fonte seguide-a ben, 
poi-lo cervo i ven. Odes 000OXYIII 

In a Cantilian echo of the Galician situation the girl's clothes 

are stained not torn: 

Dezid, hija garrida, 
jqui6n os manch6 la camisa? ? MP 553 

The inspirational sources of the khar as appear to extend 

also to the Old Testament where Christianity shares a common 

culture with Judaism. The common cultural background of the 

peoples of the Middle East, Jews and Arabs, on the one hand, 

and the common religious background of Jews and Christians, on 

the other, attain an ultimate synthesis in the intermingling of 

all three peoples in Al-Andalus. The khan as illustrate this 

confluence of cultures in an exemplary fashion, particularly 

in poems of meeting. 

The Mozarabic hymns call upon Christ to come and save hie 

people: clearly in the Advent hymn the call is meant to appear 

as a refrain to the strains of the musio: 
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Clamemus cordis organo: 
Veni, redemptor, salva nos. A *H* p. 67, no. 7 

The urgency of the Christian hymn is echoed in the invitation 

to the lover, addressed by the Arabic term Aidi, in the khar a 

of a Hebrew muwa©äa1a: 

Ven eidi vent 
..... ........ 

D'est al-zameni 
con tilyo d'Aben al-Dayyeni Stern I 

In the Pentecostal hymn, it is the Holy Spirit whose grace is 

sought: 

$aorate veni Spiritus 
Ore patrie paraclite, 
Pollioitua qui dudum es 
Ioele vate, editus. A. H. p. 98 no-41 

Not only the summons but also perhaps a hint of the rhythm of 

the hymn is found in the khar a of an Arabic muwags a of late 

eleventh century, which calls upon a lover who bears a Hebrew 

name, Ibrahim: 

Mew olds Ibrähim 
yä nuemne dolze, 
fen-te mlb 
di nojte G. G. I 

The invitation to love is however a constant motif running 

through the Song of Songs in much the same way that it runs 

through the khar as: 

Veni de Libano ©ponna mea, 
veni de Libano, vent: 4.8 

Veni in hortum meum 
soror mea sponsa 5.1 

Veni dilecte mi, egrediamur in agrum 7.11 

The Song of Bongo would have been available to the Christian 

population through the Vulgate Bible. For the Hebrew poets, 
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in a constantly allegorised interpretation, it was a major source 

of inspiration for a poetry that was exclusively religious until, 

significantly for this study, the innovative compositions of the 

greatest Hebrew ca se a poet, Yehuda Fialewi, who died in 1140. 

Yehuda Halewi was. however, still strongly influenced by the 

language of the Song of Songs an were the later Hebrew muwaesaIla 

poets, including the last, Todros Ralewi Abulafia. He, in the 

thirteenth century, in a pzinegyrio to his relation, Don Todros 

Abulafia, uses the colourful language of the Songs 

mon char ami, qui est comme un bouquet de myrrhes 
Stern 9b 

Fascioulus myrrhae dileotus meus mihi 
Song 1.13 

The 3onj of Songs is believed by modern scholars to consist of 

a collection of secular wedding songs rooted in the common 

Semitic culture of the Middle fi t. 59 Since it was frequently 

performed in spring festivals and wedding ceremonies, it is 

suppooed that it found its way into the canons of Judaism 

through its constant association with religious ritual. It 

may be that originally it derived from a common stock of lyric 

poetry available both to the Arab and the Hebrew peoples. 

Whether or not such a collection of songs was already known 

to them from sources in their own culture, the Song of Songs 

is considered to have exerted a profound influence on the 

Arabic poets of Al-Andalus. 

The relationchip between secular Hebrew and Arabic poetry 

in Spain to explored by Aaron S. Citron in his theeits. 60 Citron 

finds a thematic similarity between Hebrew and contemporary 

Arabic poetry. Similar relationehipo are depicted in similar 
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ways: both reveal a strong affinity with Biblical imagery 

suggesting a relationship between Hispano-Arabic poetry and 

Biblical imagery. Citron establishes that some Arabic poets 

were definitely familiar with the Bible but, since this type of 

imagery also exists in pre-Islamio poetry, the poets may simply 

have been borrowing from a common imagistic. stock. It is 

therefore well nigh impossible to make hard and fast rules 

for the bthnic provenance of the themes and language of the 

khar as, at best one can only indicate similarities and 

disoreps. ncieo which appear for some reason or other to be 

significant. The transition of Yoeef ibn 9addiq'e muwassa a, 

for example, as one might expect of a Hebrew poet, is highly 

redolent or the Song: 

Lo jour ou le cerf est venu trapper ä sa porte 
de sa chambre, eile eleva la voix et dit ä sa m1re: Je no peua pas me retenir: Stern 14 

The stag is also a motif of Arabic poetry: 

Amo a quien 
eo ciervo esquivo G. G. XXVIIIb 

In the kharja of Yosef ibn $addiq's n1uwaäsa$a, however, the 

arrival of the lover is described in the exact terms used to 

describe the arrival of Christ in the Advent hymn: 

At nuns seoundus praemonet 
Adesse Christum ianuie. A H. p. 63, no. 1 

In the khar a the girl calls out: 

Quo taray mamma 
meu'l4ab1b estad yana Stern 14 

The verbal similarity between the second line of the khar a 

and the hymn is such that the hymn could be claimed as the 

unique source of the khar a. There is, however, another 
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element in the khan a, the girl's perplexed question to her 

mother, which may point to the influence of the t3ong of Songs 

on the khar a as well as on the muwaeäaIa. Here the Christian 

and the Hebrew imagery coincide: Christ is at the door in the 

hymn - ianuis - and the lover is at the door in the Song, though 

there is not the striking linguistic similarity between the Latin 

of the Song and the khar a that there is between the hymn and 

the khar ja0. 

an ipee sperat post parietem nostrum respiciens 
per fenestras 1.9 

But in the Christian hymn there is no hesitancy at the coming 

of Christ, redemption ie nigh and the call to the faithful is 

unequivocal: 

Gaudete, Flores martyrum 
Salvete, plebes gentium, 
Visum per astra mittito, 
operate eignum gloriae. A. A. p. 63, no. 1 

The girl of the khan a lacke the confidence of the hymn; her 

reaction to her lover's arrival is to ask her mother what she 

should do and there is a precedent in the song for this strain 

of questioning uncertainty which runs as a thread, not only 

through the khan as, but also through the cantigas, where the 

girl questions her lovers 

Quo fares agor' amigo? 
poiD quo non queredel migo 
viver Cdea LXI 

her mother: 

-Ai madr' o quo me namorou 
foi-se noutro dia d'aqui 
e por Deus, quo faremos i 
ca namorada me 1©ixou? Cdea CCXLIV 

and her friends t 
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Pero m'eu Leda semeiho, 
non me sei dar conselho; 
amigae, que farei? 
en von, at meu espelho, 
eu non me veerei. Odea CQIX 

The formula is repeated in Castilians 

L Ad6nde ir6? c qu6 har6? 
que mal vecino es ei amor. LHTP 338 

Si de vos, mi bien, me aparto 
ý que har6? 

Triste vida vivirepT 171 . 

Margit Freak Alatorre finds similar examples in French refrains: 

Amore at 
qu'en ferai? Bartach I no. 53b 

Aymi, Dieus, aymil aymit 
qu'en feral? aenurich 109 

In many of these later contexts, however, and also in several 

khar acs, the formula is an expression of despair at the lover's 

departure or absence. In the khar a adopted by Yosef ibn 

Saddiq the situation is much closer to that of the Song of 

Bongo where the bride is flustered by the lover's arrival: 

Ego dormio, et cor meum vigilat: vox dileoti mei 
pulsantis: 

Aperi mihi soror mea, anica mea, columba mea, immaaulata 
m©a: 

quia Caput meum plenum est yore, et cincinni mei guttis 
nootium. 
5.2 

On hearing his voice she asks: 

Expbliavi me tunioa mea, quomodo induar illa? 
lavi pedes meow, quomodo inquinabo allos? 

5.3 

Clearly there are no linguistic grounds for deriving the Romance 

formula, 'que faray', from the Latin of the Song of Songs. It 

may be, as 1lonroo suggests, that there existed in Vulgar Latin 

a stock of lyric formulae and that this common stock gave rise 
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to the appearance of the Romance formulae in disparate parts 

of Europe. But the juxtaposition of the formula, 'quo farays, 

in Baddiq's khan a with the line so closely reminiscent of the 

Advent hymn does suggest a conscious attempt by the poet of the 

khar a to recreate, in Romance, the language of the Christiana, 

the dramatic situation of the Song of Songs in miniature, and 

this implies that the poet of the khar a, whatever his ethnic 

origins, must have been familiar with the Song. It might be 

argued that the Hebrew muwaahia poet, Yosef ibn Saddiq, himself 

composed the khar a to conform with his muwagsa , but it is 

unlikely that he would have been sufficiently familiar with the 

minutiae of the Mozarabic hymns to have borrowed and adapted 

from so exact a line a© 

Adesse Christum ianuis 

A further convergence of the Arabic and iiebrew - and by 

extension thQ Chriotian - traditions is found in the khar ae in 

the unwelcome figure of the ragib, variously translated as 'spy' 

by Stern, as 'spy' or 'guards' by Garcia 46mez. As we have seen, 

the slanderers wield a pernicious power in classical Arabic 

poetry. They do not, however, deter lovers from meeting. 
Ibn al-Mu'tazz, an Iraqi poet of the ninth century, exclaims: 

How many a lover, covered by the darkneso of night, Meets his beloved while the slanderero sleep. 
Eos p. 233, no-15 (132) 

For all their malevolence, the Arabic spiee do not resort to 

the violent brutality which the night watchmen inflict to the 

nightmare sequence of the Song of Songs: 

Invenerunt me oustodee qui oircumeunt civitatem: 
percuseerunt me, et vulneraverunt me: tulerunt 
pallium meum mihi cuetodee murorum 5.? 
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In the khar as the raqib is a sufficiently fearsome figure to 

modify the girl's desire for love: 

Non estand' ar-raglbe 
Esta nöjte (ker) amore. G. G. IV 

yet may only produce the mildly inhibiting effect of a chaperone: 

La jeune fille, seule aveo son ami, voyait que 1'espion 
ne faisait pas attention; eile disait dune voi$ 
merveilleuses 

Bi queris coo bon a mib 
Bejame da'1-nazma dolt 
boquellä. de habb al-mulük. Stern 31 

The identity of the ragib emerges in the muwaeäataa of three 

poets, one Hebrew and two Arabio, who use the same kharja. 

The rý ib is either a rival for the love of the lover or a 

representative of the rival. The transition of Moshe Ibn 

Ura'e muwaäsda4a flows with a delicate lyrical pathos: 

La biche, avec sea belles parolee, a brise mon 
coeur. Elle rappeln qu'on pent, aver des mensonges, 
separer ceux qui sont lies entre eux; eile ne ohanta, 
en pleurant, le chant des gazelles. 

Stern 41 

In contrast, in the muvap`äa a of al- azzar of Zaragoza, which 

Garcia Gömez believes to be the earliest of the three muwassahae, 

the situation is olearly portrayed with bitter resentment: 

Cuanto mal 
eoe alr-ragibe 
tiene pensado! 
Siempre que 
viene mi amigo, 
sale a eu lado, 
y aoi yo 
a quienes me hablan 
cuento mi caso. G. G. XXVIIIb 

Here the ract3b aeemo to fulfil the role of a guard placed over 

the lover to prevent him from indulging an illicit passion; 

indeed the girl's description of him in the kharja as 'fi lyol 
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al Zeno, would suggest that he is perhaps already officially 

betrothed to someone else and that she herself is the third 

party. Elsewhere in the khar ae, the Romance term 'fi lyol 

allen I uor the Arabic 'l-garib' is used for an estranged lover 

who has rejected the girl of the khan as in favour of someone 

else. Here the situation would appear to be reversed: 

K' a4 y 
Filyol alyeno, 
Ed el a raibe. 
Kered-lo 

eR mib betare 
ü gar-ragfbe . G. G. XXVIllb 

In the muwacea a of Abi IIakr Yahyi ibn Bagi it is the raýc ib 

who is jealous and a rival: 

Denigrar 
puede mi fama 
el que yo cants, 
si al guardian, 
por c elo 8, nunca 
vor puedo aparte? 

Significantly the r gib does not appear to be identified 

in any way with the mother of the girl of the khar ae. In the 

khan as the mother to a sympathetio figure in whom the girl 

confides. She describes the lover to her, she asks her advice 

and she turns to her for comfort. In the cant igas, in contrast, 

the mother is not always sympathetic to her daughter's love 

affair and may assume the repressive role of the ra ib. The 

mother of a can of Don Dinis adopts an attitude which is 

representative; the daughter complains: 

Quo costa ouveates, madr' e senhor, 
do me guardar, quo non possa veer 
meu amig' e meu ben e meu prazert Cdea XXXIII 

Similarly, in Castilian, guards are associated with parental, 

particularly maternal, repression and hostility. In one of 
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the snatches of song used by the Marques de $antillana, however, 

there is no mention of maternal interference, though it may be 

implied, and the atmosphere briefly suggests the suspense and 

tension created by the presence of the rgib in the khar as: 

Aguardan a mi 
nunca tales guardas vi. 61 

The role of the mother figure is an important and 

persistent one in the traditional poetry of the Peninsula 

and, since its first occurrence appears dramatically in the 

khan as, it is opportune to discuss it and its development at 

this juncture (despite the vehemence of Hitchcock's objections). 

Hitchcock disputes the very existence of the mother figure in 

the khar as, imputing the apparent Romance grouping mama to 

a misreading of eight different Arabic consonantal groupings. 
62 

However, since the most eminent of the textual scholars, 

including stern and Bola-So]., insist on the Romance interpreta- 

tion, the critical scholar is bound to study the implications 

of their interpretation. 

Gangutia Elicegui suggests that the origins of the 

sympathetic role of the mother in the khar as may be traced 

back to the Middle Eastern religions of Tammuz to whom girl 

prostitutes were offered by their mothers; vestiges of this 

cult, Qangutia Rlioegui believes, were transmitted to southern 

Spain by the Phoeniciane. 63 However remote Gangutia Pslicegui's 

suggestion may appear, the implication of a mother figure with 

prostitution is prominent in two major Castilian works, in the 

Libro de Buen Amor and in La Celestina, even if it is uncertain 
in the khar ae. Trotaconventoo tells Juan Ruiz that Dona 
Bndrina is his for the asking; he, incredulous, thinks that 
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ehe to teasing him and accuses her of Confusing the two roles 

designated by the term madre, that of the natural mother with 

that of the go-between: 

Senora malre vi, e ja, dque m' dezides agora? 799 
Fazedea como madre cuando el Qoguelo llora, 
qua le dige falagos porque calla eoa ora: 
por e©o me dezides qua on mfa mi senora 
Ansi fazedes, madre, von a mi por ventura, 800 
porque pierde triateza, dolor e ar, argura, 
porque tome conorte e porque aya folgura: 
dezideome joguetes a fabladesme en cordura? 64 

once convinced, however, that Dona Endrina is in love with him, 

Juan Ruiz praises hie go-between's skills and commends her to 

the pursuit of her trade in highly emotional terms: 

3e tora rudre vieja, is jai plazenterfa, 813 
por voo mi esperanca siente ya mejorfa 
por is vueetra ayuda orece mi alegria: 
non cansedee, vos madre, seguilda calla dfa. 
Tira mucho3 provochos a vezes la poreza, 814 
a muohos aproveoha un ardit notileza; 
conplid vuestro trabajo e acabad la nobleza: 
perderla por tardanga aerie grand avoleza. 

Trotaconventos to naturally unimpressed by so much sentimental 

eulogioing of her profeooiont ehe, go-between that she is, is 

unconcerned for any sort of maternal overtones which her client 

might impart to their relationship and so reminds him abruptly 

of the hard facto of her employment and of the bargain which, 

for her part, sho has fulfilled: 

Aaigo, ßeaund creo, por mi avredes conorte, 815 
por mi vernä la duena andar al eatricote; 
=s yo do voo non tengo cinon eate pellotes 
at buen canjar queredea, pagad bion el escote. 

A similar ambivalence is apparent in La Celestina. 

Celestina herself admits of no emotional attachments. Her 

own objective stand makes it eminently possible for her to 

exploit the dependence of the other characters on her. Calisto 

regards her solely as his go-between, the means for procuring 
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Melibea, but Melibea, much more susceptible to the old woman's 

daemonic powers, allows her to usurp the role of her real mother, 

Alisa. Blicia and 8empronio find it convenient to regard 

Celestina as their madre for they are fully aware of her business 

acumen. Pärneno, however, suffers from a mother fixation, which 

Celestina seeks to exploit: 

B yo, ao©i como verdadera madre tuya, to digo, e6 las 
maledicionos, quo tus padres to pueleron, si nie fuesses 
inobediente, que por el presento sutras e sirvas a aste 
tu emg quo procuraste, pasta en ello haver otro consejo 

mfo. ý 

Yet, at tho sumo time. Celestine, lacking all affection herself, 

is unable to comprehend P6rmeno'e needs in this direction, and 

it is thin emotional short-sightedness on her part which sets 

in train the events which lead to her death. 66 

In traditional Castilian poetry, the malre go-between link 

is established in the account of the fate of los Comendadores, 

which relates the dramatic discovery in adultery and murder in 

Cordoba in 1448 of two comendadores of Calatrava. When Dona 

Beatriz sees her lover, Jorge, entering the city, she sende her 

messenger to advise him that her husband, Fernando, is away. 

The comendadores acknowledge the message and its bearer thus: 

*Idos, madre mia, 
en hora buena; 
que la noche es larga 
y placentera; 
cenarenos temprano, 
iremos dormir. " PTT 8 

It may well be that the appellation madre_ for the go- 

between has its origins in the Judaic culture of Spain, since 

this usage has been found among the fifteenth-century Jews of 

Hita. 67 Clearly, on this evidence alone, one cannot postulate 
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the same usage among the Jews, Arabs and Christians of 

Al-Andalue. Given the accumulation of evidence, however, 

from the ancient tradition of Tammuz on the one hand, and from 

fourteenth- and fifteenth-century Castile, both in literature 

and in reality, on the other, it may be that the sympathetic 

mother figure of the khan as fulfils a role more akin to that 

of a go-between than a real mother. 

The lack of restraint which the girl exhibits in the 

confidences she imparts to and the questions she asks of the 

mother figure in the khar as suggests at the least a degree of 

complicity between the two. It is entirely natural that the 

girl should share her distress at the lover's departure with 

her real mother and seek comfort from her: 

Ya mamrna meu ' I-1 abibi 
vaisse y non tornad (i ) 
Gar quo foray ya 
mamma Stern 38 

Nor is it surprising that she should confide the cause of her 

sleeplessness to her mother: 

nnoo sie kedad ni me kered gaire 

non aýt o kon se no a'u'to dormire 
mam(m)ä Bola-2oU XVIII 

It is less likely that the girl should involve her natural 

mother in her love affair to the extent of asking hor how she 

should behave on her lover's arrival: 

quo faray mamma 
mau 'ihabib eetad Yana Stern 14 

or that she should regale her with the sensual details of 

her lover's appearance: 
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Mamma ayy habibi 
aujjamelo eagrella 
Bi collo albo 
la boquella hamrolla Stern 33 

In a similar vein she tells the mother figure how the lover 

prefers to see her: 

Que no quero tener al-'iqd ya mamma 
....... tu11a li 6ýi 
albo querid fora meu Sidi 

non querid a1. -4ull Stern 11 

and, improbably, if the mother figure is her real mother, ehe 

recounts how her ardent lover overpowered her: 

eäteýel-ragr mam(m)a ®atea1 harik 
me 4amm al-gahra 
an nabldit way- l-fa1ak Bola-Sole XLIX 

The impression of the mother in this khar a is of a 

celeatineeque figure offstage, taking a vicarious delight 

in the activities of the young lovers - in the same way that 

Celeetina encourages and enjoys the sexual activities of ilicia 

and Sempronio and of Areüsa and Parmeno. In a khar a which 

appears in both the Hebrew and the Arabic series, but at which 

Stern hazards only a reticent interpretation, 66 the mother 

becomes the archetypal. Spanish go-between, sent from one lover 

to the other to procure the balm for love-cicknecs: 

Yä mammä, ci no 1eäa 1-yinna 
alte©a, morrey 

A Trayde jamrl rain l-häyib: 
kasä danardy 69 

G. G. ma 

As Penny Newman has fully illustrated in her article, the 

mother figure in the cants de amigo plays a more complex 

role. 
70 She may, as in the khar. as, adopt the role of the 

girl's confidante in time of distress: 
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Non chegou, madr', o meu amigo, 
e oj' eat o prazo saido! 
si, madre, moiro d'amor! Don Dinie Cdea XVII 

She shares her pain of love-longing with her mother: 

Vi eu, mia madr', andar 
as barcae eno mar: 
e noiro-me d'amor. Nuno F©rnades Torneol Cdea IJ(XXIY 

Sensitive to her daughter's grief, the mother offers uolace: 

-Do que morredes, filha, a do corpo velido? 
Don Dinis Qdea XVIII 

To this sympathetic mother figure, the girl freely recounts her 

activities, whatever their implications: 

Ma madre velida, 
you-m'a in bailia 
do amor. Don Dinis Cdea XLIII 

and, without fear of repreaoion, the girl announces her 

intention of meeting her lover: 

Pera veer meu amigo 
quo talheu preito oomigo, 
alit vou, madre. Don Dinie Odea XL 

In some instances the mother's role is positively that of a 

go-between for the iooora; tho girl sende her with a message 

for her lover: 

Madre velida, ids-lhi äizer 
quo fa9a ben e me venha veer: 

Airas Corpanoho Odea XCII 

and the mother actively encourages the girl to associate with 

him; the girl's question recalls the uncertainty of the girl 

of the khan a: 
71 

-Quo lhi direi, co veer u eu for 
emi quiver diner, come a senhor, 
algua ren? 
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The mother figure, in reply, tells the girl what she wants to 

hear - as one might suppose the mother of the girl of the kharja 

would have done: 

Diga(de8) ,f ilha, quant'ouver labor 
e aura ben 
o ei clue aiv'en gran costa d'amor 
guarrä por en. kiras Corpancho Cdea XCIV 

She advises the girl how to dress to attract her lover: 

Al Miß. filha, por Deus guisade vo 
quo vos voja (s)ego fustan tragen 
vosa' amigu', e tod' a vos o poder 
veja-vos ben con ei estar en coo, 
ca, se cos vin, sei eu ca morrera 
por vöe, filha, ca mui ben vos e®t&. 

Joan Airas Cdea CCLXXXVI 

and, in a cantiga of Airas Nunes, ehe aids and abets the girl's 

eeduotion in the dance of her devoted admirer: 

-Bailad'oj', ai filha, que prazer vejadee, 
ant'o vosa' amigo, qua v6s muit'amades. 

Cddea CCLIX 

Nowhere does the mother or the girl make any mention of a 

possible marriago with the lover. It may be that in the poems 

in which the mother encourages the girl an eventual marriage is 

implied and, in this case, the mother figure would certainly 

represent the real mother. There are at least as many cantiaas 

in which the moth©r, without a doubt, the real mother, expresses 

her severe disapproval oi' her daughter's lover. The only 

reason ever stated for such animosity is found in a eantiga 

of Pedr'Aaigo de Sevilha, where the girl begs for release from 

the prison to which she is confined: 

-(Non vos oacarei d'aquesta. © pnredea). 
non m'ar venhadea tal presto mover. 
Ca oei cu ben qual preito vos el trage 
e eodee v68, filha, do tal linhago 

que dovia vosso servo seer. Cdea CCCIL 
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If, however, the ging requests the daughter's favours, the 

mother is capable of a very different reaction: 

-Cabelos, los neun eabelos 
el-rei m'enviou por elos; 
madre, quo this fares? 

-Filha, dade-os a el-rei. Joan Zorro Cdea CCCLXXXV 

Frequently the girl incurs maternal displeasure and, often, 

considerable bad feeling exists between mother and daughter: 

De mia madr' ei gram queixume, 
por que nos anda guardando, 

IJ III e morremos i cuidando Joan Airas Cdea 00 

She implores her mother to let her join the pilgrimage: 

Mia madre velida, e non me guardedes 
d'ir a San Servando, ca, se o fazedea, 
morrerei d'amores. Joao Servando Cdea CCOLXxI 

The mother is intolerant; she forbids the daughter to associate 

with her lover: 

Defendeu-mi quo por nen hua ren 
nunca voe vieee, non vos vi por en: 
por quo voe non quis mia madre veer. 

Joan Nunez Odea ea LXXXVII 

and she keeps her under close surveillance: 

Tanto sei eu de mi parte 
quant' 6 de meu coragon, 
ca me ten mia madre presa 
e, mentr' eu en sa prisom 
t8r, non veerei meu amigo. Airas Oorpancho Cdea XOI 

Scudieri Ruggieri has suggested that the maternal reluctance 

to allow the daughter to indulge in amorous liaisons may be 

occasioned by remnants of Germanic law which exacted harsh 

penalties of sexual offenders. 72 The sexual nature of the 

relationship in the cantigas is most explicitly portrayed in 

the cantigas of Pero Meogo and it is in these poems that the 

mother's anxieties are most forcefully voiced. Despite her 
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warnings, the girl has gone to the dance and has yielded to 

her lover's demands. Significantly, the mother herself uses 

the cervo fonte imagery in expressing her distress and her 

foreboding: 

esta fonts ©eguide-a ben, 
poi-lo cervo i ven. Cde& 0000 III 

The mother's use of such imagery here is particularly important 

because in the neat cants , in which the mother questions the 

daughter, the mother feigns ignorance of such symbolism. She 

asks her daughter why she tarried so long at the spring and, 

when the daughter replies that ehe stayed to watch the stage 

stirring up the waters, she retaliates: 

-Mentir, mia filba, mentir por amigo; 
nunca vi cervo quo volvess' o rio. 

Cdea CCCCXIX 

There are two possible interpretations of the mother's rejection 

of the stag imagery used by her daughter; it may be that she 

simply refuses to accept her daughter's 'transparent excuse', 

as Hatto calls it, 73 or, more profoundly, her rejection may 

imply that she herself never experienced passionate love, if 

ehe has never witnessed the stags stirring up the waters of the 

spring. 

In contrast, perhaps the most extraordinary maternal 

relationship in regard to the lovers is depicted in a cantiga 

of Jui o Bolseiro in which the mother resentfully accuses the 

daughter of stealing her lover. Here the mother's lament is 

that of a lovesick girl in the face of a rival - with the 

strange complication that the rival is her daughter: 
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Pole eu non ei meu amigo, 
non ei ren do que desejo, 
male, poia quo mi por vöa veo 
mia filha, que o non vejo, 
non ajade la mia graga 
e de- vos Deus, at mia filha, 
filha quo vos aaai saga, 

ease CCCC filha quo vos aesi ßar9a. 

As we have already seen, there is in Castilian a definite 

and attested usage of the term magre with the connotation of 

procureee. This of course should not be taken to imply that 

the participation of a go-between is to be inferred from every 

lyric which mentions the madre. There are nevertheless certain 

situations somewhat reminiscent of Juan Ruiz's business with 

Trotaconventoe in which the guidance of the mother figure, if 

she be the real mother, seems so injudicious as to be improbable: 

the girl is sent to draw water: 

Enviärame mi malre 
por aqua a la tuente aria: 
vengo del amor herida PTT 81 

and in another version, the mother sends the girl to the dance: 

$nviame mi malre 
al bails, libre de amor, 
cautiväeteame, senor. PTT 268 

Apparently the girl has no qualms about confiding the intimate 

details of her eeoapadee to her mother: 
To m'iba, mi madre, 
las rosae ooger: 
halle mie amorea 
dentro en el vergel. PTT 44 

Indeed, throughout the variety of the Castilian lyric, the 

mother figure is the sympathetic recipient of a wide range of 

confidential information which extends far beyond assignations 

at wells and rose gardens: the girl is discontented: 
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Madre , Cara quo naci 
tan garrida 
pare tener esta vide? PTT 55 

She is also disappointed: 

Vi loo barcoe, madre, 
vilos y no me valen. PTT 144 

She longs for love: 

Gritoe daban en aquella sierra, 
1. ny, madre, quiärom'ir a ellat PTT 52 

but she is deceived: 

En la cumbre, padre, 
canta el ruisenor; 
ei 61 de amoree canta, 
yo lloro de amor. PTT 275 

Thus in Castilian, as in Mozarabic and occasionally in Galician, 

the mother figure is frequently the lovers' accomplice. The 

angry, punitive parent, however, is not completely absent from 

the villancico and a note of discord may be sounded when the 

parent mistrusts the lover's intentions: 

No me habl61s, condo, 
d'amor an la caller 
catä quo os dire ma1, 
condo, la mi madre. PTT 90 

Disparity in rank is obviously the issue and the mother is 

anxious to protect her child from the nobleman's philandering; 

if the confession of the girl in another villanoico is any guide, 

her fears are well justified: 

No me firäis, madre, 
yo os lo dire: 
mal d'amoree he. 
Madre, un caballero 
de casa del rey, w siendo yo muy nina, 
pididme la te; 
dinela yo, madre, 
no lo negare. 
Mal d'amores he. 
No me firäie, madre, 
yo os lo dire: 
mal d'amoree he. pTT 122 



109 

The anger and violence which this mother exhibits towards her 

already unhappy daughter contrast sharply with the sympathy 

of which the daughter is confident in the khar ae and other 

villancicos and illustrate the extremes of reaction which can 

be conveyed so effectively within the concise bounds of the 

lyric. 

The depiction of the most severe maternal repression is a 

particular feature of the theme of the reluctant novice, in 

which the mother's anger contrasts brutally not only with the 

unhappiness of the daughter but also with the notions of 

charitable love to which she would commit her daughter. 

The mother announces her intention imperiously: 

-Meteros quiero monja, 
hija mia de mi corazön. 

-Que no quiero yo ser monja, non. PTT 190 

The reasons for the girl's protest are simple and obvious enough: 

she has had a glimpse of a possible worldly happiness and now 

finds that it is to be denied hers 

Agora que sb d'amor me meteie monja? 
JAy, Dios, quo grave cosat 

Agora quo s6 d'amor de caballero, 
, agora me met4is monja en el monasterio. 
jAy, Dios, que grave Cosa! PTT 99 

Furthermore, as Wardropper points out in his excellent analysis 

of the theme of the reluctant novice, the plight of the 

unattractive dark-skinned girl may coincide with that of the 

prospective nun: 
74 

Aunque me vedes 
morenica en el aqua, 
no sere yo fraila. PTT 178 

Wardropper suggests that these first lines are addressed to 

the lover who has spurned the girl on account of her skin 
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colour, but in its development the poem appears to be addressed 

alternately to the lover and the mother. Indeed, the girl's 

resentment is directed almost entirely against her mother whose 

maternal love she regards as misguided in her unsuccessful 

attempts to thwart her daughter's passions 

Una madre que a mi criö 
mucho me quiso y mal me guard6; 
a los pies de mi cams los canes at6; 
at6los ella, desatälos yo; 
metiera, madre, al mi lindo amore 
no sere yo fraila. 

In both the cantig-a and the villancico, the role of the 

mother figure is more fully expanded than in the khar a. In 

the Mozarabic poems her role is perplexing because she always 

appears to favour the lovers and any hostility which they 

encounter comes from outsiders, from a jealous third party or 

from the ragib - spy. The mother figure in the khar as is 

forever consistent, however, and there is no evidence to 

associate her with the activities of the ragib. Inevitably 

rivals and jealousy play their part in the cantinas and 

villancicos as divisive forces; the most potentially hostile 

force here, however, is the unpredictable, ambivalent mother 

figure who, on the one hand, may run errands for the lovers 

but, on the other, is capable of setting guard dogs at the foot 

of her daughter's bed and destining her for the convent. An 

Wardropper demonstrates, it is the mother who is most greatly 

concerned for the gu& dirän? of society, the equivalent of the 

lausengiers of Provence and the scandalmongers of Arabic 

poetry. 
75 The lovers themselves show little concern for this 

social force which the mother regards as so potent. A pair of 

lovers speculate, for their own amusement perhaps, on society's 
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attitude towards them: 

i Qu6 de vos y de mf, senora, 
qu6 de vos y de mi dirän? PTT 161 

and a girl irritably upbraids her lover using the 

a her excuse for rejecting him: 

Caballero queräiame dejar 
quo me diran mal PTT 102 

que dirän? 

Otherwise the goscipers act as an informative grape vine for 

the lovers, almost at times assuming the role of confidant- 

Si lo dicen, digan 
alma mia 
Dicen quo von quiero/ y por von me muero. 

PTT 36 

Benevolently or otherwise, they foster many a love affair: 

Dicen a mi quo loe amores he PTT 151 

Dieenme qua tango amiga PTT 179 

Perdido traigo la color; 
todoo me dicen que lo he do amor PTT 92 

and fulfil the same role in Galician as in Castilian: 

Dizen pela terra, ®enhor, ea vos amei 
e de tode-las coitae a vossa maior ei. 

Aires Paez Cdea CCCILI 

In Castilian, society accuses the girl of causing the lover's 

death: 

dicen quo yo lo mate PTT 131 

and in Galician, society warne the girl of the consequences 

of her harshness: 

Dizen-mi, amiga, so non gazer bem 
a meu amigo, qua el prenderä 
morte por mi Estavan Travanca Cdea CLI 

The lovers, lulled to a sense of false security by their mutual 
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paaaion, are unaware of society's fickleness and show a blithe 

contempt for its opinion: 

Si dljeren, digan, 
madre mia 
ei dijeren, digan. LHTP 236 

The mother, however, is well aware that, what society encourages 

today, it may well condemn tomorrow; she realises that ehe may 

herself have to bear the brunt of society's opinion and she 

therefore exerts the dominant restraining force in the Castilian 

and Galician lyrics. 

The persistent intervention of the mother figure in the 

poetry of lovers' meetings is indicative of the overall continuity 

of the traditional poetry of Spain. In fact it reinforces the 

poetic tradition of lovers' meetings at dawn; not only does a 

young girl long for the coming of her lover at dawn in khar a, 

cantiga and villancico, but she also confides her longing to a 

mother figure, whatever the connotations of that mother figure 

may be; she may evoke her mother's sympathy or she may incur 

her wrath for her confession, at all events the mother figure 

is a very real and, at times, dominating personality in the 

lyric. Inevitably differences occur. In the khar ae, the 

mother figure is perplexing because of her complicity in the 

amorous affairs of a very young girl but, typically of the 

flamboyant directness of the khar as, her role is consistently 

that of the girl's trusted confidante and adviser. In the 

convoluting gyrations of the Galician lyric, such certainty 

is undesirable; the whole essence of the lyric depends upon 

psychological tension and suspense and, here, the role of the 

mother figure is suitably unpredictable, at times sympathetic, 

at others repressive, even irrational and moody. The wide 
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range of the Castilian lyric embraces the extremes of maternal 

reaction: she may be the girl's trusted friend in whom she can 

confide her hopes and anxieties; equally she may resort to 

physical force to keep a recalcitrant daughter in order. 

In one particular aspect the khar as differ markedly from 

the other traditional poetic forms of the Iberian Peninsula and 

that is in the treatment of the physical side of love. Just 

as in the portrayal of the mother figure, the relationships 

depicted in the khan as are immediate and specific; the girl 

revels in the details of her own appearance, adorning herself 

to please and seduce her lover: 

non keno toner al-'iqd yä mamma 
amena hul(1)a 11 
kol(1)o,,, albo kerid fora mio sidi 
non kerid al-half Bola-sole XXä9I 

She delights in her lover's attractions: 

mamma ayy 1 abibi dua al-ße1(1) a gagrel(1)a 
6 el gollo albo 
e bokel(1)a hanrei(1)a Bola-Sole LI 

His neck may be white but she is drawn to his dark skin, which 

suggests that the lover - ha bibl - may be Moorichs 

yä al-aemar qä qur(r)a al-sayn 

non kero yo iin )}il(l)e3-lo 
il(1)äýl samarello 

She calla him to her side: 

fa fa. tin a Thtin 
Wog y entrad 

and she invites his kisses: 
ei kereg komo bono mib 
beig--a-me ilk-, e1 nazma dük 
bokella e habb al'muluk 

Bola-9o16 LVI 

Bola-Sole XV 

Sola-Sole XLVI 

Bola-$ole L 
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Her language is provocative: 
ei gi ben ya eidr 
k(u)ando benid vos y 
la bokella ia ra 
oibarey ka al-varoi 4 

9ola-Sole XII 

and she is certain of her hold over her lover whatever his 

intentions: 

anu hablbi 
a1-wah me no reras 
boij bei'a mitt bo el(1)a 
aweak tu no ira Sola-9o16 LIII 

She takes her ©eduative suggestions a stage further: 

non tu me tar' ä illy kon al-®ar fi 
an tagma`Bali li ma'a qurti Sola-$o16 XLVIII 

She ie, however, quick to complain if her lover goes too fart 

ay humäe en a1--benag v me morden kon al-lazmas 
aqutag kom -1anAb 
kamo, a]. -pin n) de difma S ola-3 o16 LIV 

In reference to 9ola-sol6 XLVII. in which the girl proposes a 

new position for love-making, Dronke dismisses the suggestion 

that this physical element in the khar as derives from Arabic 

influence: 

That the majority of words in this khar a are Arabic 
does not, I think, justify the general inference 
drawn by several scholars, that a lascivious note 
is essentially Arabic and alien to the Romane songs. 76 

Garcia G6mez, however, claims to have found allusions to this 

erotic activity in classical Arabic poetry, 
77 

and indeed 

Dronke'a opinion can be contented on two grounds: first, 

that there is a strong vein of eroticism, if not lasciviousness, 

in the Hebrew and Arabic poetic traditions and, secondly, on 

the grounds that ouch elements are conspicuously absent in 

explicit terms from the later traditional poetry of Spain. 
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The first of these two counter arguments can be borne out by 

reference to the Arabic and Hebrew poetry of A1-Andalus and the 

second by reference to the other two poetic traditions, the 

Galician and the Castilian of the Peninsula. 

Despite the orthodox Jewish allegorization of the Song of 

Songs, the literal interpretation presented a constant challenge 

to the symbolic vision of God's love for Israel. Orthodox 

priests were at pains to keep the Song in its proper perspective 

as is indicated by the admonition of the Rabbi Aqiba around the 

year 100 A. D.: 

He who singes the 'Song of Songs' in a trilling voice 
in the banqueting room and makes it a kind of profane 
song will have no share in the future world. 7a 

The literal interpretation of the Song would not, however, be 

expunged from the Hebrew canon and was strongly reinforced by 

Abraham ibn Ezra in his literal exegesis of it. This twelfth- 

century Spanish Hebrew poet was the author of a muwassaha which 

in its eenouality vividly recalls the Songs 

He un ramo de mirra y ei mäe selecto de los cervatilios. 
Su recuerdo es comp el no do y el alcanfor. 

Bola-sole XLII 3 

Yehuda lialewi's poetry is imbued with the same intoxication: 

Ella ha capturado mi oorazön con unos pechos que Bobre 
un corazön reposan; un corazon como piedra y que solo 
nu tre a dos manzanas tiesas y quo son a izquierda ya derecha como lanzae. aus hogueras estän en mi ooraz6n, 
aunque no as acerean. Inoluso con su boca mi eangre beben y no as avergUenzan. 

Sole-J o1® XXUo 2 

Since much of Arabic culture and Hebrew culture derive from a 

shared background, it is not surprising to find a comparable 

sensuality in classical Arabic poetry: 
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Be una gacela joven y aeduotora en ouyo rostro 
hay un jardin. Su talle, con abundante cabellera, 
ester adornada oon granadoe. Bus mejillas presentan 
jazmines que unos pendientes oscuros protejen. 

Ibn Labbun, Bola-ßo16 VIIa, 2 

The imagery is evocative but highly stylised and becomes 

cliched in the hands of the court poetes 

Estoy prendado do una gacela negra de cabello, soleada 
do cara. Como una rama son sue miembros, a los quo, 
cuando so levanta, no pueden llevar las pingües caderas. 

al-Mu'tamid ibn 'Abbad, Zola-9olb IX, 2 

In Arabic poetry rather than Hebrew poetry, however, sensuality 

easily becomes eroticism: 

Cada vez quo yo retozaba con ella entre cojines y 
cortines, ella eahibia desnudo un cuerpo quo era como 
el agua ligeramente herida por mis miradas. 

