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I 

Introdu.cti on 

Whenever a people has sufficiently developed ita 

nationality, oulture and language, it tends to seek self 

expresaion 1n literature. The earliest form of expres-

sion is ueua.lly poetic, a.nd the more obJeot:tve epic poe-

try commonly precedes the lyrio, although the two have· 

appeared almost aimul taneouely. HO\veve:r, 1 t W·as natural 

that· 1n Spa.in the eax'lieat poetry should be epic, due to 

·the l!Jittrn"tion o.f the country, whioh in· her early history 

had been engaged 1n constant warfare. Thia gave riee to 

the old romanaes, which told of the glorious deeds of the 

Spanish heroes and of their Vietoriea on the .field of bat-

tle. They were spontaneous outbursts r:rom the hea.rta ot 
the people, who gave voice to them a.a a means of expres-

ai.n~ t~d:i.r i'ndi vi dua.l persona.11 tie a and their ne.. ti onal 

reeling. They must have or1g1na.ted in the e:poch dating 
l 

from the tenth to the twelfth oentur1ea, and although 

they did not a.ppeazt in printed torm until a.bout the mid-. 2 
dle of the fifteenth century,. they were aung and kept 

l. Menendez y Pala.yo• M. ar.· oelino: Antolor.!a. _de ~oetas 
l!riooa crn.atalla.nos, Vol. VIII, Madrid 191 , p .XIV. 

2. Duran, Aguat:fn: Roma.noero genel'a.l, Vol .X and Vol .XVI 
ot B1bl1oteaa. de autoraa eapanolee, Madr1.d 18'77, vol'::x, p.Xxv. CeJador y Franoa, Julio: Hiatoria. 
de la ~,.!lfiUtt :'l litepatura ca.etellana., Vol .I, Madrid 
1915, p .447. . 
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alive for generations by popular' tradition, changing) 

in fo:rm, no doubt, from one e,pooh to another. Finally 

e,ome unknom :poet came to reaord tllem in one ot their, 

momentary forma. They were not set down earlier because 

they were held in contempt by the early profeaa1onal 

poeta, who v1rote their l,yrics in Ga.lician and Lu.tin, a.nd 

eoorned the uae of the· vernacular. Santillana, in e. let-

ter written about the middle of the fifteenth century, 

bea.ra witneaa to this disdain and 1mpl1ea that the !_2-

manoea were well eata.bl1 shed in popultir· favor at that 
time. He sa.yst nxntari or poets are thoae, who with out . 
any order, rule, or purpose, write these romances and 

aonga in which the lowly a.nd abjeo·t~people ta.ke ao muoh 
3 

plea.au.re." But it Wtl.G not long a.fter thia that the true 

worth or the ballade wa.s :recognized and the1 gained their 
4 

rightful position in Spanish literature. 

The ~orr~ torm,a valuable part of Spanish litera-

ture be.cu~uaa they represent actual phaaea ot: the life of _....,. ___ .,.. __ ____ 
3i. Mottley• S .Gr1 swoldt Spani ah Balla.de, New Yo:rk 1911 • p.xn. 
4. Idem p.xtx. The first collaotione devoted exoluaivel7 -ro roma.noee were the Oa.ncionero de romances ttain anon, 

published at Antwerp shortly before l5501 the Oan-
oionero de romances "de 1550". a.t Antwerp, and SITva. 
de varioa romanoea, Saragossa, 1550 and 1551. 
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the nation. Born in the hea.rts of the common people and 

kept popular by oonatt:mt repetition., they are, in a. eenae, 

h:tatorioa.l .reoorde of' the ouatoma, lite. a.nd souls o:r the 

people·. They preserved the vioee which they desired to 

punish, a.a wall aa ·the glories and vil"tuea whioh they loved 

to recall. 

Possessing ~11 the ele1nenta neoeaaary tor.-. a national 

epio, · 1 t ia natu~a.l to expeot that the roma.nces v1ould hair& 

pttoduced one, but auah ia not the oe.ae. Instead, in the 

la.at third of the sixteenth osntury they contributed to 

the creatiox1 of ta• national theatett :i.n the ho.nd~~ of Juan 

de la Ouaya.. tox)e de. VegG. and Oe:rva.ntea. In tile eight-

eenth oe1'l.t'Ury ·they were still oheri ahed in 11 ·terar:r cir-

cle a, although they were not e.a popular as in the seven-

teenth; and at the begi.nning of the nineteenth they a.:ra 

a. aouroe of inspiration fOJJ the romt:mticiats. Even today 

the btill.sd form fleuri. CJh&a a.nd is popular• and 1 t seems 

safe to ·predict tbn .. t it \fill have a long life in Spanish 

11 terature. Mot only have the ba.llada hfad a. great in• 
, , 

fluenoa on Spain, but they have af:reoted the French thea-
5 

ter of the seventeenth century au well. 

5. Duo8.'m1n• 'Jea.ni Romances oho1sis, Pa.rist n.d. 
Introduot:t on. 
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Any detailed atudy ot the ballade cannot tail to 
bring to the notice of the stude~-n a. coneidera.ble num-

ber of grammatical pecu11ar1t1ea. To make a complete 
study or theae peoul:tari ties would :require a. wide aoqua.in-

ta,nae v1ith early Spa.n1 eh 11 tera.ture t and a detailed oom--

pr~r1aon in order to f:tnd which peouliar:J,ti~a of the bal--

lada are common to other 11 tetr:u•y productions o:r the pe-
6 

riod• a.nd wh1oh ax-e oh£traeter:t at:to o:f the ballads •. 

The f'ollOiVing study 1 e aQOOI'dingly l:t.mi ted to one :Phase 

of th:f. a subject, namely: the u ae of verbal ten aes and 

mooda. In the ea~rl1est rome.noes 1 ot unknown authorship, 

the verbs are used with considerable disregard of gram-

matical rules. At once the queaticm,· a.risea, are these 

V\9·rbal di storti one u aed haphaza.J;"dly, due to the oare-

le oane sa of the unlearned juglares who sang the ballade. 

or ere they. intention,al, used perhap$ •1th poet1o lioenae 

t<YJ:- pttrpoeee of meter end a.aaonanae' . Do they oocur in 

the old roma.ncea alone, or are they common to the rans.nae 

meter and used by a.ll poet a who write romance 'Verse? - .. ,. 
Some raf'erenoe 1a made to this problem by Morley 

8 
cr..nd DuOtlmin and thei?t remarks and olaaaif1.oa.tions have ________ ,.. __ 

6. Much o:f' the orthography and many of the oonatruot1 one 
S.l!'e now Obsolete but were grammatically- CO?J:reot when 
written. · 

1 • !l or l e1, 91? • o 1 t. p .106 

6. Duca.mint op.cit. pp.209-216 
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been used a.o a. start1.ng point r~r thia study. Morley 

ma.lees the following statement, · '*The uae of' tansea in the 

romanees seems very loose• and the reader 1a almost r·oroed 

to the oonoluaion that the exigenaies ot aasona.noe and 
·9 

meter overoa.me all sense o~ exa.oti tude." He refer a the 

l'eader to Duoamin. Morley mal<es the following olaasifiaa.-

tion Of' verbal irregula.ritiee and cd.taa· one example of 

ea.eh. 

l. Imperfect tor present (most common). 

a.. In the indioa..ti ve. 

b. In the aubJunotive. 

s. Conditional for future. 

3. I:mpertect for pret$1":1 ta. 

4. Perfect for preterite. 
5. Pluperfect tor p:reteri ta. 

e,. Perfect fol' preaant. 

'1 ~ •re. subJunoti va for preterite 1nd10a.t'ive. 

a• Present subJunoti ve fozt 1mpera.t1 ve. 

With regard to the use of the -n eubjunotive for the 

pratarita indicative, he saya that thia tense is also 

used with ~ll the modern shades of meaning, and that it 

:le not uncommon aa a substitute tor tha preterits in 

modern Spanish • .......,. ... ......._ _____ :u;•-·••...,..,...._ .. -

9. MOPle7, ~bi supra. 
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Duoamin ha.a ta.ken up the matter in a 11 ttle more 
10 

detail. Ha makes first a claae1fioation ot the irregu-

la.ri ties and gives a. short commentary on. each. He finds 

the following 1rreguh\r1tiea; 

1. Imperfect indicative f'or present. 1ndioative. 

a. Pluperfect indioati ve for l>rete:r1 te. 

3. Pluperfect tor present perf'ect. 

4. Oondi ti onal for.t :ru tura. 

5. -E.!_ eubJunoti ve for preterite, 

6. Paet subJunctive tor present aubjunotive. 

'7. Agreement of tenoea. 

a. Present eubjunoti ve tor pa.st aubjunQt1 ve 

b. FUture for oonditional. 

8 • Use ot Moods. 

a. Indicative for subjunctive. 

In commenting on the use or the 1mpe:rteot indi.oati ve for 

the preaent Du·ctlmin says that a.asona.noe with the 1mpe~ 

teot teneea is very convenient, and much erusier than with 

the present tenses ·nhere the endings very e.nd a.re nearly 

a.lwa.ya atonic.. Re thinks thi a accounts fo:r the frequent 

aubati tuti on of impe:rfeat for present at the end of lines 

in romanoea which aasonata in .!=..! oe .!!:::.!• Re remarks, 
~ ......... ~~~~~~~~~ 
10. Ducamin, ubi supra. 
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however, that 1~ is found. also in the interior o:r the 

l1nea, and thi e may be for the meter. Re oooounta :tor the 

aubst:t tution of the aondit:t ona.1 for the future baoa.uae of 

the convenianoe o:r the conditional ror the assonance in 

!:::..! With regard to the uae of the .=.!!.! subjunctive f~r 

the prater:!. ts 1nd1oa.t1ve, he says that th:te tense of t.he 

subjunctive aorreaponde etymologically to the Latin Plu-

perfect 1nd.101i·ti ve, and that the corresponding tenaes in 

French and Provencal are employed in the oldeat texta with 
~ . 

theiz- etymological force. This uae ·oaoura in Si>aniah in 

tb.e written if not the spoken languartst but only in sub• 

ordinate clauaes• aooox-ding to him. In the rane.noea it 

is tbund, in both principal and dependent clauses, the 

.former of which at the present· time woul4 be inoor~eot. 

Re alao·mentiona that this tenae is uaed in tbe ballads 

with both 1 ta ety.molegioe~l and 1 ta modern value, and oi tea 

examples, . In conolusion Duca.min eayEJ, "What .astonishes 

us most w1 th regard to the tenaes is not tha.t uae of 

per1phraatio :f'orms with living or dee,d auxiliaries• since 

they ti.:r·e .found in old Frenoh, Provencal and in the other 
~ 

remanoe languages. Neither is it the archaic use of' the 

.=!!,! fGrm of the 1rnperfeat subjunctive, which if.! a.lao found 

in the other rome.nc.e languages and whioh is Justified by 

the et1fnolosy ••• Thi a finds e.n explanation 1n the popu-

lar oha.X'aoter of the ba.lla.da, which often give more im-



VI!! 

ports.nae to the aha.des ot thought than to the symmetries 
of' form. We are moat shocked by this.at.range substitution 

of the imperfect ot the indicative or of the subjunctive 
tor the present ot the eame mood, and by the subatitution 
or the condi tiona.J. for the future. Are these inata.noes 

of poetic license taken for the purposes of assonance. 
and kept in the interior ot the veraest We have a.lrea.dy 

remarked on the fact that the usurping forms lent them-
selves more easily to assonance than did the correct 
forms. I a 1t a pure ae.pr1oe of the popula.:r langua.ge-? Ia 

1 t something elaef Only a deeper and more underata.nding 

knowledge ot the old Span1ah li te:rature would permit us 11. 
to aay. 11 

While there 1e some di:ffarenoe in the ole.asifioationa 

of ¥o~ley and Duorunin, both agree on the moat important ' ' t 
d.ietortiona. Duoamin dwells more on the uae of wrong forms 

for the .Purpose of aaaonanoe, and only once 1ntima.tea that 

they ma.y have been UGed for metr:toa.l purpoaees. While 

Marley and Duca.min ht~ve done a great deal in opening this 

field for atudy they have not adduoed any eonclueive proofs 
concerning the use ot the irregu.lar forms. It aei2111a rea.-

ao~able to euppoae that they would have been uaed aa rnuoh 

11. Idem pp.214-215 
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to obtain the correct number ot syllables, as for the 

proper aaaona.nce. and it 1s the pul'J,)oee ot this study to 

take both into aeoount. 
The romance verse vhioh or:t gina.ted in Spa.in and is 

12 
therefore truly national, 1 s composed. of a aeries of 

eight syllable lines with asaona.nce of alternating veraea. 