Ibn Baqi, Sofa-So16 XXIXa, 5 

This explicit sexuality overflows, as we have seen, into the 

khar as and provides the most notable disparity between the 

khan as and later traditional Spanish poetry. The extent of 

this disparity can only be appreciated with the aid of a brief 

survey of the attitudes to sexuality in the cantiga and the 

villanoiao. 

In the cantigaa physical description is rare indeed and is 

limited to generalised terms; the girl may be described, or as 

frequently happens describes herself, as fremosa, belts, velida, 

loucäa or ben talhada, but more precise description is unusual. 

The lover's appreciation of his beloved tends to be expressed 

in metaphorical terms, such as: 

Chamava-m'el lume doe seus 
olhos e seu ben e oeu mal. 

Eatevan Travanca Cdea CLVIII 
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Such generalieatione and metaphora, however, belie the strong 

sexual undercurrent; the girl is well aware of her own power 

of attraction: 

B. quand'e1 vir os olhoe meue 
o vir o meu bom semelhar. 

Roi Queimado Odea OXLVIII 

and is even incited by her mother, as we have seen, to make 

the most of her appearance: 

Ai mia filha, por Deus guisade v6s 
quo vos veja (e)sse fustan tragen 
voss' amigo'. Joan Airas Cdea CCLXXXVI 

In fact, the whole 'raison d'8tre' of the canter rests on the 

notion of fazer bem; usually this term implies the consummation 

of love: 

Dizen mir amiga, se non fazer bom 
a meu amigo, quo el prenderä 
morte por mi. Eetevan Travanca dea CLX 

It is, however, veiled in an imprecise ambiguity which renders 

any literal interpretation of the oantigas uncertain; even the 

more innocent of the protagonists are confused by the term: 

Setae donzelas quo aqui demandam 
os seus amigoe quo lhis ßacam ben 
querrei, amigas, saber ua rent. 
quo (6) aquelo que lh'e(le)s demandam. 

Joan do Guilhade Ode% CXCI 

The most explicitly sexual of the canti are those of Pero 

Meogo where the mother foresees the girl's dishonour as a 

result of her dalliance at the spring or at the dance: 

Fortes, filha, eno bailer 
e rompeates io brial: 
poll-o oervo i ven 
esta Ponte oeguide-a ben, 
poil-o oervo i ven. 

Cdea CCCCXVIII 
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This reference to the girl's torn clothing is the closest the 

canter ever come to the eroticism of the khar ae; thus, 

although the motivation for the cant igas is strongly sexual, 

the poetry internalises and intensifies emotion and desire, 

dwelling on the psychology, not the physicality, of love. It 

examinee hopes, fears, perplexities and frustrations and eschews 

physical detail, either by dealing with it in generalised terms - 

velida, fremosa etc. - or in euphemistic terns - falar, fazer bem - 

or in a delicately tentative interplay of oymbol and reality - 

cervo Tonte, vento alto. 

The villano oos are no lose colourful or vigorous than the 

k. h ar a". Indeed much of their charm derives from the constant 

evocation, however symbolic, of the Castilian rural scene; the 

imagery used is eaaentially that of the Castilian landocape with 

mi11, meadow, mountain and olive grove and could not be mistaken 

for anywhere else. 
79 Despite this delightfully florid evocation 

of the Castilian countryside, which, at the same time, lends 

itself admirably to symbolic innuendo, there is remarkably 

little human description in the villanc oo. Whereas the girl 

of the canter is blithely aware of her own attractions, the 

girl of the yiilarioicos is desperately conscious of her own 

shortcomings and seeks either a scapegoat or extenuating 

circumstances to excuse her failings. Wardroppor has outlined 

and explained the theme of the dark-skinned girl in Spanish 

poetry. 
80 A fair skin and fair hair were regarded as eigne 

of arietocratto Teutonic ancestry, while a dark skin indicated 

mixed Moorish blood. Thus many a girl finds herself in an 

unenviable situation: 
jCuitada de la mora, 

on el ou moral tan eolat %T 297 
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She may make exoueee for the colour of her skint 

Radas m alas me hicieron negra 
que yo blanca (me) era. PTT 301 

She undoubtedly will blame her origins: 

oribme en aldea, 
hiceme morena; 
ei en villa me oriara 
mäe bonica fuera. I'm�TT 165 

and aha tries to crash away her colour: 

Aunque soy morenita un poco, 
no ße me da nada: 
quo con el ague del alcantor 
me lavo la cara. PTT 316 

There is nevertheless a considerable following for the n oorrena 

who does not cherish pretensions beyond her status: 

; orte, morenica, oxte 
orte, morenat pT-ý iº2 

She ie sought afters 

I4orenioa, dime auändo 
tü s erän d© mi bando. PTT 215 

She then has the confidence In her own appearance to declare: 

Yo me soy Is morenica, 
yo me coy in morenä T 149 

The learned glosa recalls a valuable precedent in the Song of 

songs: 

Nigra cum fled lormosa, filiae terusalem, siout 
tabornacula Cedar, sicut pellee Salomonis. 

Song 1.4 

and evokes the epithets of the Virgin Mary in justification 

perhaps of the girl's colouring: 

Boy la Din ©spina roes, 
quo 8alomön cants y gloss 
nigra sum sod tormoea, 
y por mi ce cantarti. PTT 149 
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The excuse of the bride in the Bong of Songs finds a striking 

eoho in Castilian: 

Nolite me considerare quoll fuaca sim, 
quia decoloravit me 301. Bong 1.5 

Con el sire de la sierra, 
hiceme morena. PTT 291 

In another villancico, remote from but still reminiscent of 

the language of the song, the dark-skinned girl expresses a 

positive preference for being called morena rather than any 

other more derogatory term: 

; Ido me llam6is seas la erva, 
wino morons! PTT 128 

Frequently, however, the lover is attracted by the beloved's 

dark eyes and, in the traditional Castilian lyric, the blue 

eyes of the medieval rhetorical tradition find little place - 

even in poetry which in its turn of phrase suggests courtly 

origins: 

Vuestros ojos morenillas, 
que por mi desdioha vi. PTT 39 

The vil. lancico rarely extols more than one of the beloved's 

features at a time; it may be the eyes: 

Ojos morenicoa 
irm'he yo a querellar 
que me queredea matar. PTT 41 

or it may be her hair; a sign both of her virginity and 

eligibility, and of her lineages 

Loa Gabellos de mi amiga 
d'oro eon; 
para;.. fai, lanzadac eon. PTT 17 

Nina en cabello, 
vos me mataetee. PTT 134 
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Unlike the lengthy tabulation of the beloved's features, 

prescribed by the rhetoricians, to which Calisto adheres in 

his deaoription of Melibea's charms, the incidence of physical 

description in the love lyric is scant and restrained but, 

paradoxically perhaps, more spontaneous. 
81 In its restraint 

the villnncico is more akin to the cantiga than to the khar : 

the poems are expressions of desire and love-longing rather 

than of consummation. Unlike the cant, however, a note 

of eroticism reminiscent of the har ae may creep in: 

Quo no mt deenudeie 
amore0 do mi vidas 
quo no me deonudeis 
quo yo me ire en cami©a. P 125 

As we have already remarked, the atoll me tare motif 

reappears in Castilian: 

; Quedito! No me toquois, 
entraicas mias; 
que teneio lao mano© trial. 

Gabriel de Peralta PT ' 424 

The extreme eroticism of Diego Sanchez de Dadajoz'e villangico 

is exceptional: 

No me las ensene® mäs, 
quo me raatarä®. 
Eetäba8e la monja 
an el monesterio, 
aus tetioas biancas 
de so el velo negro. 
Mäs, 

quo me matärael II T 365 

Its closest echo is contained in a lyric which also expresses 

unattainable lover 

Ababa los ojos, casada, 
no mates a quien to miraba. 
Canada, peohos hermosos. 
abaja tus ojos graciosos. 
No mates a quien to miraba: 
abaja los ojos, casada. PATT 91 
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Generally in Castilian, sexuality is veiled in symbolic and 

euphemistic terms, very much in the Galician style, in terms 

of the wind: 

Estos mie cabelloa, madre, 
doo a dos me los lieva ei aire. PTT 220 

of visits to the fountain: 

Enviärame mi malre 
por aqua a la fuente fria: 
venj o del amor herida. PTT e1 

and of numerous other activities, conveyed in a symbolism which 

is purely Castilian, which will be examined in Chapter III. 

The explicit eroticism of the khar as is absent from Castilian, 

as it is from Galician, and this absence is the most notable 

discrepancy in the tradition of the Iberian lyric. 
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CHAPTER II 

The Emergence of the Cantigae de amigo 

Although the historical background of the Christian Church 

in Spain has proved to be of some significance in the development 

of the khan as, ironically the reverse appears to be the case in 

relation to the Galician cant igas de' amigo. Chronologically the 

khar as in their documented form predate the canter by some 

two hundred years, but conceptually and spiritually the basic 

material of the cantigas, the images and metaphors, recall a 

heritage much more primitive and pagan than that of the khar as. 

This disparity is perhaps most strikingly observed in the dawn 

songs of the Galician tradition, where the attitude, that of 

lovers meeting at dawn, is the same as that of the khan eye 

but where the expression is greatly different. 

From McKenna's study of pagan survivals2 in Spain in the 

Roman period, it appears that the people of the north and western 

areas of the Peninsula were as impervious to Roman civilisation 

and religion as they were later to prove to be to Christianity. 3 

One hundred and thirty native gods and goddesses are known by 

name from about two hundred and thirty inscriptions, all of 

which were found in the northern and north-western regions of 

the Peninsula. The most notable of the northern deities 

included Endovellicue, whose cult was centred upon Evora, 

Ataeoina, a fertility goddess identified with Proserpina, 

probably of Celtic origins, various mountain gods, Dercetius, 

Braga and Cabuniaegenia, and the river gods, Durius of the Duero, 

Tameobrigus and Durbeicus of Braga and the goddess Nabia of the 

river Navia. Particularly important were the gods of fountain 
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and spring with their connotations of fertility as suggested by 

an inocription to Tongoenabiacus at Braga, where the god is 

depicted on a stone above the spring carrying a basket of fruit. 

Various pro-Roman inscriptions in the north and north-west bear 

witness to the cults of fountain goddesses who in the Roman 

period came to be identified with the Nymphae. Similarly, 

in Roman times, the cult of Diana Venatrix became established, 

possibly supplanting a more primitive cult of forest deities. 4 

Many rocke and stones were also considered sacred and on Cape 

St Vincent, according to Strabo, certain sacred stones were 

inhabited by spirits. 

Chriatianity was slow to reach north-western Spain and when 

it eventually arrived it was all too soon corrupted by the 

Priacillian heresy which began in the fourth century and survived 

longest in Galicia. 5 Priscillian, who was born about 340 A. D.. 

was an adherent of the Manichean philosophy and through his 

eloquence attracted bishops and laity to his cause. The 

Zoroastrian Manichean doctrines based on the dualism of power 

between good and evil, between God and Satane and light and 

darkness, were incorporated by Priecillian into Christian 

teaching and for their justification he sought evidence in the 

Old and New Testaments. ' The dark aide of his teaching demanded 

the revival of pagan and obscene practices and the observance of 

astrology. These rituals may have resembled the practices 

condemned in the late fourth century by Pacianus, the Bishop 

of Barcelona to whom at Jerome attributed a book, now lost, 

called Cervus. 6 The purpose of this book was to discourage 

the pagan practice of wearing animal skins and of participating 
in obscene ritual dances. The author lived to regret the 
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explicit condemnations of the Cervue : Pacianus in his 

Paraenesis has cause to rue his former reaction; 

Fe miaerum! Quid ego facinoria admiai! 
Puto neacierant cervulum facers, nisi illic 
reprehendendo monatraseem. 7 

Caeearius of Arles (470-540) and the Council of Auxerre in the 

. ate sixth century also condemned a stag dance which took place 

on the January Kalenda. 8 

The enforcement of Christianity in Galicia was furthermore 

severely impeded by the barbarian invasions of the early fifth 

century. The Sueves who settled in Galicia brought their own 

form of Germanic paganism with them but were not deliberately 

hostile to Christianity. In 448 Rechiar, a Christian convert, 

became king but, as a result of the alliance of 464 with the 

former enemy, the Visigoths, the Arian heresy, the doctrine 

which denied the divinity of Christ, spread through Galicia, 

badly damaging Catholicism. It was not until 550 that Chararich, 

ruler of the Sueves, was converted from Arianism to Catholicism 

after the miraculous cure of his son from leprosy and it was at 

this time, according to Gregory of Toure, that St Martin of 

Braga first arrived in aalicia. 9 

As the founder of the monastery of Dumio and subsequently 

of other monasteries, as bishop, first of Dumio and then of the 

metropolitan see of Braga, as writer and translator from Greek, 

Martin ministered to the spiritual needs not only of the Suevian 

kings but also those of the people. In his exemplary sermon 

De Corrections Rusticorum he advises a fellow bishop how to deal 

with remnants of paganism among his flock; he explains the 

relationship between idolatry and evil spirits, and then 

indicates a few of the most prevalent pagan superstitions 
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still observed among his people, the widespread cults of sea, 

fountain and forest deities, the practice of casting bread into 

fountains for fertility, the worship of the devil in the lighting 

of candles at fountains, trees and crossroads, and the 

festivities of the January Kalends. Martin himself admits 

that his list is selective, since it would take too long to 

mention all the pagan practices still prevalent in contemporary 

Galicia, 10 

The Visigothic invasions of 585 restored Arianism until in 

589 Reccared embraced Catholicism. In the same year the bishops 

of the Council of Toledo sought to undo the wrongs which, during 

the most recent period of Arianism, had perverted Christian 

practices. Improper songs and immodest dances had become part 

of the liturgy of festivals; this was aeon as a lapse into 

paganism and was condemned as such. Constant severe sanctions 

imposed by successive ecclesiastical councils against idolatry, 

augury and magic, together with the terms of the Forum Iudicum, 

strongly discouraged pagan tendencies among the population. 

There is, however, evidence from a canon of the Council of 

Toledo of 681 that among the lower classes of society there 

had been a return to the worship of tree and stone 

which merited special legislation: 

Cultores idolorum, venatores lapidum, accenoores 
faeularum et excolentea sacra fontium vel arborum, 
ut agnoscant qui quod ipsi so spontaneae morti. 
subjiciunt qui diabolo sacrificare videntur. 11 

The writings of Valerius (630-695) suggest that this canon 

of the Council of Toledo may well have been directed against the 

people of Galicia amongst whom he had lived as a hermit and 

against whooe sinful practices of idolatry he had fulminated. 
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In his autobiography he describes how in his wanderings one 

night he came upon a pagan ceremony of dance and song in a 

forest glade and found to his horror that a priest was taking 

a principal parts 

Sacerdos vulgali ritu in obsoena theatricae luxuriae 
vertigine rotabatur; dum oircumductis hus illucque 
brachiia, also in loco lasoivos conglobans pedes, 
vestigiis ludibricantibus circuens tripudio compositis 
et tremulis gressibus subsiliens, nefaria cantilena 
mortiferae ballimatiae dira carmina canens, 
diabolicae pestis eaeroebat. 12 

It is, too, in the Narrationen of Valerius that the first 

reference to popular song in the Peninsula is made. 
13 Valerius 

recounts the appointment of a junior presbyter on the completion 

of a new church, one Iustus, 'of the barbarous pitch black 

colour of the Ethiopians'. Iustus was an itinerant minstrel 

who made his reputation singing lays to the lutb and his 

popularity won him the favour of a patron who procured his 

ordination. With dire opprobrium, Valerius relates the lascivia 

which accompanied Iustue's performances of love songs, ioci 

hilaritatem, and savage incantations: 

Per quam multarum domorum convivia voraci percurrente 
laecivia, cantilenae modulamine pherumque psallendi 
adeptus eat celebritatia melodiam. 

G. E. von Grunebaum, who brought this early reference to light, 

suggests that Iustuo probably brought with him to Spain a type 

of Oriental poetry; he must, however, have sung in the local 

language otherwise his performances would not have met with ouch 

©uccese. 
14 Thus at the end of the seventh century, just before 

the Moorish invasions when Catholicism had taken its firmly 

orthodox hold in the central and southern areas of the Peninsula. 

paganism was still rife in Galicia-i5 
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It was not, however, simply in ecclesiastical matters 

that Galicia lagged behind the rest of Spain, but also in legal 

practices, as W. Reinhart demonstrated= 

las ideas do Cristianismo... y la soberaz a del Estado 
considerada como un triunfo del derecho romano y de la 
influencia eolesiitica sobre el derecho consuetudinario 
germänico, no ilego a aplicarse en las zones de mayor 
densidad de Suevos y Visigodos... {as witnessed by the 
fact that] ... desde el siglo IX (del cual datan los 
monumentos juridicos mäa antiguos, posteriores a la 
invasion germänica, que tienen alguna importancia) so 
muestra alli la influencia geraänica en las eaferas 
del derecho procesual y penal con eorprendente vigor. 16 

According to Reinhart, Germanic legal customs became even more 

entrenched in the northern areas as a result of the Moorish 

invasion, as the Christian rulers were constrained to devote 

all their energies to the Reconquest: 

las costumbres germanicas en aquellas zonal no s61o 
no desaparecen, sino quo resultan favorecidas por ei 
genero de vida de los oristianos de aquellos estados, 
floreciendo de nuevo con gran vitalidad. Elias fueron 
is base del derecho consuetudinario aplicado a los 
diplomas quo oonocemos y consignado en fueros locales 
y territoriales prinoipalmente en ei Norte de Portugal 
y en Castilla, mientras en las demäe pastes de is 
Peninsula continüan rigiendoae següa ei antiguo 
Fuero Juzgo toledano. 

Soudieri Ruggieri maintains that the dearth of mal-mariee songs 

and the repressive attitude of the mother figure in the cantigas 

can be ascribed to the barbarity of the Germanic punishments 

meted out to adulterous wives and disobedient daughters. 17 

The picture that emerges of seventh-century Galicia is therefore 

in every respect a pagan and primitive one. 

If immediately prior to the Moorish invasion, Catholicism 

had not yet managed to exert its sway in Galicia, its situation 

can hardly have improved in the years following the conquest. 
18 

The important ecclesiastical provinces of Toledo, Merida and 

Seville were all in Al-Andalus and only two, Tarragona and Braga, 
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remained in Christian hands. The ruined city of Tarragona 

was under Moorish domination and Braga was uninhabited. 19 

The see of Tarragona was not restored until the early twelfth 

century and the bishoprics of the see of Braga were moved 

elsewhere, the bishopric of Braga to Lugo, of Dumio to 

Mondonedo and Iria Flavia, in the ninth century to Santiago. 

Bishops and people fled north leaving many frontier bishoprics 

abandoned, with the result that in the ninth century the south 

boasted eighteen bishoprics but the north fewer than twelve. 

Similarly, monastic life continued to flourish in Al-Andalus 

but only with the migration of monks from the south did it begin 

to revive in the north. Not surprisingly, therefore, the 

cultural achievements of the north in this period are sparse. 

Constant warring did not encourage scholarship in a region 

which in any case had never previously been renowned for its 

culture, either in Roman or Visigothic times. Such scholars 

as there were found the court of Charlemagne much more attractive 

than the barrenness of the beleaguered kingdoms of Christian 

Spain, with the exception perhaps of Catalonia where the library 

of the monastery of Santa Maria de Ripoll was already famous. 

In contrast to the wealth of Arabio and classical learning 

contained in the libraries of the south, the culture of Le6n 

by the eleventh century amounted to only a handful of liturgical 

texts, the Cronicon A_Wense, the Chronicle of Alfonso III, 

and the precise but lamentably brief history of the tenth 

century, the Chronicle of Sampiro, bishop of Astorga. 

Ironically, however, by virtue of its affiliation with 
St James, Galicia was to become one of the most important 

centres of Christendom by the eleventh century, not by the 
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previously well-tried means of evangelism and ecclesiastical 

decree but by a successful combination of superstitious credulity 

and shrewd economic sense. Castro indicates the possible pagan 

basis for the cult of Santiago: 

La creencia popular adorn a un Santiago quo incluia 
al Mayor (Mateo, IV. 21) y al llamado "hermano del 
senor" en el Evangello (Matoo,, III. 55), calificativo 
tornado al pie de la letra, segun veremos, por quienes 
veneraban el ©epulcro. Tal fraternidad, olvidada por 
la ortodoxi: a, formo durante siglos ei centro de aquella 
oreencia, que adquiri6 dimensiones considerables, Bobre 
todo por referirse a un hermano del Salvador. Tal 
creenoia semejaba a ciertos cultos precristianos de 
divinidades gemelas tales como Castor y Polur - 
Dioscuros o hijos de Jupiter - uno de los cuales 
a©cendfa al cielo, mientras el otro permanecia 
en la tierra como protector del hombre. 20 

Such was the ascendancy of Santiago de Compostela that in the 

late eleventh century pope Alexander II is said to have feared 

the establishment of a rival papacy in Spain. 21 Indeed his 

fears were not unfounded, for the aspirations of Diego Gelmirez, 

who became bishop of Santiago in 1101 and completed the 

rebuilding of the cathedral, did not fall far short of such 

a goal, despite a violent popular uprising against his rule. 
22 

St James is reputed to have visited the Iberian Peninsula 

in 44 B. C., although there are no historical grounds for belief 

in his visit. 
23 A Mozarabio hymn of the mid-eighth century 

describes St James as the 'patronus vernulus' and between the 

years 824 and 029 the discovery of the $aint'e tomb was claimed 

at Iria Flavia in Galicia. 24 Berceo credited St James, in 

company with San Milling with the victory at the battle of 
Simancae in 939 against Abd al-Rahman III: the hard-pressed 

king of Leön, Ramiro II, decides to enlist the saint's aid: 
R1 rel Don Remiro, de la buena ventura 
aomö un buen consejo de pro e de cordura, 
pagan a Santiago por alguna meaura, 
tornarlo de au part en esta lit tan dura, 25 (420) 
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The bargain the king drives with the saint is somewhat 

reminiscent of the sort of more trivial superstitions observed 

among hie flock by St Martin of Braga: 

prometer al ap6stolo un voto mesurado, 
al quo yaz en Gallizia, de Espanna primado. (422 

The deal is effected and the saint fulfils his share of the 

bargain in an exemplary manner: 

vi[djieron dues personas fermosas e luzientes 
mucho eran mäs blaneas qe las nievea rezientes. 

Vini6n on doe cavallos plus b(lan)cos quo cristal, 
arenas qualee non vfo nunga omne mortal; 
el uno tense croga, mitre pontifical, 
el otro una cruz, omne non vio tal. 

Avien carae angelicas, celeetlai figura 
descendien or el äer a una grand preoeura, 
catando a los moron con turba catadura, 
eopadas Bobre nano, un signo de pavura. (437-9) 

Of the identity of the intervening warrior saints there is 

little doubts 

$1 qua tense la mitra e la oroga en mano 
essi tue el apbstol de san Ju(li)an ermano; 
el qu(i) is Cruz teniä e ei capiello piano 
esci tue san Millän el varon cogollano. 20 (447) 

In Christian accounts, the death in 1002 of Al-Mansur, the 

hammer of the Christians, is regarded as divine retribution 

for his devastation of the city and cathedral of Santiago, 27 

where only the tomb of the saint was left intact. In the eyes 

of the Arabic chronicler Ibn-Hayyan (987-1076), however, the 

Moorish victory simply attested Al-Mansur's superior courage 

and audacity: 

Santiago is a city in the most distant part of 
Galioia and one of the shrines most visited, not 
only by the Christians of Spain but from Europe 
generally; for them Santiago is as holy as the 
Ka' ba in I4ecda for the Muslims, since at the centre 
of their Ka'ba is an object of supreme adoration... They maintain that the sepulchre contained in the 
church is that of St James, one of the Twelve Apostles 
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and the beet beloved by Jesus. The Christiane call 
him the brother of Jesus because they were inseparable. 
They say that he was bishop of Jerusalem and that he 
went preaching and proselytising until he arrived in 
this remote corner of Spain. He then returned to 
Syria where he died in the year of the Prophet 120. 
They also maintain that after his death his disciples 
brought him and buried him in this church, as being 
the most distant point of his mission. No Muslim king 
thought of penetrating so far or of subjecting the 
city to Islam because of its inaccessibility and the 
perils of the way. This enterprise was rdserved for 
Almanzor. 28 

Much of the impetus both for the Reconquista and for the 

full exploitation of the potential of the tomb of St James at 

Santiago came with the arrival of the Benedictine monks of 

Cluny in the reign of Alfonso VI (1065-1109). To the 

displeasure of native Spaniards. the Cluniacs dominated both 

court and cloister, and introduced the infectiously popular cult 

of the Virgin who had intervened to stay the hands of the arch- 

angels as they raised their trumpets to sound the coming of the 

Day of Judgement at the millenium so that her new order, the 

Benediotines, could become established. Under the direction 

of the Cluniace, the highly commercial pilgrim route to Santiago, 

lined with its many shrines and monasteries, most of them 

Benedictine, was created and Santiago itself, from its humble 

beginnings in the ninth century, rocketed to fame to become one 

of the richest cities in Europe by the twelfth. 29 By analogy 

with Santiago, relics of supposed saints were discovered or 

created throughout Galicia and pilgrimages to the shrines of 

the local saints mimicked the major procession to Santiago. 30 

To keep pace spiritually with their vast commercial 

successes, the Oluniace contributed to the compilation of the 

Libor Sancti Jacobi, a collection of five books relevant in 

some way to the pilgrimage of St James �31 The sermon of the 
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first book demands the complete moral rejuvenation of the 

pilgrim: a pilgrimage undertaken in, the wrong frame of mind 

is spiritually worthless; the pilgrim must humble himself and 

live in poverty following the example of St James; wealth is 

a certain barrier to grace but spiritual reformation allows of 

no worldliness, the pilgrim must eschew all pecuniary interests 

and all profanities, including the singing of improper songs on 

the pilgrimage route. This Cluniac asceticism had a 

restrictive influence on the culture of the north generally. 

The Classical tradition still nurtured by Paulus Alvarus in 

Cordoba in the ninth century was ignored in the eleventh century 

in Leön, and Virgil was described by St Odo as a 'beautiful vase 

full of worms'. 
32 It may well have been under Benedictine 

influence that the Mozarabic liturgy, imported from the south 

by Christian refugees, was officially suppressed in Leon in 1080 

by Alfonso VI9 following the lead of Sancho I of Aragon who had 

adopted the Roman rite in 1071, thereby attempting, though 

apparently not entirely successfully, to deny the peoples of 

the north the riches of the Mozarabic hymns. 33 In the early 

twelfth century, Cluniac asceticism began to give way in Spain 

to the even more puritanical Cistercian reforms of Bernard of 

Clairvaux who proposed a return to the primitive spirit of 

St Benedict. 

Although the political background to the popular songs of 

the north, the Galician cantigas de amigo, is strongly Christian, 

the form of Christianity which eventually triumphs there is not 

the colourful and inspiring Christianity of the Visigothic/ 

Mozarabic tradition which has long absorbed and assimilated 

Classical, pagan and even Islamic influences, but a harsh 
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militant Christianity, largely dependent for its hold over its 

own people on the pagan example of superstition, cult and relic. 

It lacks a body of fervently inspirational literature and does 

not have the stimulus of any strong extraneous cultural forces - 

as for example Islam in Al-Andalus - to revitalise and reinforce 

its forms. It is hardly surprising, therefore, that in the 

twelfth and thirteenth centuries the people of Galicia, despite 

the fervour of their Christianity and regardless of the 

intellectual achievements of the court, should still return 

to the themes and images of their pagan past in their popular 

songs. Indeed, it may well be that the Galician alboradas are 

a delayed reflection of the type of pagan dawn welcome so 

effectively incorporated in and adapted to the Mozarabic liturgy 

in the shape of the Breviarium Gothioum. It is in fact quite 

conceivable that the khar as brought by Mozarabio refugees in 

mass migrations from the south may have exerted the only 

enriching influence on the pagan cultural forms of Galicia. 

For, although the Mozarabic liturgy was officially banned, as 

we have seen, in 1080, the Mozarabio influence was so pervasive 

that the medieval liturgy of Braga, still discernible in the 

present day, though much assimilated to the Roman rite, bore 

a close resemblance to the Mozarabic rite. 34 If this influence 

can be seen to have persisted in the liturgy, it is justifiable 

to suppose that the Mozarabio influence may also be detected at 
the popular level in the love songs of Galicia. 

There is, however, another dimension to the cantigas de 

amigo in the form in which they have been handed down to 

posterity, for which the simple explanation of the pagan 
background of Galicia is not fully adequate, and that is the 
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dimension of the thirteenth-century troubadours who found the 

cantigas an attractive medium of poetic expression. The 

question that arises - why did the sophisticated poets of the 

courts of Fernando III and particularly of Alfonso X find the 

cantiRas attractive? - can be subdivided into two parts: first, 

why did the 'ballimatiae' and the nefariae cantilenae suddenly 

become respectable, fit for a king in fact, in the thirteenth 

century, and, secondly, what special significance did the 

imagery and atmosphere of the cantinas de amigo hold for the 

troubadour poets? These questions admit of several answers, 

many of which will be illustrated in the course of the discussion 

of the themes of peninsular poetry. The obvious general answer 

is that the cantigas themselves display an intrinsic merit and 

charm which must appeal to the aesthetic taste of any age. 

The poet, however, has to be able to identify the poetic 

expression with some element of his own experience, however 

remote, whether it be the actual experience of the rommeria or 

the literary experience of a aanaical or Biblical allusion. 

It is, therefore, necessary to examine briefly the growing 

literary awareness of the northern kingdoms in the twelfth and 

thirteenth centuries in an attempt to assess the literary 

influences that prevailed at court which may have affected 

the poetic concepts held by the Galician troubadours. 

As A. D. Deyermond has observed, the cultural awakening of 

the northern kingdoms of Upain trailed a century or so behind 

the rest of Europe, mainly because of the constant threat of 

warfare and invasion from the south. 
35 It was not until the 

twelfth century that the northern kingdoms began to diversify 

their literary activities from a spate of Latin chronicles, 
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and the most notable exception to this somewhat stunted literary 

growth, the Poemade Mio Cid, was probably not composed before 

the year 1200.36 However, in the newly recaptured city of 

Toledo, developments were taking place which would be significant 

for the cultural evolution not only of Spain but of the whole of 

western Europe. Following the famous precedent of the monastery 

of Santa Maria de Ripoll in the Spanish Marches, the French 

Archbishop of Toledo, Raimundo (1125-52), established an 

important translation centre for the rendering into Latin of 

classical Greek, Arabic and Hebrew works previously unknown to 

western Europe. 37 Scholars from all over Europe - Abelard of 

Bath, Daniel of Morley, Gerard of Cremona - joined the native 

Spaniards, Domingo Gonzälez, the Archdeacon of Segovia, and 

Johannes Hispanua, a converted Jew, to name but a few, to work 

on the translations of Avicenna's Logic and Metaphysics, 

Avicebron'e Pons Vitae, the works of Aristotle and Ptolemy's 

Alýet. 38 The methods of Arabic scholarship, now revealed 

to Christian writers, were to influence the previously 

unimaginative Christian approach to history, anct it was with 

the benefits of Arabic insight and objectivity that the 

thirteenth-century archbishop of Toledo, Rodrigo Jim6nez de 

Rada (1208-1247), through his major chronicles, De Rebus 

Hispaniae and Historia Arabum, was to exert a profound influence 

on future generations of Spanish historians, not least upon the 

ambitious young king, Alfonso X (1252--1284), who founded his 

own school of translation in Toledo. 

The polymath Alfonso el Sabio, with his fascination for 

Arabic science, his concern for a unified legal system for his 
kingdom, his obsession with history and his love of lyrical 
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poetry, as well as his unfortunate political ambition, unposed 

a culture on the hitherto barren wastes of Castile from his 

court. This imposition was not undemocratic, for in his desire 

to wrest power and wealth from the nobility Alfonso found it 

expedient to address the subjects of his rcalm in the vernacular 

tongue instead of in Latin, and it was the vernacular which he 

subsequently sought to stabilise as a fitting means of literary 

expression, as the vehicle for translation, the medium for 

historical accounts, and the language of poetry. For all 

their novelty, however, the influences coming into Spain through 

Toledo were not the only ones exerting pressure on the nascent 

culture of the court of Castile; French influence was still 

extremely strong and in literary matters had increased with 

the gradual abandonment of the Gothic script in the late eleventh 

and early twelfth centuries and its replacement by the French, 

in the interents, according to Lucas, aiohop of Tuy, of 

liturgical conformity. 39 One of the most important channels 

of French influence in the Peninsula was the monastery of 

Ripoll, which already in the eleventh century wan an established 
international translation centre. The monastery was founded 

before 888 by the Duke of Barcelona with a rich endowment. 
Ito closest links were with the French abbey of Fleury and it 

was to France that the monastery looked for its religious and 
literary inepiration. 40 

Modern interest in the literary productions of Ripoll 

centres on the handful of anonymous lyrics inserted by a young 
monk into a manuscript of the late twelfth century. Metrically 
the poems are not distinguished, but in several aspects they 
display the characteristics of contemporary French literary 
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fashions and are important in providing a clue to the provenance 

of these fashions in the Peninsula. The poetry abounds in 

classical allusions for which there was an increasing vogue in 

France from the Carolingian era. At the same time $olomonic 

imagery, often interwoven with the Classical, was a, powerful 

factor in literary composition. The first extant adaptation 

of the Song of Solomon is found written in a ninth-century hand 

in a seventh--century manuscript of Gregory of Tours. The 

genre reached its climax in the eleventh century Rhythmus de 

b(eata)__vir ine which begins 'Quis eat hic qui pulsat ad 

ostium'. 
41 Thus the Ripoll poet would have been well aware 

of both the classical and Biblical significance of the stag and 

the huntsman in bis version of th©'Manerius' poem. In both 

poems a young huntsman is searching for his hounds at sunset 

in the forest. In the 'Mannorus' poem he is met by a vision 

of the king'a daughter, in the Ripoll poem by the God of Love. 42 

The vision of the king's daughter the Ripoll poet reserves for 

another poem '9i vera somnia forent' in which the beautiful 

princess woos the young man in a manner which mn'ces of the poem 

an interesting possibility as a literary precedent for the 

Raz6n do amor. 

Apart from reflecting the literary and courtly influences 

of the age, the Ripoll poems also indicate another predilection 

of the learned poet which was becoming widespread throughout 

Europe, that of the adaptation of popular verse forms to 

classical modes - or vice versa. Dronke finds a suggestion 

of the rhythmical and verbal style of the can____ tiara; 

Enas verdes ervaa 
Vi anda' lao aervao, 
Meu amigo. 
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Enos verdea prados 
Vi os cervos bravos, 
Reu amigo. Cdea CCCLXXVI 

in the Ripoll poem, 'Ad Amicam', which begins with classical 

epanaleptic couplets but which continues: 

Dulcia amica mei, 
superat tua forma puellao 
luua velut atellas, 
dulcie arnica mei. 

Dulcis amtca met, 
nimiio fervoribus angor: 
igne tuo tangor, 
duloto artica met. 43 

The Ripoll lyrics have a wide inspirational basis; Ovid and 

Propertius serve as models in some contexts while others clearly 

recall the themes of popular vernacular poetry, as for instance 

the dance net in the rhetorical framework of the spring opening: 

cum Aprills redit gratus 
floribus circumstipatus, 
Philomena cantilena 
replet nemorie amena, 
et puellae per plateas 
intricatas dant choreal. 
omnis ergo adolescens 
in amore sit fervescens, 
querst cum quo delectetur 
et, ut amet, nie ametur. 44 

At, other Latin collootions from outeide the Peninsula 

indicate, the Ripoll poet's compositions bear witness to a 

general and constant learned preoccupation with popular poetry. 
Two at least of the eleventh century Cambridge ; 3o are voiced 
by women, thereby illustrating one of the fundamental aspects 

of popular poetry. Ono, as Dronke points out, 45 
closely 

resembles the khar a 'Von, Sidi, veni': 
Veni, dilectissime 
et a et o, 
gratam me inviser© 
of a et o. 
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while another, a lyric of dawn meeting, would appear to be much 

closer in spirit to the essence of the cantigas de amigo: 

Nam languens 
amore tuo 
consurrexi 
diluculo, 
perrexi 
que pedes nuda 
per nives et 

per) frigora, 
atque maria 
rimabar meeta, 
ai forte ventivola 
vela cernerem, 
auf frontem navis 
conspicerem. 46 

Still within the confines of the Iberian peninsula, another 

influence which favoured popular poetry, that of the classical 

Arabic and Hebrew mum poets with their predilection for 

the Romance khnr as, would certainly have been known to the poets 

of the Christian kingdoms. Indeed, Nykl insisted that the 

Provencal troubadours were actually acquainted with Arabic 

poetry via the medium of Spain and borrowed both theme and form 

from Arabic. 47 Ironically, the classical Arabic form which 

used the Romance refrain, the muwa'äa a, reached its climax in 

the twelfth century, particularly in the compositions of Abu-1- 

Abbas al-Ama at-Tutiti, otherwise known as el Ciego de Tudela 

(d. 1126), at exactly the time of the fanatical Almoravid 

invasions which made life in the south intolerable, for the 

first time in the long centuries of Moorish occupation, for 

both Christians and Jews and caused many to flee, bringing 

their southern cultural heritage, including undoubtedly their 

poetry, to the kingdoms of the north. 
48 Political fluctuations 

did not determine the boundaries of poetic inspiration, so that, 

when Alfonso Vi's courtier, el Cidello, visited Guadalajara 
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some time between 1091 and 1095, it was a panegyrical muwassaba 

that the Toledan Jew, Yehuda Halewi, composed in his honour. 

Moreover, in the thrust of the Reconquest, Moorish taifas 

or local kings became vassals of the northern monarchs and, in 

1138, Alfonso VII brought his tributary Moorish kings to Toledo 

to icipreeB the visiting king of France, Louis VII, with his 

magnificence. 
49 1O close was the relationship between 

Fernando III and his vassal Ibn-al-Ahmar Naerid, Sing of 

Granada, that Ibn-al-Ahnar was entrusted to assist in the 

reconquest of western Andalusia, culminating in the capture 

of Seville, and Fernando III'e funeral in 1252 was attended by 

one hundred khighte from Granada. 50 Moorish influence in the 

visual arts of the period is nowhere more apparent than in the 

twelfth-century convent of Las Huelgaa at Burgos, built by 

Alfonso VIII and his Queen, Eleanor, daughter of Henry IX of 

England. The delicacy of the mud's ar tracery, in the Romanesque 

cloister, depicting birds, flowers and geometrical shapes, the 

favourite motifs of Islam from India to Al-Andalue, is matched 

in craftsmanship by the splendour of the silken garments of 

Oriental weave in which members of the royal family were buried 

and indicates a veritable Christian obsession with Islamic art. 

The impressions of ©outhern culture received and retained 

by the Christians of the north were reinforced by the presence 

at court of Moorish entertainers. In the miniatures of the 

Cantigas de Santa Maria, Moorish ju lg ares are to be seen 

performing with Christians and Jews and the accounts of Sancho IV, 

Alfonso's successor, testify to the employment at court in the 

year 1293 of several Moore in numerous capacities, as musicians, 
drummers, juglares and acrobats, including u laxe© from the 
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Moorish school of juglares at Jativa in lragon. 51 More 

significant than this circumstantial evidence for the 

transmission of Arabic methods - and incidentally of Mozarabic 

poetry - to the Christian kingdoms of the north is the attested 

presence at the courts of Alfonso X and Sancho IV of one of the 

last of the Hebrew muwassaIa poets, Todros Halewi Abulafia, 

whose use of the muwa6sa -kharja combination in his panegyrics, 

one to Isaac ibn Sadoq, one of Alfonso's advisers, and two to 

his relative, the learned and respected courtier, Don Todros 

Abulafia, is as fresh and effective as was its use by the 

earliest documented mum ] as poet, Joseph the Scribe, two 

centuries earlier. One of the khan as adopted by Todrot 

Halewi Abulafia is almost the same as that used by Yehuda 

Halewi in the early twelfth century, a fact which confirms 

the continuity of both the classical Arabic style, in the hands 

of a Hebrew poet, and the popular Romance tradition, particularly 

in the case of the latter, since the poet in the transition 

stresses his borrowing 'from the language of the Christians': 
ti 

Mi coraz6n enfermo vuela como uns golgdrina hacia e1, 
mientras exclamo en la lengua de Edom. 

bay-so into qoý raeon de mib 
y rabbi ii äe tornarad 
tan mal into dolor ja1-garib enfermo yed quarr sanarad Bola-Sole XXXVIIIb 

In Bola-Sole's definitive reading, Todros Halewi Abulafia's 

rendering of the kharja differs from that of Yehuda Halewi in 

the third line where the earlier poet has: 'tan mal me doled 

li-al-habib'. Helen ßoreland has suggested that Todros falewi 

Abulafia's amendment of this line to 'mio dolor al-garib' (my 

strange distress) may indicate the influence of the language of 
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the Provengal lp anh on the Spanish/Hebrew poet, for estranhs 

dole is a recurrent feature of the Provengal lament. 52 

Similarly the other two khar as adopted by Todros Haiewi 

Abulafia convey to northern culture the earlier traditions of 

the south, unbroken. In the other panegyric to the poet's 

relative, the transition and khar a perpetuate the ancient 

tradition of the dawn welcome: 

Quand il vient, eile chante une chanson d'amour 
ä is lumibre de sa face: 

Al-aabäh bono gar me d'on vents 
ya feä hue otri amas 
a mibi tu no queris Stern 17 

while, in the panegyric to Isaac ibn Sadoq, the desolation of 

the girl who asks: 

Quo farayo o quo eerad de mibi 
habibi 
non to tolgae de uribi stern 16 

echoes the typical formulaic lam©nt of the type used by the 

twelfth-century poet, Abraham ibn Ezra: 

Gar que larayu 
Corn vtvirayu 
e$te'l-habib por el morirayu stern 15 

There is, therefore, considerable justification from these 

combined ©ourcee of evidence for supposing that not simply the 

attitudes and tastes of the south but even the details of style 

and form began to infiltrate the court of Castile from the 

twelfth century. 1arlier migrations may well have introduced 

aspects of Mozarabic and Moorish culture, including possibly 

oral poetic traditions, at the popular level, but the decisive 

events which brought the court into close and forcible contact 

with Moorish culture wore the Reconquest, ever gaining momentum 
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after the capture of Toledo in 1085, which carried the Christian 

forces south into Moorish territory, and the twelfth-century 

Almoravid invasion which drove Jews and Christians, bearers of 

the polyglot and many faceted culture of Al-Andalus, north into 

the haven of the Christian kingdoms. 

At the sophisticated level of the court of Castile, -the 

influence of A1-Andalus appears to have been overwhelming: it 

dictated tastes in art, styles of architecture, music, entertain- 

ment and even fashions in dress. It may be, therefore, that 

even the court poetry of the south was known to the court of 

Castile before the arrival of Todros Halewi Abulafia in the 

thirteenth century. His presence, however, indicates that 

the muwasäa a, even in its decline, had been brought to the 

notice of the poets of the north, including the poet-king 

Alfonso X, And its precedent may have been instrumental in 

encouraging interest in native, popular, vernacular poetic 

expression, along the line3 of the khar ae, thereby balancing 

the Provencal example which eminently portrayed the vernacular 

as a medium for poetic sophistication. 

The strongest influence for the acceptance of the 

vernaoular as a fitting language for learned poetio expression 

came from Provence which was outside the geographical though 

not the political boundaries of the Peninsula, in the first 

half of the twelfth century, when Guilhem IX sang his 'novel 

chan'. 
53 Already by 1138 Marcabru, the Gascon master of the 

arcane art of 'trobar clue', had attended the Toledan court of 

Alfonso VII. on the occasion of the visit of Louis VII of France. 

It was at this time too that the states of southern Prance were 

seeking to establish their independence from the Yiorth and were 
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looking to Spain for support. The lords of Gascony, Montpellier 

and Poitiers, therefore, came to pay homage to Alfonso VII and 

thereby introduced to Spain the cultural developments of 

Provence. On the death of Alfonso VII in 115?, and the 

minority of Alfonso VIII, the Provengal troubadours turned 

their attention to the rich rewards to be gleaned from the 

court of Aragon where the king, Alfonso II, prided himself on 

his skill as a troubadour. By 1170, at the height of the 

Provengal school, Aragon was an important centre of Provengal 

poetry, boasting such names as Raimbaut de Vaqueiras, Arnaut de 

Maruelh, Pistoleta and, eventually, Bertran do Born who, however, 

expressed extreme dissatisfaction with the rewards offered him 

at court, in satirical verse directed against Alfonso II. 

The marriage ceremonies of the minor, Alfonso VIII to 

Eleanor of England, in 11? 0 attracted the troubadours once 

more to the court of Castile with the result that a troubadour 

routine became established; Pairs Rogier, for instance, visited 

both the courts of Castile and of Pedro II of Aragon; Guiraut 

de Borneih studied in Provence in winter and travelled the courts 

in summer. By the early thirteenth century, the court of Leon 

had become a part of the circuit and Alfonso IX was regarded as 

a generous patron, particularly of Peire Vidal and Elias Cairel 

Hugo de Saint-Ciro made a protracted tour of the Spanish courts; 

he travelled from Catalonia in 1210 to Castile which he left 

for Ledn in 1218.54 

The cultural splendour of Provence began to fade with her 

wavering political fortunos after the defeat by the French at 
Murat in 1213. The troubadours ceased to find the Castilian 

court attractive after the death of Alfonso VIII in 1214, when 
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once again a minor, Enrique I. was on the throne, and Jaime I, 

el Conquistador of Aragon was not a noted patron of the arts. 

Moreover, the Provengal-Aragonese relationship turned somewhat 

sour eventually, when in-1242 Aragon failed to come to the aid 

of Provence in her final campaign for independence and then, 

in 1258, signed away all interest in Provence in the Treaty of 

Corbeil. It was not until the reign of Alfonso X of Castile 

and Leon that the Provengal poets were again attracted to Spain, 

this time by the reputation of a king whose literary pretensions 

were exceeded only by his political ambitions. The departure 

of Guiraut de Riquier from the court of Castile in 1279 marked 

the end of Provengal poetry, though not of the courtly influence, 

in the Peninsula. 

As 14en6ndez Pidal has pointed out, the influence of 

Provengal poetry and of the intricacies of its philosophising 

was not proportionate to its vast diffusion because the 

difficulties of interpreting the cryptic 'trobar clus' made 

it accessible only to the highly literate-55 The population 

at large outside the court looked to native performers for their 

entertainment; from the mid-twelfth century a few references to 

popular Galician minstrels are found but it was not until the 

reign of Fernando III, father of Alfonso 1, that the Galician 

troubadours and their poetry found favour at the court of 

Castile. 

Between the Provengal and the Galician troubadours there 

existed a master-pupil relationship: Picand6n was the Galician 

juglar or performer of an Italian/Provengal troubadour, 

Sordello, but Picand6n always used his mother tongue for his 

own compositions. 
56 His nationalism beat illustrates the 
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essential nature of the Galician attitude towards the poetry 

of Provence: Provence provides the precedents, for the use of 

the vernacular, for the formal modes, the eirventes, the tenso, 

the iýanh and for the bitterness of satirical verse; it also 

provides the exalted concepts of an ennobled love aspiring to 

an idealised but sensual goal. The Galician poets adopt some 

of these concepts and forms and dress them in the language and 

style dictated by their own native inspiration. Much of the 

delicate refinement and sophistication of the Provengal poetry 

is lost to them, but they bring to their learned love poetry, 

the canti; as de amor, the influence, long lost in Provence, of 

popular poetry. Reckert illustrates this evolution in a cantig 

de amer of Pai Gomee Charinho. 57 The poet uses a refrain in a 

cantiga. de amor, but he modifies it so that the refrain is 

incorporated into the body of the poem -a device called 'ata- 

fiinda' - and thus conforms to the precept of l um, einnu], acrodde 

i6gica diccursiva', as Reckert terms the requirement of the 

Provencal style: 
58 

Ua dona quo eu quero gran bem 
(por mal do mi, par Deua, qua non por a3) 
pero quo aempre mi fez e faz mal, 
e farä, direi-vo-lo quo m'avem: 
mar, nem terra, nem prazer nem pesar, 
nem bem nem mal, non ma podem quitar 

do ooragon. E que sera de mim? 
! Iorto non, Be cedo non morrerl 
Ein ja nunca bem mi hi-de fazer, 
maie sempre mal; e pero eat' aeai, 
mar, nem terra, nein prazer nem pesar, 
nem bem nem mal, non ma podem quitar 

do coragon. Ora mi vai peior, 
ca mi vem dela, por voe non mentir, 
mal se a vej', e mal oe a non vir; 
quo 6 de coitas male, cuid', a naior; 
mar, nem terra, nom prazor nem pesar, 
nem bem nem mal, non ma podem quitar. CHN 810 
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Information about the Galician troubadours is scant and 

often inaccurate - as the so-called biographies of the Provengal 

troubadours are now considered to be. Prom the tentative 

assessments of the poets of the cantigas de amigo made by 

Carolina Michaelis and by Prunes, Iienendez Pidal and Costa Pimpäo 

it is possible to gain at least a rough idea of the numbers 

involved and to set them in some sort of chronological order-59 

Three Galician troubadours are thought to have flourished in 

the early part of the thirteenth century, Huno Porco, Vasco Praga 

de Sandim and Pat Soares. In the reign of Fernando III, who had 

been brought up in Lein and aa. licia, the eantiga ousted Provengal 

poetry as the favourite amusement of the court; at least 

fourteen of the troubadours listed by IIunea are presumed to 

have attended Fernando's court and to have accompanied him on 

campaign. Of these about six spanned his reign and that of 

his son Alfonso X. More than twenty of the cantiga de amigo 

poets are considered to have attended the court of Alfonso X. 

and these taken in conjunction with those who attended the court 

of Alfonso III of Portugal -- that is to say, the poets of the 

third quarter of the thirteenth century - amount to at least 

thirty-five. A lull ensues in the reign of Sancho IV of 

Castile and Alfonso IV of Portugal, but in the reign of 

Alfonso X's grandson, Don Dinia, there is a revival with a 

dozen or so troubadours appearing at the court of the troubadour 

king. These numbers are approximate in the extreme. They do, 

however, serve to illustrate how dramatically the relaxation and 

pleasure of the old campaigner, Fernando III9 developed into a 

full-scale literary industry in the reign of Alfonso X. The 

various influences outlined above, which may have induced this 
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royal appreciation of both the vernacular and the popular, 

were brought to a logical climax in the king's own contribution, 

the Cantigas de Santa Maria, in which both the vernacular 

language and the popular form are apotheosized,, not for the 

expression of human love, but for the portrayal of divine grace. 

Thus the royal coal of approval is set on the Galician lyric. 60 

The composition of canti an de amigo, cantiaas dc amor and 

cantige de eacarnio e maidizer was not restricted to any one 

class. The fashion probably began with a king, Sancho I of 

Portugale ended with another, Don Dials of Portugal, and reached 

its apogee under the aegis of Alfonso el 3abio. Pal Qömes 

Charinho was admiral of Alfonso X'© fleet; D. G6mes Garcia 

who resided at the court of $ancho IV was abbot of Valladolid 

but, on the other hand, Fernando III, who was no respecter of 

persons in mattere of poetry, took the humble uglar, ý, Martin 

Codax, 61 into his oonfidonoe on a par with the nobles of his 

court who probably included Qon9alo Eanee do Vinhal, Joao 

3oares de Coelho and hie nephew &stevam. Galisteu Pernandes 

and Garcia ioare© were burghers, while Cancho Sanches, Airae 

Tunen, and Pai de Cana were probably clerics. Jugl ren, the 

performers who on occaoion turned their talente to composition, 

are often deoignated by a single nickname such as Lourengo, 62 

Lopo or Golperro or by a diminutive auch as Mendinho. 63 

Little can be ascertained about Pero Meogo. 64 

There is a strange perversity about the versatility of 

these diDparate poets from king to juglaro almost any of whom 

could freely express himself in the most ocurrilou3 torrji in 

the cnntigas de eaeärio while wrangling over the favours of 
the notorious Maria Perez65 at the court of Alfonso and yet 
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could, in the cantigse de amor, aspire to emulate the ideals of 

the Provengal school. The language of the cantigas de amor is 

dry and unappealing to modern tastes, yet the same poets could 

capture the evocative freshness and candour of popular song in 

the cantigas do amIt may be that this versatility is 

simply a reflection of the demands made on the troubadours by 

their craft. The account in the Provencal narrative poem 

Flamen a, 
66 dated at about 1234, liste the repertoire of the 

troubadours and jongleure performing at the marriage feast of 

Flamenca and ArchimbautZs 

Anc null' aurella non lai colt. 
Quar l'us comtet de Priamus, 
B lautre diz de Piramue; 
L'us comtet de la bell' Elena, 
Com Paris l'enquer, poisla'n mena; 
L'autres comtava d'Ulizes, 
Lautre d'Ector e d'Anchilles; 
L'autre comtava d'Eneas 
E de Dido consi remas 
Per lui dolenta e mesquina; 
L'autre comtava de Lavina 
Con fee lo breu el cairel traire 
A la gaita de l'auzor caire; 
L'us comtet de Pollonices, 
De Tideu e d'Etiooles; 
L'autree comtava d'Apolloine 
Consi retenc Tyr e Sidoine; 
L'us comtet de rei Alexandri, 
Lautre d'Ero e de Leandri; 
L'us diz de Catmue can tugi 
B de Tebas Con las basti, 
L'autre comtava de Jason 
B del dragon qua non hac son; 

The list is endless; it includes Orpheus, David and Goliath, 

Samson and Delilah, Julius Caesar, the knights of the Round 

Table, Charlemagne and Daedalus. This, however, was precisely 

the repertoire which Guiraut do Calanson in the early thirteenth 

century advised the juglar Fadet would be required of him at 

the court of Pedro II of Aragon. 67 Although the cantigas 

contain few references to the characters of legend and pseudo- 
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history - Don Dinis in two of his cantigas do amor mentions 

Flores and Blancaflor and Tristan and Isolde - the troubadours 

would nevertheless possess a wide Biblical and classical 

knowledge and might well therefore read classical and Biblical 

allusions into the pagan imagery of the popular poetry of 

Galicia. 

The Galician Alborada 

The dawn cants ,s 
clearly illustrate at once the pagan 

background of the popular tradition and the nature of the 

learned interest in popular poetry of the troubadours, whose 

own experience in the courtly milieu can have had little in 

common with the circumstances of the songs they relate. An 

extreme example of the meeting of both ends of the spectrum, 

of popular inspiration and of learned interpolation, is to be 

found in the cantigas of one of the last of the troubadours, 

Don Dinis. It was from the court of Aragon that Isabel, wife 

of Don Dinis, came in the late thirteenth century. Aragon had 

a strong Provengal bias and one might expect, therefore, that 

the Provengal courtly convention of dawn parting, which must 

have represented a closer approximation to the experience of 

the nobility than the popular poetic convention of dawn meeting, 

might have taken a strong hold over the imagination of the 

troubadours in Spain. The fact that this did not happen 

testifies to the strength of the native tradition and to the 

power of literary attraction which the images of the canti_s 

held for the cultured poets. 

In one of Don Dinis's dawn poems the girl risen at dawn 

and sets out on an ostensibly practical errand, to wash shirts 
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in the streams the poem is, therefore, automatically set 

against the natural background of the mountains and streams 

of Galicia, the north-western corner of the Peninsula, exposed 

to the turbulence of the Atlantic winds. The wind catches the 

tunics and blows them away. This cantiga apparently summarises 

the elements of the most lyrical and the most unpretentious 

examples of the genre: 

Levantou-s' a velida, 
levantou-e' alva, 
e vai lavar camisas 
em o alto: 
vai-las laver alva. 

Levantou-e' a loucäa, 
levantou-e' alva, 
e vat lavar delgadaa 
em o alto: 
vai-las lavar alva. 

Yai lavar camisas 
(levantou-e' alva); 
o vento lhas desvia 
em o alto: 
vai-las lavar alva. 

B vai laver delgadas 
(levantou-a' alva); 
o vento Than levava 
em o alto: 
vai-las lavar alva. 

0 vento lhae deevia 
(levantou-a' alva); 
meteu-B' alva em ira 
em o alto. 
Vai-las lavar alva. Cd ea XLV 

The simplicity and candour of the antiAa, however, belie the 

highly skilled poetic craft. Don Dinie'e handling of the 

techniques of parallelism and leixa-pren reveals the artless 

fluency of a master. Beside such fluency, Helder Macedo's 

ingenious exposition of the significance of alva does not 

appear unfounded or unjustifiably contrived: 
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A palavra alva porque usada simultdneamente em todos 
os saus senticoB, define uma perfeita identidade 
entre a moga a- por exteneao metonimica -a prbpria 
6gua onde ela lava a roupa para, implicitamento, 
tambim a torrar ou manter alva. Fa mesma palavra 
alva 6o n6dulo morfolögico e fonol6gico do poems.. 
Cö efeito, as suas silabas -e muito especialmente 
as suas consoantes - recorrem atraves de todo o 
poema em eucessivas transliteragoes. Observe-se, 
por exemplo, cgomo os componentes do refräo "VAi-LAS 
LkVAr ALVA" sao, praticamente, oe da palavra alva , 

68 

The cants is open to interpretation at other levels 

apart from the purely aesthetic. At the popular level it 

reflects a latent pagan tradition of celebrating the dawn, the 

type of festival Christianised in the orthodox Catholic areas 

of Spain several centuries earlier and incorporated into the 

previarium Gothiaum. The dawn of the cantiga is feminine, a 

pagan goddess whose beauty is identified with that of the dawn, 

unlike the liturgical Latin and popular vernacular poetic forms 

of the south where the masculine images of an intense 

Christianity predominate. In his sensitive examination of 

the workings of symbolism in Don Dinis's canti , Macedo 

emphasizes the image of purity conveyed in the dawn: 

Os värioa Eentidoa da palavra alva tom todos em comum 
uma sugestao do pureza. A madr da S tempre 'pura'. 
B uma camponesa qua lava ela mesma a roupa, ao sol, 
emalto, pars ear ainda alva tem de ear muito jovem 
o que realisticamente permite que a palavra seja 
entendida com o valor associativo de 'virgem', aliAs 
tamb6m comum: o bronco 64 cor tradicionalmente 
simbblica da virgindade. b9 

The girl washes the tunics in the stream -a stream dedicated 

perhaps to one of the ancient fertility gods or goddesses of 

Galicia - and ehe is interrupted and disturbed by the playful 

antics of the wind. It is perhaps worth remembering that, in 

his De Natura Rerum, Isidore of Seville had tried to dispel 

the pagan notion that the wind was a vehicle of evil spirits, 
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and it may be as a remnant of this pagan belief that the wind 

appears in this cantiRa. 
70 The image persists in a villancico: 

$atos mis cabellos, madre, 
dos a dos me los lieva el airs PTT 220 

All these elements which are reminiscent of past pagan 

ritual, and yet can contribute to a highly sophisticated pattern 

of symbolism, hold the further attraction for the thirteenth- 

century troubadour that, in their evocation of a delightful 

natural setting, they at least pay lip service to the 

rhetorician's precepts for the composition of poetry. 

Matthew of Vend8me in his Ara Versificatoria had, in the 

twelfth century, outlined the formal poetic rules for the 

description of the lovely place, the 'locus amoenus'. Charles 

Faulhaber has claimed that the rhetorician'a prinoiplee had 

little influence in Castile until the fourteenth century. 
7 

He has, however, emphasized the close relationship between 

Alfonso el 9abio and Geoffrey of Eversley, an English cleric 

who visited Spain in the late 1250's and simultaneously served 

as ambassador to Alfonso X and to Edward I of England from 1276 

until his death in 1283. Geoffrey of Evereley was strongly 

influenced by Matthew of Vend8me's Ara Versificatoria, and he 

himself exerted a strong influence on the scholar king whose 

aetenario expounded the first formal definition of rhetoric in 

Castilian. Evidence from earlier works, however, suggests that 

poets were not unaware of the principles which appertained to 

their arts the Libro de Alexandre enunciates them carefully, 

while the poet of the Raz6n de amor observes the conventions as 

a matter of course. Thus it would seem that the formal poetic 

rules of the rhetoricians reflect learned literary practices 
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which are already well established, and it would be naive to 

suppose that a troubadour poet of the sophistication of Don 

Dinis was unaware of their existence, since he obviously 

enjoys bringing all possible influences to bear on his 

compositions, while at the same time stamping them with the 

mark of his own originality. Thus Don Dinie's dawn cantiga 

exhibits informally many of the features of the locus amoenus 

yet also displays the features of the real Galician landscape. 

These features moreover are not simply a passive background to 

the action of the poetry but, by virtue of their pagan 

connotations and as a result of the nascent medieval fascination 

for symbolism, they all, dawn, wind, trees, flowers, participate 

actively in the brief but intense drama of the cantigas. 

According to Curtius the sources of the formal medieval 

convention were a combination of Biblical and classical 

influences; he observes: 

Mediaeval descriptions of nature are not meant to 
represent reality. This is generally recognised in 
respect to Romanesque art, but not in respect to 
the literature of the same period. 72 

Curtius' a©oertion, as we have seen, does not hold good for 

Don Dinis's cantinas where the native landscape is a powerful 

reality. It is no less of a powerful reality in the earlier 

cantigas of Pero Meogo, but his cantigas contain additional, 

unavoidable Biblical and lassical overtones which lend weight 

to Curtius' argument, and perhaps confound the suggestion made 

by Reckert and Macedo that Don Dinis's dawn can__, tiga is 

necessarily derived from the superficially remarkably similar 

oanti of Pero rleogo. 73 

Although in Pero Meogo'o alborada the atmosphere is 
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indicative of a dawn meeting, the dawn is not specifically 

mentioned= the girl gets up and goes to the spring to wash 

her hair: 

Levou-s' a lougana 
Levou-s' a velida; 
vai lavar cabelos 
na fontana Fria, 
leda dos amores 
dos amores leda. Cdea CCCCXV 

The scene in this cants is apparently more clearly drawn: 

the lover appears, initially in person, not in some trans- 

mogrifieä form: 

Vai lavar cabelos 
na Fria fontana 
passa seu amigo 
que a muit' ama 

but then the veil descends and the rest of the encounter is 

shrouded in a natural but subtle imagery: 

Paeoa a ýu amigo 
quo a muit' ama; 
o cervo do monte 
volvia a augua 
leda doe amoree 
dos amorea leda. 

The appearance of the stag at the fountain in th* can___tiga 

may wello at the popular level, be a vestige of the pagan 

fertility rites condemned by Pacianus of Barcelona and Caesarius 

of Arles. These rites are thought to have been connected not 

with spring celebrations but with the January Balends and the 

winter solsticeo the time when deer are rutting and when aigne 

of life's triumph over winter's death are eagerly sought. 
74 

The ©tag to, however, the most enigmatic of the symbols of 

the Iberian lyric. Stylistic details in the poems of Pero 

Meogo would suggest that the troubadour had an intimate 

knowledge of the Song of Bongo and that associations with 
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the Biblical source were ever present in his inspiration. 

He recreates the unpretentious candour of the lovers of the 

Song and the imagery of his cantigas suggests a similar attitude 

to natural phenomena, adopting and incorporating them in the 

individual erotic experience. The lover comes as a mountain 

stag in the Song: 

Fuge dilecte mi, et aseimilare capreae, hinnuloque 
cervorum super montee aromatum VIII. 14 

and in the alborada: 

Paeea seu amigo 
quo lhi ben queria 
o cervo do monte 
a augua volvia. 

In another of Meogo's cantigas, the 'roes and hinds of the 

field' of the Song bear the Galician girl company: 

Enas verdes ervas 
vi anda-las cervas, 
meu amigo. 
Enos verdes pradoe 
vi os cervos bravos, 
meu amigo. Cdea CCCCIVI 

and, as in the alborada, the girl proceeds to wash her hair. 

In another can tiga she turns to the hinds for comfort: 

Ai cervas do monte, vin vos preguntar: toi-s'o meu amigo' e ee a1ä tardar, 
quo farei, velidas? 15 

Odea CCCCXIV 

just as in the Song the bride confides her lovesickness to 

the daughters of Jerusalem: 

Adiuro vos filiae Ierusalem, ©i inveneritis 
dilectum meum, ut nuncietis ei quia amore langueo. 

V. 8 

The bride of the Song of Solomon is a 'spring shut up, a 
fountain sealed', and it is such a fountain that the thirsting 

stag, possibly the thirsting stag of Psalm XLII, seeks in the 
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canti where the anxious mother awaits the inevitable 

consequences of her daughter's foolhardiness: 

esta tonte seguide-a ben, 
poil-o cervo i ven. Odea CCCCXVIII 

Pero Meogo'® adaptations of the imagery of the Song of 

Songs are not the first such adaptations in the popular poetry 

of the Peninsula, for, as has already been observed, the 

religious influence apparent in the khar as includes the 

influence of the Song and this is particularly marked in 

the Hebrew muwaeealiaa where the florid sensuality of the Song 

is conveyed unabated. The unmistakable stag of the Song 

appears in the muwadeaºa of Yosef ibn Saddiq (d. 1149): 

Le jour ou le cerf eat venu (rapper a as ports, 
de as chambre eile eleva la voice et dit a sa 
mere: Je ne peux pace me retenir. 

Stern 14 

Siailis est dilectus maus capreae, hinnuloque 
cervorum, on apse eperat post parietem nostrum 
respiciens per fenestras, prospiciens per 
cligoellos. 

Song II. 9 

In the Arabic poetry of A1-Andalus, another image entirely 

compatible with the stag of the Song of Songs, that of the 

beloved as a gazelle, appears. The eleventh-century poet, 

Ben Ammar of Silvas (d. 1086), describes his beloved thus: 

Era una gacelita quo mira con narci oa, alarga 
azucenas y eonrfe con margaritas. 76 

In the muwads'a of Muhammed ibn Ubada al-Malagi, the beloved 

is both stag and gazelle: 

Cual timido oiervo 
mi amada es de bella. 
Sue hermosos Ojos 
robd a la gacela. G. G. XX. 3 
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I/ I/ Typically the poet of an anonymous muia sighs: 

; Ar mi gacela 
quo de por ei es eaquivat G. G. VIIb 

Frequently in the Hebrew muwasea ae the lover is likened to 
wrrýrr 

a stag: 

E1 gracioeo cervatillo daria au vida por la joven 
que cont6 au historic... 

ßola-Sole XXXIII 

Ea un ramo de mirra y el mäs selecto de los cervatillos 
Sola-Sole XIII 

and occasionally the girl singer of the khar a is described as 

a gazelle: 

iii corazön se deagarra a causa de la gacela quo de 
verle eatä ©edienta 

Bola-sole XXXVIII 

While the Song of Songs is an acknowledged source of 

imagery for the Hebrew and also the Arabic poetry of Al-Andalus, 

Hatto rejects the parallels between the Song of Songs and 

l4eogo's cantigas on the technical grounds that, if Meogo's 

images are to be traced directly to the Song of Songs, they 

must on account of the genders employed be traced through the 

Hebrew not the Vulgate Bible; that is to say, Meogo must have 

had access to a rendering of the Song in the Romance vernacular 

by a Jew. The only likely candidate apparently would have 

been Vidal, the Jew of Elvas, but the one surviving instance 

in which he uses stag imagery, in the courtly genre, the 

cantina de amor, does not provide the evidence required: 77 

a por quo ei wort' a prender 
come cervo langado, 
quo ae vai do wund' a perder 
da companha das cervas. 78 Cdea CCLXVI 

This argument against a direct borrowing from the Song of Songs 
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does not invalidate the claim, strongly advocated by Mendez 

Ferrfn, 79 that the overtones of the Song are conspicuous in 

Meogo's poetry, and that the poet may have been inspired by 

the possibility of associating elements of the native Galician 

landscape and folklore with the images of Biblical and 

Classical culture. 

Ilatto draws attention to the remarkable similarity between 

the role of the stag in I4eogo' s panties and that of various 

other animals in the theme of wooing by the water at dawn or 

at dusk in other parts of Europe. 80 Invariably the girl 

explains her late arrival home to har parents with the excuse 

that a bird or animal has stirred up the water. Such is the 

universality of this particular development of the theme that 

Hatto regards a common source as inevitable. Indeed, a few 

examples illustrate Hatto's proposal. Unaccountably he 

overlooks the most cogent Galician example: 

-Digades, filha, mia filha velida: 
porque tardaetes na Fontana Fria? 
os aaoree ei. 

Digadee, filha, mia filha lou9ana: 
porque tardaste® na fria tontana? 
on amorea ei. 

-Tardei, mia madre, na fontana tria, 
cervon do morste a augua volvian: 
os amoreo ei. 

Tard©i, mia madre, na Fria fontana 
cervos do monte volvian a augua: 
os =ores ei. 

-Mentir, mia filha, mentir por amigo; 
nunca vi cervo que volve®s'o rio: 
oa amore© ei. 

Ilentir, mia 2ilha, mentir por amado; 
nunca vi oervo que nolvess'o alto: 
os amores ei. 81 Cdea CCCCXIX 
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Prenk Alatorree quotes a Castilian example, collected by 

Hern n Nunez, of the same motif which she regards as a direct 

borrowing from the Galician: 

- Dezid, hija garrida 
quien Co mancho la camisa? 

- Madre, las moral del gargal. 
- Mentir, hija, as no tanto, 

que no pica la garga tan alto. 82 

An eighteenth-century Serbian poem repeats the exact situation 

of the Galician can_; the maiden meets her lover by a pool 

in the forest and he tolls her how to lie to her mother: 

Softly the maiden spoke to her mother: / "Do not scold 
me mother dear; / There stood a stag by the cool water; / 
With his horn he clouded it, with his eyes he cleared 
it. / I waited until he had made it clear"/ Softly 
her mother spoke to the maiden: / "Don't lie, bitch, 
no daughter of mine! / That, you bitch, was no stag 
from the forest/ But a stout hero down from the town. 83 

The same theme is also adapted to a Bulgarian setting; the 

youth adviees the girl: 

"Tell her, Marushchitea, your mother, your old mother, / 
yesterday, mother, there passed by/ the pasha's grey 
flock, / making the bridges rock loose and the fords 
muddied, / so Iwaited for them to run clear. " 84 

The mother is of course not deceived and accuses her daughter 

of lying. In the Lithuanian variants on the theme the girl 

tells her mother, in one, that 'A flyer came flying/ A bird 

from the sea, / and Stirred up the water'85 and, in another, 
86 that 'Some drakes came flying, / They made the water muddy', 

but in a third, collected in the mid-eighteenth century, the 

imagery is more delicate: 

Early, early in the morning/ The sun was rising/ And 
mother dear was sitting/ Below the glans window. // 
"I must ask you, dear daughter, / Where have you been 
roaming? / Where did the mist fall on your pretty 
garland? "// "Early, early in the morning/ I went to 
fetch water. / That is where the mint fell on my pretty 
garland" // "That's not true, dear daughter, / what you 
you say's not true: / You saw your lover off, /Away over the field"/ "That is true, mother dear, / ! ghat you say true: I had a word to say, /Together with my lover. " 87 
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In Estonian whore, as in Galician, lovers meet at dawn in 

poetry, the interrogating parent answers her own queotions: 

Why were you ©o long at the well, / why were you talking 
at the well so long, / why were you no long on the path 
to the water? / No doubt you made a bargain to be off 
and away, you gave your hand that you would go to 
Alutaga, / Over five cornfields, /over six fields of 
hayricks, / over seven seedfields, /over eight oatfields. t 

A fascinating insight into the possible origins of the 

fountain tradition in lyric poetry, together with those of the 

French weaving songs, is provided in an article by Charles 

Bertram Lewis who traces them to the accounts in two Apocryphal 

Gospels, the second-century Protevangelium of St James the Lose 

and the late fifth century Pseudo-Matthew, of the ! nnunciation. 
89 

In both Gospels, the Annunciation occurs twice, once while teary 

is weaving and once while drawing water from the well, with the 

result that between the fifth and the eleventh century two 

different traditions, one of weaving and one of the visit to 

the well arose, the popularity of each depending on its 

appropriateness to local circumstance. Lewis's article 

suggests that the author was unfortunately unaware of the 

significance of the cantia® dem to his theme, for much 

of his analysis of the French weaving songs and of the 

fragmentary, though late, fountain songs in Old French and 

Provencal also applies to the cantigas de amigo of Pero Meogo. 

The heroine of the songs is a young, unmarried girl, sometimes 

with child, whose situation, beset with suspicion and uncertainty, 

reflects the ambiguities of Hary'o situation in pregnancy. In 

the few French examples of the fountain tradition, the girl 

offers the excuse that the nightingale stirred up the waters 

of the well, hence her delay: 
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"Ah! quo va dire ma belle mere 
D'avoir ei longtemps tardo (sic)! " 

- "Tu lui dirae, ma belle brune, 
Quo la Fontaine Mait troublee 
Et que-le roseignol sauvage 
Btait dedans pour e'y baigner. " 90 

The role of the nightingale can be explained according to Lewis 

by the medieval identification of the nightingale with the Holy 

Spirit which, from the thirteenth century ousted the earlier 

tradition that the Holy Spirit took the form of a dove. The 

rogue nightingale is a pre-eminent figure in the Castilian lyric 

but it is not surprising that in the Galician tradition the 

native mountain stag, also identifiable with the stag of the 

Song of Songs, should assume the role of the dove. 

Unfortunately the remarkable coinoidencee from Eastern 

Europe with Meogo's oantigas pose more problems than they solve. 

If all versions hark back to a Celtic or possibly Suevian common 

source, then Meogo's version is indeed outstanding evidence for 

the traditional nature of the cantiaas de amigo. Meogo's 

version is, however, the oldest documented rendering of the 

theme and one cannot escape the possibility of its diffusion 

at the courtly level throughout Europe from the Galician source, 

a result possibly of the international attraction of Santiago 

de Compostela. In one of the Lithuanian versions the reference 

to the 'glass window' -a rarity - is taken as implying a 

courtly ambience. In the other version the troubling of sea 

water is an incongruity which suggests the degeneracy of the 

motif in Lithuanian. There is, however, no other evidence 

for the courtly transmission of the motif, and one would expect 

some traces of this transmission, since courtly poems are much 
more likely than popular one© to survive in writing. This 
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particular conti of Meogo'a is, as we have seen, but one of 

several in which the troubadour exploits the possibilities of 

stag and fountain imagery either in a dawn netting or in one 

in which the dawn is strongly implied. He fully explores the 

transparent excuse motif, as Matto calls it; the girl is in an 

unhappy predioament; ehe is afraid of displeasing her lover on 

the one hand or her mother on the other: 

Talhei-lh'eu preito do o it veer 
ena Ponte u oa oervoa van bever, 
e, so non forq aaaanhar-a'ä. 

E non ei eu de lhi mentir labor, 
male c. entiru-lh(i)-ei con vooeo pavor, 
e, so non t8r, a©sanhar-®'i. Qdea CCCCXI 

The requeot made by the lover is a bold one, however, and the 

girl herself greets it with indignation: 

Non tag' eu torto de mi lh'assanhar, 
por o'atrevor el de me demandar 
quo o tose' eu veer 
a la font'u o0 oorvo© van bev©r. Cdea CCCOXII 

She decides to put her lover's audacity to the teat: 

Irei, mia madre, a is fonte 
u van co cervos do monte! 
as ouöarä meu amigo 
ante vöo falar comigo. Cdea CCCCXVII'`' 

In the description of the enamoured lover, however, a new 

element, alien both to the Song of Song© and to pagan fertility 

rit©o, that of the wounded stag, and by implication the huntsman. 

appears in the eantiaas: 

-Tal vat o ®eu amigo 
con aor quo ih'eu dei 
come cervo ferido 
de Qonteiro del-rei. Cdea OCCCXIII 

In this cantign the Galician image of the Stag is united with 
the mainstream European image of the hunted stag. As tarcelle 
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Thiebauz has pointed out in her study on the stag in medieval 

literature, 
91 the most emphatic Classical source for the image 

of the love chase is to be found in Ovid. In the Metamorphoses, 

characters who deliberately ignore the claims of love and resort 

instead to the pursuit of wild animals are often themselves 

changed into animal form. The hunt for women as 'praeda' is 

a recurring theme of the Are Amatoria but, in the Remedia Amorie, 

the real hunt is recommended as an antidote to the tribulations 

of love. There is obviously in the works of Ovid an important 

source for the poem of the Ripoll manuscript in which the 

huntsman, searching alone at dusk for his lost hounds is 

confronted by Cupid who exhorts him to abandon Diana's arrows 

and take up Cupido bow in the court of Venus. 92 Apart from 

its Ovidian overtones, however, this poem is also regarded as 

a version of the 111'anerius poem, 
93 in which the exhausted huntsman 

is met by the vision of a princess who seduces him into the 

enchanted land of love: 

vidit et loquitur sensit os osaulans, 
et Qibi conaulene et regtis Lilie 
eztremum Veneris coneessit linee. 94 

Through similarities with La nainsance du Chevalier au Cy ne 

and the Dolopathos, Raby traced the origins of the Manerius 

poem to the legend of the swan children, 
95 

while Dronke 

indicates analogues with Breton lays in which the huntsman 

hero is led by a deer into an enchanted world, a frequent 

motif in medieval romance. 96 

The Classical and mainstream European literary motif of 

the hunted stag was, therefore, certainly not unknown in the 

Peninsula from the twelfth century if not earlier. In this 

usage, however, the hunted male animal is an image of the 
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female beloved, but in the popular lyric, both Galician and 

Serbian, the stag stands for the male lover. It may have been 

this apparent irreconcilability of gender which restricted Pero 

Meogo'a further exploitation of stag hunting imagery in the 

context of women's love song. He does nevertheless achieve 

the synchretism of the several metaphorical strains of stag 

imagery through the range of his cantigas and succeeds in 

adapting the stag victim of the love chase to the role of the 

lover while still maintaining a strong reminiscence of unhappy 

Dido's desperate flight: 

Uritur inßelia Dido, totaque vagatur 
Urbe furens. Qualis conjeota cerva sagitta 
Quarr procul incautam nemora inter Cressia finit 
Pastor agens tells, liquitque volatile ferrum 
Ueacius; lila fuga sylvas saltusque peragrat 
Dictaeos: haaret lateri letalis arundo. 97 

Meogo' e masterly handling of the full, potential of stag,: imagery 

not only reveals his own versatility as a poet, his sensitivity 

to the popular tradition and his wide Biblical and Classical 

knowledge but also reflects the demands made upon him by his 

courtly audience who clearly expected the sort of repertoire 

exhibited by the performers in Plamenca and would doubtless have 

appreciated and understood every metaphorical allusion. A 

similar audience in France might well have responded with the 

same awareness to Chretien de Troyes' amalgam and resolution of 

the hunting images he has employed in Ereo at Enide when the 

lovers meet on their marriage night: 

Cera chaciez qui de Bott alainne 
ne desirre tant la tontainne, 
n'eepreviera ne vient a reclain 
ei volantiers quant il a fain, 
quo plus volantiers n'i venissent, 
eingoia que il a'antre tenissent. 
Cele nuit ont tart restore 
de ce qu'il ont tant demure. 
Quant vuidiee for fu la chanbre, 
for droit randent a chaacun manbre. 98 
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Like the stag, the well or water course lends itself to 

numerous interpretations, both popular and cultured. Many of 

the Biblical allusions have already come to light in the 

discussion of stag imagery, while, in the survey of paganism 

in 4alioia, the rituals which lent any water source a magical 

aura were examined. Hatto in Eos99 comments upon the obvious 

practical importance of the well: 

Songs of wooing beside the spring or well at dawn 
are also widespread. They grow independently from 
the fact that among their many domestic tasks women 
fetch water at dawn or dusk, or rise to wash clothes 
at dawn, the world over, and so give enterprising 
suitors perhaps their only opportunity during the 
day of 'speaking a word' with their sweethearts. 

Hatto adduces several examples - not least two from the Od sae , 

the one of Eumaeus' nurse who was ©educed while washing clothes 

beside the sea ( %V. 420), and the other the account of 

Nausikaa's unsuccessful attempt to seduce Odysseus while she 

was engaged in the same occupation at dawn (VI. 15) - to prove 

the antiquity and universality of this theme. 10° The 

implication in the Galician dawn/fountain cantigas is always 

of a disturbed relationship: the wind blows away the washing, 

the stag troubles the waters of the spring. Even in the 

reciprocated love affair of Don Dinis'e cantina, in which 

the girl wears her lover's ribbon in her hair, the pain of 

love is so intense that the dawn meeting brings its own 

distress: 

-De que morredes, filha, a do corps velido? 
-Hadre, morro d'amores quo mi deu meu amigo 

Alva 4, vai liero. 