The u.ssono.nce 1 s the atune throughout one romance~ Metri-

cal :t:rregula.ri ties a.:re aornetimea found in the very oldeat 

be.llads1 but these are not numerous. It doea not teem 

improbable that the early poet a had recourse ttf the simple 

device ofusing a. con'\renient verb form rather than the 

correct one. in order to maintain the proper number of 

syllables and the same aeaonanoe throughout ~ long E.SJ:-
ma.nee. 

For oonven1ence the balla.da fort his study a.re grouped 

into pari.oda as tollowst 

l. Be.lla.da . of unknown authorship f:rom t?;le .ea.rlieet 

ones up to the seventeenth century. 

a. Ballads ot the sixteenth mid seventeenth oenturiea. 
3. Ballads of the eighteenth o entury. 

4., Ballads of the nineteenth oantury. 

5. Ballads of the twentieth century. 

The first group includes two cla.aaes: (a) the old historical 

and tradi t:tone.l be .. llada and (b) the ba.lla.da sung by th.a 

ls. Menendez y Pelayo, op.o1t. Vol.V!II 1p.XXV 
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troubadours, called romfl-naea ,1ur;lareaaos o oaballeresooa. 
The ballads of both of these g roupa a..re r eoogn1zed as the 

oldest which we poaaeas, having been first printed in the 
13 

fifteenth century. The old hi storioal 'ba.ll$de deal with 
tho ea:rly epics and w1 th actual hi atoi"1Ca1 ·events. They 

are short and oonoiae end give only a bold outline of 
the story. The romances Ju5iareeooe l oabe.llerescoe also 
originated early. They deal with the cycle of Oarolingian 
ohi ve.lry and w:te more romantio than hi storica.l. For eaoh 
of the remaining grou].)8 two representati-ve ballad poets 

have been ta.ken. Their ballads will be examined in an 
effort to determine whether the varba.l irragula.ritiea of 

the olci romances exist in them and if ao in what propor-
tion. For the sixteenth oentu:r;v I have: chosen Lol"anzo 
de Sepulveda.; for the ~evanteenth, tope de Vega.; for the· 
eighteenth, Juan -Pablo Forner e.nd Mel~nd.ez ValdeeJ for the 
nineteenth, Zorrilla and the Duque de Rivas; and for 
the twentieth Juan Rwn6n Jimenez and. Frano1aoo Villaea-
peaa. In o:rder tn g:t ve dependable resul ta from tvh:toh to 
draw aoncluaions, it was necesaft.ry to ta.ke a. definite 
number o~ linea from eaoh group. I have taken some three 
~---·-- ............ 

13. Morley, op.c:l:f;. PP• Xvt~XVII • Hurtado 1 J. de .la 
Serna. Juan, and Palencia• Angel Gonzalea: Hi atorie, 
de la. 11 tere.tura. ~s]tanola, M~.d:rid 1921• p.161. 



thousand lines tttom each poe~. and from ea.ah of the 

olaqaea under the first grouping, except tht."tt owing to 

lack of available ma.tarial it Vlft.rl necessary to combine 

b~llada of J1tneneg end Ville.espeaa. to form a. aingle 

group. Thie ahou.ld give a fair repreaente.tion on which 

to base oonolusiono. 

This study ia baaed on the follcwing. irregult~rities• 

a.11 of which are found. ·1~n the old ba.lladat 

1. In the indicative. 

a. !mperteet -:tor :p:reaent. 

b. Imperfeot for preterite. 

~.· .Oondi t:tona.l · :ror future. 
d. Futu:rs for c ond.1 tiona.1.~ 

e. Present per:reat tor present. 
f. Present perfect for p:reteri te. 

g. Pluperfeet tor preterite. · 

· h. Pluperfect tor present pertea·t .. 
a. In the subJt,no·M.•e. 

a.. Imperfect tor 11reeent. 

b. Present £-or imperfect, 

a. tTae ot indicative for subjunctive • 

.Al though both Morley end Dueam1.n have inol'Uded the 

u aa ot tb.e •.£! aubjunati ve for the ptteteri ~e • it hae been 

omitted from thia cla.asifioa.tion since exan1J)lea of it are 
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14 
still to be found in :modern prose e.,s well aa poetry. 

Both of ~he aforementioned scholars discuss the use of the 
.:.!'..! eubJunuti ve for the preterite in modern prose, but 

evidently regard it a.a an a.rob.a.ism. 'l'bis is also the 
15 

view taken by Bello. Duca.min reg~rds the modern uee ot 
thi a .form tor the preterite ae permi ss1 ble onl1 in depen-

dent olauaea, and he is supported in his belief bytlbe gram-
18 

ma.riant Hanasen, However, ainoe there :la ao muoh aonten-

tion over the matter, and ainca its use is admitted in mo-
dern prose. ! do not :reel juati.fied in including it aa a 

verbal distortion. I have also omitt~d the uee of' the 

preaent aubjunoti ve tozt the impe:rative. as men ti cnad by 

Morley, (omitted by Duoamin) sinoe this use 1a 6lao par-
17 

mias1ble in modern Spanish. 

14. Re. al Aa,ademi. a Eapa.. rtola.; Grfuni{tica. c:rn.atellana, Mad.I'id 
1920, pp.895, 2~n. Lenz, Rodolfo: La oraolon l sus 
.12arta.f!, Madrid 1920; pp.43:?-4~4'· 

l3allo; Andr&a e.nd Ouervo, PoT. a Gr&ln~t1oa oaatellana. 
Paris 1916,. pp.-1~9-190 

16. Ran seen, Federico: GramaM.,91!, hi f:3tO~.!:,. ... ~ la. lenmua. 
oar.~tellana, H~lle i90o, pp.225t 226. . 
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- CHAPTER I -

The AnonY'l11oue Ballads 

Aa stated in the introduot:ton, . the ballads tor 
th1 a study a.re divided into two olasses, namely, those 
designated aQ old historical ballads baaed on tradition 
o~ historical tacts in Spanieh history, ~nd those deeig-
na.ted as oh1valttous ballads, whioh are a.leo old, but 
which a.re more romantic in tone, and deal w1 th aubJects. 
taken ohietl7 trom the oyole of' Caztolingia.n chivalry. 
'!'he di vi ai on 1 e a more or lea a a.rbi tra.~y one since there 
are undoubtedly ma.ny ballads which 1 t would be hard to 

ale..aoity abaolutely. However·, -it ie a. olaaait"ioa.t1on 
commonly ueed, and has been adopted :t'o;r the sa.ke of con-
venience. 

A. Remanoes vie.joa 

The tollo~ing examples of verbal irregularities in 

ballads of the first Ola.es have been ta.ken from the ool• 
le~ti ona ot Morley· and Duoeun1n. Morle1' a romances vieJ os 
tl'adioi ona.lea include one thousand_ aix hundred twenty-two 

linea of eight syllab.le romanoe verse, while Duownin' a E.9:-
manoea historiooa y t.ronterizos include one thousand aix 

hundred :t'ittY""'two llnea, making a. total of three thousand 

tt<vo hund:red seventy-tour .lines. In the indioa.tive mood· 
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we find examples ot these 1rregula.r1t1ee; . 19 

a. tmperteot tor pl'esent. 

Cada. df e. que ama.nece, 

por m! hacen oraoi6n; 
no la ha.cf an por 6l re1 
que. no le merecuit, non; 

Morle1, !It 18. 

HuelgQ ~ •eroa a todos, 

QJte ninguno ~o fa.l taba. 

1 rn&s a vos Gonzalvioo 

porque a vos mucho Nllaba. 

Uorle1 tV, 18 and 19. 

18. Among the exs.mples listed there is an oooaa1 onal 
one which might ooneeivably be included in either 
ot: two olaaaif1oat1one. 

19. Fox- additional exrunplea see Morley, t. 20 1 meter; 
II, 3, meter; II!, 4 1 meter; !It. 10, meter; IV, 
11, ·mater; IV t. 321 meter; V ,· a. meter; VI, 51 As-
sonance; VII• 15, meterJ VII, 29 1 meter; X, 6, me-
te~ J X, "f; n1e ter ~ X • 9, meter. ; X, l.3 • meter J XI , lo, ar:u1ona.nce; XI, 14, assonance; XII, 4, meter; 
XII, la, a.iaeona.noe; XI.I• ~8 1 a.aaonanoe; XII• 29 • 
meter; XI!, 29, a.esona.noe; XIII, 21, meter; XIII, 
28 1 meter; XIV, 61, meter; XV, ia •. aseono.nee; xv. 
15, meter; XV, 23, e.aeonf'..ncef XVIII• 12• ·aaaonanoe; 
XX, 2. meter; xx. ll, assonance; XX, so, meter; xx. 
aa.mete:r; XX, 57, meter; XX, 41, mete:r; XX, 42• 
metex-1 XXII • s, mete:r; XII! t. a, mater; XIII• 4, 
meter1 XXII, 5, matex-; 'XXII t 54, meter; XXII ,· 85 
mater J XIII• ·sa, mater i !XII , 69 • meter; XXVI, l, . 
meter; XXVI 1 a. meter; XXVIIIt 6, meter; XXIX, 14, 
aeaonanae; IXXI, e, meter • 

. Dt1CE\1111n, I, 6,. assonancei I. 10, aasonanoe1 
I., l4t e.asona.noe; I, 18, meter; I, 17, meter; I, 
181 assonance; I, 20. meter; I, 30• meter; I, 36, 

2 



Ayer villas y eaatillos 
Hoy ninguno l?Osef a, 

Ayer tenfa~riadoe. 
Ro1 ninguno ms sef.v!a. 

Duoamin I, 46 and 48. 

rn the :1:rst exam~le hau{a.n is used tor ha.oen 
in ordar to obtain the correct numbe~ or syllables in 
the veraa. In tl1e tvJ<;; remaining e.xa.mplee the tense 

distortion is made for the ~aaonance, which would have 
been destroyed had the correct £o:rms been uaed. The uae 

of the impe.t'f'eet tenee for the pree.ent 1 s l/ery. frequent. 
20 

b. Imparteet for preterite. 
Diole· J!obre su on.be~~ 

1 a,, eus pies muerta ~· 

...-~------

Ducatn1n, XXVI • 60 • 

quien no tenfa. mla de un 'buayt 

dabale otro, que eran dos. 

Morley, II• 15 • 

asaonanoe; I, 58 1 a.eaonanoe; III, 4. rnetel'J IV, 16 
no e:f.feot; V1 . 6 . mete%'; V • 7, meter; V, 8, meter; VII 
S,. meter; XI, 1i, meter; XI1 13 9 meter; XI, 17, meter; 

·XI, 19, meter; II. 26 1 meter; XII, 5, meter1 XII, 60, 
rneter1 XII. 62, meter; XV, 38, meter; XV, 41, meter; 
XV t 44, meter; XVI, 52, mater; XVI, 53, meter; XVI, 
54• mEate:r; XVII• 551 metal'; xx. 50, a.asona.noe; XXI • 
5, meter;· XXI, 16, a.ssona.noe; XX!, 24, assonance; 
XXI, 38, a.asonence;. XXI; 51, metal'; XXI, 62• assona.noe; 
XXI, 76, meterJ XXII!, ai, meter; XXIII, 55, meter; 
!XV, 7, assonance; XXV, 12, a.saonance; XXVI, 22, as-
sonance; XXVI, 32, asaona.noe; XXVI, 38, asaonanae. 

ao. For additiona1·examplea see Morley, II, l, meter; 



El ray mo:ro que <lo supo 

a. rea:t.birle sa.lfa.. 

diJo: - Bien vengaa el 01dt 

buena. sea. tu venida.1 

Morley- XI 1 5. 