-De que morredes, filha, a do corpo lou9äo? 
-Madre, morro d'amores que mi deu meu amado Alva e, vat liero. 

: adre, morro d'amores quo mi deu meu amigo, 
quando v©j' esta cinta que per aeu amor cingo Alva e, vai liero. 101 

CdeaIi1 
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By the thirteenth century, the practical gestures of 

washing clothes or of washing and binding hair have become 

invested with an intimately sexual symbolism which Reckert 

elucidates thus: 

A lavagem da camisa relaciona-ee no eö com a do 
corpo e do cabelo como com o terra das prendas de 
amor, cujo aignificado primordial magico se torn 
patente nos chaos concretos da cinta (para o corpo) 
ea fite (Para o cabelo), com evidente valor, 
magia ©impatica, de "atadura" da peseoa amada. i02 

However, in the cantis, though the relationship depicted may 

be troubled, the impression of the natural Galician setting at 

dawn with all its concomitant imagery is inseparable from and 

is one with the actions and the emotions of the protagonists. 

The picture, though evocatively painted, is still deliberately 

impressionistic, occasionally perplexing, and an aura of mystery 

always envelops the scene and mists the view. Here there is 

none of the clear-cut radiance of the khar as, nor is there any 

of their urgent sense of anticipation. All the images of the 

Galician dawn, the wind, the water course, the stag, washing of 

shirts and hair, reappear in Castilian but in the style of the 

villanoico, colourful, pithy, occasionally facetious, optimistic, 

a style, in short, far removed from the tragic nostalgia of the 

canes. The Galician sense of tragedy is perhaps best 

exemplified in Torneol's cantiga in which the girl ruefully 

calla to her sleeping lover to rise; he through his lethargy 

and lack of desire has desecrated the natural beauty of every 

feature of the lovers' meeting place, the typical locus, 

amoenus: 
103 

Levad', amigo, que dormides as manhäas trial; 
todalas ayes do mundo d'amor dizian: 
leda m'and' eu. 
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Levad', amigo, quo dormide'-las ! riss manhaas; 
todalas ayes do mundo d'amor cantavan: 
leda m'and' ew. 

Toda-las ayes do mundo d'amor diziam; 
do meu amor e do voss' en ment'avian: 
leda m'and' eu. 

Toda-las ayes do mundo d'amor cantavan; 
do meu amor e do vosa' i enmentavan: 
leda m'and' eu. 

Do meu amor e do voss' en ment'avian; 
vos lhi tolhestes os ramos en que eiian: 
leda m'and' eu. 

Do meu amor e do voss' i enmentavan; 
vos lhi tolhestes os ramos en que pousavan: 
leda m'and' eu. 

Vos ihi tolhestes os ramos en quo eiian 
e this seoaatee as fontes en que bevian: 
leda m'and' eu. 

Vos ihi tolhestes os ramos an quo pousavan 
e ihie secastes as Pontes u se banhavan: 
leda m'and' eu. 

Odea LXRV 

Micha'dlis observed that the call to the lover to rise was still 

to be found in the popular poetry of Galicia and Portugal in 

the nineteenth century. 
104 Torneol'a cantiga is the first 

such call - other than the dawn cummon© of the khar ae - in 

the poetry of the Peninsula. Ito repercussions were to be 

widespread throughout the Spanish-speaking world in the contexts 

of both the alborada and the alba, since clearly it lends itself 

to the two traditions - of dawn meeting and of dawn parting. 

It may be that the formula of the first line, 'Levad', amigo,! 

was already present in Galician popular song or it may be with 

Torneol, as with Meogo, that the poet found his inspiration for 

the adaptation of a popular tradition of dawn meeting in the 

Song of Songs. The cantina, echoes the invitation of the 

lover to his beloved in the Song: 105 
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Surge, propera amica meat columba meal Zornrosa meat 
et vent. 

1.4 {10) 

In the Song the arrival of spring is marked by the passing 

of winter: 

lam enim Memo transiit, imber abiit, et recosait. 
1.4 00 

and in the cants the mornings through which the lover sleeps 

are the chill dawns of early spring: 

quo dormides as manhäas frias 

The signs of spring in the Song are those which will become 

features of the medieval topoe: 

Flores apparuerunt in terra nostra, tempus 
putationia advenit: vox turturis audits est in 
terra nostra. 

I. 4 

and in the canti the girl reminisces over the joys not of 

the coming spring but of springs past: 

toda-las ayes do mundo d'amor cantavan; 
do meu armor e do voaa' i enmentavan. 

It is here that the Song of Songs and the cants part company, 

for the Song hereafter anticipates the consummation of mutual 

love, but the cantiga can only bitterly recall a rejected love, 

conveyed in the lover's destruction of the lovely place and 

its conversion into a locus foedus. This in not the locus 

amoenu© in a wild netting as is the glade in the ' robredo de 

Corpes' of the Poema de fllo Cid, 106 where 'los montes son altos, 

las rramas puian con las nües', but the simple transformation 

of a personal paradise into a hell. 107 It may be, however, 

that the girl has the laßt word: read crudely her refrain 

'leda m'and' eu' could be taken to mean 'I don't care'. 
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More prosaioally, it one reads the refrain in the subjunctive. 

the tragic nostalgia of the narration is confirmed and the 

refrain becomes a plea for the restoration of past happiness: 

'Lot me go joyfully' or 'if only I could be happy'. 108 

In Castilian the images of the Galician dawn meetings recur, 

though not necessarily only in dawn songs, in different 

proportions and in different combinations. It may be the 

influence of the Ponte-frida ballad of the widowed turtle- 

dove, which Asensio regards as probably being of French 

origins , 
109 

which brings the image of the fountain or water- 

course into prominence while the stag fades almost to oblivion. 

There are only a few notable poetic appearances of the deer in 

the Castilian villanoico. In a villancico of somewhat 

superficial tone the hind, symbol perhaps of a rival, is told 

to keep away from the water so that the singer can wash her 

lover's shirt. The symbolism is explicit with none of the 

mystery and magic of the canti of Pero Meogo: 

Oervatica, que no me la vuelvas, 
quo yo me la volvere. 

Cervatica tan garrida, 
no enturbieß el agua fria, 
quo he de lavar la camisa 
de aquel a quien di mi fe. 
Cervatica, que no me la vuelvas, 
que yo me la volvere. 

PT-T } 

Aeensio in his discussion of Ponte frida traces the cool, 

clear aspect of the water back to St Jerome's gloss of it as 

'conaolatio', transmitted through the Sy1va a1legoriarum Sacrae 

9cripturae (Barcolona 1570) of Jeronimo Lloret. 110 According 

to K. Bataillon, ttt the notion of the turbid waters of discord 

was introduced to the turtle dove legend by Boncompagno, the 

Italian rhetorician (d. 1240). Hie Epistolarium is the love 
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letter 112 of a deserted woman: 

Like a turtle dove on a dry branch I moan incessantly, 
troubling the water I drink with map tears. 

Undoubtedly, however, the clear/turbid water antitheoie was 

already an eatabliched feature of popular culture before 

Donconpa. gao incorporated it into the legend of the turtle-dove. 

Castilian, unlike Galician, appears to preserve the main- 

stream European and Eastern European tradition of birds at the 

fountain or water course, a role usurped in Galician by the stag. 

Nevertheless, in the canti s song birds herald the dawn and 

sing of love, not only in Torneol's alborada, but also in a 

pa stor ela: 

E ae aves quo voavan, 
qusndo oaia l'alvor, 
todaa d'amores cantavan 
pelon ramos d'arredor, 
maie non sei tal qu'i'stevesse 
quo en al cuidar podesse 
senon todo en amor. Odea CCLXXX 

An echo of this cantiga of Joan Airao appears in Melibea'a 

dawn song in La Colestina: 

Papagayo3, ruiaenores 
que cant6is al alborada. 113 

In a past___orelp of Don Dinis the shepherdess's 'papagayo' 

assumes a somewhat more important role in the dialogue: 

Ela tragia na mao 
um papagai mui fremoso, 
cantando mui saboroso, 
ca entrava o veräo, 
e dies't "Amigo loucao 
quo faria per amores, 
pots m'erraote© tan en vao 
E caeu antr'uas flores. 
"So cio queres dar guarida" 
disc' a pastor, "di verdade, 
papagai, por caridade, 
ca morte m'e esta vida" 
Diawels "3enhor (mui) conprida 
do ben, e non vos queixedee, 
ca o que vos a aervida 
erged'olho e vee-lo-edea" Cd a II 
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In this highly stylised pastorela the shepherdess is a lady of 

the court 'Senhor (mui) comprida/ de ben' and her parrot seems 

to fill the role of courtly go-between, a symbol of the lady's 

readiness for love. The beautiful and evil Maria Egipciaca 

carries just such a symbol both when she leaves home to embark 

on a life of sin in Alexandria and again when she embarks for 

Jerusalem: 

Una aveziella teni4 en mano, 
assf canta yvierno como verano; 
? aria la teni6 a grant honor 
porque cada dia canta d'amor (11.143-146) 

on mano teni© hurra calandria 
-en Beta tierra le dizen triguera, 
non hi a ave tan cantaS -; 
e prisola en cu punyo. 

ý14 
(11.322-325) 

Roger Walker observes that this interpolation in the legend of 

Maria Egipciaca is a peculiarly Spanish invention and appears 

in no other version. 
115 It ist however, perfectly consistent 

with a growing Castilian tradition which attaches considerable 

eymbolic, importance to the activities of birds. It is a white 

dove, a courtly messenger if one accepts Spitzer's 

interpretation, 116 that splashes water into wine in the 

scholar's vi©ion in the Raz6n de eror and, in the Ponte frida 

ballad, birds as images of contented lovers cluster round the 

clear waters of the spring: 

Ponte-frida, Fonte-frida, 
Ponte-trida y con actor, 
do todas las avecicas, 
van tonrar consolaciön, 
si no es la tortolica, 
que estä viuda y con dolor. 

Logically the enhanced role of birds in Castilian as imaged of 
lovers prevails over the less relevant image of the Galician 

stag no that ultimately in the popular lyric it in the bird/ 
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fountain imagery which dominates: 

Pajarillo que vas a la Puentel, 
bebe y vente. LPII II. 492 

only in the semi-learned poetry of Juiao Bol2eiro is 

there any intellectual justification for the alboradan of 

Galicia. In two of Bolceiro's oantipas, both sung by a girl 

longing for her lover's arrival, the dawn is regarded in 

precisely the same way as in the khar as, with an additional, 

pronounced emphasis on the religious inspiration for the 

interplay of light/dark imagery. The dawn motif in both 

cantigas is subordinate to the contrasting themes of the 

darkness of night and the loneliness and sleeplessness of 

the girl: 

Da noite d'eire poderam gazer 
Grande® tree noites, cegundo meu sen, 
maia na d'oje me voo muito ben, 
ca voo meu amigo, 
e, ante quo 1h'©nvianse dizor ron, 
veo a lux e foi logo comigo. Cdea CCCRCV 

The nocturnal 'lament of each strophe is relieved by the 

redeeming refrain: 

veo a luz e foi logo oomigo. 

The lover ie the light of dawn and the reminiscence of the 

treatment of the sarge theme in muwaääaia and khar a is strong 

indeed: 

Elle chante our son amour des chansons pl©inea de desir: pent-8tre le vorra. -t-elle quand viendra 
Taube-. 

Non dorm" mamma 
a rayo de manana 
Bon Abu'1 Qüim 
la faj de matrana. Stern 36 

In the other of Botaeiro's dawn cantiraa, he elaborates 

upon the aaeocietion of the coning of the lover with the dawn; 
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the girl prays to God for light and is disappointed; the light 

of God does not bring the comfort the girl knows in the light 

of her lover's presence. Christ, the light of the world, can 

only provide the long, lone winter nights of advent and, when 

the lover is actually present, the God-given light of dawn is 

unwelcome: 

Ben meu amigo mash' eu ceniheira 
e sol non dormen estes olhos meus 
e, quant' eu posso, pee' a luz a Deus 
e non mi-a da per nulha maneira, 
maie, ae masesse con meu amigo, 
a luz agora seria migo. 

Quand' eu con meu amigo dormia, 
a noite non durava nulha ren, 
e ora dur'a noit'e vai e ven, 
non van (a) luz, non pareo' o dia, 
main, so maseaae con meu amigo, 
a luz agora aerie migo. 

S. Segundo, coma mi parece, 
comigo an meu lum' e meu senhor, 
ven log' a luz, do que non ei sabor, 
e ora vai noit'e van e cresce, 
mail se maeeane con meu amigo, 
a luz agora seria migo. 

'Pater nostrus' rez'eu main de cento 
por aquel que morreu na vera Cruz, 
quo el mi mostre mnuy cedo a luz, 
male mostra-mi as noites d'avento, 
mail, so masease con meu amigo, 
a luz agora seria migo. Cdea CCCXCIV 

In this strangely' convoluted cantiga, the light of the lover 

has superseded the natural dawn light and the religious imagery 

from which it is derived; now any comparisons with Christ or 

with the brilliance of the dawn are superfluous to the depiction 

of this earthly lover. The conceit of this cantigaa ie too 

complex for it to be of purely popular origin. Bolseiro would 

undoubtedly have met Guiraut de Riquior at the court of 

Alfonso X and might well have been impressed by the latter's 
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own poem of dawn longing and by the contemporary religious al bae 

of Provence. 117 It may be, however, that this external 

influence was simply a spur which stimulated Boleeiro to tap 

an already existent source of imagery within the Peninsula, 

the imagery of the MMozarabic hymns and of the khar ae. 
118 The 

fervid assertions of the Mozarabic liturgy with its intense 

light/dark imagery, and their echoes in the kharjas, brought 

to the north by refugees, could certainly have reinforced a 

popular tradition of dawn meeting in poetry and made it 

acceptable to the court poets for whom Provengal influence 

was strong. 

There are, however, certain elements in Boleeiro'e cantigas 

which have nothing in common with the ! ozaral 

with the superstitious but genuine religious 

other cantigaa, particularly of the cantigas 

These elements 3uggeot a Goliardic influence 

in the reference to the lovers' Paternoster, 

a French version of which reads' 

Pa nobis hodie 
Et dimitte nobi©. Por qoi 
Dato, n'avez nerci de moi 
Debita nostra. Douce amie 
Por Dieu, le filz Sainte Marie 
Vous pri qu'aiez merci de moi. 119 

)ic tradition or 

fervour of the 

de romaria. 

- particularly 

an extract from 

Yet paradoxically Bolseiro's cantiga is more profane and more 

blasphemous than the Goliardic verses - or than any of Juan 

Ruiz's religious parodies - because, for all their buffoonery, 

their risqu6 language and their irreverence, the latter remain 

for the most part within the ecclesiastical framework. In the 

eanti , however, the girl rejects God and religion as inadequate 

and unable to help her. She denies the light of God in favour 
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of the light of the lover and makes a cult of love which conforms 

in its heresy to the precepts which made the excesses of the 

courtly love of Provence anathema to the Church. Significantly 

Bolseiro'a other cantigas de amigo, apart from two barcarole. ©, 

betray a philosophical introversion more akin to the cantigas 

error; indeed, in one cantiga de amigo, the girl praises the 

poet's lyrical powers thus: 

Fez ua cantiga d'amor 
ora meu amigo por mi, 
que nunca melhor feita vi, 
mail, coo a'e mui trobador, 
fez uas lirias no son 
que mi eacam o coracon. Cdea CCCCII 

Clearly for her and for the poet the appeal of the cantig4 is 

intellectual as well as lyrical and artistic: she and he are 

aware of the associations, liturgical and heretical, of his verse 

and it is this conscious heresy which, in his dawn cantigas, 

divides Bolseiro's compositions from the innocence of the 

religious metaphors of the kharjas and from the guileless 

intensity of the cantigas de romaria. 

Nan6ndez Pida1, in his definition of traditional poetry, 

etreaoeo the importance of the relationship of the courtly and 

the popular in the preservation and traneciiasion of traditional 

themes. 
120 The traditional theme is dependent on the two modes 

of expression for its survival. Nowhere, as ve have seen, is 

this theory more fully illustrated than in the dawn songs of 

Galicia where the court poets seek their inspiration and 

imagery in the national tradition and in so doing preserve 

and enhance the themes of that tradition. 
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Notes to Chapter II 

1. Scudieri Ruggieri actually claims that the khar as derived 
from can tigas de amigo transmitted to Al-Andalus by 
northern captives and concubines. She sees in the 
khan as the reduction of the cantigas to their basic 
e euren s. 'Rifi. ession. "` su "k ro "cantigas do 
amigo"', Cultura Neolatina, BXII 

(1962), 
5-33. 

in 2. Ste hen McKenna, Pa nism and Pagan Survivals in Spa 
Washington, 1938)9 Ch. I. 

3. This view is corroborated by Castro: 
"Los habitantes del norte y del noroeste de la Peninsula 
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H. Obermaler, Poeeil Ian in Spain, pp. 129,130, 
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191 

71. Latin Rhetorical Theory in Thirteenth and Fourteenth 
Century Castile (Berkeley, 1972). 

72. Curtius, European Literature and the Latin Middle Ages 
(London, 1953). pp. 195-98. 

73. 'E a cantiga imitada por Dom Dinia em "Levantou-s' a 
velida"', Reekert, Do caneioneiro, p. 101. 
Don Dinis's ca, n_ tiga is undeniably complex; Meogo's, 
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Lae sierras eran altao e las cuestae enfiestas 
las carreras angoetaa, las paredes aviesas. 
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2 vols. (Madrid, 1970-72). 

115. Estoria do Santa Maria E igiaca, ed. Roger M. Walker 
(Exeter, 1977), p. a$avi. 

116. Leo Spitzer, "Raz6n de amor". Ro mania, IXXI (1950), 
145-65. 

117. Nunes believed Bolseiro to have been in the service of 
Mem Rodrigues Tenoiro and to have visited Seville 
with the troubadour. Cantigas de amigo, I, 
pp. 298-300. 

Men6ndez Pidal gives a detailed account of the lives and 
relationships of the troubadours at the court of 
Alfonso I and refers particularly to the activities 
of Riquier and Bolseiro. Poesia luglares ca 
juglares (Austral), p. 127. 

Brilde Reali, however, is much more conservative in her 
assessment of the lives of the troubadours and 
suggests only that Bolseiro was possibly Portuguese 
and that he was much travelled (in which case of 
course a stay at the court of Alfonso X would have 
been highly probable). "Le oantigas di Juyao 
Bolseiro", Annali dell' Istituto Orientale di 
Napoli, VI 11g , 237-33b. 

118. This view is supported by Reali: 
In realtä l'ispirazione poetica sembrerebbe qui, 
piü vicina all'ambiente delle kharge the alla 
sommessa temperie della lirica amorosa gallego- 
portoghese. 

"Le cantigas", p. 243. 

119. B. Barbazan et M. Moon, Fabliaux et contes des oetes 
frangois des XI XII, XIII XIV et XV si Iles 

aria, 1808), I. 

120. De rimitiva lirica ea anola anti pica (Madrid, 
Austral 1051,1951)9 P. 9. 
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CHAPTER III 

The Dawn Tradition and the Expansion-of-Imagery 
in the Castilian Lyric 

Whether or not there existed an early tradition of lyric 

poetry in Castile, there is ample evidence, particularly in the 

Poema de Hip Cid, for the significance of dawn ritual, since 

many of the major events of the Poema take place at dawn. At 

dawn the Oid goes to the monastery of San Pedro de Carden to 

take hie leave of Ximena who with the abbot, Don Sancho, is 

engaged in the religious duties appropriate to the time of day; 

the mention of cock crow reinforces the reminiscence of the 

Breviarium Gothicum in limena'© devotions: 

Apriessa cantan los gallos e quieren quebrar albores 
quando lleg6 a Ban Pero el buen Campeador 
con estos cavalleros quell sirven a so sabor. 
El abbat don Sancho, chriotiano del Criador, 
rrezata los patines abuelta do los albores, 
i estava dona Ximena con ginco dueness de pro, 
rrogando a San Pero e al Criador: 
"; Ta que a todos guias väl a Mio Sid el Canpeador; 

(235-24 

There is, too, perhaps a hint of the type of invocations found 

in the Galician cantigaa de romaria in Ximena'e prayer for her 

husband. 2 The dramatisation of the situation common to many 

a Mozarabic and Galician dawn lyric in this episode in the PPoema. 

culminates with the arrival of the aid amid great rejoicing. 

The Cid'e first success in exile is the capture at dawn 

of Caste16n de Henares. The poet rhapsodizes over the beauty 

of the dawn which draws the unsuspecting Moorish inhabitants out 

to the fields leaving the town undefended and open to attaok: 
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Ta uiebran los albores e vinie la manna, 
iai6 ei sol, . Dios, que fermoso apuntava! 
En Caste16n todos se levantavan, 
abren las puertas, de fuera salto davan 
por ver sus lavores e todae sus heredades; 
todos eon exidos, las puertas abiertas an dexadas 
las yentes de fuera todas son derramadas. 

(456-46 ) 

Besieged in Alcocer, the Cid addresses his troops at dawn 

before battles 

Otro dia manna el sol quern apuntar 
armado es Mio Qid con quantos que 41 ha, 
fablava Mio Qid commo adredes contar. (682-684) 

and at daybreak the Cid prepares to take Cebolla in the first 

battle of his Valencian campaign: 

Manana era y pi6noanse de armer, 
quis cada uno d'elloe biers sabe lo que ha de far. 
Con los alvores Mio cid ferirlos va: 
"'En el nombre del Criador e del ap6stol Sancti YagUe, 
"feridlos, cavalleroa, d'amor e de grado e de gran 

voluntad, 
"ca yo e6 Ruy Diaz, Mio Qid el de Bivart" 

(1135-il44) 

So much success and exultation at dawn is, however, but a 

prelude to the painful and ironio blow dealt to the Cid's 

honour by his blackguardly eons-in-law, the Infantes de Carrion, 

also at dawn. Journeying through the forest of Corpes, the 

Infantes de Carrion assault their wives, Elvira and Sol, the 

Oid's daughters, at daybreak and leave them for dead, in 

revenge for supposed insults inflicted on them by the Cid. 

There is here an obvious and intentional contrast with the 

circumstances of the Cid's military achievements; the care 

with which the poet depicts the scene both in time and place 

suggests that he also intends to create an ironic contrast with 

the tradition of lovers meeting at dawn in poetry. 
3 Not only 

is it at dawn but also in a clearing in the wild forest of 

Oorpes, by a spring that the Infantes prepare their vicious 
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attack: 

Fallaron un vergel con una linpia fuent, 
mandan Eincar la tienda ifantes do Carr16n, 
con quantoa que ellos traen i iazen essa noch, 
con sus mugieres on bracos denu6stranies amor, 
1mal ge be cunpiieron quando sali6 el soll 4 

(2700-2704) 

Thus there is evidence, cruel and antithetical though it be, 

from Castile, in the Poema de Mio Cid, half a century before 

the full flowering of the Galician Portuguese cantigas do amigo 

of the elements of the lyrical tradition of dawn meeting as they 

will appear in the cantigas of Pero Meogo and, later, of Don 

Dinis. 

Like the spring introduction, the dawn becomes a topos in 

the narrative works of Castile and is used for purposes of 

parody and satire. This is particularly true of the Libro-de 

Buen Amor. At dawn the Arcipreate de Hita encounters the 

antitheses of courtly beauty, the wild women of the mountains, 

in his parodies of the pastorela; 
5 he recounts his experiences 

both in his narration and in his Canticas de serrana, composed 

in celebration of these somewhat obscene episodes: 

Paaeando una manana 
El puerto do Malangoeto 
Salteö m' una cerrana 
A l'asomada del rrostro. at. 959 

Lunen ante del alva comence mi camino 
Falle cerca el cornejo, do tajava un pyno, 
Una serrana lorda. at. 993 
Cerea la Tablada 
La sierra pasada 
Fall6me con Alda 
A la madrugada st. 1022 

Yet at the same time, in his songs to the Virgin, Gozos de 

Santa Fjarýa, the Arcipreste applies the image of the dawn to 

the Virgin Mary: 
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0 Maria! 
Luz del dia. at. 20 

This versatility between the religious and the secular is even 

more apparent in Juan Ruiz'e parody of the canonical hours which 
6 

is effectively the first Castilian alborada. 

The Libro de Buen Amor owes its inspiration to many 

sources - to Ovid's Ara Amatoria directly and by way of two 

widely diffused elegiac comedies, De Vetula and Pamphilus, to 

the didactic tradition of the exemplum collections, to the 

fabliaux, to the canons of courtly love, to sermon technique, 

to the European genre of the erotio pseudo-autobiography, to 

Marian poetry and to the popular lyric. There is over all 
7 

these aspects of the Ar9ipreete'e composition, with the exception 

of his truly religious adoration of the virgin and of his heart- 

felt imprecations against the ravages of death, the veneer of 

a witty, extremely able Goliardic poet. Juan Ruiz was not a 

wandering scholar but much of the Libro de, Buen : Amor suggests 

a deep sympathy, not only with the roistering excesses of the 

Ordo Vagorum, but also with their contempt for the senseless 

restrictions and the blatant hypocrisy of much of medieval 

monaetio life. 8 

The Goliarde exploited the parodic potential of many 

liturgical forms to suit any purpose: in the Poker Player's 

Mass the Almighty is invited to participate at the tables; 9 

a dying man in his Credo aaeerte his conviction that, in the 

course of his life, the pleasures of this earth have stood him 

in better stead than any belief in Heaven. 10 The same 

collection contains Love's Paternoster: 
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Et in terra sor toute gents 
Avez le core et bel et gent 
Ce m'est avis. 11 

Juan Ruiz' parody, however, is not of the Credo or the 

Paternoster but of the Canonical Hours and is probably the only 

documented such parody. He places it in the framework of his 

invective against Don Amor who assumes the form of a parish 

priest, disregarding the poor and needy and bent only on self- 

indulgence in the tavern with his boisterous friends: 

Rezas muy bien las oral con gargones folguinee 
Cum his qui oderunt pacem Pasta qu'el ealterio alines. 

at. 374 

The style is closely akin to that of the Archpoet in his 

Oonfeeetos 

Meum eat propositum 
in taberna mori, 
ut eint viva proxima 
morientis cri; 
tune cantabunt letius 
angelorum ohoria 
'Deus At propitius 
huic potatori. ' 12 

In 1279 the Council of Munster had found it necessary to issue 

an edict to the priests in its jurisdiction against the sort of 

behaviour in which Juan Ruiz's priest indulgest. 

Ike clerioi vagentur nocturno tempore per plateas, 
et ei quos ex junta et legitima causa transire contingat, hoc decentur faciant eine olamore, eine tistulie, eine tympanis, et quo libet strepitu et chorea. 13 

The revellers in the Libro de Buen Amor, raise the wine cup, 
14 'in nootibus extollite', until the hour of matins, just after 

midnight, when, instead of repeating the first prayers of the 

new day, the priest goes home to bed with his amiaa. (This 

presumably was not the situation envisaged by the Council of 
Rouen when, in 1214t it forbade prelates from hearing matins in 
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bed. 15) Otis H. Green, in his article on Juana Ruiz's parody 

of the Canonical Houurs, has amply elucidated the thinly veiled 

obscene terminology which Juan Ruiz uses with apposite passages 

from the Psalms to describe the process of lovemaking; 16 the 

vocabulary is universal and also appears in Chaucer's 'Wife of 

Bath's Prologue' and in Roman do la Rose. Amid great 

liturgical protestations of gratitude and delight, the priest 

achieves his climax at dawn, signif ioantly, and perhaps 

surprisingly, the dawn of the Mozarabic hymn, 'Aurora lucis 

rutilat': 

Desque sientes a ella, tu corag6n espagias, 
con maitinada cantate en las friuras lagias, 
laudes 'Aurora löe [e] dasle grandee gragias, 
con Miserere mei" mucho to le engragias. 

at. 376 

Having thus generously provided such indisputable evidence for 

the persistence of the Mozarabia tradition in - fourteenth- 

century Castile, Juan Ruiz changes the scene, for, with the 

break of day, the priest sets off on another amorous pursuit 

which itself introduces motifs reminiscent of other traditions. 

The priest summons his go-between and sends her on an errand: 

En ealiendo ei sot oomiengae luego prima: 
Deus in nomine tuo ruegas a tu xäquim 
quo la hieve por ague e de a todo pima: 
Va en achaque de aqua a verte la mala eequima. 

st. 377 

The go-between is to send the object of the priest's desires 

to fetch water from the well and bring it to him: the well, as 

we have already seen, is an important characteristic of the 

Galician alboradas, it is also prominent as a tryating place 

in the Castilian lyric. It the girl whom the priest is seeking 
to seduce is not prepared to fetch water from the well, she 
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should be sent to the gardens to pick red roses: 

e, ei es tal quo non uea andar por las callejas 
que la lieve a las u©rtae gor las rosao bermejas: 
ei cree la bavieca sus dichos e consejaa, 
4uod Eva trrintis trae de guicumgue volt redruejas. 

st. 378 

With a cruel irony, the rogue relishes the prospect of the girl's 

sheave, anticipating hie certain seduction of her and her distress 

at her own folly; he imagines her returning from the garden of 

love trailing the withered, sterile redrueiag in place of the 

bloom of her virginity. The motif of gathering roses as a symbol 

of lovemaking appears frequently, in the dawn setting, in the 

villancico but not in either the cantl&; e or the Rhar as. It 

is a universal image in medieval Europe and doubtless owes much 

of its popularity to the diffusion of the supreme allegory, 

Roman de la Rose, of which it is the central theme. 

If this line of pursuit, with its intimations of the 

traditional lyric, proves unsuoc©ooful, then the lover of the 

Libro de Buen Amor to forced to resort to the more tedious 

courtly method of wooing hic beloved, of serenading her and 

laying siege to her eenoees 

", ei es duena tu amiga que desto 
tu cat61ica a eil. a cats manera que 
o®, lingLu)a, hers la envade, aeso 
va la duena a torgia, en caridat 1, 

non se oonpone, 
la traetorne: 
con ardor poopone: 

even Pone. 
at. 379 

This sketch of courtly lovemaking in the style of the canttg e de 

no may contain an allusion to the clinically well-defined ailment 

of love, heroost which, as John Livingston Lowes has demonstrated 

in 'The Loveres Maladye of Hereoa' (Modern Philology XI (1913-14) 

491-546), was introduced to woetern Europe by Arabia medicine. Here 

the suggestion is that the ailment is concomitant with the contlieion 
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of the intellect caused by courtly love rather than with the 

sexual expediency of the priest's more direct amorous exploits. 

Such persistent wooing, however, inevitably leads to the same 

goal, the lover's mass, 'ein gloria e sin son'. 
17 

These lines from the Libro de tuen Amor represent a 

significant amalgam of the several influences, religious, 

courtly and popular, which in a variety of combinations underlie 

the traditional Castilian villancico. In his parody of the 

Canonical Hours Juan Ruiz returns, perhaps knowingly, to the 

Mozarabic hymns and the liturgical influence in the secular 

tradition of dawn meeting. He appears to be consciously 

regarding the tradition from all angles, for his versatility 

is not limited to his ability to reconcile the religious and 

the secular, but, within the secular, to adopt whatever mode of 

composition suits his satirical purpose. He is well able to 

assume the courtly guise of the Galician troubadour and exploit 

the hyperbole of the courtly repertoire; it may be that he is 

also aware of the troubadours' other repertoire, the traditional 

cantigas de amigo; the evidence is tenuous but there may be a 

reference to the Galician visit to the spring at dawn in the go- 

between's mission and, certainly, the 'eerrana' engaged in 

chopping down a pine tree, contrasts rudely with the shepherdesses 

of the Daetorelas and with Don Dinis' young girl who asks the 

flowers of the pine for news of her lover. Juan Ruiz is 

equally well aware of the hidden meanings contained in the 

symbolism of the popular Castilian lyric and obviously expects 
his audience to recognise them, thus indicating the existence 

of an established lyrical tradition in Castile. In his 

cynicism he discards the accrued layers of poetic mysticism 
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which envelop the love lyric, to reveal what he sees as the 

bare facts of life; he also conveniently reveals certain facts 

about the state of lyric poetry in Castile and, by implication, 

suggests where its sources lie - in the Mozarabic tradition, 

possibly also in the Galician popular lyric, in courtly poetry 

and in symbolism. 

The alborada evolves in Castilian in two fairly distinct 

thematic styles: one is the direct invocation to the lover 

strongly reminiscent of the dawn summons of the kharlas and the 

imagery of the Mozarabio hymns; the other is narrative and 

descriptive, more closely akin to the canter de amigo with 

which it often shares both form and imagery. Inevitably the 

two styles fuse in many cases to produce a third, which combines 

the colour and exuberance of the Mozarabic dawn with the natural 

phenomena of the cantigae. Form appears to be adaptable: the 

villancico which most strikingly echoes the urgency of the dawn 

khar as is rendered in parallelistic form; it was in fact this 

villancico which Lang translated back into what he supposed was 

its original Portuguese form: 16 

Al alba venid, buen amigo, 
al aiba venid. 
Amigo el que yo mäe queria, 
venid al alba del dis. 
Amigo el que yo mäe. amaba, 
venid a la luz del a1, ba. 
Venid a la luz del dia, 
non traysio compania. 
Venid a la luz del albarm 
non traigäi© gran compana. 19 P. T. T. 24 

The parallelism of this villanoioo, for all that it employs 
A 

'leix-pron', is not the parallelism of the Galician troubadours; 
A 

the villancico opens with the estribillo, unlike the Galician 

form, and there is no refrain accompanying each distich, as 
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there would be if the villancico were true to the cantipa model. 

Here, unlike the treatment of the dawn theme in the cantigas, 

natural phenomena and reflectLve soliloquy play no part; apart 

from the identification of the lover with the approaching day, 

there are no subtler shades of meaning to be unveiled: the poem 

is simply a straightforward appeal to the lover to come alone 

at dawn. Only in the Tßozarabic lyric is there a comparable 

preoieion: 
iBen, sidr, be`nil 

El qerer e9 tanto beni 
d'elft' az-zameni, 
kon fllio d' Ibn ad-Daiyeni. GG I (de is serie 

hebrea) 

A Romance interjection appears in Ibn Quzman's ze el of 1134, 

using the same vocabulary and evoking the same sense of joyful 

anticipations 

alba, alba es de luz en un dia. 20 

Unfortunately the text is too fragmentary and uncertain for 

much significance to be safely attached to it. 

In the Sephardic tradition, the similarities with the 

Mozarabic dawn welcome are even more pronounced, though here 

it is the beloved who is summoned to meet her lover; there is 

an implicit comparison between his face and the dawn: 

Herman, hermana, 
venie por la manana 
veris al novio, hermana, 
verse al novio de la Cara blanca. 

No se que le digs, hermana, 
ni se que le hable: 
tan do maäana, hermana, 
tan do manna, como alboreaba. 21 

The direct speech, the very early morning, the face of the 

lover, all these elements recall the kharla: 
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Yä metre ' 1-lima 
a rayo de manna 
Bon Abu'l-Hajjäj 
la faj de matrana. Stern 36a 

A wedding song in celebration of the bride's beauty repeats 

the image of the rising sun which, as we have seen, was 

favoured both by the Christian poets and hymn writers and by 

the Arabic court poets of Al-Andalus: 

Y arrelumbre y arrelumbre 
y arrelumbre su mazzale 
como el sol cuando sale, 
como arrelumbre esa novia 22 delante de todo el cahale. 

The process comes full circle in the fifteenth and 

sixteenth centuries when the religious poets of Castile 

appropriate the imagery of the popular dawn lyric and restore 

to the Christ Child the glory of the rising sun; his Mother, 

Mary, then acquires the attributes of the dawn: 

Dönde va el albs diving 
con el Sol quo al mundo salva? 
Quieron matarle, y el albs, 
le oubre con su cortina. 23 

The Christ Child may compete with the brilliance of the real 

sun: 
Do una Virgen hermosa 
celos tiene el eol 
porque vio on sue brazoe 
otro Sol mayor. 24 

or he may actually take over the function of the sun in the sky: 

El sol quo alumbraba ei suelo 
y allä on el oielo se encierra, 
ya alumbra desde la tierra 
porque la tierra ya es cielo. 25 

His radiance awakens the sleeping soul, still in the Prudentine 

tradition: 

La luz es nasoida: 
sale el Sol, qu'es Dios. 
No durin is mi vida, 
qu' este $oi, mi ala, 
nage para voe. 26- 
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The interchangeable religious and secular nature of many of 

these lyrics becomes, however, apparent when they appear in 

different contexts. The lyric which anticipates the lover's 

arrival, 

Qu{ndo eaidriye* ei alua galana? 
quändo saldreye, ei alua? 27 

in the seventeenth century is adopted by Jose de Valdivielso 

and used as a prayer to the Virgin: 

Tirsi, que estä codioioso 
del A1ua, que ver procura, 
porque so Alua la blancura 
quo enoierra aquel Sol hermoso, 
que oalga deuoto eapera 
a aquel balc6n do crystal 
y por enganar su mal 
is canta delta maneras 
Quändo salirgie, Alua galana, 
qu, ändo salirSte, El Alua? 28 

The identification of the Virgin and the beloved with the dawn 

and its beauty belongs not to the Mozarabic but to the Galician 

tradition. The religious poets resolve the resulting confusion 

in Castilian, as we have seen, by equating Christ with the sun 

and his Mother with the dawn. In the popular love lyric, where 

rules are less clear-cut and where conventions are moulded over 

generations, the distinction is lefts obvious. The coming of the 

lover is clearly identified with the coming of day, as in the 

khar ae, in 'Al alba venid' and in a Sephardic dialogue, which 

recalls the Song of Songs, the lover arrives with the dawn: 

- Abridme, galanica, 
que ya va a amanecer. 

- Abrir vos abriria, 
el mi lindo amor, 
la noche no durmo 
pensando a vos. 29 

The beauty of the dawn, however, is usually in Castilian, as in 

Galician, an image of the beloved. Just as in religious poetry 
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the dawn is an epithet of the Virgin, so in cultured poetry it 

is developed as a conceit of the beloved's fairness: 

Cuando sale el alba. 
Lucinda bella 
sale mäe hermosa, 
la tierra alegra. 
Con su sol enjuga 
aus blancas perlas; 
si una for le quita 
dos mil engendra. 30 

The image persists in the semi-popular tradition in a less 

pretentious vein: 

A ooronarse de flores 
salieron el alba y Menga 
la cianana de San Juan, 
por ei prado de au aldea. 31 

while in a lyric which, like many other Castilian villancicos, 

appears to be little more than a combination of traditional 

motifs and refrains its artless simplicity is unrivalled: 

Quo despertad, la blanca nina 
quo deapertad, que ya viene el dia; 
quo despertad, la nina blanca, 
quo deapertad, que ya viene el alba. 32 

Here the whiteness of the girl is identified with the whiteness 

of the dawn simply through the juxtaposition of traditional 

formulae. The explicit comparison thus echoes more 

dramatically, though perhaps less subtly, the ambivalence of 

Don Dinis'e cantiga where 'alva' denotes both girl and dawn: 

Levantou-s' velida, 
levantou-a' alva 
e vai lavar camisas 
eno alto: 
vai--las lavar alva. Cdea XI 

The two most frequent dawn openings of the Castilian lyrio 

are found for the first time in Galician. The narrative 

account of the girl's visit to the stream to wash clothes in 

Don Dinis'© can tiaa, and of her visit to the well in Pero 
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Meogo's, 
33 both open in the same way: 'Levantou-s'a velida' 

and 'Levantou-e'a loucana'. This opening echoes through the 

Castilian lyric with one important modification: generally in 

Castilian the narration is recounted in the first person, 

'Levanteure', 'Yo me levante'. There usually ensues a trans- 

formation of the Galician stag/wind symbolism - in terms of 

fetching water from the well or of gathering roses - with the 

same outcome, the loss of the girl's virginity. Thus the 

villancicos preserve the sense of the Galician cantigas if not 

their atmosphere of mystery, while transforming the imagery to 

a style more immediately appropriate to Castile: 

Ni a7 vii a 

peral y habar, 
malo es de guardar. 

Levanteme, o madre, 
mananica frida; 
fuq cortar la rosa, 
la rosa florida, 
Palo es de guardar. 
Levanteure, o madre, 

to, mananica Clara, 
fuy cortar is rosa, 
is rosa granada. 
Malo es de guardar. 
Yinadero malo 
prenda me pedia: 
dale yo un cordone 
de is mi camisa. 
lialo es de guardar 
Vinadero malo 
prenda me demanda: 
yo dale una cinta 
de la mi delgada. 
Malo es de guardar. 34 

Here, gathering roses provides the pretext for the dawn meeting, 

as it does in Juan Ruiz's parody of the Canonical Hours. Echoes 

of the cantigas appear in the opening line 'Levant*Sme... ', in 

the parallelistic form which nevertheless is typically Castilian 

in its opening estribillo, and in certain verbal reminiscences, 
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particularly in the camisa de lgda correspondence. The piece, 

however, retains a strongly Castilian identity. The girl is 

accosted not by an anthropomorphised stag or wind, but by the 

gardener whose uncompromising attitude is evident in the epithet 

applied to him. He demands a pledge, cordons ci ta, of the 

love he has enjoyed while, in an undercurrent, the refrain 

voices the misgivings, doubtless expressed by the mother figure, 

addressed in the first line of the poem. 

The Castilian lyric has a facility for reducing the lyrical 

traditions of the Peninsula to their barest elements and of 

expressing them with a quintessential succinctness which conveys 

both an immediate sense of drama and far-reaching implications. 

Thus the dawn encounter can be summed up in a few lines which 

are just as eloquent as many a longer poem. The nightingale, 

of fickle affections, here illuminates the lover's untrustworthy 

character: 

Aquel gentilhombre, madre, 
taro me ouesta el su amor. 
To me levantara un lunes, 
un lunee antes del dpa. 
Viera eater al ruysenor. 35 

Despite the ominous overtones of the traditional elements 

it uses, the 8ephardio tradition of bridal songs manages to 

adapt dawn lyrics of this type to a happy ending, in which the 

girl marries the man who accosts her on the way to the well: 

To me levantara un lunes 
y un lunea por la manana, 
cogiera mi cantarillo 
ya la Puente fui por agues. 36 

Monday, the day of the week frequently designated in these songs 

of dawn meeting, is an unlucky day for lovers, according to 

Manuel Alvar who adduces evidence from the ballad of El rapto 

de Elena to substantiate this point: 
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Lunes era, caballeros, 
lanes fuerte y aciago. 37 

Such superstition recalls lit Martin of Braga's castigation of 

his flock in the sixth century for their belief in the power of 

the days of the week. Thus it would appear that the girl's 

misfortune might be forecast in the first line of the song. 

However, in these Sephardic wedding songs it would seem that 

the traditional theme of the dawn visit to the well with all 

its trappings and omens is adopted regardless of their original 

significance, and the portentous effect of the opening lines 

disappears in the anticipation of wedding festivities; a bright 

reality replaces Galician mystery and potential tragedy: 

Y on la mitad del camino, 
con el mi amor me encontrara; 
tirame al pecho la mano 
y al pecho me la tirara. 

- "Tate, tate, tu, ei caballero, 
döjane irme Para caea" 38 

In the study of the Galician dawn cantigae, Torneol's 

cantiga 'Levad' amigo que dormides' was compared not with the 

dawn summons of the khar as but with the call to rise of the 

Song of Songs. The spring awakening of the Song is inverted 

in Torneol'a cantiga in an ironic revelation of the destructive 

power of love. Torneol's finely wrought irony finds no place 

in the Castilian calla to awake and rise where the Mozarabie 

brilliance of the sun enhances the features of the lovers' 

spring: 

Despertad dando rayon, 
mi sol dormido, 
puea on llaraan las ayes 
y mie ©uepiros. 39 

In a further blending of the various traditions, deriving both 

from the Song of Songs and from the Prudentine tradition, the 
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beloved is awakened and identified with the dawn and the 

rising sun: 

Despertad, Marfisa, 
que viere el alba 
abriendo las puertas 
porque ei sol salga. 40 

Similarly, in religious poetry the call to rise in accompanied 

by the potent nun imagery, first couched, in leas portentous 

texrms, in the Peninsula in the poetry of Prudentius and the 

language of the Mozarabic hymns: 

Levanta, hombre mortal, esta despierto, 
madruCa a ver tu luz y tu alegria 
antes quo salga el sol; resplandecia 
el dig s hermoso, olaro, abierto. 
Viste a Jesüs crucificado y muerto, 
y aquel eepulcro nuevo en piedra fria: 
pues mira in gran lumbre al tercet dia 
la villa, gloria y ser que ha descubierto... 41 

The persistent attraction for the Castilian poets of the Song 

of Bongo to obvious in an alborada a lo divino of Lope de Vega 

in which Christ addresses his mother: 

Leväntate, amiga mia: 
camina, paloma hermosa. 
Ya pas6 la noche fria 
del invierno rigurosa, 
y vino el alegre dia. 42 

In another stock formula of the dawn lyric the arrival of 

the dawn is announced with the succinct jubilation of the 

Mozarabic style. There is no explicit association of the 

dawn with the lover but euch symbolism may be inferred, 

particularly since Lope de Vega renders the refrain a lo diving 

with very definite symbolical implications: 

Alegraos pastores 
ya viene el aluore 
toned alegria 
quo ya viene el dfa. 43 

In the love lyric the girl is urged to hurry to meet her lover: 
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Ya viene el alba, a nina, 
ya viene el dia. 41 LHTP. 364 

and similarly, in a pastoral setting, the shepherdess is called 

down to the valleys 

Descendid al valle la nina 
que ya es venido el dia. 45 PTT. 106 

This type of refrain - 'que ya es venido el dial - and the call 

to rise - 'Levantate' - are stock formulae which can obviously 

be of ambivalent connotations in an erotic context. Clearly 

they can lend themselves both to the tradition of the songs of 

meeting at dawn, the alboradas, or to the tradition which 

prevails outside the Iberian Peninsula, of the alba, song of 

parting at dawn. There is, however, little evidence of the 

alba in the Peninsula before the sixteenth century, and this 

would suggest that when the albs uses such stock formulae they 

are in fact bei borrowed from the alborada tradition. Thus 

the call to rise and the refrain formula join forces to announce 

the end of a night of lovemaking: 

Leväntate, morenita, 
levdntate, rosale. da, 
l©vdntate, morenit9, 
que ya viene la man na, 
leväntate. 46 

In the second stanza the girl is depicted sleeping in the arms 

of her lover, thus indicating that the lyric falls into the 

category of the alba, but in other lyrics it is not always clear 

from the content of the poem whether meeting or parting is 

implied: 

Caracol 
cömo pica el col; 
los päjaroe plan. 
Loir ntate, morena, 
que viene el dia. 47 
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Similarly the calls to awake are often ambivalent: 

Sahe a eetela de alba. 
a manhan se v®n; 
recordait minha alma, 
naon dormais, mio bem. 48 

A Castilian villanoico on the eamo theme is, however, definitely 

glossed as an alborada: 

Recordedea, niüa, 
con el albore, 
oiredea e1 canto 
del rui©enore. 

Non finquäi® dormida, 
fembra enamorada 
pue© el alborada 
a anar nos convida. 49 PTT. 260 

Although these poems vary greatly in atmosphere and import, 

they would appear to bear out Rodrigues Lapa'e suggestion that 

there was available to the traditional poet, whether popular or 

courtly. a common stook of introductory formulae which could be 

conveniently adapted to serve either the alba or the alborada. 
50 

()angutia Elicegui has expanded a suggestion made by Lida do 

143alkiel51 and has found fairly close parallele to the dawn 

awakening poems of medieval Europe in the ancient Greek Locrio 

songs which are believed to be or popular origins. 
52 She has 

also adduced a cogent example from Propertius of a popular 

quotation: 

neo dicet "Timeo, propera tam eurgere, qumeso inßelix, 
hodie vir mihi rare venit" 53 

Monroe cites the appearance of a similar piece of reported 

speech in an Arabic dawn poem: 

She awoke me, then she said with sorrow, while tears 
flowed from her eyes: 

"Arise, a pure soul, do not dishonour me. The dawn 
has appeared. as well as the early morning chill.. " 54 

This coincidence has tempted Qangutia Elicegui to po©tulate a 
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link between the Latin and the Arabia; unfortunately. she does 

not seem to be aware of the many comparable but unrelated 

occurrences of the call to rice, similarly interpolated in 

longer poems, in Fos, in Chinese, Indian, Old Czech and 

Latvian. 55 

AH we have seen, there is little evidence of a prevalent 

early poetic tradition of lovers' meeting at night and parting 

at dawn in the Peninsula. The kharlas contain a suggestion of 

nocturnal meeting which accords with the predominant Arabic 

convention of dawn parting: 

Mew eidc 'Ibrahim 
ye nue`mne dolze, 
ten-te mib 
dg no jte. 
In nön, sip, non keris 
yire-me tib 
- 'Gar-me' a' ob 
a ter-to. G. G. I 

The only suggestion of a dawn parting in specific terms in the 

khan an is plagued by the problems of reading an ill-attested 

Romance dialect in Arabic script and is subject, an we have 

already seen in Chapter I, to two quite contradictory 

interpretations. t3tern'e version reads as an albs,: 

Vay yä saga 
albs ...... Stern 28 

while Garca G6mez'e rival reading with its dawn au ons 

definitely implies an alborada: 

Ben, yä ©abära! 
alba q'e5ta kon bel fogore 
kand bene bid'amore. G. G. VII 

In the cans de amigo. poems of dawn moeting dominate 

with a few exceptions, the most notable being Don Dinie's 

ambiguous canti#a in which the flowering pine may indicate 
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the arrival of spring or perhaps the break of day, in the first 

light of which such details of nature become apparent: 

Amad'e meu amigo, 
valh, a Deua ! 
vede la frol do pinho 
e guisade d'andar. 

Amigu'e meu amado, 
va]ha Deus l 
vede la frol do ramo 
e guisade d'andar. Cdea XXI 

In Castilian the most dramatic portrayal of dawn parting 

appears in the sixteen-act Comedia of 1499 of La Celestina. 

For Calisto, who has scaled the walls of Melibea's garden, 

the dawn literally means the final parting when he misses his 

footing and falle off the ladder to his death. In the twenty- 

one act Tragicomedia (1502), however, Calieto's death cones when 

the lovers' meeting is interrupted before dawn. As Doyermond 

has pointed out, Parmeno'e leave taking of Areuea falls into the 

category of the alba, modified to the prose dialogue of the 

work: 
56 

Pärmeno: ý Amanece o qu6 es eoto, quo tanta claridad 
oct4 en esta c6mara? 

Areuea: ý Que amanecer? Duermo, senor, que aun agora nos 
, acostamos. No he yo pegado bien los ojos, 

d ya habia de ser de dia? Abre, por Dice, esa 
ventana de tu cabecera e verlo has. 

Pärmeno: En mi seso estoy yo, senora, que es de dim elaro, 
en ver entrar luz entre las puertas. % Oh traidor 
do mit ; en qu6 gran falta he caido con mi amo! 
De mucus pena soy digno. ; Oh, que tarde que eel57 

In an ironio rovereal of roles it is here the man who is anxious 

to leave, and not because of the imminent arrival of a jealous 

husband, but because he believes himself to have failed in his 

duty to his master, Calieto. Areusa, the prostitute, has no 

such scruples and is content to go on sleeping - in a manner 

contrary to that of the elevated, frenetic, anaioua courtly 
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passion which gave rise to the European genre of the alba. 

In the medieval lyric of the Iberian Peninsula, the alba 

per se is essentially reduced to one villancico which neverthe- 

less occurs in many forms and persists to the present days 

Ya cantan los gallos, 
buon amor y veto, 
cata quo amaneoe. 58 

In his study of this refrain in Eos, B. M. Wilson provides 

evidence for believing that it was in circulation before 1508,59 

and tentatively quotes from Le Gentil'a argument: 

La m6lodie et le refrain doivent etre fort 
ancieno; on a reoonnu en effet le theme de l'aube 
provengale, genre rare de regte au sud de© Pyr6n6ee. 60 

Here indeed the cock at last comes into his own in the Peninsula, 

but it is not at all certain whether his appearance can in fact 

be derived from the Provengal alba, since the cock is a 

persistent and noisome figure in early Spanish Christian 

hymnody, not only in the works of Pruulentiun but also in 

the Breyiarium Gothicums 

Post gallorum canorum concentum noctisque 
quietam exclusam, tibi, Domino, natura nox parturit diem, 
et galli concrepantibus alipore praeconio 
matutinum iubilant hymnum. 6; 

There is too the subsequent and ample evidence of the )iozarabio 

hymns, where the very formula of the alba in question is already 

established: 

Iam gallus canit.. 
Ya canton los gallos.. 62 

Although obviously the 21ozarabio Liturgy, which was still in 

partial use at the beginning of the sixteenth century, 
63 

cannot 

help in the problem of dating the albs., it does at least provide 

a cogent argument for the native origins of its styl©. In any 

case, the cock was never the exclusive property of the Provengal 
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troubadours; in the Arabic poetry of Spain it features in its 

own right, the flamboyant Zoroastrian counterpart of the 

Christian figure. Indeed, the Christian symbolism of the 

cock in the medieval period was largely derived from, and 

interpreted in terms of, the Asian precedent which came to 

Christendom from India via Persia and Zoroantrianiam. 
64 Its 

role as the disperser of the shades of night, though not of 

the conscience of the Christian soul, is apparent in its 

depiction in dispano-Arabic: 

Para anunciar la muerte do las tinieblas so 
alz6 el ave adornada con uns. amapola y que hace 
girar para nosotroe las c©ntellaa do sus ojos. 65 

The variants on the Castilian villancico from both sides of 

the Atlantic are numerous; from Argentina cones a lyric in which 

the refrain of cockcrow and the refrain of the dawn welcome are 

combined: 

Ya, cantaron los galloe 
ya viene el dia; 
cads cual a su casa 
y yo a la pia. 66 

Others are more faithful to the exact formula of the early 

Castilian form: 

-- Votes que ya canta el ga1ýo, 
vote, quo acaneoe ei dia. 67 

while some dispense with the cock altogether: 

- Ora vote, amor, y bete. 
cats que acaneege. 8 

- Vete, amor, y vote, 
mira quo amanece. 69 

A© well as sidling the end of the night of lovemaking, the 

cook may also announce the welcome end of a sleepless night of 
lovelonging, and a lyric used by Gil Vicente serves to introduce 

this theme which is closely associated with the imagery of dawn 

meeting. The antithesis of both the alba and the Rlboradaº, it 
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is yet compatible with the styles and formulae of both: 

Cantan los gallos 
yo no duermo 
ni tengo aueno. 70 

The Lyrical Ihandeca e 

In the course of this thesis, many comparisons have already 

been drawn between the Castilian, the Galician and the iozarabio 

lyrics; the unities of theme shared by all three types of 

lyric have been examined; similarities of style, oomoti. mes so 

close as to suggest poetic borrowing, sometimes more tenuous, 

have been indicated. By vay of contrast, an attempt has also 

been made to demonstrate the originality of inspiration in each 

area of poetic composition. The dramatic imagery of the 

Christian Latin liturgy has been presented as a possible source 

for the dawn imagery of the khar as; the eantigas do am go 

have been examined against the background of the paganising 

tendencies of Galicia. In each case, the learned poet has 

inevitably brought his art and his influence to bear on the 

popular genre and, although necessarily investing the traditional 

lyric with something of a sophisticated veneer, has facilitated 

its preservation at a fixed point in time. A similar process 

occurred in Castilian in the Renaissance when court poets were 

attracted by the rustic simplicity of the traditional lyric. 

Here again, however, as with the khar ne and the cantigas, 

rustic simplicity can be deceptive and can mask a background 

of ancient culture slowly impressed on the lyric over 

generations, if not centuries, and of which the lyric, 

preserved and fossilised in one sense. yet still flourishing 

and alive in another, becomes the present reflection. In the 
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traditional lyric of Castile it is symbolism, the key to 

medieval culture and the basis of much medieval thought from 

the twelfth century, which reveals at once the antiquity of 

the Castilian lyric, its uniformity with the culture of the 

rest of Europe and its own Spanish originality. 

Until the twelfth century a simple system of symbolism, 

inspired by Classical and Biblical precedent, prevailed in 

medieval thought. 71 It depended on similarity and immediate 

significance and was conveyed particularly through the writings 

of St Augustine, of Isidore of Seville and of Rabanus Maurus. 

For St Augustine, Nature constituted a divine image; Nature 

was to the senses as the Scriptures to the intellect: 

Liber sit tibi paging divina ut haec audias; 
liber tibi sit orbis terrarum, ut haec videas. 

Isidore of Seville continued the Augustinian tradition and 

accounted for all natural phenomena in terms symbolic of the 

divine: thus, according to Isidore, the flames of Mount Etna 

were symbolic of hell-fire. Isidore's method was pursued by 

Rabanus Maurus, who, in his De universo, expanded the allegorical 

possibilities of this approach, thus preserving and enlarging 

upon the tradition of the Physiologue and paving the way for 

the medieval Bestiaries and Lapidaries. This stance in 

medieval culture prior to the twelfth century consisted, 

therefore, primarily of a symbolical and religious contemplation 

of nature, antagonistic to the curiosities of scientific 

research. 

The twelfth century brought about a revolution in ideas 

partly as a result of increasing contact with Arabic learning, 

and a dissatisfaction with the miraculous as opposed to the 
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rational explanation of creation began to emanate from the 

school of Chartres. William of Conches, for instance, 

defiantly refused to accept scriptural statements of fact 

without explanation: 

Noe autem dicimus 'in omnibus rationem esse 
quaerendum'. 72 

The basis of thought of the School of Chartres is found in 

plato'e Ti_. where the visible universe is conceived as a 

unified whole, the copy of an ideal exemplar created as an 

expression of the goodness of the Creator. 73 God the Creator 

created matter and was the initial operative force in the 

creation of the universe. Within the universe, however, the 

World Soul, the Anima HHundi, variously identified by Alain of 

Lille and Bernard Silveetris as Natura or Genius, and by William 

of Conches as the Holy Spirit, was envisaged as the connecting 

link between God and his creation. This principle was also 

expounded by the Toledan philosopher/translator, Gundissalinus, 

who postulated nature as the link between the higher and lower 

worlds: 

Motus autem superiorum in his inferioribus nihil 
operari potest, nisi adminiculo naturae. 74 

This philosophy was analogous to that of Hermann of Carinthia 

who, in his De essentiis, proposed that all cosmology was founded 

on secondary causes. 
75 It was also closely linked with the 

Arabic tradition of astrology whereby the heavens and the planets, 

theme elves the originators of movement and of life, came to 

dominate all things temporal with micro-maorooosmio parallels 

evolving in an endless series of correspondences. Although 

the heavenly bodies had thus been divested of their divine 

inspiration, they nevertheless maintained their direct influence 
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on the affairs of men and of things because the whole basis of 

the approach remained Platonic. Indeed, in the work of Bernard 

Silvestris the planets acquire an even stronger influence on the 

world beneath, since they, though no longer divine in themselves, 

become the instruments of the will of the Creator, indicative of 

the action of the laws of providence rather than of spiritual 

significance. 
76 

The Platonio notion of plenitude postulated the fullness 

of the realisation of conoeptual possibility in aotuality. 
77 

Aristotle's development of his mentor's philosophy rejected 

the concept of plenitude and proposed the principle of continuity 

in Nature whereby classes of things shade into each other in a 

continuum of existence. From these closely related Platonic, 

Aristotelian and Arabic scientific and philosophical ideas, 

there arose the view of world harmony which dominated the 

Middle Ages and extended into the Renaissance, of the cosmic 

order as a great chain of being from the lowest inanimate class 

of elements, liquids and metals, ascending upwards through the 

various classes of life, vegetative and sensitive, to man. 

Beyond man the classes of the angels a8cend in spirituality 

towards God. 78 The progressions along the chain overlap and 

also admit of correspondences so that the position and 

attributes of a category in one class may be compared with 

those of another in another clans; thus, for instance, gold, 
the highest of the metals, may be compared with the lion, king 

of beasts. 

Although the scientific rationalism of Chartres met with 
the open hostility of established mysticism, the world view 
implicit in neo-platonic philosophy with its concomitant 
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correspondences became the instrument of religion. 
79 The 

world could be seen as an image of the eternal and all things 

sublunary as but corrupted symbols of higher forms. The value 

of symbolism, latent though not over-exploited in early medieval 

philosophy, became enhanced by the correspondences produced in 

the chain of being, so that any one object could be seen in 

terms of something else, if the two shared some common though 

variable quality. Huizinga defines the mechanism of 

correspondence thus: 

From the causal point of view symbolism appears as 
a sort of short-circuit of thought. Instead of looking 
for the relation between two things by following the 
hidden detours of their causal connexions, thought 
makes a leap and discovers their relation, not in a 
connexion of cause or effects, but in a connexion of 
signification or finality. Such a connexion will at 
once appear convincing provided only that the two 
things have an essential quality in common which can 
be referred to a general value. Expressed in terms of 
experimental psychology: all mental association based 
on any causal similitude whatever will immediately 
set up the idea of an essential and mystic connexion. 8ý 

While this vulgarisation of the products of the twelfth century 

Renaissance kept in check the vast superabundance of medieval 

religious imagery, the systematisation of symbolism inevitably 

overflowed into all walks of life, not least into that area 

always closely associated with religion, poetry. Huizinga 

is scathing in his condemnation of the effects of symbolism: 

Symbolism, with its servant allegory, ultimately 
became an intellectual pastime. 81 

As soon as the craze for symbolism spreads to profane 
or simply moral matters, decadence is manifest. 82 

There is nevertheless a field of poetry, that of the 

traditional lyric, where symbolism, though sometimes perfunctory 

and commonplace, can be delicately employed as a sort of code 
language, the deciphering of which reveals a depth of meaning 
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otherwise concealed behind a colourful and evocative fagade. 

This is particularly true of the language of the Castilian 

villanoico. Brevity is of the essence in the villancioo, yet 

the import of a few lines of verse of apparently linear structure 

can, through symbolism, be expanded into a multi-faceted edifice 

of numerous possible interpretations. Symbolism is an 

eminently useful tool for the poet of the villancico - which 

often consists of little more than an exclamation - since this 

particular lyric form demands a conciseness of expression which 

may yet convey a complete impression of a relationship, portray 

a person and describe an actual setting. The poet, therefore, 

abandons the linear plane and builds a complex poetic structure 

on a basis source of imagery, the symbol. The structure 

fulfils several functions which are open to interpretation 

individually or together in harmony. Ourtius' definition of 

the Classical locus amoenus, 
83 

and Matthew of Vendome's 

rhetorical prescription for the lovely place, are both two- 84 

dimensional in that the place is decoratively but naturalistically 

described and from the pleasantness of the features one may judge 

the nature of the action to be conducted therein. The 

traditional poet, however, is not limited to Classical models 

but draws on the whole range of his cultural experience, on such 

Classical notions as may have filtered within the bounds of his 

knowledge, on the scriptural influences of his potent Christian 

background, on the undercurrents of pagan culture still endemic 

in his society, on fashions received from abroad, and, finally, 

on the effect of his own environment. Each of these influences 

is efficacious in its contribution to the stock of imagery of 
the traditional love poet, and, in some cases, he succeeds in 
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transforming them into new, fresh concepts, so that a basic 

image from one cultural source fuses with the connotations of 

its equivalent in another cultural-source. The poet thus 

blends the influences that have come down to him and adds his 

own personal intention, so that the basic symbol is further 

enriched by accrued layers of meaning. 

The treatment of the lovely place itself effectively 

illustrates the workings of this process of the acquisition 

of significance. The very features of the locus amoenus which 

Curtius sifts from Homer and the poets of the Hellenistic period, 

and from Virgil and Ovid, may equally well be gleaned from the 

Book of Genesis and the Song of Songs. Moreover, in western 

medieval art, in accord with Biblical exegesis, Heaven is 

portrayed as a fertile garden full of grassy banks, trees and 

flowers and the garden of the bride of the Song of Songs becomes 

the garden of the Virgin Mary, for ehe indeed is the 'hortus 

conolusus'. 
85 Berceo, in the thirteenth century, depicted the 

Virgin as the meadow which affords the weary pilgrim rest and 

refreshment; he compares this meadow with Paradise: 

To maestro Gongalvo de Veroeo nomna. do 
iendo en romeria caeei en un prado 
verde e bien eengido, de florea bien poblado 
logar oobdigiaduero pora omne caneado. 

Davan olor sovejo laß Flores bien olientes, 
retre®cavan en omne las carae e las mientea 
manavan cada canto tuentes olaras corriente®. 
en verano bien friar en ivierno calientes. 

Avis y grand abondo do buenas arboledas, ý. { 
milgranos e figueras, peros e mazanedas, 
e muohas otras fruotas de diversas monedas, 
mas non avi4 ningunae podridas nin azedas. 

2 

La verdura del prado, la color de las Flores, 
las sombras de los ärbores de tempradoe ©avores 
refrescäron me todo, e perdi los sudores: 
podrie vevir el omne con aquellos olores. 86 
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A fifteenth-century English prayer to the Virgin assembles her 

types and titles, among them the 'hortus conclusus': 

Blessed Mary, moder virginal 
Integrate maiden, sterre of the see, 
Have remembraunce at the day final 
On thy poor servaunt now praying to thee. 
11irroure without spot, rede rose of Jerico 
Close garden of grace, hope in disparage, 
When my soul the body Parte fro, 
Socoure it from mine enmies' rage. 87 

The import of the image is not always clear, however, as 

the various modern critical arguments over the interpretation 

of the Raz6n de amor have illustrated. Alfred Jacob in his 

excess of Roberteonian zeal for scriptural exegesis would 

interpret the garden in which the esccoolar finds himself as the 

garden of the Church, which, like Berceo'o meadow, exhibits all 

the attributes of the lovely place and of the Biblical garden - 
trees, flowers and fountain: 88 

Sobre un prado pus mi tiesta, 
quo nom fiziese mal is siesta; 
parti de mi las vistiduras, 
quo nom fizies mal is oalentura. 
Plegem a una Puente p(er)erenal, 
nu(n)ca tue omne quo vies tall; 
tan grant virtud en ei avia, 
quo de is frydor quo d'i yaia, 
Dient pasadas aderedor 
non sintryades is valor. 
Todas yervas quo biers olien 
la fuent gerca ei las tense: 
y es is salvia, y eson as Rosas, 
y el liryo e las violas; 
otrae tantas yervas y avia 
quo sol no(m)bra(r) no las sabria; 
mas ell olor quo d'i yxia 
a omne muerto Ressugitarya. 89 (33-50) 

More convincing, however, than Jacob's exegetical approach is 
Spitzer's concept of the Raz6n de amor con los denueatos del 

aqua Yel vino as a single unified work portraying both sensual 
and spiritual love. 90 Even in this context, however, the 
identification of the garden with the Virgin is still a valid 
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one, for the lover is not only well versed in the arts of 

troubadour poetry but is also a cleric who might well be 

expected to have interpolated Christian, symbolical overtones 

into his secular compositions; the 'senora del huerto' speaks 

of him thus: 

'a plan, con grant amor ando, 
caao non oonnozco ai amado; 
Pero dizem un ou mesaiero 
quo es clerygo e non cavalero, 
Babe muito do trobar, 
de layer e do canter; 
dizem quo es do buenas yentas, 
mancebo, barva punnientee. (108-115) 

It may well be, therefore, that the poet is deliberately 

rendering a lo profs n an image which for him, despite its 

mixed Biblical/rhetorical origins, would have held very definite 

sacred connotations. 

Tho popular poet, like the courtly poet, identifies his lady 

love with the Virgin Mary and makes of her a rival cult. 

Naturally he transfers the attributes of the Virgin to his 

lady and the ideal of divine spirituality becomes the ideal 

of profane eroticism. The garden and the features within it 

at once fulfil the descriptive, narrative and allegorical needs 

of the poet in his search for conciseness of expression. With 

the more mention of the garden, he may evoke a beautiful setting, 

the pleasures of love and the image of the perfect beloved 

enhanced by the image of the Virgin. A prospective suitor is 

warned to beware of the jealousy of the man who already possesses 

the love he would seek: 

Ito entrete en huerto a&eno, 
quo o8 dira mal au dueno: 
no entreie en huerto vedado, 
quo os dir& mal au amo. IMP 77 
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The hu,, 
_ 

e= here is the lady, its dueno her present husband or 

lover, but in another poem the huerto ageno refers not to the 

beloved but to the pleasures of an illicit relationship: 

Entrastes mi senora 
on el huerto ageno 
cogietes tree pericas 
del peral del medio 
dejäxades la prenda 
d' amor verdadero. PTT 125 

The lady dailies in the stranger's garden and by plucking three 

pears, a specific reference to the consummation of the relation- 

ship, pledges herself to her new lover. The beloved may be a 

flower in the garden of love: 

En la huerta nasce la rosa 
qui6rone it a11ä Gil Vicente, PTT 356 

or the act of love may be suggested by the gathering of flowers 

in the garden: 

Perdida dentro de un huerto 
cogiendo roaae y tloree... 91 

The garden may only yield the rejection of bitter lemonet 

en huerta de monjae 
limones oogla PTT 87 

or the lover may fail in his attempt to seduce his beloved and 

find himself thwarted by a jealous rival who ravishes the 

beloved; laflor primera, and desecrates the garden: 

De un Cardin quiee 
cortar la for primera 
vino ei jardin©ro 
y me ech6 atuera. 

Y despu6e volvi 
halle la flor cortada 
y abierto el jardin. 92 

This is yet another instance, in miniature, of the 'locus 

foedus', the topoa of Torneol'e oantiga 'Levad' amigo... ', 

which attains its fullest exposition in La Celeatina: 
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Melibea welcomes Caliato to her father's garden, the lovely 

place for love: 

Todo se goza este huerto con tu venida. Mira la Luna 
cuän Clara se nos muestra, mira las nubes cömo huren. 
'Oye la corriente agua de esta Tontecica, cuänto m. a suave 
murmurio y zurrio lleva por entre las frescas hierbas! 
Escucha los altos cipreses, cömo se dan paz unos 
ramos con otros por intercesion de un templadico viento 
quo los menea. Mira aus quietas sombras, cuän escuras 
estän y aparejadas para encubrir nuestro deleite. 93 

The sudden calamity which brings about Oalisto's death causes, 

however, a dramatic change in Melibea's appraisal of the events 

which took place in the garden and, in her final confession to 

her bewildered father, she expresses her guilt thus: 

Venoida de au amor, dale entrada en tu casa. 
Quebrant6 con escalas las paredes de tu huerto, 
quebrantö mi propösito. Perdi mi virginidad. 94 

The central feature of the lovely place is usually a tree; 

its presence is nearly always implicit in mention of the flowers 

and fruit it bears. In Classical style the action may take 

place under a tree: 

en los sus bravos dormir 
baxo dun arbol 95 

but the tree is also of Biblical significance, especially when 

the beloved plucks the fruit of the tree: 

cogiatea tree pericas 

but even here the remini©oence 18 not simply that of the Tree 

of Knowledge of Good and Evil but also, in the medieval mind, 

of the Tree of Life, the Tree of the Cross and of Man's 

Redemption. It is, therefore, not only the depressing image 

of Mane Fall but also the hopeful image of his salvation and 
by extension of Paradise: Adam and human frailty are evoked 
in mention of the Tree of Knowledge, but the Tree of Life and 
the Tree of the Croce are images of Christ and of his assumption 
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of man's sin. 
96 For the secular love poet, therefore, the 

tree of Biblical exegesis is a useful acquisition and it can 

serve many purposes as an image for the lover or the beloved, 

for the indulgence of sensual pleasures and for the lover ' 

paradise. Moreover, as we have already seen with regard to 

Galicia, the tree is a potent fertility symbol in folklore, 

and the ritualistic properties of any specific tree may bear 

yet more particular connotations. 

The lyric poet's treatment of the olive tree, for instance, 

may best be used to illustrate the fusion of Classical and 

Christian symbolic traditions within the real environment of 

the Castilian poet, for the olive is no less a conspicuous 

feature of Spain that it was of the Greek, Roman or Palestinian 

countryside. The gift of Pallas Athene to man, the olive, won 

universal acceptance as the symbol of peace for its healing 

properties. In Greek and Roman politics and art the symbol 

of the olive, both tree and fruit, was of unchanging value. 

In scriptural exegesis the olive acquires the additional concept 

of reconciliation between God and Man and thus is to be 

interpreted the olive leaf which the dove bears in Its beak 

to Noah - and also, for that matter, the olive branches borne 

aloft by tho angels rejoicing at the birth of ahriot in 

Botticelli's Nativity. 97 The olive tree becomes an image for 

the Virgin by association with the figure of Wisdom: 'A fair 
98 olive tree in a pleasant field'. The love poet adopts all 

these quite compatible attributes and adds yet another which 

may arise from pagan reverence for the tree's longevity, that 

of fidelity; explicit evidence for this equation is found in 

a French verse: 
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La Jus desouz 1'olive 
- ne vos repentez mie - 
fontaine i court aerie, 
puceles carolez: 
ne vos repentez mie 
de loyaument aimer. 99 

The 8panieh use of the olive conforms with this symbolism. In 

the Raz6n de a. ror the lovers are united under the olive tree: 

junniemos amos en par 
e posamos eo eil olivar 

In a traditional lyric which has pronounced courtly overtones, 

Cupid, high in the olive tree, canto a reprimanding eye on the 

unfaithful lover whom he intends to teach a salutary lesson: 

Por eneima de la oliva 
mirame el amor, mica. 

Con ei rostro muy airado 
y au cabello dorado 
una flecha me ha arrojado 
con ei arco que lao tira; 
mirame ei amor, mires. PTT 213 

By contrast, the way in which the traditional poet conveys the 

bliss of a true and faithful love, using the completely 

naturalistic image of the olive grove, suggests an artless 

simplicity of imagery built into the poetic subconscious: 

Que no hay tal andar 
por el. verde olivioo, 
que no hay tal andar 
por el werde olivar. PTT 277 

Similarly there is no other way of expressing the constancy of 

the helpless dark-skinned girl to her dead lover and, though 

the poet may not deliberately intend it, the symbol of fidelity 

which he uses also becomes the tree of Christ in its compassion 

and its sympathetic reaction to the girl's distress: 

Gritoa daba la morenica 
so el olivar, 
que las ranas pace temblar. 
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La nine, cuerpo garrido, 
morenica, cuerpo garrido, 
iloraba au muerto amigo 
eo el olivar: 
que las ramae hace temblar. PTT 155 

Traditionally, though with no textual grounds for such 

belief, the apple is held to have been the forbidden fruit of 

the Garden of Eden, possibly because of some confusion between 

the two Latin forms, maw meaning evil and m; lum meaning 

apple. 
10° Despite the doctrine of the Church that disobedience 

constituted original sin and that the act of sex was but one of 

the consequences of the Fall, in the medieval mind, certainly 

in the mind of Juan Ruiz and the traditional poets, it seems 

that the act of love itself constituted original ein and that 

the plucking of the fruit of the Tree of Knowledge implied that 

act. 
101 The apple tree is prominent in the Raz6n de amor; 

the esoolar and his lady sit under the olive but the apple 

bears aloft the vessels of cold, still water and red wine which 

may represent good and evil or idealised, spiritual love and 

sensual, carnal passion. It is the fruit, rather, which 

attracts the attention of the traditional lyric poets. One 

ruefully points an accusatory finger at Adam and Eve: 

Voa comiates la manzana 
Adän y gu companera, 
vos gustastes la manzana, 
y otros tienen la dentera. LHTP 489 

Juan Ruiz adopts a more philosophical attitude and decides 

that love ie like the apple and that neither is all that it 

purports to be: 

Si. las manganas sienpre oviesen tal labor de dentro, qual de fuera dan vista e color, 
non avri6 de las plantar fruta de tal valor; 
mas ante pudren que otra, pero dan buen olor. 102 

s 
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The apples of the Song of Solomon and the apple of discord 

endorse the fruit's claim to eminence in medieval culture, 

but it is because of its literary and metaphorical connotations 

of sexual indulgence and beauty, it, as Juan Ruiz points out, a 

deceptive beauty, rather than because of its inherent qualities 

that the apple becomes an exemplary fruit and is deemed worthy 

of describing the beloved; in the Razön de amor the doncela's 

face is 'fresca Como magana' and a certain Beatriz is said by 

her lover to stand out among women, as the apple stands out 

among fruits: 

De las frutae, la manzana... 
De las damns la Beatriz. LHTP 66 

An interplay of the symbolism of the olive and the apple 

may elucidate the situation in which the three Moorish girls 

find themselves: 

Tree morillas me namoran 
en Jahn, 
Agra y Fätima y Marian. 

Tres morillas tan garridas 
iban a ooger olivas, 
y haUt banlas cogidas 
en Jahn, 
Axa y Fitima y Mari6n. 

Y hallabanlae cogidas, 
y tornaban deemafdae 
y lae colorer perdidae 
en Jahn, 
Axa Y Fatima y Marion. 

Tres morioas tan lozanas, 
tree moricas tan lozanas, 
Than a cogor manzanas 
a Jahn, 
Axa y Fatima y Marien. PTT 25 

The three dark girls go out in search of the true love 

identified with the olive, but, because of the colour prejudice 
inherent in traditional Spanish poetry, the fruits of true love 
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are denied them; they return deceived and jilted 'tornaban 

desmaidas'. (Plainly RomQU PiguerasI reconstruction of this 

villancico (see Chapter I, note 138) as a parallelistic lyric 

by reordering the verses is unacceptable, since it destroys 

their pattern of symbolism. ) Henceforth, their eyes opened 

to their late, when they next set out, they go in search only 

of sensual pleasure - 'iban a coger manzanas'. 

It is a feature common to Western European culture that the 

apple of Eden in not infrequently replaced by the pear, possibly 

a pagan symbol of female fertility. Berceo specifically 

mentions the pear as the fruit of the Garden of Eden in his 

Vida de Santo Domingo. 103 Chaucer, in the steps of Boccaccio, 
N 

does not mince his words in indicating its erotic possibilities. 

In the Merchant's Tale, Damian, May's lover, waits hidden in the 

pear tree in January's garden, the typical lovely place for love. 

Walking in the garden with her blind husband, May veils her 

desire with talk of pears: May's desires are fulfilled; she 

climbs into the pear tree where Damian makes love to her and 

she eats the metaphorical fruit of the tree, a situation not 

unlike that of the villanoico already quoted: 

cogisteo tree pericac 
del peral del medio. 

The pear tree also stands in the middle of an English 

lyrical garden of the early fifteenth century: 

In the middea of my garden 
In a peryr net, 
And it will non per barn 
But a per Jen©t. 

The fairest maide of this town preyedme 
For to griffen her a grit 
Of mine pery tree. 104 
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The 'fairest meide'. however, is promiscuous and the resultant 

offspring is not of the 'per Jenet' variety as was to be 

expected but of another variety altogether. A Castilian 

gardener has similar difficulty in keeping his fertile pear 

tree to himself: here possibly the pear tree refers to his 

lady and the pears to the pleasures she affords: 

Este peral tiene peras 
cuantos pasan comen de ellas 
Ayudddmele a tenor. IMP 511 

In an analogue of the Garden of Eden, a pear tree stands 

in the garden of one of Juan Ruiz's fables: 

Era un ortolano bien ample e ein mal; 
en el =en de enero, con fuerte tenporal, 
andando por au huerta, vido so un peral 
una culebra chica, medio muerta atal. at. 1348 

The gardener revives and cares for the snake which then poisons 

his house and strangles him. Juan Ruiz himself has had to be 

content with vicarious pleasures; he has served many ladies 

without ever achieving anything but at least he finde some 

consolation in the shade of the pear tree: 

poro aunque non goate la pera del peral 
en estar a la ©onbra es plazer comunal. at. 154 

The shade of the trees in Berceo's meadow of the Virgin affords 

the weary pilgrims shelter and among them is a pear tree, 

possibly turned a lo divino to represent the immaculate 

conception. In the erotic and secular context, however, the 

shade of the pear tree affords the lover and those of the ilk 

of Juan Ruiz only the dubious pleasures of desire. 105 The 

pear is in fact firmly rooted in erotic folklore throughout 

the European tradition, so that obviously the Spanish girl who 
dresses like the ripe pear is intent on seduction: 
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Vestime dc werde 
por hermosura 
como la pera 
cuando estt madura. LHTP 521 

A localising tendency appears in the Spanish additions 

to the fruits of common culture and literary tradition. 

Particularly important in this respect are the citrus fruits, 

imported into Spain by the Arabs, fruits that are more familiar 

to the poet and more closely identified with the Iberian 

Peninsula. The orange, tree and fruit, fulfils a role not 

unlike that of the pear; it may symbolise both the beloved and 

the act of love but without, apparently, the connotations of a 

sinful or adulterous relationship, and it sets the lyrics in 

which it appears very definitely against the agrarian background 

of Spain's more fertile areas: 

Aieu naran j edo non ten fruta 
mae agora ven; 
no me le toque ninguen! 