In the fir.at example aa in the la.st we find the im-
perfect used to give the proper a.aaona.nce. The imper.feat 

endings a.re ver·y convenient for aasonanca in !:.'::.! and b.!• 
The second example ahowa the uae of the imperfect tor the 
meter. The proper form _g1 vtould have ma.de the line one 

syllable short • 

., •• ,~-- -- µ "*"····· ,...,.~ ........... . 
II• 16, meter; v, 34, assonance; v. 39,. aaaona.nce; v. 43, meter; XII, 33, a.aaone.noe; XII,< 38 1 a.seonanae; 
XII, 39, e.l!eOnance; XIII, 31 1 meter; XIV 1 42, meter; xv. 5, assonance; XV, a, asaona.noe; XVI.< 12, meter; 
XVII, 3, mete:r; XVI%, 4, assonance; XXIII • ao, meteri 
XXIXa 221 a.eaonancef IXXII, 15, meter. 

Du~mnin, I, 4 1 a.aaonanae; I, 28, a.asona.nce; I• 
40 1 aasona.noe; I 1 421 aaaonanoe; I, 43, meter;· I!, 
18; assonance; II, 221 .aaaona.noe; XVI, 55, meter; 
XVII. 41• meter; XIX, 71.no effect; XIX, 17 1 a.aaonanoe; 
XX, 46, aaaona.noe; XX, . 00 1 assonance; XX, 120 as-
sonance; XX, 134, aasona.noei XXI, 64; a.ar1onance; 
XII, 106, meter; XXI, 128, aaaonanoe; XXI, 148, aa-
aone.:nae; XIII, 65 1 meter; XXIII, 16• assonance; 
XXIII, 60, assonance; XXV, 20, aaaonanoe; XXVI, 4• 
aaaon~nce; XXVI, 6, aaaonanoe; XXVI 1 14 1 aeaonance; 
XXVI, 34, ~aaona.noea XXVI, 58, a.aaona.noe; XXVI, 62 1 aaaoaa.ncei XXVI, '70, meter;< XXV!, 70, a.aaonanae. 
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c. Conditional fop future. 

Buen oonde • ei a.lla no ides. 

dares h!an por traidor. 

Morley, Il, 7. 

y a~nque e stos e at~a en ~apa.iia 

all& muy b1en se sa.br:!a. 

Duca.mint XXVI, 46. · 
No loa llor~1s rnae Duquesa; 

Que yo me loa cria.rfa. 

Duce.min XXVI, 56. 

The oondi t:l.11na.l is used in the t:1rat example to 

give an added syllable for the meter. In the laat two 

examples 1 t is uaed to keep the assonance in .!:.!• tfoat 

ot the diatorti one of. th1. s type al'e for the aa aonanoe, 

and ocou:r 1n very tew balladth 

d. Future foll oondi t1one..l. 

tlevaronle a.. loa. mae etroa 

por ver ai aer& · gua.ridO• . 

Morley XVI, 18. 

Si Os pareeieae buen aonde 

Por mi sera dema.nda.do. 

t>uoam1n XI!!, 15. 

21. For e~dd:f.ti ona.l example a eee Morley, XI, 5, aaaona.noe; 
XI• 10. a.saona.noeJ XI• 12,. assonance; XI, 1'7, as-
sonance; XIV, 18, meter; XV, 10. a.seonanoe. 

Duoeanin. XXVI, 44, a.aaonanoet XXVI, 48, a.e-
eonanoe; XXVI, 76, aaeonanoe; XXVI, 78, a.aeonanoe; 
XXVI, 18, e.aaonance. 



Xn both ot these examples the irregularity occurs 
for the purpose ot meter. Ducronin ci tea the lo.at exam:pla 

and questions ·whether it is a :real distortion, o:r whether 

the future 1 a tfuatified in th1 a instance. 
. 22 

e. Present perfect. for· present. 

Ya le llevan a la reina,. 

Ya ae lo van a lleva~: 

d.eenudanle una.· esola.vina. 

qua no Vtil!f!. un. reals 
ya le deanudaban otra 

que va.l!a una oiuda.4: 

luill&dole han al 1nfante. 

hall&dole han la senal. 

Morley, XXII, 70. 

Mientras loo eondes ee arm~n, 

al :Padre al.. hiJO he. he .. bla.do: 

Morley, VII, 17. 
Vase a la del rey de Francia, 

Oon el pie la. ha· d.er-rooa.do. 

Duca.min VIII• 58. 

In the first example the tenae 1rregula.ri ty 1 s 

for the rneter, and in the last two; it is used to keep 

the ~saonance in a•o. -____ ...,._ 

22. For a.dditi onal examples see Morley, z,, 30, meter; 
I,. ao. a.aaona.noe; VII• 15; meter; VII, 25, aaso-
na.noe; VII, 27, · a.saonance J VII, 29, a.saone.noe; 
IX, 14 1 assonance; XIII, 10, a.aaona.nce; XIII, 43, 

· aaaonanoe. · 
Duc~min, VIII• 60, meter; IX, a2. aaaona.noe; 
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f. Present pertect tor preterite. 

7 mand6 llwnar· a Oortee, 
po:r loa grandee ha enviado. 

Morley, III, 41. 

As!ola. pott los oe.ballos. 

eohado ee la ha a un·alano; 
Morley, XIV, 46. 

Tomole el dedo en la booa, 
Fuertemente le ha aprets.do. 

Duoamin, v. 26. 

7 

!n the .first and l~.at examples, the incorrect 
tense appears t:ov the assonance, The perfect ten!$ea 

are very convenient for aasonanoe in J!:::.2• aa waa seen 
in the ·preeeding examples. The second illustrates a 
distortion uaed t:or meter. 

XIII, 48, assonance; XIII, 52, assonance. 
23. For additional exMples eee Morley; III, 121 meter; 

!II, 42, aseonancei III, 42, meter; III, 44* aa-
sona.nce; XIV, 19, asaona.nce; XIV, 28 • assonance; 
XIV, 40, aaaona.nce; XIV, 50 1 aaaone.noe; XIV, 60, 
aasona.noe; XIV, 53, a.asona.noe; XIV• _56, assonance; 
XVI, 15t meter; XX, 10, metel'J XX, 16, meterJ 
XXII, 11, aaaonanoeJ XXI:t. 59, meter; XXIII, 15• 
meter; XXII:t, 16, meter. 

Duca.min, v. 44• aaaonanoe; V, 52t aaaonance; v. 54, aaaona.noe; v, 66• assonanoa; V, 68, e.saone.nce; _VIII, 42, aasonance; VIII, 43 1 meter; VIII, 50, ~a­
aona.noe;. VIII• '70, . aaaonance; VIII, 76• aaaona.ncei IX, a, a.saonanoea IX, 24; meter; IX, 40, aaeona.nce; 

IX, 44, e.saonan(le; IX, 46, a.saonance; XIII. 38, as-
sonance; XIII I 62, e.ssonanoe; XIII .t 64, a.aaonance; 
XIII, 66, aaoonanoe; XIII, 72, assonance; XV, 36, 
aaaonance; XVII. 18, a.aaonanae; XVI!• 82, n.aeonanoe; XIX• 29, meter& XX, 97, meter. 
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g. Pluperfect (either :ro:rm) . .for preterite. 

Allf ha.bl& Aria.a Gonzalo, 

bien oireia lo que hubo dicho: 

· Morley IX, 10. 
Don Rodrigo que lo su~o 

Tal ro;3pue;3ta. le bubo dadQ. 

Duoamin "J'III, SS. 

Oon le~ grtm a.rtillerfa 

hecho te h~b!a un portillo. 

M orley-s XVI• 4. 

a 

The firet t\vO exazni;:les ·ah ow a. tenae irregularity 

for aasone.noe. The le.st one shows an irregularity for 

the meter. 
25 

h. Pluperfect (either f'o:rm) for present perfect. 

que hoy era veni do el d!a 

que honra habemo a de ga.na?t. 

Morle7, I• 2s. 
tos perros lleva. oansadoa 

el falcon ;ee1~.dido hab(a 

Du<lvJnin• XXIX, 2. 
-------~·--
24. For additional examples eee Morley, II, 14, a.asonanoe; 

XIV 1 22, aaeona.naeJ XIV•· 59, aaaona.nOf.lJ XVI• 10 rp.e-
te:rt XVI t 12, a.aaonanoe; XXII • 63 1 mete~. . 

Duca.min, VIII, 87; assona.nae; IX, 34, a.aaonanae; 
XIII• 78, aa~onance; XV, 6~, assonance. 

25. For additional exa.mplea aee Du~amin, VI, 22, meter; 
· XIX, 14, meter. 



HiJost Oual quedaia sin madre 
A la oual yo muerto hab!a.1 

Ducamin, XXVI, 72 

The first example illustrates· the use of the plu-

. perfeot for the meter. The remaining two make use of 
.. 

1 t to .keep the aarJonance in f-a. 
In the aubjunot1ve: 

26 
a. Imperfect for present. 

Grandea gritoa da al barquero 

que le allegaae la barca: 

Morley• XII, 34. 
Don Rodrigo de Padilla 

a.quel que Di os pardonaae 

Duaamin, XVII, 2. 
a morir teneis, Duqueaa, 

antes que v1n1eae el d!a. 

Duaam1n, XXVI, 40. 

In all three or these examples the sequence of 

9 

tennse demands that the present subjunctive be used in-
stead ot the paet. The f1 rst a.nd la.at example a aho;v tense 

di etort:t ona for the meter a.nd the seoond 1 a an attempt to 

a.pproa.ch the correct a.aaonanoe fox- the be.lla.d, which is 

tonic !:• 

26. For addit:J.onal examples see Morley, XIII, 19; aaao-
na.noe; Duce.min,· XIII, 59, meter. 
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b. Present for imperfect. 

Ya J1mena le rog6 
Que. en casa. le .g! un a.bra.zo. 

Duoa.."'lli n, VII , 46. 

Al mi amo punto mandaba. 

Que ·ae toquen aus trompetas. 

Ducamin XIX, 18. 

Y que las cajaa de guarra 

A:p:riesa .toquen al arma, 

Ducamin XIX, ~rn. 

10 

In all three of these examples the tense dietortiona 

occurs tor the meter, a.a it does in all the ex.a.121les 

.found. The verb toquen in the third example depends on 

manda.ba. o:r. the preceding example and therefore should 

be a pa.at tense. 

U'ae of the indicative for subjunctive: 

Mas quienqu1era. que lo ha diaho, 

Ducam1n II• ol. 
Thia is a oa&e of the substitution of a present 

indicative for ti present aul1Jttnct1 ve, ha.ya dioho. The aub-

a:ti tu ti on wa.e made to keep the proper number of syllable a 

in the line. 

27. For additional examples see Duoamin VIII, 17 1 no 
effect; VIII , 21, meter; VIII, 23, meter; XIX, 23, 
mater. 
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B. Romances caballereacos 

The examples of the tense 1rregular~tiea in the 

romances oa.ballereacos o ,1ua:lareaooa a.re taken .from 

those of that cla.ssifica.tion by Morley, Ducr,mint and Du-

·ran {in pa.rt), ·a. total of three thousand, eleven 11nea. 

In the indiea·ti ve mood the following distortions ocour: 
28 

').~ Imperteot for p.'r1'eaant. 

Que sieta aiios hab!a.., siete, 

t Que no me deet~rmo, no! 

Duran• 298, 5. 

28. For additional examlllee see Duai;tmin. XXVIII, 18, 
meter; XXVIIIt 87, meter; XXVIII, 98, meter; XXVIII, 
~n • meteJ'i XXVIIt, 109, meteri XXVIII, 113, meter; 
XXIX, l t meter; XXIX, 21, meter; XXXI, 18, meter;. 
XXXII, s, meter; XX.XIV. 14, meter; XXXVIII 1 St as-
sonance; XXXVIII, 4, t\ssonanoe; XXXVIII, 5, meter; 
XXXVIII, 7 1 meter; XXXVIII, 8, a.ernona.noe; XXXVIII, 
54, a.aaonance; XXXVII!, 35, a.saontinoe; XXXVIII, 38, 
aaaon~noe; · XXXVII!, 42, meter; XXXVIII, 48, a.saonancei 
XXXVIII, 50, a.aaona.noe; XXXVIII, 52, Chaaonance; 
XXXVIII 1 92, aaaom.tnee; XXXVII!, 1101 a. 1.;aonanoe; 
XXXVIII, 116, aaaonance; XXXVIII, 130, aaaonanoe; 
XXXVIII, 153, aesontmce; XXXVIII; 170• aaaonanoe; 
·xxXVIII• 186 1 assonance; XXXVIII, 194, asaona.noe; 
XXXVIII, 204, aaaonanoe; XXXVIII, 206, assonance; 
XXXVIII, 214 aaaonance; XXXVIII, 288, aaaonanoe; 
XXXVIII , 284, a.ea onance J IXXVIII , 290, assonance; 
XXXVIII, 344, a.soona,noe; XXXVIII, 552• asaona.nae; 
XXXVIII, 354, assonance; XXXVIII, 358, assonance; 
XXXVIII, 36{.>• a.saonance; XXXVIII, 370, aaaonanoe; 
XXXVIII, 374 • aaaom1noe; XXXVIII, 384, a.aaone,noe; 
XXXVIII, 388 1 aaaonanoe;XXXIX, 45 1 meter; XXXIX, 60, 
meter; XL, 5, mater; IL, 11, meter; .XL• 15, meter; 
!LI , 58, meter; XLI, 59, meter; XLI, 50 meter; XLIV, 
'• m~ter; XLIV; 21, meter; XLVII, 45, meter. 