I: eu naranjedo tlorido 
el fruto no le en venido 
mae agora ven: 
no me le toque ninguen! ITTP 343 

The beloved is young; her virginity is implied in the reference 

to orange blossom - 'meu naranjedo florido' - and ehe is closely 

guarded by her lover who looks forward to the fruits of her 

maturity. 
106 In the shade of the mature orange tree, however, 

the heat of passion is greater than the heat of the sun: 

Salad mi senora de so' 
de soll naraniale 
que soil tan hermosa 
quemarvoe ha el aire 
de amores, ei. PTT 26 

The orange becomes a figure for the sun with life and love- 

giving properties und its persistence in folk song emphatically 
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illustrates the remarkable continuity of the themes and images 

of the traditional lyric of Spain. Its dramatic sensuality 

appeals to Lorca whose use of the image is somewhat brazen and 

unsubtle compared with that of the earlier lyrics: 

Alma, 
ponte color naranja 
Alma, 
Ponte color de amorl 107 

He equates lovelessness with the sea and a corresponding dearth 

of the fruits 

I mar no tiene naranjas 
Ni Sevilla tiene amor. 108 

and for him, as for his lyrical forebears, rejection is signified 

in the lemons 

Llevo el No que me diete 
on la palma de la mano; 
como un limön de cera 
caei blanoo. 109 

The medieval poets, however, do not state in so many words 

that the lover is rejected, instead they prefer to employ a 

delicate interplay of imagery and innuendo which, as long as 

it does not become cliched, is at once more sensitive, more 

colourful and more appealing. They assume an awareness of 

the value of their symbolism and, consequently, with not so 

much as a mention of the harsh realities of 'no' or of rejection, 

they convey the full poignancy of the situation. For instance, 

occasionally, the lemon is juxtaposed with a fertility symbol, 

such as a garden or water, which should suggest fulfilment. 

The paradox signifies a frustrated loves the lover from Seville 

perseveres in his suit, although his beloved has taken, or has 

been forced to take, the veil; he finds his beloved in a garden, 

possibly the garden of their former love, now transformed perhaps 
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to the garden of the Virgin Mary; but the beloved is now a nun, 

she cannot respond to his love and she can only offer him the 

bitterness of lemons: 

Yenta el caballero, 
venia de Sevilla, 
en huerta de monjas 
Limone© cogia. PTT 87 

Similarly, the beloved wanders along the river bank in an ideal 

setting for love but, since she rejects the lover's passionate 

advances, the fruits she culls for him are not oranges but 

lemons: 

Por las riberas del rio 
limones cogs la virgo: 
qui6rome it al]A 
por urirar al ruisenor 
conmo cantabä. 

Limonen cogia la virgo 
para dar al eu amigo: 
quigrome it allä 
por urirar al ruisenor 
c orso cantaba. Gil Vicente, P 356 

Here the identification of the lemons with the chastity of the 

girl and of the nightingale with the lover's desires increases 

the tension. A Sephardic poem displays the same tension, using 

the lemon as an imnge for the girl's chastity in conjunction 

with a different set of fertility images: 

Deba o del limbn 
dormia la nine, 
y sus pies en el aqua fria. 
Su amor, par ai vendria: 
- ýQue haves, mi novia garrida? 
- Aeperando a vos, mi vida, 
lavando vuestra camica 
con xab6n y lexis. 
Debajo del lim6n, la nina, 
sus pies en ei agua fria: 
©u amor par of vendria. PTT 499 

Flowers are a prerequisite of the ideal scene of lovers' 

meetings. Poets tend to avoid the generic tern which smacks 
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of impersonality and prefer to specify the variety of flower 

which they or the beloved are gathering or by which they wish 

the beloved to be represented! the majority of them, perhaps 

unaware of its total significance, choose the moat complex and 

transcendental of all symbols, artistic and poetic, religious 

and secular, the rose. Ephemeral but perpetual, the rose is 

life and love, death and rebirth. 1 0 In Classical mythology, 

the rose of life and love was born with Venue/Aphrodite, the 

Earth Mother of Cyprus, who was adopted by the Greeks as their 

goddess of human love. The rose of Venue, the symbol of sexual 

passion, beoame the emblem of lovers. It pervaded the rites 

and customs of love and permeated literature as the only fitting 

measure of the beloved's beauty. 11ot surprisingly, the Church 

spurned the flower and, in the early Christian era, made of it 

a compulsory badge for prostitutes. Eventually the Church 

succumbed and made the rose of Venus the rose of its lady, 

the Virgin fary, the 'rosa sine spina': 

Levedy flown of all thing, 
Rosa sine spina, 
Thu born J©ou, Hovono King, 
Gratis Divina. 111 

As we have already seen, the dark-skinned girl uses the 

epithets of the Virgin to justify her own skin colouring: 
Soy la ein espina rosa 
que Salomon cants y glooa 
nigra eum sea formosa 
y por mi no cantarä. PT 149 

Thug the rose already has at least a dual significance: 

on the one hand, it suggests the delights of Venus, the life- 

giving goddess of ©ensual beauty, of human pleasure and desire; 

on the other, in opposition, stands the rose of the Virgin, 
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the epitome of purity, the expression of divine love, the 

mother of the Redeemer. The picture is not as simple as 

that, for the rose has another whole sphere of influence: 

out of the blood of the dead Adonis, lover of Venus, sprang 

roses and life triumphed over death. The Church again 

appropriated the pagan symbol, this time to the glory of the 

martyrs. Roses were said to have sprung from their blood; 

Strabo declared the rose to be the flower of martyrdom and 

Melitus of Sardee likened the rose to the blood of the 

martyrs 
112 

- it is not surprisingly the symbol of the first 

martyr in Britain, St Alban. Since the rose bloomed in death, 

in the death of Adonis and the death of the martyrs, so it is 

natural for it to reappear as the flower of the afterlife, the 

flower of the Elysian fields in Pindar, Propertius and Tibullus, 

and the flower of the Judaic paradise, according to the 

description of the Apocryphal Prophet Eedras: 

Twelve trees laden with divers fruits 
and as many fountains flowing with milk and honey, 
and seven mighty mountains; whereupon there grow 
roses and lilies. 113 

In love poetry the rose garden of the celestial paradise 

returns to earth and becomes the lovers' paradise. 

The popular poets were probably not aware of every 

possible nuance of suggestion enfolded in the many petals of 

the literary rose but, since the rose was originally a popular 

symbol of spring, they were certainly at least aware of the 

basic features of its symbolism and of its value as an image 

of beauty, of death, of victory over death and of paradise, 

and of love, human and divine. Girls gather roses in 

search of the love with which Venus is identified: 
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Por el val verdiao mows 
vamos a coger roaaa! PTT 181 

The ©ymbol becomes Freudian in its application: 

Y eonaba yo, mi madre, 
dos Noras antes del dia 
que me Plorecia la rosa: 
oil vino so ell agw irlda: 
no pueden dormir. PTT 56 

In this lyrical reminiscence of the Razön de amor, the girl, in 

her dreams, or in the dreamy haze of love, has yielded to her 

lover at dawn and he has deflowered her. 

obvione pledge of love: 

Dame del tu amor, ©enora, 
niquiera una rosa; 
dame del tu amor, galena, 
siquiera una rama. 

The rose becomes the 

LHTP 167 

It is culled by the intrepid lover in any language: 

All night by the rose, 
All night by the rose I lay, 
I dare not steal the rose tr11 
But I bore the flower away. 4 

The cultured poet may elevate his lady to such a position of 

superiority that she becomes the ideal beloved, Venus herself. 

She is at the centre of his universe and is the centripetal 

force in that universe: 

Oontemplos rosa de rosao... » 5 

The rose of the popular poets is perhaps a less seif-conscious 

blooms 

A la gala de la bella rosa 
a la gala del galän quo la goza. 116 

but more cryptic is the observations 

Florida estaba la rosa 
que o vento le volvia la folla. LHTP 345 

If, however, for rosa one reads beloved and for vento, lover, 
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as in Don Dinio' o dawn canti , thin tiny vignette blosaoz 

into a delicate and timeless portrayal of love-making. 

Sven to this moot universal of images the traditional poets 

succeed in lending a peculiarly Spanish flavour by associating 

it with the carnation, so that the rose of the beloved finds 

her complement in the carnation of the lover, explicitly: 

Esposo 7 espoca 
son clavel y rosa. Juan de Timon®da, PTT 390 

and implicitly: 

,: 
@ue ei olavel y la rosa 
dcull era maa hermoea? Tirso de Molina, PTT 462 

The tradition per3iete in Santander and Aoturiae-. 

La madrina es una rota 
y el padrino es un clavel 
y in novia es un espejo 
y el novio ©e mira en el. 117 

The oymbolism of the carnation io further borne out by a 

lyric from the Cancionero de Ixar: 

Hn clavell, ei. m ajut Dbu, 
tan belles olors haveul 

En clavell vert y forit, 
ma eenyora. us ha collit. 
Tan belles olors haveut 

En clavell vert y granato 
ma cenyora. us ha Begat. 
Tan belles oloro haveul WTP 342 

The rose garden of the lovers' paradise as a version of 

the locus nmgellus may evoke a setting and it may alßo Convey 

an atmoophere: 

En la Puente del rowel, 
lavan in nina y ei doncel. 
En in Puente de aqua clara 
con au© manoa lavan in Cara eil a ella y ella a el 

, lavan in nina y el doncel. 
En la Puente del rowel, 
lavan in nina y ei doncel. PTT 127 
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The impression is one of complete harmony, created by the 

combination of the motifs which express an untroubled 

relationship together with their strong visual effect - 

the fountain of clear water, the rose garden and the lovers, 

gently bathing each other's faces. 

The dramatio, morbid undertones of the rose garden may 

equally well come to the lore and it becomes the symbol of the 

death of one of the lovers; but the lover dies the death of 

love to be reborn into love's paradise: 
Dentro on el verfiel 
morir6, 
Dentro on el royal 
matarm' han. 

Yo m'iba, mi madre, 
las rosas coger; 
halle min amoreo 
dentro en el vergel. 
Dentro del ronal 
matarm' han. 118 PTT 44 

There is in this earthly paradise a hint of mystical experience. 

The lovers are drawn together in a common quest for the rose, 

for perfection in love. The quest and the beauty of its goal 

are portrayed in the subtle insinuation of the image, creating 

thereby in the lyric a more delicate effect than that of the 

two great allegories of the rose, 'Paradiso' of La Diving 

Commedia and Le Roman de la Rose. In these works, in which 

an attempt is made to unite divine love and earthly love, the 

rose is the central symbol. Dante succeeds in uniting the 

many facets of the symbol of the rose. It is Eden and Paradise 

and the Virgin site enthroned above it in the light of God's 

grace. But Dante is led to this vision of eternity by 
Beatrice, now herckIf apotheosized as one of the petals of 
the rose. Oloser to earthly experience is Guillaume de Lorris' 
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Roman, in which the poet seeks to create the heavenly paradise 

on earth in the allegorical garden of love. The rose is the 

central figure and the ecstasy which it affords the poet 

transcends any glory that heaven might afford. Jean de Neun, 

on the other hand, attempts to unite the earthly emotion with 

divine love by means of naturalistic philosophy: since the love 

of the rose fulfils a divine decree by procreating the human 

race, love is at one with the will of the Creator, and the 

fulfilled Christian will find his reward in the celestial rose 

of which the earthly rose is but a mere reflection. The 

diffusion of these works fostered the growth of the literary 

rose and it also fostered the dichotomy which these works sought 

to unite. 

The dichotomy may take the form of a definite cleavage, Be 

that one rose is the rose of the Virgin, while other roses are 

the blooms of human love. Juan Ruiz sings the praise of the 

Virgin and asks for her proteotiont 

to pidog virtuosa, 
quo me Zuardes, linpia rosa, 
de follia st. 1663 

He is presumably asking to be guarded from his own self. 

Diametrically opposed to the rose of the virgin are the roses 

of Venue with which the go-between must try to seduce the amps 

que la lieve a las uertaa por las roaas bermejae 
st. 376b 

The dichotomy may, however, not be so drastic. It may be 

limited to a certain ambivalence, so that one is not sure 

whether the image of the rose, standing alone, untouched by 

any subjective interpretation, represents one or more of the 

facets of the complete symbol - as for instance: 
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Del rosal sale la rosa, 
tOh qu& hermosa! 

KQu6 color oaca tan lino! 
Aunque nace del espino, 
nac'entera y olorosa. 
Nace de nuevo primor 
esta Flor. 
Huele tanto desd'el suelo, 
que penetra hasta el cielo 
au tuerza maravillosa. PTT 97 

The rose is the beloved and the Virgin Mary, human love and 

divine, the earthly paradise and the reflection of the heavenly 

sphere. It is open to as many interpretations as the Dantesque 

rose. Each one is valid individually as a complete expression, 

yet if each possible interpretation is viewed as but a 

contribution to the cosmic whole, the content of this villancico 

may be considered as a further attempt, on a small scale, to 

unite the human and the divine. 

While the rose is perhaps the most complex and the most 

universal of the Symbole available to the lyric poet, whether 

courtly or popular, the traditional lyric also employs the wild 

flowers of rural Spain and Portugal as erotic symbols. The 

most frequent of these is the trefoil, commonly gathered on 

St John's Day; its significance is delicately suggested by 

Rackert: 

The masculine connotations of the trefoil in 
Spanish folklore (and the number three itself, 
in Freudian dream interpretation ) are well 
known. 119 

The celebration of the trefoil may be little more than an 

exolamations 

Tr6bol, tlorido trebol, 
trbbol florido. PTT 202 

or its potency - and consequently the frustrations of the girl 

who is not able to enjoy it - may be more fully evoked: 
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Tr6bole, , ay Jesüa! , c6mo huele, 
trebole, ; ay Jesüsl, que olor. 
Trebole de le nina dalgo, 
que amaba amor tan lozano, 
tan escondido y celado, 
ein gozar a au eabor. 
Trebole, ; ay Jesus!, c6mo huele, 
trebole, ; ay Jeai s! 1, que olor. PTT 249 

The masculine trefoil is coupled with the feminine mallow: 

Alta estaba la pens 
riberas del rio; 
nace la malva en eila 
y el trbbol florido. PT 141 

The eatribillo of this viilancico actually resolves an enigma 

presented by a whimsical dark-skinned girl to her prospective 

lover when he asks: 

- Digas, morena garrida, 
d ouändo eeräs mi amiga? 

She replies: 

- Cuando sate Florida la pena 
de una Flor morena. PTT 197 

The mallow, however, is 'una for morena': 

La malva morenica, y va, 
la malva morena Jo$ä de Valdevielso 

PTT 458 

and, as we have seen, it does grow on the high crag: 

Alta eataba la peia, 
nace la malva en ella. PTT 141 

So perhaps the lover's suit is not as vain as it would at 

first appear. 

Plante of aphrodisiac qualities are of course gathered 

at the appropriate season and are woven into garlands: 
Vamos a coger verbena, 
poleo con hierba-buena. PTT 187 

The breeze of the locus amoenus, image of the lover in 



246 

Don Dinie'B albora&, like the other symbols used in the 

vi_ancioo, conforms to the localised Castilian setting; 

hot wind blown from the aim, burning the girl's skin: 

Con el airs de is sierra 
hioeme morena. P,,, 

ýTT 
291 

It assaults her on the mountain top: 

En la oumbre, madre, 
tal eire me di6 
quo ei amor quo tense 
sire se volv16. PT, 256 

the 

A breeze ruffles her loose hair, mark of her virginity, just 

as the wind in Don Dinia'e cantlaa plays with the cA misas which 

the girl is washings 

Eotoa mie Gabellos malre, 
do© a dos me los lleva el aire. PTT 220 

Airecillo en los min cabelloa9 
y sire en elloa. PTT 292 

The wind from the sea, doubtless in the form of a sailor, is 

cruder and more direct in attack; not unlike perhaps the wind 

which rattles Dona Endrina'e door in the Libro de Duen Amor 

(see Ch. It, note 70). 

Levantdae un viento 
de la mar nalada 
y dibme en la cara. 
Levant6ue un viento 
que de la mar calla 
y alz6me la falda 
de mi camiaa. P? T 303 

In the course of other chapters much has been written 

about the symbolism of water in the traditional lyric of Spain 

and Portugal. It 1e subject to as many interpretations as the 

rose. It to both pagan and Biblical in origins, basin and 

sophisticated in import; in the lyric it appears in many forma 

and contexts. The clear fountain conveys harmony in loves 
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31 galän y la galana 
amboe vuelven ell aqua Clara 
nano a nano. PTT 28 

This is shunned by the widowed turtle dove who henceforth 

denies the pleasures of love: 

ei ei aqua olara tafle 
turbia la bebo yo. 120 

The cold clear water of harmony in love may be tainted with 

the red wine of carnal pasalon: 

el vino so ell agua frida PTT 56 

or it may be disturbed by the intervention of a rival, seen 

in the symbolic guise of a hind: 

Cervatica tan garrida 
no enturbies el ague fria. PLATT 77 

Water may imply male potency: 

A mi puerta naoe uns tonte, 
ý por dd salir6 quo no me moje? 
A mi puerta la garrida 
nasce una fonts trida 
donde lavo la mi camisa 
y la de aquel quo yo mä® querla. 

Por do sabre que no me mo j e? PTT 180 

or it may suggest female fertility: 

Guay de (la) molinera 
que al molinero 
el aqua le lieva. PTT 300 

The visit to the well at dawn or twilight, in the tradition of 

the Apocryphal Gospels, as indicated by C. Bertram Lewis, 121 

may, as in the cantigas_, result in dire consequences for the 

girl: 

Enviärame mi madre 
por ague a la tuente friar 
vongo del anor herida. 

Fur por agua a tal sazon 
que corri6 mi triste hado, 
traigo el cäntaro quebrado 
y partido el corazbn. PTT 81 
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Well, fountain, mill, all these features associated with 

the symbolism of water, like all the other aspects of natural 

imagery in the traditional lyric, evoke the essence of the 

Castilian landscape and yet accord with the symbolism current 

in the rest of Europe. The lyrid poet adopts nothing from 

outside which might be inappropriate to the Spanish setting, 

yet his imagery becomes part of a poetic lingua franca, the 

significance of which is comprehensible not only in medieval 

Burope but universally, as Reckert observes: 

The symbol is preliterate man's oldest and most 
effective instrument for interpreting the universe 
and manipulating his environment. By the same token 
it is also the raw material of all the arts, with 
their utilitarian beginnings in cave painting, in 
the making of cult objects, and in propitiatory 
song and dance. This being so, the inextricable 
intermingling of vegetation and sexuality in primal 
symbolism is hardly to be wondered at; for all 
these activities are goal seeking, and their goal 
is the preservation and continuation of life. 122 

The obeesnion with symbolism in the medieval period and, at the 

same time, the sensitivity with which the traditional poets 

handle even stock symbols, such as the pear, suggest that they 

are fulfilling more than simply this basic universal need. 
123 

It may be that the symbolical lyricism considered above 

illustrates a certain conflict endemic in Europe from the 

twelfth century between the sacramental view of nature, nature 

celebrated as revealing the presence of God, nature as a book 

of emblems, and the investigation and affirmation of nature for 

its own sake, autonomously, at the expense of the supernatural, 

an investigation which, nevertheless, produced its own system 

of hierarchy and concordance. The love poet inherits, even 

at the popular level, something of the sacramental view of 

nature, with its tendency to straitjacket nature and to make 
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her conform to a set of given values and also something of the 

new systematic, investigative approach which none the lese 

reinforces symbolism and yet allows the poet a wider degree 

of individuality in his use of it. Perhaps, therefore, the 

world of the cantigas, incipiently, and of traditional Castilian 

poetry, in its full flowering, shows an interplay, at times a 

conflict, between the received notions of stylised, hierarchic, 

emblematic nature and the nature communicated to the senses 

the first conscious and intellectual, the second much less so; 

for, however deliberate the symbolism of the lyric, its power 

of evocation is strong and colourful in its appeal to the 

senses of eight: 

Orillicas del rio 
mis amoree he, 
y debajo de los älamos 
me atendi. PTT 279 

of hearings 

En' 'la cumbre, madre, 
canta el ruieefior; 
ei il de amores cants, 
yo lloro de amor. PTT 275 

of taste and smell: 

Besdme ei colmenero, 
ya la miel me eupo el beso. PTT 293 

and even of temperature: 

La del abanillo 
calor tiene, madre. 
Aire, Dios, y aire, 
y podrä eulrillo. P 241 

Thus the brilliant and effective but rigid and basic 

imagery of the khan as. in which the tradition of dawn meeting 
in the love lyric of the Peninsula is established, is expanded 
into a much more comprehensive and complex system in the poetry 
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of lovers' meetings of Castile where the whole of nature, in 

some form or other, is made relevant to the poetic experience. 

Yet even in this context, the poet, with artless skill and 

apparent ingenuousness, succeeds in imparting to nature the 

immediacy and sensuality of appeal which constitute the 

essential attraction of the traditional lyric and ensure 

its survival, with the appropriate adaptations, in all the 

Spanish-speaking areas of the globe. 
124 
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CHAPTER IV 

Religion and Poems of Meeting 

Attitudes to Goa 

As we have already seen in the study of the language of 

the dawn khar ae, the pervasive influence of the Church in the 

Christian culture of Muslim Spain appears to have been of 

considerable importance in the composition of popular Mozarabio 

poetry. The influence of religion is, however, not merely 

implicit in the lyrical love poetry of the Peninsula but in 

many instances is also explicit. God is frequently invoked 

as the arbiter of love's cause, and the passage of time is 

marked by religious festivals which may bring lovers together 

or may intensify the length of absence. In the cantinas. the 

festivals are situated in place as well as in time: the 

celebration of a particular saint's festival involves a 

pilgrimage to the appropriate shrine and this obviously 

affords greater scope for the metaphorical representation 

of the lovers' situation. 

The popular poetry of the Peninsula, particularly in 

Galioiag to pervaded by the sense of religion. Religion plays 

a major role in the lives of the protagonists and they are 

unable, least of all in love, to escape the religious precepts 
by which they are conditioned. This does not, however, 

necesoarily mean that love and religion are antagonistically 

opposed to each other, for it seems that it is only with the 

deliberate, intellectual heresies of the courtly poems of 
Doleeiro that the love/religion dichotomy actually becomes 

a moral dilemma. The attitude of the early poetry of the 
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peninoula roveals a more primitive, all-embracing concept of 

the relationship between God and his Creation. In these poems 

God is responsible for the whole of his Creation, not least for 

man's ability to love and for the suffering that love may bring. 

God is, therefore, freely called upon to aid lovers in distress 

and it is only natural to regard the festivals of God's Church 

as preordained occasions for lovers to meet. 

The first extant references to religious festivals in 

popular Spanish poetry occur in the khan a©. In the khnr a 

adopted by the Hebrew poet Yehuda Fialewi the Christian festival 

of Easter, to the Jewish toast of the Passover, indicates the 

passage of time in his lament for his bereaved friend Moshe 

Ibn Ezra: 

Venid la paaca ayun ein ellu 
... meu corajon por ellu. 1 Stern 5 

The complete fusion of the three cultures of Southern Spain is 

well illustrated by this lLha in which the Hebrew poet adopts 

the most important Christian feast day, and by another which 

celebrates a festival which Garcia Gomez identifies with 

at John's Bight, the Midsummer Solstice: the designation of 

the festival and the customs aoeooiated with it are Arabic in 

the ITozarabio ar a: 
i Albo dia eete dia 
Diya do 1tan1ara hagqdl 
Bo tirey me-w 1-mudabbay 
Ws naäugqu r-rumba äagqä. G. G. XIV 

It was according to Garcia Qbnez a Muslim custom to don new 

clothes on the least of La Ansara and the tournament became the 

traditional means of celebration. 2 Apart from the fact that 

both the Christian and the Iruslim festivals celebrate the 
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summer solstice, Garcia Gomez adduces more opecifio evidence, 

mainly from the works of Lope de Vega, to establioh a clo©or 

connection between the two. He quotes from a poem which 

Lope places in the mouth of a Morisco: 

Ei manna de San Juan 
al tiempo quo el maneoia 
grau fiesta hacedle los moron 
al senior San Juan Baptists. 

j Ay ha! 

3alimoe todon al vega 
divididos al cuadrilia©: 
1enzaide lievar leonado 
con lunar de plata Lina. 

Ay hat 

Alcaide do loo doncelea 
una marlota marilia, 
toda de Mahomas de oro 
e mil arabigae cifras. 

; jV hat 3 

In fact the ballad of the capture of Guarinoe, based on a 

thirteenth-century epic, depicts Christiana, Moore and Jewo 

engaged in the celebrations appropriate to the festival: 

Van dfas y vienen dfao, 
la fiesta era San Juan, 
on quo mono© y crietianos 
hacen gran solemnidad: 
los moron esparcen juncia, 
loo Griot nos array in 
y los judioas aneas 
por la fiesta mds bonrar. 
Marlotas con alegrfa 
un tablado mandö armer; 
los moros con algazara 
empigzanle de tirar. 4 

B. G. Armistead and J. H. Silverman have shown that there exist 

much closer parallels to the )ozarabia khar a in the ballad 

tradition than the artificial ballad by Lope do Vega adduced 
by Garcia Gomez. 5 They maintain that Lope was only imitating 

a popular ballad much printed in the sixteenth century, I 

pärdita de Antegueras 



264 

La manana do San Juan al punto quo alboreaba 
gran fiesta herzen los moroa por la bega de Granada, 
revolbiendo sus caballos y jugando do las langass 
ricoe pendonea en ellas labradas por aus amadas, 
rioas aijubas beetidas do sodas y Einas grans 
ricos albornozea puestos texidos do oro y plata. 
El moro quo amores tiene ©enales d'elloa nostraust, 
aas quien amores no abia, ails no escaramugaba. 

Armistead and Silverman trace many variants of this ballad 

introduction in other ballads. Echoes of it are still to be 

found among the Jews of Morocco, in Portugal and in the Asturias. 

Armistead and Silverman conclude that the striking concordance 

in theme and metre between the ballad introductions and the 

khan a militate in favour of a direct relationship between the 

two. The Galician version which they quote is remarkable for 

its complete assimilation to the Galician dawn tradition of the 

visit to the well, albeit rendered a lo divino: 

Mananoina de San Xoan Cando o sol alborexaba 
Xeeucristo so paseia ao redor da fonte crara. ? 

The element of donning new decorative apparel, which is 

prominent in the khar a and in the ballads, reappears in a 

variety of guieea in the San JuRn lyrics of Castile, both in 

the oymbolical contexts 

Ya no me porno guirnalda 
la manna de San Juan PTT 188 

and in the evocative: 

La verbena verde 
quo viste las selvas 
albas de San Juan. S 

There are also the Castilian lyrio reminieoenoee of the 

chivalric competitions suggested in the khan ee: 

La manna de San Juan, damas, 
ai1e el ray sus arenas. IHTP 458 

Invocations to the deity are rare in the kharjao and, 
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strangely. the three extant occurrences are all addressed 

not to the Christian God of the Mozarabe but to Allah. One 

instance is to be found in the Mgr ja used by el Ciego do Tudela. 

Abu-l-Abbas al-Ama al Tutili. who died in 1126: 

Amanu, amanul Ya 1-ma11b gare: 
Borke tu (me) gerea, ya-Uah, matare? G. G. V 

Abu Bakr Yahya, who died in 1145, employe a similarly plangent 

k .rs 
Mew yelos ka-rey 
Mi-a morte la trey, 
Arifu kulli eay, 
B non eä yo nada: 
Bi-llah, k6 tarey? G. G. XXITII 

It Garcia G6mez'e version of the khar a is somewhat fanciful, 

Sterne rendering is extremely conservatives 

men morte (? 
garM que(? ... bi-11ßh quo faray 9 Stern 42 

but it nevertheless incorporates the operative exclamation. 

Likewise Stern doe© not commit himself to an interpretation of 

the ar a used by the Oid'e contemporary, Abu Isa Ibn Labbun 

aarid me(? ) 
..... ya qawmi 
..... bi-llah 
*004000000000 Stern 49 

while Garcia G6mez'© translation obviously places the khar a 

firmly in the Arabia tradition of the illness of love: 

Garide-me 
Kom' mew aidi, ya qaumu 
- Tarn, bi-llah- 
su mele3im no dad-lo. ' G. G. XXXVII 

Clearly in all three instances, despite the difficulties of 

translation. the references to Allah are merely perfunctory 
Arabic exclamations with no religiouo significance. They 
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illustrate once more the intermingling of the cultures of the 

region: a supposedly Christian girl adopts Arabic colloquialisms. 

Although the underlying inspiration for the khar as, at 

least for the dawn khar ao, may well be found in the Christian 

liturgy, the poems themselves do not demonstrate any religious 

emotion or suggest a continuance of superstitious practices. 

The earliest reforence to the festivities of at John's Day 

contained in the khar ae, like its Castilian successors, bears 

no strong religious connotations and, as in the Castilian 

eanlunnadae, no mention is made of the religious rites of the 

feast day. The atmosphere is that of any holiday -a time of 

merry-making and of amorous encounters. In like manner, the 

frequent Castilian interjection, 'i Ay Dioel', recalls the 

'bi-allah' of the khan as and is merely a common exclamation. 

In the cant as de amigo, however# religion plays a far 

more significant role; it permeates the poems and is 

inextricably involved in the love affairs which they relate. 

God, far from being simply the subject of involuntary 

exolamatione, is held responsible for the lovers' fate. 

His name is invoked in oft-repeated formulae which may have 

become mere perfunctory interjections but which by their 

frequency and insistence smack of superstitious incantation. 

Many of these formulae correspond to the 'bi-allah', '; Ay 

Dioet' types 

"par Deus, vi-t'en grave dia, 
at amor! " Cdea I 

M is, Deus, como pods durar. Cdea VI 

aaiga, par Deue, de grado. Cdea VII 

ai. Deus, eu6? Cdea XIX 
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Par Deus do Cruz, dona, sei eu quo 
avedes amor Cdea CLIII 

Por Nostro Senhor Cdea CCCLIX 

There are, too, frequent longer phrases which may also be 

casual in function: 

se Deus mi valha Cdea VII 

valha Deus! Cdea XXI 

at, Deus val Cdea CC 

There i®, however, in these phrases a subtle transformation; 

God gradually becomes more involved in the action: 

so Deus me de ben 

saei Deus m'empar 

so Deus me perdon 

Cd ea ccci 
cam cao cVII 
Cc Qo, xxxi 

His name ceases to be a mere formula as it becomes clear that 

God actually participates in the subject matter of the cantinas. 

It is God who ordains the birth of the love affair: 

pots me vos Deus por' amigo deu 
e mi a vös por amiga 

he determines its course: 

e, amigo, grado jä Deus 
quo vos veep os olhos meue 

Odea a (Joan d'Avoin) 

Odea LXVIII 
(Vaasoo raga de Sandia) 

he sanotions the union of the lovers, using the girl's 

mother as his agent: 

Vi-voa, madre, con meu amig'aqui 
oje falar e ouv'en gran prazer, 
porque o vi de cabo v6s arger 
led', e tenho que mi faz Deus ben i Cdea XXXVII 

(Don Dinie ) 

It may be, however, that divine will conflicts with parental 
authority: 
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Rogues-vos eu, madre, at gran eazon, 
por meu amig'a que quero gram ben 
quo o viea'eu eav 6s non progu'en, 
maim, poi-10 eu ji vi, de coracon 

gradeso' a Deus que mi-o fezo veer 
e quo non ei a vöe que graderer. Cdea CCLI 

(Vaasoo Rodriguez de Calvelo) 

It is in God's power to control the emotions of the lover: 

Ai met amigu'' e meu eenhor 
e lume d'e3tee olho© maus, 
por que non quer agora Deus 
qua non ajadea tal eabor 

do viver migo, qual eu ouv'i 
do viver vosco, de© qua voa vi? CCdea CCXXIII 

(Pero Gongaivez Pontocarreiro) 

Oaths are made with God as witness: 

Amiga, do meu amigo 
(o)i eu oje recado: 
quo e viv'e namorado 
d'outra dona ben voe digo, 
male fur' a Deus que quisera 
oir ante quo mort'era. Cdea CCLXXV 

oan Airae) 

and his help is enlisted in wreaking vengeance: 

Idle meu amigo d'aqui 
e non me quip ante veer 
e Deus mi tolha pareoer 
e quanto de ben a en mi, 

no ei van e m'eu non vingar, 
quan'e1 quiaer migo Talar. Cdea COMM 

(Roy Fernandez ) 

God in in fact the girl's confidant and she addresses him as 

©he would her friends or the 'cervae': 

At, Deus a vo-lo digo: 
ioi-®'or o mau amigo: 
e se o verei, velida! 

f 
Cdea CXXIII 

(Joao Boares Coelho) 

and it is as an object of God's creation that the aig 

justifies her own vanity in front of the mirror: 
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Direi verdade, do Deus mi perdons 
o neu amigo, so mi quer gran ben 
non lho gradeßco e aerie d'outra ren 
gradesc'a Deus eno meu coracon 

que m'el fremona fez; tanto mi deu 
tanto de ben quanto lhi pedi eu. cam CLXVIII (Pero Domes Barro3o) 

God is the Creator of all things: he oreated love and lovers, 

making of this earth a better place than Paradises 

0 paraieo böo x' e'de pran, 
ca o fez Deus, e non digu'eu de non, 
mai-los amigos, quo no mundo son, 
(e) amigas muit'ambos lezer an: 
aqueste riundo x'est a melhor ren 
das quo Deus fez a quen el i faz ben. Cdea CLXXV'III 

(Joan de Guilhade) 

The remarkable uniformity and uniqueneee of the religious 

attitude of the Galician cantigae do amifo is further enhanced 

by comparison with the Provengal. It used to be a cliche of 

medieval studies to talk of the 'heresy of courtly love': 

Denomy, for example, condemned the love which the troubadours 

extol in no uncertain terms: 

Courtly Love was formed, developed and spread in a 
milieu that was fundamentally Christian and which had 
been so for centuries. The lyrics that voice the 
sentiments of Courtly Love were written by men who 
were for the most part Christian and who had been 
reared in that faith and that atmosphere. Aside 
from a purely surface coloring and the transference 
of the Christian virtues to the lover, there is little 
or no trace of Christianity in their love lyrics. 
When the troubadours do refer to God and to holy 
things, invariably their references strike us as 
shocking and irreverent. The conception of love 
they developed is directly at variance with Christian 
morality. It is impossible to reconcile the tenets 
of Courtly Love with the commandments of God, with 
the teaching of Christ and of His Church. 

Courtly Love is neither moral nor immoral. It 
is amoral in the sense that it is wholly divorced 
from Christian morality. 12 

The seeds of thin approach were sown, though perhaps not as 
dogmatically as Dronke suggests, 13 by C. S. Lewis in his 
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demonstration of Ovidian influence in the Conoilium in Monte 

Romar cis 

The result is a close and impudent parody of 
the practices of the Church in which Ovid 
becomes a doctor egregius and the Ars Amatorip 
a gospel. 14 

Lewis does, however, take the Ovidian analogy further than is 

justified, though with certain qualifications, and interpolates 

the parody of religion into the work of the lyric poets: 

The variations are not only between jest and 
earnest: for the love religion can become more 
serious without becoming reconciled to the real 
religion. Where it is not a parody of the Church, 
it may be, in a sense, her rival -a temporary 
escape, a truancy from the ardours of a religion 
that was believed into the delights of a religion 
that was merely inspired. 

Certainly this interpretation might justifiably be applied 

to the lament of the girl in Bolseiro's centime: 

Pater nostrue rez'eu mail de canto 
por aquel qua morreu na vors cruz, 
qua el mi mostre mui cell(o) a luz 
mais moßtra-mi as noite© d'avento, 
mail, Be masease con meu amigo 
a luz agora seria migo. Odes CCCXCIV 

but in fact a cursory inspection of the poetry of the Provengal 

troubadours reveals an attitude to religion which is wide- 

ranging and inconsistent - from the zeal of the Crusaders to 

the unconscious exclamations of the At DDeiuuss type. There are 

indeed many similarities with the Galician attitude in the 

invocations to God and acknowledgements of his power and 

intervention. God is the God of Creation who made the 

beloved: 

At, bon' amore encobids, 
Core be faihz, delgatz e plan, 
Preocha chara colorida, 
Cui Deus formet ab eas maet 15 p. 51 

Bernart de Ventadour, V 
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The lover's fate lies in God's hander 

Cui Dieue vol ben at 1'aiuda, 
C'a ai vole ben long=en, 
Qe. m dot un rio poi Bauzen 
De voa, c'ara at perduda. p. 125, Uo de Saint Ciro, ZU 

and Beatrice de Die aanumes that divine will must take her part: 

is Dompnidieus non vuoiila 
Q`en ma colpa eia-1 departimens p. 67, VIII 

Bernart do Ventadour even calls the wrath of God down on the 

ccandalmongere who have come between him and his mietreeas 

Deus li do mal'esoharida 
Qui ports mauvaio mesatge, 
Qu'eu agra amor jauzida, 
Si no torso lautenger. p. 56. VI 

There is at the cane time throughout Provengal poetry a vein 

of irony in the treatment of religion which appears to be quite 

deliberate and which is not found to the same extent in 

Galician. Guil: hpm IX trusts that God will allow him to 

live long enough to make love again: 

Enquer me lais Dieus viere tan 
C'aja mac manz soz so m ntelt p. 37, Guilirem do 

Poitiers, II 

and Guill*m de Cabestanh, in a blatant piece of sophistry, 

implies that the beauty of his lady rivals that of Eve: 

Ana pus N' Adam culhic i 
Lo fruig don tug em en 
Tam bella no. n aspiret 
Bel cors benestan, car 
Blano e lis plus qu'un 

let tust 
tabust 
Grist: 
e just, e 
almatist. p. 67, Guil pm de 

Cabestanh, X 

Although this poet sees himself about to repeat the Fall, his 

allusions can hardly be said to be heretical, only irreverent 

perhaps, or at worst profane. 
It i®, however, in the artificial cult of supposedly 

adulterous love and the deification of Amore that arguments 



272 

for the heretioal nature of troubadour poetry might most 

strongly be asserted. 
16 Bernart de Ventadour relates the 

effects of embracing the precepts of love: 

Non ee meravelha a'eu Chan 
hielhe de nul autre ohantador, 
Qua plus me tra. L core vas amour 
B melhe eui faihz a eo coman. 
Cor e core a saber a sen 
B iore'e poder i ai mee; 
3i. m tira vas amor lo tree 
Quo vas autra part no m'aten. P. 44, IV 

The whole concept of Love now permeates the poet's existence 

and rules the course of his life. The God of Love ie, however, 

fickle and cruel: 

Bu. las! out Amore oblida, 
Quo sui fore del dreih viatge p. 55, VI 

and eventually the poet realises that all his attempts to 

understand Love, to reduce it to a comprehensible system of 

ideas, have come to nought: 

At, las! tan cuidava saber 
D'amor, at tan petit en sail 
Car eu d'amar no. m polo tener 
Oeleis don ja pro non aurai. p. 60, VII 

Folquet de Marseille attempts to come to terms with Love by 

reducing it and Ito companion forces to allegorical figures: 

Mout i fetz gran peobat Amore, 
Quant li plao que. s mazes an me, 
Quar Marco no i aduise ab se 
Ab quo e'adouseee ma dolora. p. 94, Polquet de 

Marseille, XIV 

It is perhaps in this type of allegory that we see the Provencal 

God of Love for what he really is - an attempt by man to master 
in philosophical terms the unwieldy passions of his own biology. 

Love does not therefore represent a rival to true religion, and 
this is quite plain in Pone de Chapteuil'a lament on the death 
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of his lady-love; the poet does not envisage her beatification 

in a lovers' paradise but in the conventional Christian paradise 

in the company of the angels: 
17 

Aras podem saber quo 1'angel eua 
Son de as mort alegre e jauzen, 
Qu'auzit ai dir, e trobam o ligen: 
Cui lauza poblea, lauza Dominus. p. 101, XV 

It would appear that troubadour poetryg despite the Cathar 

heresies of Provence, should be viewed in the context of a 

reasonably orthodox Christian background, the strength of which 

can be inferred from the references to God and to Christ in the 

poetry. Indeed, fanciful though the biographies of the 

troubadours are now deemed to be, it is worth remembering 

that the biography of Bernart de Ventadour recounts his 

retirement to a monastery after a life of courtly' activity: 

In bernartz, per aquella dolor, ei e'en rendet a 
fordre de Dalon, e lai el deßinet. t8 

The Monk of Montandon, moreover, in reported as having brought 

such honour and wealth to his monastery through his art that 

the Abbot of Orlac granted his request to attend the court of 

Alfonso U of Aragon. There is, nevertheless, among the 

troubadours an incipient tendency to break away, to experiment 

and to satirise. Risque parallels, ironic asides and the 

specific identification and isolation of Love as a unique force, 

albeit an element of God's Creation, are all symptoms of this 

tendency and represent an intellectual progression from the 

simplicity and candour of the watchman's prayers which in their 

expression may hark back to an earlier popular tradition. 

Guiraut de Bornelh'e watchman prays for his friend in the 

style of a hymn: 
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Reis glorios, veraie iwms ! clartatz, 
Deus poderoa, 3enher ... 

a style echoed by Raimon do las galas: 

Dieus, aidatz 
S's voe platz, 
Benher cars, 
(B) doue e veraia... 20 

ýHos. P-359 no. 2 (238) 

Foe, p. 366 no. 8 (244) 

and his watchman's call at first light suggests popular 

inspiration: 

... Tro la gayta arida quo 1'alba vi. 
Oy Dieus, oy Dieue, de 1'alba! tan toot ve. 21 

BOB, P"358 no. 1 (237) 

There is, in short, within the Christian framework a fairly 

liberal concept of God and of the role of religion in the 

lives of the protagonists. Although there are various points 

of common usage with Galician, the poems of the troubadours do 

not portray the obsessions with religion and with the involvement 

of God in the lives of the protagonists that are typical of the 

cantigaß. Blasphemy in the cantigas is rare, occurring only in 

Bolseiro'e poems where the girl dismisses the light of Christ 

in favour of the light of the lover, and perhaps in Guilhade's 

concept of the lovers' paradise rivalling the celestial. Only, 

too, in a couple of instances is Love represented as an entity: 

Rogo-te, ai Amor, quo queirao migo morar 
tod' aste tempo, en quo vai andar 

a Granada meu amigo. Rot Martiie do Casal 
Cdea CCOXOII 

P; uit'ei, at Amor, que to gradeocer, 
por que quiaeate comigo morar 
e nom me quieeste deaemparar. CCCXCIII 

In these two poems, an in Bol©eiro'e cantinas, Love has usurped 

religion and is worshipped in the same terms which, in other 
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cantigas, the girl uses to appeal to God. It is, too, in 

poems euch as these that one sees the bridge in the relationship 

between the cantigas de amigo and the cantigaade amor. 

Typically of the cantigas de amigo the girl is the mouthpiece 

for the song and the song may even assume the traditional 

parallelistio form, but the expressions are contrived and 

courtly, akin to those of the cantigas de_amor. 22 

It is important at this juncture to turn to the cantigae 

doemor to compare the attitude to religion in them with both 

the Provengal and that of the cantinas deamigO. The result, 

as one might expect, shows a hybrid effect - an amalgam of the 

heavily superstitious religious emphasis of the cantigas de 

amig with perhaps a hankering for more daring improvisations 

in the Provengal style. Aa in the cant igas de amigo, 

exclamations abound: 

assy Deus me perdon 
poys Deus quer asey 

rvi 

Ay Deus (VII 
a Deus loado (IX 
par Hoetro Senhor (XIV 
quis Deus (XVIII) 
Par Deus 23 

and, as in the cantigae de amigo, God is apparently the master- 

mind, the all-powerful force who can create a love affair and 

who decreed the beauty of the beloved: 

porque moyr'eu polo sau 
parecer que 1hy Deus deu 
a esta (e) lougania Pero Vyvyaez 

Ode amor XXI 

God is the witness of the lover's fidelity: 

Ca de pran Deus non vos perdoarä 
a mha morte, ca El sabe mui ben 
ca sempre Toy meu saber e meu sen 
en von servir. Don Dinis 

ade amor 7D Xt 



276 

The concept of the loving Christian trod, however, cannot embrace 

the incongruity of the sufferings which the lover undergoes, and 

to account for this suffering the poet has to introduce the 

literary concept of the Ovidian god of love, Amor: 

Nunca Deus fez tal coyta qual eu ey (XXXV) 

Tanto me coyta e trag mal Amor (I II) 

A dichotomy arises here, as it does not in Provengal, between 

God and Loves blind Amor becomes the force of evil and God 

the only hope of salvation: 

A min fez gram ben querer 
Amor hua molher tal 
que senpre quis o neu mal 
ea que praz d'eu morrer 
e, pot's quo o quer fazer, 
non posa' eu fazer hi al, 
mays Deus, que sab' o gram torto 
que mi ten, mi de conorto 
a este mal. ©en mesura, 
que tanto comigo darn. Don Dinis 

Cde amor XOII 

God's aid i© enlisted against Amor, which is here not the 

ennobling force that it gras for the Provengal troubadours 

but the dismal harbinger of Love's illness: 

En grave dia que vos vi, Amor, 
poye a de que sempre foy servidor 
me fez e faz cads dia peyor, 
e poys ey por v6s tal ooyta mortal, 
laga Deus sempre ben a nha senhor 
e vos, Amor, ajades todo mal. Don Dinim 

Cde amor LXXXVIII 

Ultimately, though, even divine power is of no avail against 

the power of Love: 

E non mi val 
Deus, non mi val, 
e d'eate mal 
moyr'eu 
moyr'eu 
moyr'eu. Roy Fernandiz 

Ode amor CLVI 
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An effect of this constant juxtaposition of God and Amor is 

that God is reduced to the level of a literary cliche, a foil 

to enhance the power of Love. It then becomes possible to 

construct word plays on such concepts as his might: 

Non pode Deus, pero pod'en poder, 
poder El tanto, pero poder ha, 
ja hua dona non rye t olhera 
ben, pero pode quarto quer poder; 
(e) esey eu d'El hua rren, a la if6, 
que, pero El pod', enquanto Deus he, 
eeeu ben que perca non pod'El poder. Joan Lobeyra 

Ode aror II 

The similarity of expression in the cantinas de amigo and 

the cantigasdeiamor masks a definite change in philosophy which 

extends beyond the reaches of literary ingenuity. As we have 

seen, the God of the canti. Ms de amigo is at one with his whole 

creation. In the cantiiae doamor, the idea, which may be 

incipient but is by no means fully or consistently developed in 

Provengal, of a dichotomy or a moral dilemma between the Christian 

God and a deity of Love is much more forcibly presented. It 

may be that the cantigas represent in miniature a reflection 

of the thirteenth-century schism of religion and philosophy 

provoked by the diffusion throughout Europe from Alfonso ei 

9abio's centre of learning and translation at Toledo and from 

the Sicilian court of Frederick II24 of Aristotelian rationalism. 

The archaic cantigas de am_ igo portray the old, secure, unified 

order of things with God as man's sole authority. It is 

possible to see in the cantigas deamor a suggestion of the 

new order in which God remains man's spiritual authority but 

has to contend with man's ability to rationalise the forces 

of the natural world and dissociate them from his influence. 

For chronological reasons it is obviously not possible to 
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discern, as Denomy tried to do, the effect of Latin Averroism 

in the compositions of the Provencal troubadours, but it is 

quite feasible to postulate its influence on the minds of men 

who frequented the court of Alfonso el 3abio in the thirteenth 

century. 
25 Thus, in the cantigas do amor, alongside the 

persistent religious fervour which they inherit from the 

pristine traditional poems, the cantigna do romaria in 

particular and the cantigas de amigo in general, Aristotelianism 

raised the spectre of a natural force which the human race is 

bound to obey but which cannot be reconciled with divine will. 

While in both the cantigae de amigo and the eantigaede 

Amor the attitude to God is at once more uniform, more intense 

and less philosophical than in the Provengal courtly poems, the 

attitude of the cantigas de ammo is much more naive and all- 

embracing than that of the cants amor, and in the cantiaae 

de amigo the acceptance of the natural harmony between Creator 

and Creation is uncritical. It does not seem pouetble to find 

a satisfactory precedent for the religious intensity of the 

canti s outside the region of Galicia and one has, therefore, 

to assume that it was already a long-established element of 

national culture when the Galician troubadours began their 

recasting of the popular love Bongs and their composing of 

imitation. 

The Galician Pilgrimage 

The religious intensity of the cantigaa de amigo may 

reflect the pantheistic nature of the primitive pagan religions 

of the north-western corner of the Peninsula now lurking under 
the guide of Christianity, and may well be a logical progression 
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from the superstitious worship of the fertility gods and 

goddesses of fountain and forest. Certainly the frequency 

of the catch-phrase evocations - se Deus me 'erdon so Deus me 

va , so Deus ben me de - and the constant desire to involve 

God in the action of the cantiiraa bring to mind St Martin of 

Braga's admonitions to his wayward flock whose every action 

appears to have been ruled by a pagan code, accompanied by 

numerous incantations which St Martin sought to christianise 

to the glory of Gods 

Non liceat in collectione herbarum quae medicinales 
Bunt aliquae observationee auf incantationeo attendere, 
nioi tantum cum eymbolo divino wat oration dominica 
ut Deus creator omnium et dominua honoretur. 26 

It may be that it is precisely this process recommended by 

at Martin that we witness in the love poetry of Galicia. 

Inevitably there is a considerable gap between the paganism 

of the sixth century and the poetry of tho thirteenth; this 

gap, however, is narrowed when one realises that, for all the 

emphasis on Deus in the cants , his position is none the less 

precarious for, particularly in the parallelistio cantite, 

Deus is easily, unconsciously, exchanged for the spirits of 

the landscape and, instead of sighing 'Ai, Deus', the girl 

turns for comfort to the trees: 

- Ai florea, at, flores do verde p%. 

and, no eantlq, in the refrain ehe turns again to Deus: 

at, Deuo, eu6 Don Dinis 
Cdea XIX 

Similarly ahe turns to the hinds of the mountain, minions 

perhaps of Diana Venatriz: 

At cervas do monte, vin vos preguntar 
Pero ZTeogo 
Ode CCCCXIV 
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or to the sea gods, again invoked interchangeably with the 

Christian Goa: 

Ondas do mar do Vigo, 
se vistes meu amigo! 
e at Dous, so verii cedol Martin Oodaz 

Cdea CCOOXOI 

This evidence is inevitably somewhat circumstantial, but 

from another Celtic source, outside the Peninsula, comes a clear 

indication of the inseparable association in the Celtic 

imagination of the love ritual and the now christianised 

religion in terms which are etronly suggestive of some past 

pagan incantation. The lover's Lorica, known as the Le de 

D. Orica , ie of Irish provenance; in it the lover beseeches and 

that love may descend and pervade every aspect of the loved 

one's person - 'a uertice capitia/usque ad plantas pedum'. 
27 

The features of the beloved'o person are meticulously detailed 

in the first part of the Lorica: 

capiuoa Gutem. 
uerticem trontem. tergum orebrum. 
oculos palpebras nares. genas aures 
labia dentes gignas facies linguam. 

In the second part, God and the archangels are invoked by name 

and the suppliant goes on to call to hie aid not only the whole 

company of heaven but all creation as well. In the light of 

lit Martin of Braga's gentle but insistent admonitions, it is 

perhaps significant that the lover calls upon the features of 

the natural landscape to implement his supplications 

adiuro uos nootes et dies tenebre et lung ut euacuatie 
adiuro uoe ligna omnia et lapides et onore et momenta 
ut euacuatis cor. N pro amore meo. 

This erotic Lo rice is contained in a manuscript of the ninth or 
tenth century. 28 It conforms very closely in style to the 

Lorica of Gildas, which wan probably composed in 547, and prays 
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for protection from demons for every part of the body, a 

reference perhaps to the yellow plague which in that year 

invaded Europe from Persia. 29 Such invocational couched in 

the peculiarly idiosyncratic Latin, latinitatie hi©oerica, of 

the Celtic monasteries of the British Isles, betray, according 

to Celtic specialists, all the features of Celtic composition, 

particularly in the detailed enumeration of the first section-30 

It is significant in this respect that the diocese of Britonia 

or Britania was peopled, as its name suggests, in the fifth and 

sixth centuries by Britons fleeing from the Anglo-Saxon invasion 

of their native territory. In Galicia the central monastery of 

the British area was the 'monasterium Maximi'. It and its 

surrounding churches were organised in the Celtic manner, and 

it would appear that the emigre Britons brought their own 

traditions with them. The British Bishop t"'failoc was the 

first to participate in the provincial council of Braga in 

572. The monastery of Maximus can be identified with the 

Church of Santa Marla do Brito%a near Mondonedo. 31 

It is therefore quite possible that prayers of the Lorica 

type existed in Celtic Galicia and it may be that they are the 

inspiration for come aspects of the oantiga de romaria and may 

even account for the religious fervour of the cantigas as a 

whole. In a somewhat eccentric study, L. Wiener asserts that 

the Low of Gildas must be of Arabic or Mozarabic origins 

because of linguistic similarities between the strange Celtic 

Latin in which the Lorica is couched and Arabic expressions in 

prayers from the Koran and prayers against demons from the 

Mozarabio Liturgy. 32 He fails, however, to take account of 
the scholarship of Celtic experts in dating the Lo ricn. at about 
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547" Wiener's study is useful, however, in the context of 

this discussion in that it drawn attention to a Spanish Latin 

anatomical poem which may indicate that a longer Lorica type 

incantation was known in the Peninsulas 

Partibue (his) constat humanae machina carnis 
©ed multipliciter quae numerentur haben; 
portio prima caput, collus as brachia, truncus 
inters, sensus iners, femora, crura, pedes, 
auditue, visue, guatue, olfactio, tactus 
eure, oculisv ore, nare, cute corports extant. 33 

Modern acholarehip has tended to concentrate on the poetic 

cophisticationo of the cantipasde romarie. and to streas the 

importance of the vogue for their composition in cycles among 

troubadour poete who would certainly have come to know each 

other at court and on campaign. It io fashionable to disregard 

the history of the Galician shrines, painstakingly researched 

by Michaölis. '4 Aeensio, while admitting the reflection in 

the cantigae de rocaaria of popular inspiration and culture, 

nevertheless assertet 

Muchoe indicios apuntan quo nos hallazaoa muy 
lejoa del manantial y en pleno paieaje literario. 
Estamoa no ante una pintura realists de coatumbrea 
vino ante una motivaoiön de temae tradicionalea. 35 

Aseneio concedes that occasionally the pristine fervour of an 

original row poem emerges, but in general he regards these 

poeme aal 

merae oportunidades, a menudo, para variar ei 
terra del encuentro, la eoledad del oorazön. 

His reasons for this attitude appear to be twofold. Pirst, 

because, apart from the local colour evoked by the rituals, 

there is little attempt to specify the particular role of each 

saint, and, secondly, the archaic opening formula of many of 

the romaria poems - 'Put eu a San Servando... ', 'Pui eu madre 

en romaria... ' - is used interchangeably for pastorelns and 
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eerr0rill*e as well as for roman as. As we have seen. 

however, the all-pervasive religion of the oantiaas as a 

whole, not simply in the ro is poem, oannot satisfactorily 

be accounted for by courtly influence and, therefore, a otudy 

of its popular origins is unavoidable. 

Joße Filgaeira Valverde adopts a oimilar approach to that 

of Aeensio; 36 he suggests that the cycles of the ca tigaa de 

ro ar1a may have been composed by troubadour poets away from 

home on campaign# nostalgically recalling the customs of their 

native land: 

Las menciones marineras, ei reouerdo de 
lugares, los recuerdos costumbri©tas ... todo tiene mucho de poesia nostalgica y 
de diotancia. 

Pilgueira Valverde has, however, identified many of the sites 

of the shrines of the oantigaa and attests the continued 

popularity of the pilgrimage in modern Galicia. Rituals, 

euch as bathing in the Goa, the blessing of branches and even 

conjuration, are still observed in some areas. Nocturnal 

vigils, the bringing of offerings and the burning of candles 

or of wax images form part of the various ceremonials and 

accord still with the description of the pilgrimage in the 

tantija© do Banta Mria: 

A aqueste logar con devogon 
veen i as gentes e son romeus 
por eervis a nobre Madre de Deus 
et dan i torlos muy grand'ofreg6n C. S. M. 326 

e quioou por on 
candeas et cera et al que oonven 
a tod' aquel que en romaria for 37 O. S. H. 298 

It is generally accepted that many of the shrines in honour 

of the Christian saints were erected on the sites of former 

pagan altars, and it would seem that the pagan practices of 
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these places were perpetuated in the euboequent Christian 

ceromonials. The blessing of trees, conjuration and the 

burning of candles were all rituals condemned by St Martin 

of Braga in De Correotione Rusticormt he askst 

Nam ad petrae et ad arbores et ad Zontee et 
pertriuia cereolos incendere quid eat aliud, 
ni©i cultura diaboli? 38 

As in the 4antigas -de Santa Paria, candles and wax images form 

a constant motif of the cantigaa do romaria: 

Quer'eu ora mui cedo provar ee poderei 
it queimar mis candeas con gran costa que ei, 
e por veer meu amigo logu'i 

Airaa Corpancho 
Cdea CXV'II 

The motif of the wax image of the lover which the girl 

takes to the shrine is an instance of an extensive custom which 

may date from Roman times. That the custom was known in Italy 

is evident from Boccacaio's parodic use of it in his Decameron 

(Eighth Day, Seventh 3tory)3 Elena, a gullible but malicious 

widow, believes the scholar Rinieri who'. --has good reason to 

avenge himself on her, when he tells her that the most effective 

way to bring her lover to her presence is to bathe seven times 

naked by night in the river clutching a tin image of the lover 

and then to climb a tree or tower (in the same state of undress) 

and recite certain incantatory verses. In Gil Vicente's 

Auto da India, the unfaithful wife mimics the sentiments of 

the cantip_, do ro! aria to impress her returning husband with 

her concern for his well-being; she professes to have wept, 

to have said prayers and to have offered his wax image at the 

altar% 
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H eu tui-me de madrugada 
a nosea Senhora d'Oliveira. 
B co'a memoria da Cruz 
fiz-lhe diner hurra missal 
e prometi-vos em oamisa 
a ßanota Maria da Luz: 
e logo i quinta tetra 
! ui-me ao Spirito Sancto 
com outra missa tambem: 
choral Canto qua ninguem 
nunca ouidou ver tal pronto. 39 

The tradition still persists in Portugal in 1977 of bringing 

candles, sometimes very large ones, and wax images to the altar 

of the church or shrine. Pilgrims to Fätima, the site of the 

apparition of the Virgin in 1910, bring wax models of the part 

of the body for which a cure is solicited and, in the 

conservative cathedral of Braga, the altars of the cloister 

are laden with the heads, sculpted in waa, of loved ones for 

whom divine grace is sought. The style of these heads is 

remarkably similar to that of Roman ex-votos in pottery on 

diepley in the Museo San Marcos in Leon. 

The roomria is not, however, simply a pretext for a lovers' 

meetings it is actually an intrinsic part of a ohrietianised 

ritual of love. The candles always serve as a prelude to that 

meeting, as if the girl, possibly intoning an oration similar 

to that of the Irioh Lo,,, 
_rica, 

hopes to conjure up her lover's 

presence in the candle ! lame: 

Pui eu rogar muit' a Nostro Senhor, 
non por mia alma candeae queimar, 
mai3 por veer o quo eu muit' amei 
©©mpr', e non veo 0 meu traedor: Afonso Lopez de Batan 

Cd ea OIXXII 

In tact, although, in the oant_____gas, oracon becomes synonymous 

with row in ©ome caeen: 

A Ban Servando ! oi on oragon 
eu, quo o vise', e non toi el enton ^ Joao Servando 

Cd em eea CCCLXXIV 
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Pois todae i van de grado oragon tazer 

Cdea CCCL%IX 

in others. pagon remains a speoifio part of the pilgrimage 

as its interchanging uce with 'candeas queimar' here makes 

clears 

Eetava m'en San Olemengo 
u fora fazer oragon 

Eotava-m'en San Clemengo 
uf Bra nand eae queimar Nuno Perez 

adea CCCCXXX 

It is perhaps ironic that the influence not only of the popular 

Galioian pilgrimage ritual, but also, possibly, of the erotic 

sprayer,. is seen for the first time in a lyrical poetic context 

not in Galician but in Provengal. At the end of the twelfth 

century, Arnaut Daniel declares his total enslavement to his 

beloved - in the words of the Ion , 'from head to foot', he 

hears masses and burns candles in the hope that God will grant 

his prayers. 
40 The poet's religious ardour is, however, seen 

in its true perspective when finally he spurns the religious 

imagery which he has just been using to describe the intensity 

of his passion by declaring that he would not exchange his lady 

love for ser . Though not positively identified, Luserna 

may have been the town on the pilgrim route to Santiago, which 

occurs frequently in the chansons do l41 

Tot jorn meillur et eameri 
Car la Genflor aerv'e coli 
Del mono so us dio en apart. 
Dieuti ®ui del pe trop qu'en pima, 
B at tot yenta ill treid'aura, 
L'amoro qu'inz el cor mi plou 141 ten chaut on plus inverna. 
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Mill meows n'aug e'n proferi 
B'n art lum do sera e d'oli 
Qua Dieus m'en don bon issert 
De liess on no m val eaorima 
B quas remir sa crin eaura 
B1 core gai, grailet e nou 
Has l'am quo qui m des Luserna. 

Incidentally this poem serves to show how very different is the 

Provengal attitude to a popular motif from the t}alioian. The 

Provengal poet adopts the colourful Galician notions of the 

mass, the oandlee, the pilgrimage and even perhaps the FQu ye, t- 

and uses them to describe his own situation and his own state 

of mind. He plays out the images and then discards them. 

Despite the courtly fagade given them by the Galician poets, 

the same motifs in the ccaant a are u©ed in a much more literal 

manner, an indication possibly of their closer proximity to 

their popular origins. It should be noted in this context 

that there is in the khir as, despite the clarity and immediacy 

of their imagery and expression, at least a hint of the 

incantatory mystery of the cantigas. Religion is not important 

to the human love of the har a, but the appeal to the 

clairvoyants suggests a superstitious credulity not unlike 

that of the oantigae= 

Gar bi yes devina 
y devinas bill-hagq 
Gar me cand me vernad 
meu habibi Isi, }aq Stern 2 

Gangutia Blioegui associated this ritual of the khan a® with 

that of Theooritua' Pharmao®utriat, in which a girl attempts 

to conjure up by magic her lost love. 42 

Dancing as a form of divination is another motif of the 

cantigae do rom ria. The girls who go with their mothers to 

Dan Simon leave the matrons to light the candles at the shrine 
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while they dance in anticipation of their lovers' arrivals 

Nossos amigos todoa lei iram 
por nos veer e anäaremos nös 
bailand' ant' elee, fremosaa, on c6s, 
e nossas cadres, pots quo ald van, 
queimen candeas por nöa a por ei 
e n6s, meninhas, bailaremos i. Pero Viviaez 

Cdep CLUX 

The intention here is much the same as that of the hazel tree 

dance song which survives in two similar versions, that of 

Aira© Nunes and that of Joan Zorro: 

Bailemos nos ja todas tree, at amigas, 
so aquestas avelaneirse frolidas 
e quen i8r velida, como n6s, velidas, 

so amig' eaar, 
so aquestao avelaneiras frolidas 

verri bailer. 43 Airas Nunee 
Cdea COLVIII 

This song does, however, not fall into the category of the 

row poems; it may nevertheless hark back to the primitive 

tree-cult rituals of Galicia and as ouch its basic origins may 

be substantially the same as those of the song of the lone 

dancer at the shrine of Vigo: 

Eno sagrado, on Vigo, 
bailava corpo velido: 

amor ei! martin codas 

Dancing in sacred places was from earliest times condemned by 

the Church, 44 
since it perpetuated pagan obscenities of the 

type encountered by Valerius on his nocturnal peregrinations. 
45 

The dance songs of the canti , with their suggestion of 

divination, may reflect the last lingering remnants in the 

popular imagination of the cult of Nemesis which. according 

to Oomraodian, who probably wrote in the third century, 

flourished in the north-west of 9pain. 46 The Nemesiaoi 

danced around a wooden image of their goddess and then told 
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the fortunes of the onlookers. This cult was probably 

secularised by the fifth century, but dancing as a part of 

Church festivals was still creating problems for the third 

council of Toledo in 589. it might seem preposterous to 

postulate survivals from the late sixth century to the thirteenth 

were it not for two cogent arguments which make such an 

extrapolation possible. First, as we have already seen, 

Christianity came late and haphazardly to Galicia and was 

subject to constant subversion. It was only precariously 

established in the region at the time of the Moorish invasion. 

It, while under the tutelage of Toledo, Galicia represented a 

weak spot in the Chriatianieation of Spain, it is hardly likely 

that the inherent weakness would have been eradicated once that 

supervisory influence was removed. Secondly, as Pilgueira 

Valverde has shown, customs have survived from the thirteenth 

century to modern times and it is therefore not impossible that 

similar customs may have survived the previous six hundred years 

or longer. Thus, for instance, the ritual of bathing in the 

sea of the cantiaa: 

Treidee oomig'a lo mar de Vigo 
e veeremo-lo mesa amigo 
e banhar-nos emoe na® ondas. Martin Codax 

Cd ea CCCCXCV 

may recall some ancient pagan conjuration ritual to the water 

deities condemned by St Martin of Braga: 

it in mart quidem feptunum appellant, in 
Zluminibue Lamiae, in tontibus Nymphas, in 
siluis Dianas, quae omnia maligni daemones 
et epiritus nequam aunt. 47 

Christianised as a baptismal or purification ceremony, the 

practice of bathing in nine waves at midnight ourvives at the 

shrine of La Lanzada in the twentieth century. 
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It may be relevant to note the polemic between St Martin 

of Braga and an unidentified Bishop Bonifaoe, who accused the 

bishops of the See of Braga of performing triple baptismal 

ceremonies - that is, repeating the single ceremony three times, 

each time in the name of a different member of the Trinity. 

St Martin refuted the charge in his letter 'De Trina meroione'. 

He implies that Bishop Boniface has wrongly addressed his 

criticisms, since such practices were in any case a part not 

of the Arian heresy but of the Sabellian heresy which flourished 

elsewhere. Bishop Boniface, however, appears to have based his 

accusations on the information given him by travellers to the 

region who may possibly have had access to ceremonies which 

would have been concealed from St Martin. 

The argument whioh would remove the cantiAa® de romaria 

far from the popular eouroe of their inspiration and put them, 

in the words of Aseneio, 'en pleno paisajo literario' implies 

that the ritualo of the ro___maria are no longer of any religious 

import to the troubadours, but are simply the colourful tools 

of the poet's trade, rather perhaps in the style of Arnaut 

Daniel's composition. This argument, however, as has already 

been suggested, failu to take account of the ardent religious/ 

erotic zeal of the row poems which in consistent with the 

attitude to God and religion of the cantigas de amigo as a whole. 

In the romaria the general religiosity of the eantigas is 

crystallised into a fervent assertion of the power of God 

and the saints to make the lover appear, to curtail his 

absence or to temper his displeasure: 

Be meu amig' a San Sorvando for 
e lho Deus aguiea, polo eeu amor 
i-lo quer'eu, madre, veer. Joao 3ervando 

Cd ea CCCLXX 
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It may be that the lovers actually have an assignation at 

the shrine: 

Mal fa9'eu, velida, quo ora non you 
veer meu ami o, poia que me mandou 
quo foss'(oj) eu con el ena cagragon 

fazer oragon 
a San Creegon. ßolparro 

Cam CCCC X 

or the situation may be more subtle; the girl may go to the 

shrine to pray that her lover might appear and his appearance 

is then directly related to the efficacy of her prayers: 

Betava-m'en San Clemengo, 
u fora oragon fazer, 
e diese-mi o mandadeiro: 
"Yremoßa de bon parecer, 
agora verra'qui vo©e'amigo". rhino Perez 

Qdea CCCC 

Ghs trusts implicitly in the power of prayers 

Rogu'eu Santa Cecilia e Nostro Senhor 
que ach'oj eu i, madr', o meu traedor 
na ermida do sovoral 
u m'e1 fez muitas vezes coitad'eetar 
na ermida do soveral. Martin de Ginzo 

Cdea CCCCL%XXVIII 
When her prayers are ignored, however, her bitterness is great 

and ehe seeks to avenge herself against God as yell as against 

her lover: 

Non You eu a flan Clemengo 
orar e fago gram razon, 
oa el non uni tolhe a costa 
quo trago no men coragon 
non mi aduz o meu amigo 
pero lho rogu' e iho digo 

As it to make her displeasure quite clear, ©he bargains with 

God: 

Ca, so ei m(e) adusoesse 
o que me taz penal' andar, 
nunca tantos estadaeo 
arderan ant'o sou altar. Nuno Perez 

Cdea CCCCXXIX 
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In her naivete ehe invokes the saints to her side in her 

disappointment and her desire for vengeance: 

San Clemengo do mar, 
se mi d'el non eingar, 
non dormirei. Nuno Perez 

Cdea CCCCXXVIII 

She may utter some Imrica type incantation to bring down divine 

wrath - in the form of the toile of love - on the unfortunate 

miscreant Who has betrayed her: 

El me rogou quo lhi quieeeee ben 
e rogo a Deus quo lhi dia por on 
coitae d'amor. Joao Servando 

Odes CCCLX VXII 

Frequently the supplication is left unanswered and the girl 

turne sadly in disillusionment from the Christian saint who 

has not heeded her request to the primitive spirits of the sea 

or grove of the pagan subculture: 

Quand' eu a Ban Memede Pui e non vi 
Qeu amigo con quo quis iera Talar, 
a mui gram eabor, nao ribeiraa do mar, 
eoepirei no coracon e dix'aaei: 
pois (mau amigu') non vent sei üa rent 
por mi ee perdeu, quo nunoa ihi tiz ben. 

Joan do Canga® 
Cýdea CCCCLI 

From this fairly representative sample of the canttgaedo 

ami o, it can be seen that the belief in God expressed in the 

poems is simple, profound and unquestioning. Here there is 

no moral conflict between love and religion, nor is there any 

very real suggestion of heresy or blasphemy, except in 

Bolseiro's poems which in every respect point to a courtly, 

intellectual inspiration. At the same time, however, it must 

be said that for all its fervour the veneer of Christianity is 

thin and through that veneer it is possible to discern the 
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trappings of a pagan past, flourishing under a new name. 

The uniformity of the approach to religion in the cantiaae 

de amigo may well reflect a national pagan predisposition for 

pantheism and for implicating divine will in all aspects of 

everyday life. It would appear that the troubadours are 

sensitive to the individuality of this national attitude and, 

on the whole, resist any courtly influence to take advantage 

of it for the purposes of poetic sophistication and ingenuity, 

at least in the cantýjp_e de amigo, if not in the ccantigas de 

amo where poetic licence begins to usurp religious reverence. 

A marginally similar situation arises in the Arabic poetry 

of Al-Andalus. The pilgrimage is used by the poets of the 

muwaeeai}aa purely an a literary oonoeit. El Ciego de Tudela 

develops the notion of the cult of love: 

Devoto a esa Ka`ba brillante he de ir, 
puss no puedo el grito de amor desoir. 
81 soy un eeolavo, me debo rendir. 
; Aquf eatoy! Lo quo hablen de ti no he oir. 

Pormite quo aouda piadoso a rezar 
en ese altar 
y coo holocausto mi peoho a inmolar. G. G. VIII 

and. again, an anonymous poet elaborates on the idea of the 

pilgrim in love, at all coats, despite all the slander and 

gossip about his beloved that in brought to his notice: 

Diga lo quo digs el maldioiente, 
on labios y en ojoe bebe, bebe, 
vino de is vida y de is muerte, 
y dale al quo aplaza tu deleites 
"De tu gentileza en is Kaäba 
eoy peregrino, 
y me quitas el alma". G. 0.1 

auch sophistication are alien to the khar as where, as we 

have seen, to a large extent a unity of expression, religious 

and erotio, ©uggests an outlook as yet untroubled by the 
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Schismatic implications for Church and people of Avioennan 

philosophy. Thus the cultured Arabic poets anticipate the 

religious/ erotic dilemma of the poets of the cantigjs do amor, 

while the khar as and later the cantigas de amigo reflect the 

security of the old order. 

Although the language of the cantiga amigo strongly 

resembles that of the aartigas de amor, and the emphasis on 

divine intervention is heavy in both, there exists none the less 

a subtle difference between the two, and that is perhaps the 

difference between reality and artificiality. The concept of 

the constant intervention of God's will in everyday life as it 

is portrayed generally in the cantinas de amigo is lent substance 

by the remote but specific and traceable details of the osntiias 

as romaria. Already God is perhaps becoming something of a 

cliche and the rom, aria simply a pretext for the lovers to meet, 

but, nevertheless, there prevails still a very real sense of 

an earlier deeply superstitious life-style in which love and 

religion were inextricably bound up. Such historical 

perspective is irrelevant to the troubadours in composing 

the cantijae do error, and they reject it in favour of the 

artificial, intellectual innovation of the idea of the god 

of love in competition with the omniscient trod of the native 

tradition. It is God who out fore from the competition, for 

he emerges as a literary device eonacripted into the service 

of Amor. One suspects, too, that the poets are attracted to 

the colourful details of the pagan subculture of Galicia - 
dancing, bathing, trees, the stag - not simply for the record 
they provide of popular beliefs and customs but because these 

elements can be used and incorporated into the European passion 
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for symbolism, and, within that system, can be enhanced by 

literary parallels from other sources. In another sense this 

transformation marks the first stage of the devaluation of an 

expression of genuine emotion - such as the religious piety of 

the row - to the level of a literary device, so that in one 

context the pilgrimage becomes nothing more than the framework 

for the Canterbury Tales and in another, the Castilian lyric, 

simply a byword for eroticism. 

fßorality and Ritual in Castile 

In Castilian the cleavage between religion and love is 

complete. Like Andreas Capellanus, who in his De Amore 

reoommende human love in its most elevated form yet adds the 

proviso in De Reprobatione that divine love excels all human 

love, Juan Ruiz, too, is caught on the horns of the diaemma. 48 

He authoritatively aesertes 

Como diz' 3alam6n, e dize la verdat, 
que lao coaaa del mundo todae son vanidat, 
toda© con pasaderas, vanee con le eclat, 
salvo amor de Dios, today son liviandat. 49 '07, 

Yet at the same time the rational an argues for the 

consideration of the natural law. attributed not to a 

Patriarch but directly to Aristotle: 

Como dine erist6tiles, aosa es verdadera, 
el mundo por dos oonas trabajai la primora, 
por aver aantenengia; la otra Cosa era 
por aver juntamiento con fenbra plazentera. 
8i lo dexies' do mfo, seria do culpar; dizelo grand fil6sofo, non o6 yo de reptar; 
do lo que dime el sabio non devemos dubdar, 
ca por obre se prueba el sabio e ou fables. 
Que dim verdat el sabio clarame(n)te so pruevat 
omnes, ave3, animalias, toda beotia de cueva 
quieren segund natura oonpana sienpre nueva, 
o mucho aas el omno quo toda cosa quo e'mueva. 50 

st. 71-73 
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He attempts to unify the human and the divine: 

Macho eerie vi]lano e (muy) torpe pagia 
si de la mager noble dixiea' ooaa refez, 
ca en muger logana, fernrosa e cortes, 
todo bien d'eete mundo e todo plazer es. 
Si Dios, quando form6 el omne, entendiera 
quo era mala cosy la muger, non la diera 
al oane por conpanora nin d'el non la feziera; 
ei pare Bien non luera, tan noble non ealiera. 

et. 108-109 

Love is, therefore,, inevitable and should not be regarded as 

an impediment to canonisation ®inne it is merely the fulfilment 

of a natural laws 

Si omne a is muger non la quisiesse bien, 
non ternia tantoa presos el amor quantos tien; 
por canto nin (por) santa que soya, non s® qui6n 
non oobdiQie conpana, ei solo so mantien. 

at. 110 

It is none the less not without a certain sense of irony at 

the pass to which man's increased knowledge has brought him, 

and a hint of nostalgia for the security of the good old days, 

that, in this context, Juan Ruiz mimics the language of the 

cant s of the Galician troubadours for whom God could still 

be considered a suitable witness of nobility in love: 

Babe Dios quo aquesta duena e quantas yo vi, 
sienpre quire guardarlaa e sienpre las ©ervi; 
ei servir non las pule, nunca las deservi: 
de duena mesurada oienpre bien eecrevi. at. 107 

It ist however, this definite antithesis between human 

love and divine love which enables Juan Ruiz to lampoon the 

external forms of both effectively. In the Canonical Hours, 

for instance, it is both the popular image of the courtly lover 

and the salacious priest who form the butt of Juan Ruiz's 

satirs. 51 Master as he is of the bathetic contrast, he also 
reveals what he considers to be the true nature and purpose of 
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the romari : 

Dia era de Sant Marcos, fue fiesta eenalada: 
toda la santa iglesiiA faz proges16n onrada 
de las mayorea del ano, de cristianos loada; 
acay6me una ventura, la fiesta non pasada. 
Vi estar una duena fermosa, de veldat, 
rogando muy devota ante in. majestad; 
rogue a la mi vieja que me ovies' piadat 
e que andudiese por mi passos de caridat. 

at. 1321-1322 

By analogy with the prayers of the lady, Trotaconventos becomes 

God, la maiestat, in the life of the Argipreste and the 

charitable work he asks her to undertake in his prayers is 

the procuring of the lady at prayer. Thin situation is 

expanded and elaborated in a ballad: 

En Sevilla esti une ermita coal dicen de an Simbnt 
adonde todas las dames than a hacer orao16n. 
A11ä va la mi senora, sobre todas la mejor, 
ecya lleva nobre Gaya, r ntillo de un tornasol, 
en is su boca muy Linda lleva un poco de dulzor, 
on la cu cara muy blanca lleva un poco de color, 
y en los Sue 0ju0103 garzos lleva un poco de alcohol, 
a is entrada de la ermita relumbrando como el Sol. 
E1 abad que dice is mica no la puede decir, non, 
monacillos quo lo ayudan no aciertan responder non. 
Por decir "amen# anon", decian "amor, amor". 5' 

In the lyrio poetry of Castile the potential of the erotico- 

religious dilemma dwelt upon at euch length by the Argipreste de 

Hita is not developed. The court poets of the fifteenth 

century imitate the style of the cantigas deamor, but God 

for them, as he was incipiently in the cantigas de amor, becomes 

a hyperbolical tool of their trade, a measure of the beloved's 

beauty: 

Pintos mi senora Dios 
eon un pinzel tan gentil 
que soya una entre oien mil. 53 

or, like many a character of Olasaical mythology, an aid to 
the poet's powere of expression; Santillana declares: 
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Del todo muero por vos 
e non mejora 
mi mal, jürovos a Diosq 
mae empoora. 54 

The God of these Castilian renderings of the sentiments of 

Courtly love is a sadly emaciated reflection of the all-powerful, 

omniscient God of the cantigae de amigo. There the constant 

intervention of the Christian God or of the primitive spirits 

of the pagan background determines all the circumstances of the 

love depicted in the poems, and despite the recasting of the 

cantigae by the troubadours the intensely superstitious pagan 

culture of the region is obvious. Here in court poetry, however, 

God's role is drastically diminished, and It is at the whim and 

convenience of the poet that he is obliged to participate in 

the poetry. 

In the traditional lyric of Castile casual references to 

God have more in common with the 'bi-allah' exolamatione of the 

khan as than with the fervour of the cri tim. Ay Dios! ' 

to the moot frequent exclamations 

Por ei montocico Bola, 
ý c6mo ire, c6mo ire? 
, Ay Dios! ; so me perder6? PTT 243 

8anoea e®ta la nina! 
lAy Dioe! ý, qui6n lo bablaria? Gil Vicente 

PTT 353 

This eeoulariestion which may perhaps be r©garded as a 

depreciation of the roligtoua coinage, but a depreciation 

which has its roots in antiquity, is al©o nppar©nt in the 

few Caetilian romeria poems. MMenbndez Pita1 denie© the 

roligious aspect of the cantiias do rorarirt when he declares: 

La gallsguito de las cantinas de amigo no va a la rom©ria con gran devocion 55 
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and he finds the Castilian counterpart of the Galician romerias 

more satisfactory than the Galician in the simplicity of its 

narrative style: 

So ell encina, encina, 
so ell encina. 

Yo me iba, mi madre, a la romeria, 
por it mas devota, fui sin companfa 

So ell encina. 
Por it mie devota, fuf sin compania 
toaä otro camino, deje e1 que tenfa. 