Morley, XXXIX, 6• assonance; XXXIX, 7, meter; 
XXXIV, 10, assonance; X!XIV, 19, meterJ XXXIV• S4, 
a.oaom,,.noeJ XXXVI • l~ meter; XXXVI, 15, meter; XXXVI, 
28, meter; XXXVI, 36, meter; XXXVII, 21 meter; 



Aga:nen on loa gu1 abs. 

Todos van a au mandar. 
·nuoa.min, XVIII i 85. 

no me pea& de mi muerte 

aunque tempra.no me llama.; 

ma.a pesame qua de verte 

y de servirta dejaba. 

Morley, XLII • 5. 

The :f'irst example shows a distortion for the meter; 

the la.st two are for the a.saonanoe. This distortion proves 

to ba the moat common in _these bi1.llads, aa it wae a.lao in 

. 29 
b. Imperfect f'~r preterite. 

XXXVII, 3t meter; XXXI'X, 4 1 ·meter; X.XX!X, 5. meter; 
XXttX, 6, meter; XXIIX, 28,xt, 4• meter; XLi 25, me-
ter; XLI • 37,. meter; XLI , 40• meter; ~II• 2 1 mater; 
XLII , 6, · a.aaommee; XLII , 8 • a.saono.noe; XLII , 9 • 
assonance; XLII, 121 iu~sonu.noe; XLII •. 21, a.aaona.noe; 
XLII, 241 :meter; XLII • 2'7., meter;· 
. . Duren• 290, l, m.1,:.r,G::.i-l 290• 5• a.saominoe; 298, 

26,. ineter. 

29. For additional exa.n1ples see Duotun!n, XX.XVI, 17, meter; 
XXX:VIII • · 40, a.6aona.noe i X.XXV!t:t 1 71 1 meter; XXXVIII , · 
'74, a.aaonanoe; XXXVIII • 101 1 111eter; XXXVIII 1 lOG, 
a.aaonanae; XXXVIII, 136,: assonance; XX:XVIII, 138, 
aasona.noe; XXXVII!, 17~:;:,~ a.aaonm .. nce; XXXVIII, see, 
meter; XXXVIII • 266• a.saonanoa; XXXVIII,. 272• asao-
nanceJ XXXVIII, 273, met<~r; XXXVIII, 2'73,. meter;. 
l'.XXVIII, 275, meter; XXXVIII, 2'75, assonance; XXX'JZIII , 
522,· a.saonance; .XXXVIII, 366• a.aaona.nae; XXXVIII• 
396, aaeonanae; XXXVIII, 396, aaaon~mce; XXXVIII, 400 
assonance; XXXVIII, 422, assonance• XXXIX, 107. meter; 
XXX.IX, 145 • meter; xr,tv, 13,. meter; XLV, 11 • n.o ef:reot; 
XLV, l, no effect; XXXVIII, 101 1 meter; XXXV!II, 106 
a.aaonanoe; XXXVIII, 12f3, asson~inoe. 



En el med:f.o del calld.no 

Wo qu1sietea aaouohar 

30 
Duca.min, XXXVIII 1 46. 

Aai OQmO. «iy6 Gaiferos · 

Oomenz6 de soapirarJ 
Uandabales dardel vino 

'M a.ndabale a dar del pan• 

Morley, n,I, 26. 

15 

The fir et two extunplas show verb di otorti one to 

keep the a.eeona.noe in J..-~· The d.is·tortione in the la.at 

example are £or the meter. 

Morley, XXXIV, 3• m~ter; XXXIV, 3, aasonanoe; 
IXXVII, 51,.metei-; X:XXVII, 41, mater; XLI, 11• 
a.saonanoe. Duran, 284, ia. a.asonanoe; 284 1 
32, .. assonance; 284, 42, e.aaont~nce; 293 1 42, meter. 

50 •. This particular ba.lla.d, which 1e a. long one of four 
hundred tl'lenty eight lines, 1 s e.n exoellen.t ex-
wn1,1e o:r the use of tenaa di storti ona for the 
purpose of' turnonance. The ·a.aaona.noe 1 a in {-a, and 
there a.re twenty two exnmples of the imperfect uaed 
for the preterite, thirty"""aix of the imparfeot of 
the 1mperfaot for the ~resent~ and ten of the oon-
dit1o.na1 :tor the future, all Of which tenaes ending 
in !!_ kaep the a~aona.noe the si:ime. 
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c. Conditional for future. 

Dad.me voe, h1Jo; conaeJo 

Que el m!o no baatar!~. 
Duoamin, XXXVIII, 88. 

Uate el Oonde a la Oondeaa, 

Que nad1e no lo sabr!a. 

Duoamin, XXXVII~, 94. 
ta nina oomo dieoreta 

DiJo:.· - yo no volver{a .. 

Duran, 284• 480. 

14 

All of the examples quoted ahow a tense distortion 

tor tba aaaonance in !-a. 
d. Future for oond:t ti ona.l. (no ·example a) 

32 
e. Present ·perfect for present. 

Viendo aus re:tnoe perdidoe 

sale a la campal batall~. 

el oueJ. en gNive dolor 
,.,, 

enaana su tuerza bravaJ 

ma.a ta.ntos ettar1 los rnoros, 

que han venotdo ·1a batalla. -----
. Morley, XXXIV, 19. --------

31. For a.dd1 tional exr.un:plea see Duca.min, .XXXVIII • 28" 
aaaonanoei :XXXVIII, 101, aaaonanoe; XXXV!II, 162 
aaaonance; XXXVIII, 184, assonance; XXXVIII, 208, 
a.aaonanoe; XXXVIII • 256, aaaonanae; XXXVIII, 258, 
asaonanoe1 XXXVIII, 325, as~3onu.nce; XXXVIII • 350 

· a.asonance. Morle7, XLI, . 5, meter. 

32. For addi ti one.1 example e see Morley, !XXVII, 37, 
assonance; XXXVII, 12, aasonanca; XL!, 9• aaaonanoe. 
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a:t no ea J:tmena Gomez 

'hiJa del conde tozano, 
que pue a'ta, del ante ei · rey ~ 

de esta manera. h~ ht:\.blado: 

lrforley, !.X.XVI, 4 •. 
""" ,• . laa ciento tanen inat~umentoa 

para dona Alda. holgar. 

Al son de loa in&trumantoa · 

dona. Alda~ adormi do af~ ha: 

The first exwnp~e ahom., a d:h\ltortion for the meter, 

while the la.st two are f'or the aasonanae. 

t. Pre a&n t per.f'ect ·for J.)reter1 te. 

Ol1veroa no ten!a arm.as, 

Dos Galtoa ~traa ha dado. 

33 

Ducfomin, XLI * 28. 

'Meti6ee la gente en medio; 

Duoamin, Xt!, 50. 
En . d1c1endo eatv.a 1:n1labra.a 

aalido ea ha del ~alaaio: 

Morley, XXXVII 1 40.· --..---"'I">-
33. For addi tiona.l examples see Duca.min, -!XVIII, 18, 

a.aaonanoe; XXVIII, 34, aaaonanoe; I.XVII!• 56, · e.e-
som.tnc·e; XXX.Vf, 14. assonance; XXXVl. 16, a.asona.nca; 
X.XXV, 83, a.asona.nce;. xxxv.. 84 s as aona.noe; XXXVI • 
106, meter; XXXVI 0 119, meter; XXXIX, 99, metar; 
XLI, 20, o.aaonanoe; XLV, .14, aeaona.noa. 

'.Morley, XXXVII, 16, assonance; XXXVII, 17, -a.a-
sonr~nce; XXXVII, 24, aaaonnnae; XXXVII, 32, e.arronance; 
XL, 11, arjson~mce; XLI , 26 t. asaonH .. nce. 
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In the .. first two exr.m:plea the irregula.ri ties oacur 

f'ox- the aseonanoe 1 and in the lri.st ext:imple the 1rregule.r1-

t;r is for the meter., Moat or the dis·tortions of this type 

occur for the assonance. 
54 

g. Pluperfect :for pre·te rite. 

Tiro un golpe a Oliveros; 

M'e;,a no le hi\b!a acertrtdo. 

· Duct:r.min, XLI • 26. 
Uetioae l~ gente en medio1 

Otra.. oosa no ha pitsado .. , 

Elloe en a,1ueato esi;a.ndo 

Don Roldan p.abia llega.do. 

DucMJ.in, XI1I, 52. 

Sin pcner »1e en el estribo 

En el oa.ba.llo hab!u. ait.l tado. 

· Duca.min, XLI, 55. 

All of the distortiona cited ooau:r in the same 

ballad, and a.re for the assonu.nce which 1s in a.-o. -
·h. Pluperfect for present perfect. 

Oon Dioa vadea, loa romeros, 
que no oa puedo na.da dt:ti-, 

que el oonde me ha.b!a rnandn.do. 

a romeroa no e.lberga.r. 

Morley, XL!, 21. -..------
34. For addi ti cmal examples see 'Duaamin, XXVIII, 30; 

aa~onanoe; Mo~ley, XXXIX• 9• meter. 



Thia exam~le, the only one for this group, shows 

the tense di sto:rti on tor the mete:r •. 

In the aub.1unoti va: 
55 

a.. Imperfeot for preeent. 

A Franoia la bien guarn1da, 

Duca.min, XL• 29. 

Oiant $ZOtea dan al Conde 

y otroa.tantoe al roc!n; 

al roc!n porqua anduv1ese 

y al Conde por lo rendir. 

Duoamin, XLVII, 19. 
Diaa ha qua oe he reg&do, 

que· de a.mores. de Alvareda. 

no l'~Y~~d~.a ouidEido. 

Dtu:rnmin • xtI t 14. 

The ae dis to rti one all ooaur for the meter .. 

b. Preaent for imperfect. 

},..fando llamar eaouderos. 

criados son de au padre. 

p~r~ que lleven al nino, 
que lo lleven a mata.r. 

Morley• Xt, 19. 

Here ·the d1.atortion occurs for the mater. 

1'7 

36. For add! ti ona.1 example a see Due run in, XXXVIII 1 68, me-
ter. 



The only example tound of an.indicative mood used 

tor eubjunoti ve 1 s a doubtful one: 

Yo voe lo dire, condeaa.,· 

,Oua,ndo la hora seria.. 
,Duoamin, XXXVIII, 256. 

The oonditional may be a. eubatitution tor either the 

present subjunctive, .!!,!, or the 'future indicative, 

~· In any oa.ae the distort:l o~ oo.oure for the sake 

or the assonance which is in !a -
From the data examined it appears that examples of 

tenae di atortioncl occur more frequently in the rananoes 

vie,1 os than in the rome.noe a oaba.llereacos. The ·table 

on page 65 shows the atatietioa oolleoted in this study. 

It shows that the:re 1 s, roughl;i• one distortion to every 

ten and one-half line a in the .romances vie,l os • while in 

18 

the romances oaballeresooa the pro~ortion is one to DV3ry 

sixteen and one-third lines. More irregularities are in-

troduced tor the sake of the assonance than for the meter, 

in both groups. About .fifty-two percen·t a.re for the 

asaone.noe in the romances vie.lo~, while about fifty-eight 

peroent· are for the aame purpose 1n the romo..noea caba.lleres-
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for the remaining examples a.re a.bout the same in both 

groups, with a.. slight dearea.ae in number in the latter 

olt1>asification. This may ahow a. tendency toward a. de-

crease in the uae of the distortions, but the difference 

1a not great enough to admit of a positive statement to 

th1 s effect. Examination Of' e. lti.rger a.mount or material 

might mod1~fy th1 s oonoluaion. 



20 

., CHAPTER II .,. 

The Sixteenth and Seventeenth Centuries 

A. Lorenzo de Sepulveda 

The oolla13tion and publica'tion ot the ballads in 

the Oanoioneros and Roma.naeros in the course of the sia-
36 ,. 

teenth century helped to bring them into public notice ~d 
favo:r aa they had never been while ·they were but a. pa.rt 

or the oral tradition ot. the common people. They beoame po-

pular \ti th the ·more cultured and ari atooratio ola.ssea ot' 
sooiet7. As a natural oonaequenae, they were 1m1t~ted by 

the poets ot the time. some of whom wrote only ooaaaionally 

1n this form of verse, while others composed ballads in 

large numbers and published them in colleotions. To this 

olaae belongs Lorenzo de Sepulveda, a. popular poet or Se-

villa., who 11 ved and wrote in the sixteenth century. He 
37 

wa.a among the first of the imita.tores or the old ballads. 
. . 

Re pro:t'eaaes to reproduce the •ruatieitytt a.a well a.s the 
. 38 

ntone and meter»' of the ancient !!.Q~t~n,g~s_. In the prologue 

~-----~----

36. See note 4, Introduction, for dates of earliest I>Ubl1-
aa.t1 ons. 

37. Ticknor; George: Hi etor~ ot Spanish Literature, Boat on 
a.nd New .Yovk, 1872 'l, ol .III 1 p. 79. 

38. Fitzmaurice Xelly, James: Snanish Literature, New 
York and London, 1922, p.33. 
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of hie collection !)ubl1ahed in 1551 he says that his 

ballads ttought to be more ea.vory than many othe?*a, be-

cause not only are they tttUe and d'l!awn trom the truest 

histories he oould find, but written 1n the oaatilian 
mete;r and in tho tone of' the old.ballads• wh1oll 1 s now 

40 
in ftM3hiQn." 

21 

Since Sepulveda drew his inspiration from t~e same 
0C?urae a.e did many of the anonymous ballad wri te:re, namely 

the or6niea general of Alfonso the w1ae. and wrote oon-
temporaneoualy. wi tll some of them, 1 t :ts. not surpr1 sing 

to find him writing on the same subjects and in the same 

vein. In such a aloae imi ta.tor of subject and apiri t 1 

it is to be expected that there would be a.n imitation of' 

language a.a well• and upon examination this proves to 
be .the ci,,ae. Verbal di atort1 ons s.re tound in g rea.t pr~ 

fusion as in the 'ballads .o:r unknoVl?l a.uthorahip. ·Moat or 
41 

the ballads by Sepulveda were included by Duran in his 
42 

Jlomanoero general, end it is from this· couroe that the 
-------~-"'!'!"-"!""' __ _ 
S9. Ticknor ;u,bi supra. '!'he· collect! on was called "J!oma.naea 

nueV&'"rlente a~cadoa de hi sto:ri a.a a.ntitnia.e de la Cr6= 
nica. de E apana.n • eto. and wa.a published at Amberes. 

40. Ibidem. 

41. OeJador 7 Fra.u~a., QP•Oit, Vol.II, p.1as. 
42. Duran, Aguat!n: op.cit.· 
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ballads for this study have been taken. Thirty ballads 

with a total o:t three thouaand:twelve l:t:nea· made UI> the 

mataria.l trom which the :rollo;iing 'examples of verbal 

1rregularit1ee were taken. 

i; In the indiaa.tive: 
43 

a. imperfect t:or px-eaent. · 

· Mu.ohos mata.n Em 6'1 o~po 

Ve1nte mil eran loe muertoa; -
·con el esta Don Julian, 

Eae alevoao malvadoi 

. Padre e:ra de· la Oava. 

Duran •. v .I , 50'7 • 129. 

Que todo el mal ha oauaado. 

nur&.n, v .! ' 609. 7 
.,,... _____ ...,.._...,,._... 

43. For additional e.xampl.aa see Duzt&n, Vol.I, 60lt 16, 
assonance; 601, 30, assonance; 801, 32t a.aaonanoe; 
601, 54, s.aaonanae; 601, 36, a.saona.noe; 601, sa. 
aasona.nce.; 807, 2, mater; 807 1 19; meter; 607, 21, 
metett; 607, 108 1 meter; 60'7, 153• meters 607, 139 1 
meter; VOL.II, 918, BO, a.saona..noe; 918, ioa. aaao-
nanca; 920• 72, metei--; 920, 84 1 . no ef:reot1 923, a, 
aaaonance; 923 1 9, mete:r; 923., 10, assonance; 923, 
9 t ~ete~; 923, 42 1 aaaonanoeJ. 92St · es. aaaonance; 
92:4• 10, aasonanee; 924, 201 assonance; 9,84, 46, 
assonance; 9251 2, aaeonance; 925• 4, aaaonanoe; 
9B5, 16, aeaonanoe; 925, 22. asaona.noe; 926 1 14, 
aaaonance1 926, 16, ·a.aaonance; 9f.:!6, 17, meter; 926, 
18, aaaonanoe; 926, 4:a. aasonanoe; 926, 46 1 asso-. 
na.noe; 926, 47• meter; 926, 48, a.saonanoe; 926, 
501 a.aao11a.noe; 926, 58* materi 93.6,. 78, a.asonance; 
926, 91• mete?', 926; 94 1 a.aaonance; 926, 1121 a.e-
aona.nce; 928, 114, a.aaonance; 926, 117, metera 
926• 119• meter; 926, 120,. a.ssona.noe; 925, 135, me-



En Oast:llla. reina J\ltonso 

Que el octavo ,se, dee,!.! 

Ri.J o ea del 'f.tey don aa.noho 
Deeeado a.ma~afilla • 

. Dtu•&.J'l, v .I\l: • 9 23, a. 
!n the fi:rst two. examples the tense 1rregular:t ties 

ooour tor the meter, and tn the laet example it ia tor 
the a.asona.noe. 

· ter; 926• .13a·, arasonanoe; 988 1 138, &.sson~ce; 926, 
1400 a.seona.noea 926, 155, aaaona..nce; 928, 189, me-
te:r1 925• 192, aasona.noeJ 926, 214, aseonanaeJ 925, 
216• asaona.nce; 928, 218• aasonr,..noe; 926• 220, a.s-
·sonance; 926, 324,. aesonanoe; 986, 228, ~ieonence; 
926 1 250• a.ssonanoe; 926, 254, assonanoe; 9B6, 236, 
aeaona.nae; 926 1 270, aaaone.nee; 926, 276• a.aaonanoei 
926• 278 1 aaaonanoe; 931 1 lot e.asonanoe; 931, 32• 
~aaona.nce; 931, 50, a8sonanoe.1 951, e1. •eter; 
93l, a&. assonance; 931, 76, aaaonanoe1 .931, 78, 
asaonanoe; 951, 94• aaaonai10¢t; 938, 10, a.aaonanoe; 
9321 54, a.asonanoe; 932• 60, aaeonanoe; 932• ae, 
assonanoe1 932, 70t e.ssom~noe; 9321 72• aaaona.noe; 
932, '76, aaeone.noe; 952, lS6, aaaonanoe; 938, as. 
asoonanc•; 936 1 ·128. aaaonanoe; 942• 52, mater; 944, 
4, assonanee; 944• s. a.seonanae; 944. 101 asaona.noe; 
944, 14, meter;_ 944, lGt aasonanoe; 944• 18; as-
sonance; 944, 20. assona.noe; 944• 21, meter; 944, 221 aesonanae; 944 1 26, a.aaona.noe; 944, 2a, e.eaona.noe; 
944, 68, assone.noe; 944, 62, aaaona.noe; 946, 89• 
meter; 9~?. 4• meter; 94,, 31, meter; 947• vs, mete~; 
947• Bl, meter; 947, 105, meter; 947• 107 1 ~eter; 
9501 34• aason8noe1 960, 64, aasonanoe1 9501 74, 
assonance; 950, 78, a.aaonanoe; 9551 2, meter; 9551 14, mete~; 959 1 70, meter; 961, '• mete•; 1053, B4, 
a.eaona.nce; 10531 26 1 . e .. aaona.nae; 1053, a'I, meter; 
1053. 28, meter; 1058, ao, a.esonanoa; 1053. as •. a..s-
sona:noe; 1053, 38, aaso11e.nce; 1053 • 40 • aaaona.noe; 
1053, 44• aaaonanos; 1053, 601 a.aaona.noe; 1053 1 68, aeaonance; 1053, 62, aasonanoe; 1665, 66• as-
sonance; 1053• ?2• a.aaonanae; 1082, 5, meter; 1213; 
l. mete:r; 1213 1 61, mete~; 1216, 2. asaono .. noe; 1216, 
4, a.eaonanoa; 1216• G, a.saona.nce; 1215, 10,aaaona.noe; 
1216, 14 1 aaaominaei 1218, 92, a.eaonn,nae. 
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b. tmpertect for p1"'eterite. 

Y. con gem:tdoa. crecid.os• 

Sus oJ os to:rne.doe s.gua., 

· Entre.ra por un Ju.rt1l 

Sus veetidoa dea1mdfa:b£fe . 

Duran,, vo1.x. eo1,so. 

44• For additional examples see Duran, ·Vol,l 1 601 1 24, 
assonance; Vol.II. 918• 10, &S$Ona.nee; 918, 12, 
assonance; 918, 20, aaa011anoe; 918, 24• assonance; 

· 918, P..6, as a one.nee; 918 • 28, as aona.nce; 918, 32 · 
a.aso11ance;. 918, 341 e.saonn.nce; 9181 40, a.saona.noe; 
918 1 42, a.asona.nce; 91:8, 44, aaeonano&J 918• 46, 
aaeonanoea 918, 481 assonance;· 918 1 52• a.saona.noe; 

· 918, 56, assonance; 918• eo. a.ssonEince; 918, 64, 
ssaonenoe; 918, ae. ft.aaone.noe; 918, 68, aasona.nce; 
918, 70• · asaonanee;. 918• '72; ·euJoonanceg 918, ?8 
1Miaonanoe1 918, 92 1 a.eaona.noe; .918 1 94, a.saonanoe; 
925 1 18~ aesonanoe; 923 1 a.:ssonanoe; 923 1 32, a.eao-
ne.noe; 925, 48, assonancei 925, 50, a.esona.noeg 923, aa. assonance; 923, n~. a.sso11ancea 995·, 94, a.aso-
nin1oe1 925• 1021 aaaon9 .. noe; 923• 106, asaona.:noe1. 
923, 108 1 aaaonanoe1 933 1 1121 a.saona.noe; 923, 114, 
assonance; 923, lBl, meter; 923, 124, assonanoe; 

· 925, lse, asaonanae; 983, 128, assonance; 925, 132, 
a.aaonancieJ 92S, 1381 fJ.aaonanoei 924, 30 1 e,eaonanoe; 
984, 36• assonance; 924, 42,, ~aaonanoeg 924, 54, 
-e.asonnnoeJ 924• 58, e.eaonancs; 924, '74, essonanoe; 
924• 78, assonance; 924, ea, aaaonf.inoe; 924• 98 1 aaaonanoe; 9241 1021 aa13onancet 925}. 52 • e..asona.noe 
925, 56., a.eaonanCGI 925t 681 E\tl3BOnan<lej 906• 6, 
aeeonen.oe;92e, sa.·assona.nct)J 926 1 34 1 assonance; 

. 928 t. ZS6 f flSSOno.nce; 926, 38 1 . £\6S0nf1?l08J 926 • 40, 
e.esona11oe3 925, 68t e.saonance; 926, 10, a.aaona.noe; 
928 1 72,· aaaominoa;, 926• 73 • meterJ992&, 74, aas·o-
nance; 925, 102• assonance; 926, 128, aasonance; 
926• 130• a.aeona.noe; 928, 144, assonanoeJ 926; 180, 
e·.i eonr~noe; 926, 198 • a.saona.noe; 926 ,. 206,. a.s eona.nce; 
926 1 2oa. a._aeonance; 925, r;ea, il;aaon?:LnCeJ 9281 266, 
e .. ssonance; 926 1 280; a.es one.nae; 92e. 264, aasonanae; 
928,. 2ae, a.aaonenee; 928, 290, aseonancei 931, 64, 
assonance; 931 1 108, assonance; 931, 112, aaaonanoe; 



El empe:ra.dor Alf on so 

En Toledo resid.!a; 

Un labrador paeeoio 

Ante el, y ana!' dec!at 

25 

Dur&..i1, vol.II. 918, 4. 