So ell encina. 
Hallenre perdida en una montina, 
ech6ne a dormir al pie dell enoina. 

So ell encina. 
A la media noche record6, mezquina; 
hall6mo en los brazos del que was queria 

So ell encina. 
Pesöme, cuitada, de que amanecia, 
porque yo gozaba del que mäs queria 

So ell encina. 
Muy biendita eia 
la tal romerla, 
co ell enema. PTT 53 

Menindez Pidal indicates tho alone citailarity between the 

blessing of the pilgrimage in this Castilian viliancico - 

'Muy biendita eia / la tal romeria' - with those of the cantigas 

of Joäo Servando and Martin do Ginzo: 

Que boa romaria 
con meu amigo fiz, 
ca lhi dix', a Deus grado, 
quanto lh'©u diz©r quiz Cdea CCCLXIV 

Nuno'eu vi rselhor ermida, nen mail santa 
Cdea CCCCLXXXIX 

but, despite the parallelistic form of the Castilian poem, he 

declines to see in their relationship any more than 'un r©flejo 

independiente de una tradicibn difusa por el occidente y el 

centro de In Peninsula'. Men4ndez Pidal bases this conclusion 

on his conviction that the Castilian poem is more popular than 

the canti ac . Unquestionably the form in which the troubadours 



300 

have preserved the cantigas deromaria for posterity reveals a 

certain degree of courtly sophistication, whereas the Castilian 

ro_ ID. eria poem is straightforwardly flippant and ingenuous. A 

vil lano= from the collection of Juan V squez quite unashamedly 

blames the ro merits for the girl's present condition: 

Perdida traigo la colors 
todos me dicon quo lo he do amor. 
Viniendo de rom©ria 
encontre a mi buen amor: 
pidierame tree besicoa, 
luego perdi la color. 
Dicen a mi quo lo he de amor. 
Perdida traigo la color, 
todoe me dioen quo 1o he de amor. PTT 92 

and the cane attitude is apparent in a late medieval English 

pregnancy lament; here in fact the girl declares her intention 

of using the pilgrimage to excuse her condition: 

When he and I got under shoot, 
I lot him have his way oomplete, 
And now my girdle will not meet. 
Dear God, what shall I say of it? 
Ah dear God, I am forsaken, 
low my maidenhead is taken! 

I shall say to man and page 
That I have been on pilgrimage. 
If priest again show lustful rage, 
I'll not let him make play of it. 
Ah dear God, I am forsaken, 
Now my maidenhead is taken. 56 

These poems embody no equivocations of God and love, none of 

the tension, anxiety and ultimate melancholy of the canti 3. 

In this study various featured of the cantigan have come 

to light which may well be said to belong to a distant pagan 

folklorto pant. These features clearly indicate that the 

roots of the row are firmly embedded in the popular 
background of Galicia - as even Jeanroy acknowledged. 57 

The background may be of decreasing relevance to the life 
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style of the Galician troubadours but, for all their 

eophisticatione, their cantigaa de romaria can be said to 

belong to a fairly well defined, fervently religious, in the 

sense of both pagan and Christian, popular tradition. The same 

cannot be said of the Castilian references to the romerin in 

which, by comparison, the pilgrimage is used as a superficial 

device, a pretext for a lovers' meeting or an excuse for the 

results of that meeting. It contains little suggestion of back- 

ground reality, however remote, no hint of a long established 

tradition nor any confusion between love and religion, indicative 

of an earlier unified culture. It would seem appropriate to 

regard the Castilian romeria poems as at least partial borrowings 

of the Galician topoe. It is not a wholesale borrowing of the 

Galician motif since, in atmosphere, it conforms much more 

closely to the secular exuberance of the Castilian treatment 

of religious festivals in general, a result perhaps of the 

Mozarabic inheritance. 

Ae we have assn, 'la manna da San Juan' is a potently 

evocative introductory formula both to the Castilian lyric and 

to the ballad. 58 Indeed the romance fronterizo, which depicts 

the fall of the oity of Antequera in 1410, oubetitutes 'la 

an m na de Ban Juan', the festival common to both Christians 

and Moore, for the actual date of the collapse of the city 

on 28th September. 

La manna de San Juan 
al punto quo alboreaba. 

For the poet of the ballad of Hl Conde Arnaldoe, 'la manana de 

San Juan' is a conveniently succinct formula which will evoke 
the required magical and festive atmosphere in the minds of 
his audience: 



302 

IQuien hubiera tal venture 
Bobre las aguaa del mar 
oomo hubo el. condo Arnaldos 
la manana de Ban Juan! 59 

Mention of the festival may, however, as in the ballad of the 

capture of Guarinos. be used to intensify the poignancy of a 

tragic oituation: the Conde Nino, for example, to to meet his 

death on the night of the festival, the night when other more 

fortunate lovers are able to indulge their passion: 

Conde Nino por amores 
es niiio y pasö la mar; 
va a dar agua a au cabs Bo 
la caüuana do Ban Juan. 

These oixteenth-oentury ballade testify in naixW wayo to 

the tu ion of earlier lyrical traditions. A San Juan love 

ballad begins with two otock opening formulae of the villancico: 

Yo mo lovantara, madre, mananica de 'Sant Juan 61 

The ballad, addrenned to a mother figure, plan©o the girl in 

a setting which is a mixture of the natural Galician and poetic 

Castilian features: 

vide eatar una doncella riberica de la mar: 
cola lava y cola tuerce, cola tiende en un rosal 

The activities the girl in engaged in are first found in the 

oßntig. e of Pero Meogo: 

vai lavar oabelos 
na aria Montana Cdea CCCCXV 

and reappear in Castilian: 

iComo lo tuerce y lava 
la monjita el ou cabello, 
odmo lo tueroe y lava, 
y luego lo tiende al hielol PTT 317 

The style of the ballad approaches that of the Galician 

pastorela: the poet observe© the girl, and, without accosting 
her, listens to her song: 



303 

2D6 los mia amoree, d6 los? j D6nde los ir6 a buacar? 

The poet returns to his description and depicts the girl, comb 

in hand -a symbol that is both Ovidian and Teutonic in origin 

pacing the chore-line. Then, with the Castilian's overriding 

sense of reality, the girl repeats her question, not to the 

Galician spirits of tree and wave from whom no answer can be 

expected, but to the recognizable, sympathetic human form of 

the sailor who, for the extent of this poem, assumes the role 

of God for the girl, since he can provide the answer to her 

question; at the same time she utters a Galician-type charm - 

'quo Dios to guarde do mal' - which becomes a part of the 

search motif in Castilian: 

�Digasae 
tü el marinerot quo Dios to guards de mal, 

dai los viste, a mis amores, ei los niste ally pasar? 

A 1$_oea in Juan Väequez'a sixteenth-century collection expands 

this onatch of popular conga 

Digas marinero 
del Querpo garrido 
yen cüal de aquellas naves 
paea Fornandico? 

Av, quo era cacado! 
Mal me ha mentido! 

Puce mis amorea 
en Fernandico. PTT 93 

Thi©, the search motif, and oeverRi other traditional 

elements blend with intimations of courtly vocabulary in a 

Castilian poem which, apparently, approaches most closely the 

spirit of the Galician row poems; the girl's visit to the 

shrine, her expectation and her disappointment are not 

conspicuous elements of the other romeria poems in Castilian, 

but here they are vividly portrayed. This, however, is a 
complete Castilian transformation of the Galician pilgrimage 



304 

theme by a skilful poet who has dramatised the whole episode 

and rearranged the several parts. The formerly absent lover 

appears distractedly on the scene, while the unhappy girl whose 

distressing situation is recounted in the course of the poem has 

already departed. Her part to taken by the hermit at the 

shrine who becomes her mouthpiece. Thus the, eituation of 

the solitary girl praying at the shrine in a state of religious 

and amorous agitation is developed in such a way that the drama 

can be viewed from all directions in time: the present 

emergency reveals both an unhappy past and an uncertain 

future: 

De velar viene la nines, 
de velar venia. 

-Digaome tü, el ermitano, 
ani Dios to de alegria, 
©i hao vi©to por aqui paoar 
las coaao que yo mäe Queraa. 
De velar venia. 

-Par mi fe, buen caballero, 
la verlad yo to diria: 
yo la vi par aqua pacar 
tree horae ante© del dpa. 
Do velar venia. 

Lloraba de los aus ojoo, 
de la au boca decfa: 
-Mal hays el enamorado 
quo in fe no Lntenla. 
Do velar venla. 

Y maldito sea aciuel hombre 
que eu palabra rompla, 
mas que mäe con las mugeres 
a nuien m&s no le debia. 
De velar venia. 

-Mau maldita sea la hembra 
quo de loe hombre© ©e fia, 
porque aquella es enßa1ada 
la qua en palabras confia. 
De velar venia. PTT 75 
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The opening qst ibiile - 'De velar yenta la n xia / de velar 

vents, - resembles both metrically and verbally the dawn 

summons - 'Descendid al vaUe, la nine / quo ya es venido el 

dial 62 The caballero addresses the hermit in the stock search 

formula together with a variant of what one might call the 

'charm' 'formula, 'asi Dion to de alegria'. The hermit replies 

using a common phrase of the aiborada - 'tree horas antes del 

dial. Thereafter the nine appears through her reported speech, 

which indicates that she is no rustic shepherdess. She is not 

content with the succinct, direct recriminations of the cant e 

nor does her speech betray the personal anguish and hopelessness 

of the ro'ria poems of Galioia: she utters her diatribe in the 

conventional generalised terms of courtly love, in expressions 

of faith and duty, without direct reference to herself or to 

her lover: 

-Hai hays el enamorado 
quo au fe no mantenia. 

Thun the true oolouro of the protagonists are revealed: they 

are court charz; otero playing at runtioity on the theme of the 

Galician pilgriz go . 
The nubjeat matter of this chapter is efficiently 

cum ri©ed by a comparison between the two treatments in 

Galician and Castilian of one of the topoi associated with 

a festival or pilgrimage - that of bathing. As we have seen 

in the canti.. ©, bathing as part of the homage due at the 

shrine is essentially a religious ceremonial with connotations 

of baptism and purification, and as such it persists into the 

twentieth century. Admittedly in the canti .s 
there is a 

certain ambivalence: religion is used to the advantage of 
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the lovers; this, however, may be the natural, subconscious 

reaction of a primitive society accustomed to the intervention 

of a divine power in all its activities. Thus, when the girl 

announces her intention of going to bathe in the sea by the 

shrine at Vigo, where she will meet her lover, the sincerity 

of her religious zeal cannot be held in doubt, since in her 

mind religion has a major role to play in the course of her 

love; the latter is in fact unthinkable without the former. 

Nevertheless already in the cantige the transformation from 

the semi-religious to the purely secular begins to take place. 

In the cants of Eetevam Coelho there is no mention of shrine, 

pilgrimage or obvious religious ceremonial: 

Se oj'o meu amigo 
soubees', iria migo: 
eu al rio me you banhar. 

So o j' el sate dis 
©oubeoco, iaigo iria: 
ou al rio me you banhar. 

Quoin lhi dissess' atanto, 
ca ja filhei o manto: 
ou al rio no you banhar. Cdea CLVI 

There is, howovor, a striking echo in this cants i of another 

of Martin Oodax' o cnntips on the Vigo pilgrimage theme: 

At Deus, ce eab'ora meu amigo 
com'eu seniheira oatou en Vigo 
o you namorada. Cdea CCCOXCIV 

Stephen Reckert augge©to that the reference in the last line 

of Coelho's cantipa to changing clothes may hark back to an 

earlier pagan ritual on which the Jewish nuptial ritual of the 

immersion of the bride-to-be in the presence of her mother and 

her mother-in-law was basod. The mother-in-law would receive 

the bride with a newrment on her emergence from the water. 
63 
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Rackert quotes examples from Sephardic poetry to illustrate 

the custom: 

Quo ei to fueree a ban"ar, novia, 
lleva a tu madre, no vayas oola, 
para quitarte la tu camiaa, 
para meterte en 1'ajua Fria. 

Que ei to fuere3 a barrar, novice, 
lleva a tu euegra, no vayas cola, 
pars ponerte la tu del ada, 
para zeterte en l'agua Clara. 64 

Early medieval Europe inherited from Rome the taste and 

the facilities for bathing. In Spain, moreover, the baths of 

the Alhambra eloquently testify to the Isoorich predilection for 

the same practice. For the Moore the bath held the promise of 

sensual pleasure, but Roman bath houses had the reputation of 

gambling done rather than erotic venues. In rodieval Europe 

the various connotations of bathing, of baptismal purification 

on the one hand, and sensual depravity on the other, become 

confused. `iotker, 
65 in the couroe of his life of Charlemagne, 

tolle both the tale of the biuhop given to fornication who 

bathed his sweaty limbs in an ice cold spring before saying 

mass for the king's emissaries and was promptly smitten with 

a paralysing chill from which he died, and also the strange 

story of the encounter of King Pepin the Short with the devil 

on his way to bathe in the hot springs at Lachen. The king 

protected hi=elf with the sign of the Cross and slow the 

adversary whose gore polluted all the neighbouring springs. 

Huizinga66 cites the reference made by Georges Chastellain, 

chronicler of the dukes of Burgundy, to the reservation of the 

bathe at Valenciennes for a visiting English embassy, 'for them 

and for all their retinue, baths provided with everything 

required for the calling of Yens, to take by choice and by 
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election what they like beat, and all at the expense of the 

Duke'. Hinhard, however, stresses the healthful pleasures 
6? 

of eximaing in which Charlemagne excelled. Such was his 

delight in the water that he would invite hie sons, his friends 

and even hie guards to join hin. According to Einhard, 

Charlemagne built his palace at Aachen and spent his last 

years there simply because he enjoyed the thermal bathe no 

greatly. The anti-French author of the flistoria 311ense 

attributed Charlemagne'© abandonment of his 3panish crusade 

to his desire for a bathe at Aachen: 

Anolabat etenim Carolue in tennis illis citiua 
lauari quae Grant ad hoc opus delitiose construxerat. 

68 

Clearly, in Castile, bathing becomes intorproted as a sign of 

moral and physical weakness , possibly because both the Moors 

and the French were known to indulge in it and possibly, too, 

as the lyrics suggest, because it formed part of a widespread 

erotio ritual. Thus, although the Chronicle of Lecin describes 

Alfonso III's restoration of palaces and old Roman bath houses, 

the Fatoria do Espana recounts Alfonso VI's order for thoir 

destruction: 
69 

Et pues quo el rey Don Alffonso uio tan grand 
danno of tanto mal on su tierra, et oomo uinie 
in una grand partida por los caualleros at por 
In au m©ngua pregunto un dia a sue eabios quo era 
aquello por quo sue caualleros non podien eoffrir 
In lazeria do lao armas. Reapondieronle allos quo 
porque entrauan mucho a menudo on los bannos at ea 
dnuan mucho a los uicion. El rey fixo entonces 
dorribar todoo los bannos de ©u regno, at fico 

70 los caualleroa trabalar on muchas huestes. 

The motif of bathing to taken up by the traditional 

Castilian poets who assimilate all its, previous connotations 

of pagan religious ritual, of heresy, of nuptial ceremonial 

and invoat it with a now mysticism - not the mysticism of a 
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pagan or Christian religion but the medieval mysticism of the 

cult of love. The ritual is no longer simply a means of 

intercession, an attempt to conjure up the lover's presence 

or a purification ceremony, it is all these and more, for it 

becomes a celebration of love, a celebration which imparts to 

the restive occasion of San Juan an added dimension of mit; ic 

and excitement: 

Caballero quoraißme dejar, 
quo me dirin mal. 

ýOh que cmnanica manana 
is manna do San Juan, 
cuando la nina y el caballero 
ambos so iban a ban"arl PTT 102 

The difference in emphaoio is apparent in a Sephardic poem on 

the same theme: the act of bathing to oynony ous with the 

happiness of mutual love, common in Castilian, rare in Galician: 

Fu6rame a banar 
a orian del rio 
ai encontri, madre. 
a mi lindo amigo; 
61 mi di6 un abrazo 
yo lo di einco. MT 498 

Finally, in an estribillo of the C, anoionero musical de Palacio. 

the conscious oymbolian of medieval Castile is fully revealed; 

bathing is the induction ceremony, the baptism of the cult of 

love. To this ceremony the girl, like the Galician girl, 

goes alone, but, unlike the Gelician girl, ehe goes with 

justified optimism, for since eh© is going to the baths of 

love she knows her lover must be there: 

A los banos del amor 
eola ne ire. 
y en allos mo ban are. LHTP 86 
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Notes to Chapter IV 

J. The same khar a is used by Ab-u Bakr t" A ibn Bagr, 
who died rather earlier than Yehuda Halewi, in 
1145 (Halewi died in 1170). 
Garcia G6mez renders the khar a thus: 

Benid la pasq, ay, aun sin eile 
Lasrando mew qorazun por eile. XII 

Sola-2o16 agrees with Stern in rejecting 
Garcia G6mez's reading 'lasrando' and substitutes 
'hasari', meaning 'lost' or 'deceived': 

benid is basqa e yo on sin ei(l)e 
hasari mio qoragon bor el(1)o XXVIIIa 

2. "Dos nuevasJjaryas romances (XXV y XXVI) on 
muwa©sahas arabes", Al-Andalus, XIX (1954), 

3, Lope de Vega, San Diego de Alcalä (1611), ed., Hartzenbusch. 

4. ! ienendez Pidal, Flor nueva de =omancea 'ie os (lot ed., 1938; 
Austral no. 100,1962), p. 3. 

5. " La sanjuanada: dhuellaß de una harga moz&rabe en la 
tradiciön actual? ", Nueva Rovieta de Filolo is 
HioR&nica, XVIII (1965)9 436-43. 

6. In F. Lopez Estrada, 

pp. 11- 
B 

7. In L. Carrö Alvarelloe, Romanceiro Popular gale go de 
tradiz6n oral (Por o, 1-9-59-7, no. 103- 

6. Las mooedades de Bernardo del Carpio, ed., Academia, 
VII, p. 254. 

9. Bola-8016's ve; aion reads= 
mio galis kere 
mia morte katare 
drifu kul(1) i qe 
a ti to ar(r)ada 
bi-llah ke fare 

10. Bola-3o16 expresses dissatisfaction 
version and proposes instead: 

garide-me 
k(u)and mio ©td l'ya- gawmu 
ker(r)a bi-11äh 
euo al-asl zºe dar-lo 

XXVII 

with Garcia 06mez'e 

VI 

11. Quotations from Cantigas de amigo in this section are 
taken Proms ea unless otherwise stated; reference 
in by number and, where appropriate, by poet's name. 
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12. The Heresy of Courtly Love (New York, 1947), pp. 27,28. 

13. Medieval Latin, p. 6, note 2. 

14. The Allegory- of Love, pp. 20-21. 

15. Quotations from the Provengal troubadours in this section 
are from Jeanroy, Anthologie den Troubadours XIIme - 
XIIIme sibcles, re-edited by J. Roelcke Paris, 1974). 
t-eterence is by page, poet's name and number of poem. 

16. Dronke e-objects strongly to the blanket denunciation of the 
love celebrated by the troubadours in their poetry 
as adulterous: "Anyone who has read extensively 
and without prejudice in the poetry will know that 
adultery plays no formative role in the lyrics of 
amour courtois themselves", Medieval Latin, p. 46. 

17. Dronke discerns a certain harmony in the attitude of the 
troubadours towards God and love: 

It - "le culte d'un objet excellent" (Bedier) - 
is based on the feeling that finite human love 
can, at its highest, have something infinitely 
more than human about it, that it is through a 
human beloved that the 'divine' concepts - 
Paradise, salvation, eternity - take on meaning, 
that divinity hedges the beloved and can be 
experienced through her. Such feelings imply 
that human and divine love are not in conflict 
with each other but on the contrary can become 
identified. 

Medieval Latin, p. 5. 

Thus in the poetry dominated by the courtly 
experience, God in seldom imagined an opposed 
to love - on the contrary he is continually seen 
an on the lovers' side, even if they feel the 
world is against them, p. 7. 

18. Riquer, Los trovadoren, I, p. 352. 

19. In Boo from A. Kolsen, Simtliche Lieder des Trobadors 
ßuiraut de Borneih (Berlin, 1916). It 342. 

20. In Boa from K. Bartsch, Provenzalisches Lesebuch, 101. 

21. In Boa from Paris Bibl. nat., fonds frangais 856, fol. 383. 

22. Bee C. P. Bagley, "Cantsga o de amp and canti. ae de amor". 
Bulletin of Hispanic mies XLIII (19 241-52. 

23. All quotations from Nunes, Cantigas de amor don trovadores 
galego-portuguesoe, 2 vols. Coimbra, 1932). 

24. Averroes' commentaries were translated at the Sicilian 
court of Frederick II. 
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25. Adaptations of Avicenna began with De anima by Dominious 
Gundissalinus, considered one oche greatest 
Spanish translators of Arabic. Gilson assesses 
Gundissalinus thus: 

The De anima is a compilation of Gundiesalinus 
himself, like his De unitate and his De 

rocessione mundi.. he borrowed numerous 
elements tfiom his own translations 
of Avicenna, Liber VI9 Naturalium and from 
Gebirol, Fons Vitae. 

Gilson in his discussion of Gundisealinue concludes: 
Here we have a Latin on whose mind the philosophy 
of Averroes imposes itself as the only philosophy 
that is rationally demonstrable. 

The work, however, is seen to have strong Christian 
overtones which Gilson describes as "the grafting 
of Augustinianism on the trunk of Avicenna". 
J. T. huckle and R. Gilson, "The Treatise De anima 
of Dominicus Gundissalinus", Mediaeval Studies, II 
(193-40), 23-103. See also Men ndez Pidal, 
Espana. eslab6n and Charles Homer Hankins, Studies 
in the History of Mediaeval Science (Harva 

, 1924, 
T927; New York, 1960). 

26. Martinus Episcopus Bracarensis, De correctione rusticorum, 
ed., 0. Caspari (Christiania, 1883T in McKenna, 
Paganismm, p. 103, note 115. 

27. Text published by V. H. Friedel, "La Lorica de Leyde" 
Zeitschrift für Celtieche Philologie, II (18985, 
64. I am indebted to Peter Dronke for bringing 
it to my notice. 

28. Charles Singer explains that the term lorica for this type 
of prayer derives from the Latin lorica -a 
protective coat of armour (cf. Spanish ldriga), 
frequently found in the Vulgate Bible and also 
found in Virgil (Aeneid III, 467). He suggests 
that the Latin designation may closely approximate 
to the type of heavy leather coat worn by the Celts. 
Binger also points out the similarity between the 
Lorica of Gildas and St Patrick's prayer, the Faeth 

iada, the 'cry of the deer' which calls for 
protection against 'incantations of false prophets, 
against the black laws of paganism.. . against the 
deceit of idolatry and against opells of women, 
smiths and druids'. From Maio to Science 
(London, I 928) U 1'tt 

,pail 
29. Text in Hie erica Famina, ed., F. J. H. Jenkinson 

(Cambridge, 1908), p. 51. 

30. Friedel, p. 66. 

0- 31. Pierre David, Etudes storiques our la Galice et le 
Portugal du V le au Ille si cl® (Lisbon and Faris, 
TM). pp. 57-60. 
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32. ri bico-ßo 

. pp. 

33. 

34. 

35. 

36. 

37. 

38. 

39. 

40. 

41. 

In Wiener, Contribution3 from Monuraenta Germaniae 
Hietorica Auctores antiquiseimi, XIV, 258. 

Cancioneiro da Ajuda, II. 

Poetics y realidad, p. 30. 

"Poesia de santuarioa", Compostellanum, III (1955). 

Afonso X. 0 Sabio, Cantiaae de Santa Maria, d. 
Walter Mettmann, 4 vo e. -64). 

In McKenna, Pa&aniam, p. 103, note 119. 

Gil Vicente, Obra© com letal, ed. Marques Braga 
(Lisbon, 1944), V, p. M. 

Jeanroy, Anthologie des Troubsdoure, p. 70, 
Arnau Daniel, IX. 

In a note to Jeanroy's edition of Daniel's poem, 
Boelcke draws attention to Bedier's essay on the 
loot city of Luisern©. B6dier indicates the 
historical existence of Luiserne, otherwise known 
as Lusorna, by excerpts from the chansons de Beste. 
According to 2ui de Bour ýo e, the city was 
besieged for ten years by Charlemagne. An angel 
directed him to pay homage to 3t James at Compostela 
and, in the king's absence, sui do Bourgogne took 
the city. Charlemagne returned to find his own 
lords contending for the victor's honours, so he 
ordered the evacuation of the city and prayed for 
its destruction. His prayer was answered: 'la 
cites eat touts on abysme coul6e'. In Anseis de 
Carthage Charlemagne returned to France eavi g 
Luiserne to Anseis. The city wan retaken by the 
Caracens and Charlemagne was forced to return. 
Pity for the fate of his own men prevented his 
attack and he prayed for divine vengeance on 
the city: 

Palen ecnt mort, n'en est nus eacap6s. 
Par la proiere Karlon, c'est vorite 
Fondi Luiserne, tour est li liuo 

, rst6; ancor le voient li pelerin ass 
Ki a saint Jaque ont les cemina ant4s. 

Bedier locates Luiserne west of Rabanal and Astorga 
in Valverde, near the lake of Carueedo on the site 
of the abbey of the same name two kilometres from 
the road to Compostela. Les legendes epiguea. 
M. 152. 

42. "Poesie griega de amigo", e. 346 
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43. Asensio refers to the argument between Menendez y Pelayo 
(Antol ia, I, pp. 229-30) and Jeanroy (Origines, 
p. 320 over the origins of this dance cants . 
Menendez y Pelayo considered it to be o purely 
popular origins while Jeanroy pointed to similar 
forms in French, particularly the refrain: 'Tuit 
oil qui sun enamorat/vignent dangar, li autre non' 
Asensio adds another example: 

La jus desouz 1'olive 
- ne vos repentez mi. e - 
fontaine i ©ourt eerie, 
puceles carolez: 
ne vos repentez mie 
de loyaument aimer. 

While not committing himself to a firm opinion, 
Acensio remarks that the Galician poems preceded 
the French and compares the girl's invitation to 
her friends to join the dance with that of the 
bathing poem, 'treides comig' a lo mar de Vigo', 
labelling formulae of this type as 'remotos usos 
romänicoa'. Po4tica v realidad, p. 38. 

44. L"aou8a rdlbigk relates 
who, in 

cautionary 
1020 orr 1021, danced a 

dancers 

and loud ronde at the door of the church on 
Christmas night, ignoring the demands of the 
priest to desist. Divine retribution curtailed 
their revelries, some were struck down, others 
condemned to dance unceasingly for a whole year. 

Dancing persists as an accepted Church practice 
in twentieth-century Seville, although from the 
thirteenth to the sixteenth centuries, the 
ecclesiastical courts sought to stamp it out. 
"La Danoe dens lea Eglises". Revue d'Hietoire 
Ecclesiasticue, XV (1914) 

, 299-45. Much earlier, 
in 5899 the third council of Toledo issued an edict 
against dancing at church festivals: 

quia ista consuetudo balandi de paganorum 
observations remansit. 

In McKenna, Paganism, p. 116. 

45. Migne, Patrologia Latina, LXXXVII, p. 439. 

46. Oomnodian, In tructtones, in McKenna, Pa&anism, p. 44. 

47. In Paganism, p. 95, note 76. 

48. Roger M. Walker propounds the view that the LBA can be 
divided into two parts on the basis on this moral 
dilemma. The first part Walker 
justification of human love and 
as the older man's realisation 
earthly love, his awareness of 
and his need for spiritual grac 
Interpretation of the Libro de 

sees as a 
the second part 

of the futility of 
approaching death 
e. "Towards an 

6S, 
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For a less rigid interpretation, which perhaps does 
greater justice to the complexities of the LBA, 
see Deyermond, "The Greeks, the Romans, the 
Astrologers and the Meaning of the Libro de 
buen amor", Romance Motes, V (1963), (1-4M-qt 

49. Juan Ruiz, Libro de Buen Amor, ed., Jacques Joset 
(Madrid, 1974), st. 105 

50. Compare Chaucer's argument that certain parts of the 
human body were created for a purpose: 

for office and for ese 
of engendure, ther we nat God di©plese. 
Why sholde men alles in hir booker sette 
That man shal yelde to his wyf hire dette? 
Now wher-with ©holde he make his paiement 
If he ne used his eely instrument? 

The Canterbury Tales, ed., Pollard, Heath, 
idde 1, McCormick k London, 1965), p. 156. 

The Wife of Bath's Prologue, 11.127-132. 

51. IAA at. 374-387. See Chapter III. Of Juan Ruiz's 
intentions in this section, Otio H. Green says: 
'What he sought to achieve by his "accommodation" 
of texts from the Hours of Our Lady was a burst - 
or gales - of medieval laughter' Spain and the 
Western Tradition (Madison, 1963), I, p. Ö 

52. Menendez y Pelayo, Romances vie os Castellanos Primave 
for de romances), I. in Antolo a de oetas 
ricos Castellanos (Madrid, 1912-23), VIII9 

p. 259, no. 143. 

53. Juan de Linares. Cane de enanmorad os" 
(Barcelona, 1562), re-edited A. Rodri 
and D. Devoto (Valencia, 1954) f. 28. 

54. Poesias completas, ed., Duran, I, p. 70. 

55. Although he fails to see its expression in the cantigas 
de amigo, Menendez Pidal does acknowledge the 
potency of religious feeling in Galicia: 

La roneria tiene on el norte de la Peninsula 
una importancia especial: el fuerte espiritu 
religioso que alli domina, y ei Gar la poblao16n 
espesa y estar muy repartida en lugarcillos y 
aldeas favorecen la oostumbre quo busca en los 
cantuarios famosos ei punto de reun16n. 

"la primitiva poesia lirica espanola", in 
Estudios literarios, p. 200. 

56. Medieval English Verse, (tr. , Brian Stone (London, Penguin, 
1964 , no. 59 rom R. H. Robbins, Secular Lyrics of 
the Fourteenth and Fifteenth Centuries Oxford, 

. p. 18, no. 7? . 
57. Les Originee, p. 335: 'le thIme du rendez-vous ä un lieu 

de pelerinage paraft purement portugais'. 
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58. See this chapter, pp. 262-65. 

59. Menendez y Pelayo, Primavera y flor de romances, I 
p. 270, no. 153. 

60. Menendez Pidal, Flor nueva de romances viejos, p. 117. 

61. Cancionero de romances (Anvers, 1550),, cd. A. Rodr(guez-Monino 
(Madrid, 1967) p. 282 

62. PTT nos. 106 and 58. 

63. Reckert and Macedo, Do cancioneiro de amigo, p. 222. 

64. Manuel Alvar, Poesia tradicional de los judlos esranoles 
(Mexico City, 1966), no. 187. 

65. TTotker Balbulus, Gesta Caroli Ma 
in Monumenta Germaniae Hist 
(1829 . 

, chs. 15 and 25, 
3a, Scriptores, II 

66. The Waning of the Middle A es (1st ed., 1924; reprinted 
London, Penguin, 197 , ch. 8, p. 106. 

67. Eginhardus, Vita Caroli Magri, ch. 22; Monumenta 
Germaniae Historica, Scriptores, II. 

68. Historia Silense, ed. Dom Justo Perez de Urbel y A. G. Ruiz 
Zorilla (Madrid, 1959) 18 

69. Primera cr6nica general de Esuana, ed. Menendez Pidal 
Madrid, 1955), II, ch. 884. 

70. I am most grateful to Dr G. R. West for bringing 
several of these references to my notice. 
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Conclusion 

In the course of this study each type of medieval Spanish 

love lyric has been set in the context of its cultural background, 

and from that background ouch influences as may have been 

productive in the genesis of traditional poetry have been 

deduced. This approach has brought to light information which 

is important for the understanding of the origins of the 

traditio* of dawn meeting and of the development of its imagery 

throughout the Peninsula. In Al-Andalus, just prior to the 

Moorish invasion, deep-rooted pagan practices had been assimilated 

to the newly victorious Christian tradition which itself depended 

strongly on the potent light/dark imagery of the New Testament 

and of the Prudentine hymns. The insistent splendour of the 

hymns of the Christian community of Muslim Spain appears to exert 

a forceful influence on the style of the Mozarabic poetry of 

lovers' meetings. The influences of the Hebrew and Arabic 

cultures of Al-Andalus are however also apparent in the khan as, 

sometimes through learned interpolation, sometimes spontaneously. 

Much of this inspiration stems from the Song of Songs, while a 

certain explicit sensuality, alien to the later poetry of the 

Peninsula, echoes the eroticism of classical Arabic poetry. 

The imagery of the Galician poems of dawn meeting harksback 

to a remote pagan past, less effectively modified by orthodox 

Catholicism than in other parts of the Peninsula. Spirits of 

tree, fountain and sea are invoked and the protagonists emerge 

from the natural background in the transmogrified forms of dawn, 

stag or wind. The pilgrimage ritual retains a much more 
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intense reality in the cantias de amigo than in the Castilian 

lyric and underlines the heavily ouperetitioue nature of the 

Galician lyric. In contrast to Provengal, where God and religion 

are intellectualisede in Galician God and religion have an 

intrinsic part to play in determining the course of love. 

The dawn tradition is attested in Castile in narrative works 

long before the documentation of the lyric. The strength of 

light/dark imagery and of sun and dawn imagery in the Castilian 

lyric, both secular and rendered 'a lo divino', suggests a 

vigorous tradition which may owe its inspiration to Mozarabic 

influence, either liturgical or lyrical. While the interchange 

of religious and secular imagery maintains a constant tension in 

the Castilian lyric, a new potency and depth is brought to 

traditional poetry by the enhanced role of symbolism in the 

Middle Ages and the Renaissance. The lyrio thus accrues layers 

of meaning, often colourful and evocative, each of which may be 

interpreted individually or as part of a more complex structure. 

I have tried to show how in each period the traditional 

lyric bringe the influences of its own regional culture to bear 

on the elaboration of themes and imagery. While inevitably 

differences occur between the three areas, the striking feature 

of the popular lyric poetry of medieval Spain and Portugal is 

its basic consistency of theme and imagery. This basic 

consistency conforms to the general precepts of women's love 

song, the while maintaining an Iberian individuality in the 

unmarried status of the girl and in the tradition of dawn 

meeting. An equally singular uniformity is displayed in the 

method of preservation and transmission of the three types of 

lyric. Each type, khar a, cants and villancico owes its 
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documented preservation to the interest of learned poets who 

for a variety of reasons are attracted to the popular form. 

The intervention of the learned poet enables the lyric to be 

viewed in an historical perspective, even if, as one frequently 

supposes to be the case, that learned intervention is 

considerably later than the estimated date of popular 

composition. 

The similarities and discrepancies in the evolution of the 

Spanish lyric have in this thesis been examined in relation to 

one main theme, that of dawn meeting and its concomitant imagery. 

Other closely related themes and images have been traced from 

the time of their first appearance. The field however is 

boundless and a subject for future study which immediately 

springs to mind in that of the antithetical situation, the 

poetry of lovers' absence and separation. Necessarily some 

aspects of this situation have been alluded to in the course 

of this thesis, since the tradition of separation in as old as 

the tradition of meeting and the dawn of the lover's arrival 

obviously implies the long night of his absence. 

For Prudentiu9 the darkneua of night eynbolin©d the 

alienation of the soul from Christ and his qualms reappear in 

the Mozarabic hymns. The theme of sleeplessness is attested 

in the khan a in which the girl anticipates her lover's 

arrival with the dawns 

Non dormiray mamma 
a rayo de manna 
Bon Abu']. -Qaaim la faj de matrana stern 36 

This longing is echoed with a comparable simplicity in a 

cantig! j of Pedro Zolaz: 
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Bu velida non dormia 
lelia doura, 
e meu amigo venia 
edoi Lelia dourer. cdea CCXXXVI 

Airas Nunes portrays a shepherdess lamenting her lovesickness: 

Pela ribeira do rio cantando 
la in virgo d'amora quen amores 
a c6mo dorrsira, at bela troll Cdea CCLVI 

Two centuries later, the Marques de Santillana, in the vanguard 

of the popularising trend among court poets, incorporated a 

Castilian version of the same lyric, possibly first documented 

by Duero de Ribera, in his poem to his three daughters: 

La otra con grand trietura 
comenco do aoepirar 
e dezir eats canter 
con mý. y, ý 

honeeta mesura: 
' La nifia que amoree ha, 
Bola d cömo dormirä? '. 

An additional element, that of the long night, is 

introduced to the theme of ©leeplessneaa in the Peninsula 

by Juiäo Eolseiro who may well have been influenced by the 

Provengal poete Uo de la Bacalaria and Guirau' ` Riquier. 

For the lovesick Provencal poet, as for the religious Provencal 

poet, night ie a time of suffering. 

century Uc de in ßacalaria complained: 

Dieue, qual enueg 
M fay la nueg! 
Per qu' iou dezir 1'alba... 

In the early thirteenth 

Roo p. 375 

It may be that Bolseiro became acquainted with Uo do la 
k 

Bacalaria'a lament through Guiraut, Riquier whom he probably 
.1L 

met at the court of Alfonso el 9abio. Guiraut,, Riquier had 

in any case composed his own lament on the same theme though 

without specific, mention of the long night: 
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Ab platen 
Peseamen 
Amoros 
At cozen 
Vial talon 
Coesiroe, 
Tant quel eer no pueao durmir. 
Ano torney e vuelf e vir 
B dezir 
Vezer l'alba. Boa p. 376 

As we have peen, Boloeiro bringe the full Sophistication of the 

Provengal style to the women's love Bong of the, Sant1gle de iao: 

Aquestas noites tan longas 
quo Deus fez en grave dia 
por mi, porque as non dormio, 
e porque as non fazia 
no tempo que meu amigo 
cola Talar comigo? Cdea CCCCV 

The memorable first line of the oantig, 'Aqueetae noitee 

tan longas', with its long assonant vowels expressive of the 

tedium of the night, reappears in Castilians 

Eaattaas noches atan largas 
par mi 
no oolian aer aal PTT 46 

Menendez Pidal, while recognising the basic similarity between 

the Galician and the Castilian lyrics, discounts the possibility 

of the direct influence of the former on the latter and 

indicates his preference for attributing such similarities 

to a oommon poetio stock. 
I Indeed, one cannot deny the 

possibility of the existence of ouch a fund universally 

since the long night also appears in an English lyric of the 

early thirteenth century: 

Mirie it is, while aumer ils$t, 
With fughelea song. 
Oo nu necheth winden blast, 
And weder strong. 
EY! Eyl what this night is long! 
And ich, with well michel wrong, 
soregh and murr© and fast. 
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However the salient feature which suggests a close relationship 

between the Galician cantiga and the Castilian villancioo is the 

succinct precision with which the latter grasps and condenses 

all the details of the lengthy complexity and sophistication 

of the former with the result that, apparently artlessly, the 

villancico manages to convey the whole matter of the cant 

in a much more concise form. This perhaps is the most graphic 

demonstration of the workings of traditional poetry and of the 

ease with which it assimilates all influences, popular and 

learned, simple and sophisticated, to produce a form which 

is new yet familiar and original yet identifiable with all 

that has preceded it. 
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Notes to Conclusion 

1. La primitive poeaia lirica eapanola in Entudioa 
literarioo, p. 203. 

2. fiedieva1 English Lyrics, no. 2, p. 51. 
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Postface 

since the writing of t is tinesis, three r aj or works of 

scnolarsaip which have a bearing on this study have been 

published and have become available. In an important review 

of the kharjas, Las archas mozärabes 77 los comienzos de la 

11rica rorn nica, (Mexico City, 1975) Margit . 'renk t1atorre 

discusses the nature of popular poetry and, in that context 

examines many of the fundamental problems posed by the khar, -jas. 

Roger Boase's mastetly survey of the history of Proven9Cal 

scholarship, The Origin and Meaning of Courtly Love: a critical 

study of European scholarship, (Manchester, 1977) provides a 

welcome clarification of he many conflicting theories concerning 

the origins of 'courtly Love. Unlike some modern critics wno 

prefer to regard Courtly Love in �eneral and universal terms, 

Boase views it as a very real phenomenon closely identifiable 

with the feudalism of medieval Provence and strongly influenced 

in its ideals and philosophy by classical Arabic poetry transmitted 

through Muslim Spain. Finally, John Cummins, the editor of a new 

critical anthology, The Spanish Traditional Lyric, (Oxford, 1977) 

analyses the types and styles of the poetry of the Peninsula and 

classifies his selections by theme. 