G:re.n aana. cobr6 Ga.rc!a., 
f'til D'ella 'CObraba g:rM aana. 

Duran, Vol.II• 1216, 36. 

931• 120, assonanoe; 931, 128• assonance; 931 1 1501 
aesonanoe,; 951 1 ·134, c~aaonan°'e; 931, ·140, as11onance; 
932; 28 1 aaaonance; :932, 361 ·assonance; 93B:. 3~~ 
titaaonance; 932• 42, · e,1;aonancej 9321 110, assonance; 
932t l52t aason.e .. ncH~J 936, ·· 28, eseonanee; .936 1 48, 
aaaona.nce; 936; 64, ·.aaaQna,,no.e1 936, 56,_ ;aaaonanae; 
936, 58, e.asons .. ncet ~35 1 36 1 assonance; ,936• 68• 

aasonancet 938, 70, aeaone~nce; 936j 90• assone.n:le* 
9361 l.04 1 e ... aaon~ .. nceg956, 108, eesQnance; 935, lfj4• 
aasona.noe; 936; 150, fUJi1onanoe; 944 1 54t e.saona.noe; 
9tl41 78, e,eaona.nce; 944 1 80, aaaona.nce; 950; l6t 
a,saona.uca; 950, BS• aA:lSOi'Hmcet. 950, 24, aaaone.noe; 
950, 26, e..csonanca; 950, 38 t a.;ssor.tft.nae; 950• 46 • a.a-' 
aonance; 950, 49 meter; 950t 62,. a.asonance; 950 72, 
a.ssonrrnce; .950, .es, asaonanceJ 947 • 109 1 me:ter; 10531 a. a.asono;nee; 1213, 42. meter; 1215. 4, .e.esonarme. 1215, 
12, assonance; 1216• 14• t\eocmence; 1215 1 l6; a.as one.nee; 
121.59 17, metett; 1215• 19, meter; 12151 22, aaaonanoe; 
1215, 28, naaona.noe; .1216, a. o.esone.nee; l81G, lo, 
asaonanoe; 1215, 28, arJ~Ominoe; 1316• 54, a.aaonn.nae; 
1218, 38, ~asona.noe; 1216, 42, assonance; 1215, 44• 
asaona...~oe; 1816, 46, a.saonanoe; 12161 48, aeaonanoe; 
1216, 70, nsoonance; 1218, 72• assonance; 1816,78• 
assonant1a1 lale. BO;, a.\Jaonanca; 1216, 85 1 aasonanae; 
1216, 88, ar.rnonsmoe; 1Bl6t 90, aaaO:nfutCe; 1216.96 
assone.:noe. , 
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The first two distortions are for .the assonance; 

the last 1a for the meter. 
45 

o. Conditional tor tuture. 

&Hay aqu! algUn hidalgo 

Que se vista con mis a.rmaa? 

Yo ae laa dar6 de grado1 

Yo toma.r!a las suyas; 

Duran. Vol.II. 920, 35. 

Oon esto habre tal priuanzo, 

Que 61 de m.f. ee f itir! a.. 

Duran, Vol .II, 923, '74. 

Y lle.madlo a la batalla 

De hoy en un ano serf a. 
Duran. vol.II, .926, se. 

The first distortion is tor the .meter and the 

mete!" and the last two are for the a.atllona.noe. 

d. Future for conditional. (no examples) 

· e. Present perf.eot for present. 

............. ' •..• , , .... 

Muy bien airve Don En:r1que 

Al rey moro ya nombrado, 
En las guerraa que ha tenido 

Con loa moroa comarca.nos. 

Duran, Vol.II, 94?, 57 • 

45. For e.ddi ti ona.l examples see: Duran, Vol .II t 923, 
' 62, assonance; 923, 58, aaeonanoe; 925. 68, aa-
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Thie distortion oacura for the purpose of meter 1 

a..nd wa.s the only example· found ot this type of irregularity. 
46 

t. Present perfect for preterite. 

Olv1d6 el Rey a la Reina, 
Oon aquella se ha. encerra.do. 

Duran, Vol.II, 928. 30. 

El Rer que todo 10 vido 

A loe auyos.ha mandedo 

Duran, .. vol,). 11·, 934, ea. 
De C&diz pa.rti6 a Valencia 

Luego a Aragon ha llegad~. 

Duran, Vcl. II, 947, 42. 

All of these distortions oacur to keep. the aseonanoe 

in a-o. -

sone.noe; 926t 28, a.saona.noe; 931, 58, aaaonanoe; 
931, 60, assonance; 934, '72, meter; 944• 15, aaao-
nanoe; 955, 27, mete~; 1063, 46.- asaona.noe. . 

46. For a.ddi ti one.l example a eee Du r&.n • Vol .I, 607 • 88 
assonance; 607, 70, ~aaonance; Vol.II, 946, 48, 
a~aona.noei 946• 50, assonance; 94?• 20. assonance; 
947 1 221 atJaOnance; 9417, 28, assonance; 947• 118, 
e.asona.nce; 947, 120, a.asonanoe; 947, 126, a.aaonance; 
961, 48• a.asona.noe; 1082, 65, aaeona.noe;- 1213, 46, 
meter; 12131 48, e.aeonanoe; 1215, 52, aar>onanae; 
1213, 72, a.ssonanoe. 
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g. Pluperfeot for preterite. 

El· Conde lo conoaio 

· · '·: En la.a vooea que va dando; 

Df j ole: .. · artero • artero· 

eras. pero no hid&lgo 

y dic:tendo estae p!:tlabras 

sin al alma pa.bi a queda.d~·*-

28 

DurM, Vol.II, 920, 110. 

Lo miemo sue oa'ba.llero$r 

Los que detra.s 4' el ven!a.n; 

Quebrantaron el oorra.11 

Muchoa mores muerto hab!a• 

Duran. vo1.tx, 926, 204. 

DeJ6 solo-a Garo1 Perez 
Y al reel se habia torn a.do.· 

Duran, vol .II• 934, 50. 

All of the exam:plea cited show distortions for-

the aesonanoe. 
48 

h. Pluperfect tor present perfect. 

4,. For additional examplea see Duran, Vol.I, 609, 24, 
meter; Vol.II, 918, 50, a.saonance; 918• 55, meter; 
924, ao, assona11ce; 924, 90. e.aaona,noe; 928, sa. 
aeaonanoe; 9321 341 assonance; 952, 150• aaaonance; 
944, 58, assonance; 946, 46, aaaona.nce; 94'7, 501 
e.aaona.noea 980, 14, a.aaonanoe; 1815 1 30• assonance; 
12151 32, assonance; 1213, 34, aaaonenoe. 

48. For additional examples see .nuran. Vol.I, 607• 126, 



Loa moroa gs.rum a Espana-. 

Toda. la ha.bi an congui atado 

Durant Vol •. t t 607, 8. 

Perdides son la.a Espc;,na.s 

T~r1f las hab!a ganado. 

Duran. Vol.I• 609, 2. 

Sa.bide lo ha Ge.rot PerezJ 
pisimulado lo habia, 

Y comb.a ti end.a el oaatill o, 

Muy mas reeio que .otro d{a.1 

v~rgas eon el 1ntanzon 

A las be,rreras ven!e.n. 

Duran, Vol.I~. 935, ~4. 

29 

The first two d1atort1ons occur tor the metett, and 

the 1 a.at one tor- the a.as on a.nae. 
a. In the· aubjunoti ve: 

a •. Irnper:reot for present. 

En ve~ que de tantoa moroa 
Todoa ellos son oeroadoe; ----------

mater; 918, 9, a.seonanoe; Vol.II, 920, 85, meter; 
925, 11, meter; 926 1 1521 aasonanoe; 926 1 244, aaeo-
·nanoe; 928, 58, meter; 933, 53, meter; g35, 56~ meter; 
934• 30, meter1 942, ·10, ·materi 947• 151 ·meter; 955• 
58, meter; 955, 84, meter; 959, ea. meter; 959• ea, 
meter; 959 1 90, meter; 961, 32• mater; 961; SS, meter; 
955, 90, &aaona.nce; 980, 107, ·meter; 1053, ea. meter1 
1215, 6a meter; 1815~ 63, mete~~ · 
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Todos de un oorazon 

A Dioa esta.ban rogE~ndo 
i 

~ue lea p._yudase y libre 

Y no mire a ans peoadOEh 

nu:rln, Vol.I, 607, 109. 

In this quotation the verb este.ba.n roge.ndo ahould. 

be in the present tenae in order to agree with the pre-

ceding tenses. This change 1n tense would ·require a 

change from the past subJunotive to the present, a.yude. 

Thi& was e11identl1 a coneoioua distortion on the part of 

Sepulveda tor thenwter, for he puts the tffo to~low!ng 

v-erbs in the presentt tense of the eubJunotive. This 

wa.JJ the only example found or this distortion. · 
49 

b. Present tol! imp~rteo1;. 

· Ua.ndo a ·todoe l oe m.oroa, 

Que combata.n loa o:riat:tanoe. 

Duran. Vol .t, 60'7, 114. 

En que numdado le luAbla. 

Satisfaga al labra.do?J 
,~. rt~llt 

De aquello que le ped!a. 

Dur6n1 Vol .II, 918 1 25. 

En aaereto habie enVia.de 

49. :ror a.dditiona.l exa1nplea see Duran, Vol.I, 607, 117, 
meter; 607• 118 1 meter; 809• 15, meter; Vol.II 1 942, 
l 7i meter J 947 • 98, no ef1~ot; 947 • 94, meter; 955, 
52, meter; 959• 16, meter; 959• 49 1 meter; 1215, 18, 
meter; .1216• ia. meter. 



Qu •'&1 con loa vt11,salloa euyos, 

, En itn die. aena.lado 

Se le~anten contra Alfonso 
1 matare.n S'Ut! OristianOe. 

Dur/in, Vol.II, 942, 13. 

61 

All of' these examples show dieto:r.tions for tha 

meter. !n the la.at example we f'lnd a correot and an 1n-

o orreot subjunctive tenae depending on the ae.me verb a.a 

1n aa. 
3. I'ndieati ve for subjunoti ve. (no examples) 

B. tope de Vega 

Beeidee the poets who v1 rote ballads in im.ittltion 

of the old ones 1n great numbers, and publ1 shed them in 

collect1 ons, there were many others who wrote oooa.sion-

a.ll;r in the romance meter. Their balla.ds were pub11·ahed 

1n a separate d:tviaion of the:ti- oolleoted works., For a 

century and a, half, from 1550 to 17@0, , the period when 

the popular:t ty or the old romances via.a a.t 1 ta height t 

hardly a poet could be found in Sp~in, who did not write 
60 

· 1n th1 s t'orm of veree. The 11 tera.ture or tha.t per! od 

bears witness to their popularity. They apvear in the 

50. Tioknor • .2J2oC1~. V.tII,, p.88 



plays Of Lope de Vega. an~ Cervantes puts them into 
,_,, 

the mouth ot Sancho Pan~a .. · fn Jlon Qu1Jote; of Preoioaa. 

in La Gi tan1lla.• and me.Jee a uae o:r them in others of 

hi a worke·. 

The great Lope de Vega, like a.ll the other. poets 

of the seventeenth centur1, w~s given to writing in the 
romance .meter. Ris ballads a.re numerous and often ex-. 

oellent. Although he ~n·ote only. about a. half oentury 
61 

later than Lorenzo de Sepulveda., bis roma.naea e.re in a 

dif.ferent $tyle. They a.re more refined and poliahed 

in language and often the aubjeet matter is not his-
torical or t re.di tiona.l. In a. poet ot Lope• a facility 

we would not expect to find so many gr3.Tnn1a.tioal 1rre-

gular1 tiea as are :round in th.a ,anonymous ba.lla.da, or 

in those ot Sepulveda. In the three thousand lines 
52 

examined of Lope' s romance a very few examples of verbal 

distortions are found. 

The following 'irregule.r:tt:lee OGcur: 

1. In the indicative 
53 

a.. Imperfect f'or present • 
... ..,.r:tl1_u'f~ 

51. Lope de Vega .. ' a first publitlhed.. work appeared in 
1598. Se1.3 Oejador y Frauoa.t .OI!•o:f.t. Vol.Xv, p.71 

52, The balle.da for thi a study · we:re taken from. Duran, Jm.. 
"~· Vol.II, and from Obrae no dl'amatiot:l.a de Loue-:ci11 y,ege: 13.A.E. Vol.XXXVIII, Madrid, 1856. 

53. :For ·a.ddi ti onal exa.mple a see DU ran, Vol .It, 1505 • 13 • 
mete~; ~.A.E.,Vol.XXXVIII, 58,17• no etfeoti 19,19 
meter; 19, 29, meter. 



Seta anos hab!a, aete anos 

c1ue lf-ta nova.a no le tre.1 

ni la. :rrune. ni loa t~:Jmpos, 

Que nunca.. sa.ben oa.la:t. 

B.A.E~, Vol.XXXVIII, 19, 9. 

Salve, teroero monB;rca 

Del aegundo, que en Dios reina, 
Porqua para dos t rm g:randes 

~ la tierra pequena. 

54 

B.A,.E., Vol.XXXV!II,, 38, 192. 

Mirando e ata de $FJ-gu.nto 

Las reliquia."a aeola.d.ae 

El pastor de Galatea,. 
' 

N'uevo e~}emplo de de·sgra.eie,eg 

Y oontemplando las torrss 
Que un tiempo soberbia. :I altas 

Dieron a.aalto a la.a nubee, 

. Atd llorando Ot"t.n.te;ba.: 

Duren, Vol ."II t 1504 t 9 •. 

The :r:trat two distortions are for the meter and 

the ·last :ta for the. assonance. 

54. Th:ta ballad is entitled Romance en aallego l Cas--
tellano2 :tm:!.tando ti. los .caballereaaoa, a.nd it 1a 
likely tht\t Lor:>a ma.de use of verbal distortions 
intentione.lly here, 1n direct :tmita.t1on of the 
old ballade. Onl7 nine 1rregula:r1ties occur in the 
three thousand lines and foul" of them a.re in this 
bal.la.4. 
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b. Im.perfect for preterite. 

Esto Oelindo esorib!a 
En el tronao de una. hara 

Do reo1be el aacro Tajo 
En loa brazos a Jaro.ma. 

Duran, vol.II, 1505, 35. 

34 

The onl·y distortion found of this type· occurs for 

the meter. 
o. Oondi ti onal fol" ftituret no examples. 

4. Future for oonditionalt no examples. 

e. Present perfect fo:r preaentt no ex;e:mplea. 

f. Present pe~feot to~ preterite; 

Yo eoy, diJ o, 1 no pod.fa 
ta ·eapoaina de Roldan1 

Que l.e qui taba la fttla. 

La. me1nor:l.a. de aeu rna.l. 

De razones en razonea 

Los dos conoaido ee hem; 

B.A.E., Vol.XXXVII!t 19 1 105. 

In this exai1iple the preeex1t perfect ie substituted 

for ·the ·pre~eri ta to keap the aaaonanoe in .!• Thia 1 e 

the only example of this type of diatortion. 

g. Pluperfeat for preter1 te: no ex.am.plea. 

h. Pluperfect tor :Present perfect: 110 examples. 



2• In the subjunctivet no e~am:plea. 

3. Indicative .for subjunctive: no exaJrfplel). 

·The table 011 pa.ge SS ahOYta the reaul te of' the 

data collected in th1 a chapter. In two poets,' both ·writ-

ing in a. pe1111 od when the anonymoua ballads werq extrel1'.iely 

p OJ)ulo.r and w'.1.J.ely im1 ta.tad, and td thin a half century of 

each otller, two opp.oe:ing tendencies ctp})ear. !n Sepulveda. 

there 1 a the te.ndenoy to imi to.te the etruatur$ and g:ram-

rg.atica.l peculiar! ties of the old ballads t~~nd we find ths.t 

the number , of. verbal d.1 stot'ti ona in his work a even exceeds 

thoae in the\rotria:noes vie.Jo,~. by more than ~ hundred, and 

those in the rananaea cabailereaoos 'by two hundred. 

In Lo:Pe de Vega 'the verbal 1 rregulttri ti ea are ' at:r:tkingly 

few. t ope waa su:ffi <:Hiently a master•" o·f metrfoal t eohn:t que 

not to require frequent :reoou:ree to a-Q obvi oue s. dev1oe 

fo:r lengthening or shortening. the '"iinee, or finding a 

correct asaonanae~ It· ¥1111 be inte:reating to note the 

develi>pment 11'1 ·the verse of the eighteenth oentury ba.lle.d 

v1ri ters. 
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-CHAPTER III-

The Eighteenth Oenturl 

A. Melen~ea Va.ldea 

Toward tha end of the aeventeen:th century in 

Spain there ca.me & literary decline marked by a change 
in ts.ate tind a trend toward a. more ph1loaoph1oa.l movement. 
Love for the old romances and tor tile old nation.al literri-

~ .... ~..,,-.:x.--;~::~::;:::.~""::::.-~ 

tul'e was. gradually dying out 1 and with the a. dvent of 

Phillip V of Bourbon to the throne early in the eight-
66 

eenth century, 1 t dieappea.red almost entirely. With the 

reign of the French king there was ~shared in a period 

of French intluenoe, and the literature of the eighteenth 

century is marked by adherence to the French claaaio rules 
and a consequent lack o~ anything original and national 

in oharaoter. Especially the field ot poetry wa.a a barren 
one, ·a1noe there was ltttle to inspire a poet in the pre-

vailing 1-m1tat1ve and artificial.ta.ates. "The highly 

na.ti ona.l poetry, easentieJ.ly epia a.nd dramatic• had 

paeaed with the somaneeros a.nd with the opt;tlent tmd mag-
• I 57 

n1fioent Spa.n:t sh theater ot the Gold.en .Age.• 

56. Tioknor, op.cit. Vol.III, p.48a. 

57. Cueto, Augusto de: R1storia oritioa de la poeeia 
oe.atelle.na en el siglo XVIII, Madrid, 1893 1 Vol.I, p.4 
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·Although the ballad form wa.a no longer aa popular as 

1 t had been in the preceding century. 1 t wias e till used 

frequently by eighteenth o entury wr:t ters in poems of a 

didaot1o nature and .tor the most po.rt of little merit. 
·About the 1niddle. of' the aeoond half of the dighteenth 

' 
oentury" a. new school of poetry was founded by Juan Me .... 
lendez VaJ.dlus. who e.vo:1.ded the exoaeaes of both the pseudo-

olassici ats and. of the earlier poets of' the~ seventeenth 

century. He recognized the merits· of the latt•?lr, but 
also believed .tht:it . the ola.aaic r ulea should be observed 

58 . 
in some degree. Melendez \fas not insensible to the 

~etiuties ot the romance ver·sa form~ a."ld in the prologue 

to the third. edition of h;la works .he $a.ya. ttI ha.vs 

given attention to the romances, a ola.aa ot poetry all 

our own. in wh:to}l, aJ.bei_t ~o r1oh and sounding so 
pleasing to the Spanish ear, we can find hardly one 

current one among a thousand without ugly blem1ahee. 

Why not give t9 this :form or oompesition the ea.me tone 
a.nd richness a.a to tboea ot: hendeoaayllable veree'l Why · 

not apply it to all aubJeots, even to those ot the :most . 
epir1t and daring? Why not revise 1t carefully and make 
all the glory and pomp of the langua.ge shin~ in itt I 

have attempted to do eo. whether- eucoeaetully I do not 

68. Tioknor, 032.01 t., p.see 
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know. but the wey 1a as beautiful as it is varied and 

tlov1er-strewn, and :t.f the geniuses of my country wish 

to travel it• our romance will compete sane day with the 
loft1eet odes, the aweate~t and inost elegant idylls and 

anaoreontie lyr1oe • the mo'at severe and bitter satire, 
. 59 ... · 

a,nd perhaps the moat magni.fieent epios. n Mel~nd.ez ie 
,, ~ ; ,• .. ' ·. ..! tr~<~· .. 

generally oonoeded to be the outstanding poet "·jof the 

eighteenth century, although he is hardly to be ranked 
60 . 

as a poet of the first ordel'. Ria first volnme of poe-
61 

try \vo.e published in 1'785·. · Jua.t{~.va.lera ea.ye of him,· 
,'-\: ' 

"Beauties a.bound in the· verse~. 'of':Mel6ndez,· particularly 
·;-: 

" 

in the short romano:tlloa, tha. letrillaa. e.nd the romances. 
• ·,l 

His .. desoriptive talent deserves.1/unqualitied pra.iee. For 

this he bas no need of d1 ff1 eul t rhyme fl or asaona.nce, ot 
v.t olent transpoei tiona, ot aonorouii/vowala~ o:r of arti-

52 
fioial turns of phrase. tt. · 

59. B •A .E. op. oi t. • Vol .I.XIII t lht<lr1d 1871 t p • 90. 

60. OeJa.dor y Frauen:.• op. cit., J'ol.-VI, 1917• p.215 

61, Idem Vol. V!, p .214. 

GS. V~lara.., Juan:. Florile~i o. de 12oee:tar!i !Jtiat~lle.nas 
del aiglo XIX, Madrid, 19021 Vol.I• p.ll 



In a,, poet who aho·ma auoh oG~re in hi a style, and who ha.a 

received. such. high praise we would not expect to find 

many exal!rples ot verbal distortions. In some three thou-
. . 63 

sand lines of Melendez's b~llad~ only six tense irreg-

ula.ztitiea ooaur, a.11 ot which a.re examples of. the imp~r­

tect indioat:tve substituted for either. the present or 

preterite. They a.re ae toll owst 
64 

·la. Xmpertact for present. 
N .. ' 

I 001110 la pa.i la. acompana.1 

~Como el content .. o l.a anima; 

Y eon eu riaa los eieloa 

Ben6vol os la aca.ric!anl, 

B.A.E., va1·.tx:r!l:, v, a.a. , 
Esto Placido dec!a 

A la puel'te. .de su gr.a.nJ a 1 

En med:to sue aegadorea1 

Qua aomo a padre le aoatan. 

B.A.E., Vol.LXIIIt XV, 153. 
Alzando las oorvas heaes 

Oen bullioiosa. algazara, 
Todos al a.nciano sigu~n, · 

Y 'l alegre lea g£1~~~a: 

B.A.E~• Vol.tXIII• XV• 184. 

63. B.A.E. OE.cit., Vol.LXIII• Roma.noes t,LXXVI 1nolua1ve 
P• 132-146. 

64. For a.n addi ti:,~na.l example see B.A.E. Vol.LXIII, XIII 1 93• meter. 

59 



~he firat and last examples show distortions fo~ 

the aasonanoe. The secc-nd one is for the meter. 

b. Imperfect tor preterite. 

Felil nae! ate e. la. orill& 

·De .eate arro111ela; tu planta. 

!eao bumilde, 1 de au alJ ofa.P 

Rio o teudo te J2&~a.ba. • 
B.A.E. • Vol.LXIII, ·1tt, ·120. 

tQu~ memento, Filia mial· 

I ~ue a.bandonot con qu6 heahizo 

OontemplAndome exclwnabe.at 

ttTuya. ~oy ~ )! tu eras m:t oi 
, ll.A.Eti, Vol.tX!II, XIVX 1 55. 

40 

The first dietort!on occurs tor the aaaonance, and 

the le.at is for the meter. 

B. ·Juan Pablo For~er y Piquer 

A oontemp·orary and friend of: Melltrldez Valdes was Juan 

Pablo ·:Forner y Piquer• a. w~ite~ whose eh1ef ability lay 

1n his snt.irioal genius. He is more analytic than idea-
65 

liatio and his best wol'k is polemical. Moat of his :poe-

try 1a· in a sat:triee.l vein. Hit.1 lyric poet:r1 waa first 

published by Rivadenei:re. in His l31'b11oteat=i de Autores . 
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es -Espanole.~ in 1844. Thia includes about a. dozen :romances 

ot a total of twenty-nine hun~red lines, moat of which 

oontein pointed a.l;~\l,ffions to,:hia oontemporariea, Although 

Forner is interior to Melendez Valdes a.a an artist, he 

a.leo is apa.x-1ng in hie uae of tense irregularities to 

obtain the correct meter a.nd asaonanoe. The aix tense 

distortions discovered are in the same olasaea as thoee 

found in Melendez Vald~e. 

la. Im.perfect indioati v~ for present• 

All! el lazo cari6oao, 

A:rma.a 11 letraa unidaa. 

Al prudente ca.duoeo 

Lustre y a.poyo ~ini strart. 

y all! tambien al retozo 

De la discreta alegr!a, 

Se daaataban lea graciaa 

Oon tra.vesura. festive. 

87 

B.A.E. Vol. LXXII, II, 199. 

El oabello auelto en hebrae 

Que fl.l oro deaa.cred:!tan, 

La. eapa.lda rna.Jestuosa 

Galla,rdamente encubr!a.; 

B.A.E., Vol.LXIII, VIII• 48. 

66. Salcedo Ruiz, Angel: La li~eratura eapanola, Madrid 
Vol.II,1916, p.200. 

61. For t1.ddit1ona.l examples see B.A.E. VQl.IXIII.II, 203 
meter; X, 378, meter. 



Sordo suaauro, naoido 
·De la. e. ape·ata.oi 6n du dosa 

De la :ta.oci 6n ee e scuohaba t 

Ouando h~tele aqu! que aaoma 

En otro pollino Anti oro• 

B.A.E •• Vol.LXIII• Xt 844. 
The.' first and last ex~~mplea allow distort! one for 

the meter. The second one 1.a .:ror the a.aldonanoe. 

lb. Imper:reot indioa.tive fo?J preterite. 

Aoompa.nado de ,-go:rao!p, 

De la habit~oi6~.exoelaa 
Sa.lf a. en tonoas. t:ttate.ndo 

Del mer1 to de Ul1 poema. 

Asaltaronle a manadas, 

tuego qua le vieron tuer~, 

Pretendienteo perdura.blas, 

Oelebrea en eGta o1encia.. 

B.A.E. Vol. LXIII, I 1 99 
Thie distortion ocou:re for .the meter. 

42 

Thus it appears that in the eighteenth century 

neithe!' a, gr~a-t no:r a minor poet found it necessary to 

ha.ve frequent recourse to the uee ot tenae irregularities 

fop metrical purposes, It is hardly to be expeoted that 

they woul>d in .a. :p~riod. ti'hen cla.saical rulea were so 
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closely ad.bared to, a..nd when. literary tastes seemed so 

severe. It will be noted that the 1r:regule.r1tiea found 

in Mel~ndez and Forner a.:re the ones moat common in the 
ea 

anonymous and artiatio ballade. 

68. See '.Pl> .. • ·oo and ·EH>.. 



- OHAPTER IV -

Th~ tUneteenth Centurz 

The pseudo-olasa{oiam ot the eighteenth century in 

Spa.in died early in the nineteenth, just ae anything· 

which is a.rtiticial and imita:tive J.fl. nature is destined 
. ' i.~:·· :. :; ',.. .'\: ,: ·<,· 

to die. It waa replaced· by'
1 

~- mov~~ent :f'ounded ?1:. di reot-

ly opposite principles, romanticism, which had e~ree.dy 

been tormul~ted in Germany, France and England. In Spain 

roma.ntioiam took the form of returning to .the national 

literatures and traditions, which were never entirely 

dead1 for inspiration. Poetry, which ·had been so meagre 

a.nd. so 11 ttle insp1reQ. in the preceding oentury, abandoned 

exotip aouroea and .found 1 ta aubJect mfl"tter in the medie-

val hi story, and popular tradi ti ona of the nation. The 

people are the only true creators o~ poetry as witneaaed 

by the tact that most of the great typea and characters 

brought to 11 tarature by .poets •. are found in the legendary 

-or hi etorioal baokg:round of the people, who truly created 
(:)9 

them. Romantic p9ets look to the people tor their aub-

Jecte, and the poetio vein which had seemed almost ex-

hausted beoam~e of the constant repetition ot the same 

themes by the olaaaiciats, was :regenera.ted by the 1:,2-

69. Oejtidor y Frau<u.i, op.cit, Vol.VII• 191?, P• 45 



mancea.e.nd )ezendas ot the Duque de R1vaa and Zorrilla. 

Then, a.a always happens in a great 11 tarary epoch, the 

common people a.nd the eruditee became one in artistic 

tastes, and popular tir..nd a.rt1 atio poetry embraced ea.ch. 
70 

45 

other. moma.;lticism found 1to beat outlet in epic ·poetry 

which took the form or romances and leyendas that revived 

the na.tione.l epio s ot the Romancero. The Duque de Riva.a 

end Zorrilla were the two poets who excelled in this 
71 

1."orm of poetry. 
A. Duque de lUvas 

:Angel de Saavedra, Duque de Rivas, is one of the 

initiators or the movement. He wae partioula.rly successful 

in his epio poetry and this is perhaps the field in which 

he excelled. although he wrote in a great many other genres. 

His collection of Roma.noes historioos was first published 

in Madrid '1n 1841. . They are in the eight syllable romance 

meter and relate trad1 t1ons 1 events and. anecdotes o:r the per-

iod ~n the history ot Spain from Don Pedro of Castile to the 
.. 76 

battle .ot Bailen. They are divided into 'three olaaaee,. 

those which are founded on purely 

----~-... ------
70. Ibid.. -
71. ~. p.86 

72. R1vaa Oher1t. Cipriano des Introduction of Clasiooa 
Oaatella.noa; Vol.IX, Mad.rid, 1911, p.14. 

'73. P1neyro, Enriquet Roma.nt1o1a"llo en Espana, Paris. n .. d. 
p.as. 
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historical faoteJ thoae whioh have a historical basis · 
but ·in \lhich the author uaea his own :tnventi alt and. 

. . 74 
those wh1 oh are· rounded entirely on the poet' a 1n.,en ti on. 

Ri vaa ,was a pa.inter as well ae a. poet. and the qua.11 ties 

of the painter e.re easily discerned in hie romances, which 

are· nearly a.lwa.ya e. series cf pictu :rea from the d1 fferent 

atagea of the ru.irrat1ve. His description ia always ex-

oellent. In it he presents marvellous tones and aha.des 

or light 'and col or 1 until we a an a.lmoat aee a painted pic-

ture before ua. ne 1a· p~irtioula.I'lY fond ot oontrastsg 

another ehare.cteristio of the pa.inter. He presents his 
. . . ' 

oha:ra.oterG witb. vividne~;s and exactness, a.nd he uses a. note 

ot mystery whiah intrigues the reader• s fanoy, He suaoeeds 

in giving h1.a romances a note of reality and he appro-

priates hi atorica.l :faate in au.eh 8t w·e.y .that they eeem 

a.lmoat of his (mn ores.ti on.· · tt~he Romances h:tstoricoa 

fOri11 a. rich, axtenaive and .va.r:ted panorama. where the hia-
75 

tory of' Spain ia written on ptiges of gold.• In a pro-
logue to the first edition ot the :aoms,ncee hietor:tooa, the 

Duque de Rivas ee;b forth acme ideas and theories re-

gattding ··the romance meter, and a ata:tement of hie pur-
-- . '16 .. 

poas :tn uait1g 1t so extensivelr. '; Re finds it atrunge. 

74. Rive.a Oherit' op.c1,t~, p.19 

75it Blanco Ga.rofa, Francisco: ta literature eapanola. en 
~l aiglo XIX, Madrid., __ 1899, p .139 • 

., 
7G. 01,aicos caatella.noet Olh cit., Vol.IX, p.23 



that, in a:n e:pcch of poetic· reganera.tio11, when poetry 

waa brea.k:tng away from arbitrary· rule a a.nd looking for 

origiru1.1 inodels, the :rcm.nnoe metet had. not been looked 

upon more favorably. Nothing. he ea.ye, is more p~re ond 

original. He finds it even: stranger that poets ot re-

oogn1aed me:ri t should outlaw 1 t e.s t~ negligble meter. 

Re eu:t.ya• "To decide ao iibeolutely age.inst a. meter in 

vrhich euch excellent things have been written and which 

is, with.out di epute, the form in 'Whioh our true na.ti ona.l 

poet·ry appeared; a meter- th r~;.t htis. e..l ways lent 1 taelf 

advantageously to all. cla6ses; to all tones, to all 

aha.des, in the b.a.1·uie o:r our· best poet a• and which, now 

rude, vigorous t~nd eeJrelesa, nOJJ ga.y and. beautiful; .. new 

tender and melancholy, now soft and ba.rmon1ous, now 

jovial tthds&tirical, a,li,a.7s shO\*lfl 1 tselt a.a the grea.teat · 

riohnena or our Parnassus, is an 1ncomvreheneible daring 

founded. on an isolated oa.pr1oe which 1 s OJ.lposed to gen-
'77 

eral Gpini o~ .•. tt He doea :not contend tha.t 1 t :ta e good. 

mete1~- in \Jh:lch to write tin.<;enti:re epic, but be doea 

o onai der it excel lent tor narNi:ti ve and de scl"ipt1 ve 

pa.rte, and. thinks that 1 t lends itself to all olaases a.nd 

species ot oom:posi tions as well r;..u any other. "The 

rc1me,.nce, then" he aaye, •so fitting for nar:rat1 on and 

deaoripti on, tor expressing phi~cnio1)b.ioa.l thoughta, and 

tor dialogue, ought above s.ll to el_tcsl 1n hietorioal 

poetry, the rels,tion ot memorable.events. for thus it 

began in the rude centuries or :tta birth. ---
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To return 1 t to i ta nrat object a.nd to 1 ts primitive 

vigor and energetic simplicity without forgetting the 
progress of the language, ta.ates and philosophy, end 

ta.king advantage ot all the improvements w1 th wl11ch our 

good geniuses have enriched it, r1ould be a worthy o~ 

oupa.t1on 1"or the notable poete who t\re neve:r la.eking in 

our ·privileged land. With weak fol"ces I have attempted 

such a. diff1oult tind important. enterprise• WI'1t1ng this 

collection ot 'Bomanaeo hietoriooa which I present to the 
'78 

publio.n 

So, like Mel&ndez, w·e find the Duque de lUva.e making 

the aan1e efforts to reE1tore the romance meter to favor, and 

with considerably more aucceaa in hie own romances. He · · .. · __.,.., r a . .,,,_..... . 

waa .. pa.rt1oula.rly fortunate 1n finding ina:pira.tion in 

aouroea that ·1ent themselves readily to this meter. 
The toll owing verbr:i.l di.etort1 one ooaurred in some 

?9 
three thousand lines of the 1101ne.n,oes hi ator:taoa. 

l• In t.he · ~nd.10.ati 11e. 
ao 

•• Im.perfect for pre sent •. 
Ae! en torno de Don Pedro 

78. Idem. p.4&-47 -
'79. Bi vas, Duque .dei Obras Com12leta0~,. Madrid. 1898• 

Vol ~rv, pp .a - 141 ir1olus1 VEh · 
. . 

so. For ad.di tional exa~rnples see lli Va.a, p.eo. ·381,mete:r; 
71 j lt:i9,. :rneter J 179 • 859, tn3tett; 79, 361 • :meter; '79 • 
362, no e:ffeot; 95,166•.meter; l061 4651meterJ 113, 
654,aasonanoe; 113 1658,a.aaonance; l26.l013tno effects 
1541 1224, meter. . · 
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De au sembln.nte loa re.egos. 

Y& ooupa su fti..rada mente 
El poder de sua hex-manou. 
A los que ir1~t6 la naidre; 

Y a quienee lle.m.a 'bastavdt?Bl 

ltlvae, l).32 1 ; .275. 

De moa&n Bel trAn Olaquin 

Ante le~ tiend3 'de pronto 

Plirs.n i;le doa caballeros 

Ocultoa en los embozoe. 

El rey .. '1--~n PedrQ era el uno 

Rodriguez Sanabria. el otro, 
Qua en la fe de un enemigo 

Pienaan enoontrar eocorro • 
. Ri va.s, 59 • 353. 

Devoto entra el mareante 

Oua.ndo el s6n de la. oampana 

A la.o v! e:pera.s eolemnea 

A la.a tielea e onvooaba. 

Por las mes. obacuraa naves, 

Y por la.a m&.s sol1 tariaa 

Siempre huyendo dal gent!o 

· Cruza eon 1no1 en.ta pla.nta. 

49 



Tlle fir.at two examples show· di stoFtiona tor the 

meter. ~he last one is for the assonance. 
b. !mperfeot for preterite 

En tanto que ae! decda. 

Reina tan ilustre, sobra 

su ca.be~a. col ooo.ba, 

Con a.l tas aolama.o:tones1 

Vn !ngel, corona. eterna. 

De l~oeroa 1 de solea• 
Que mientr•ae mas aigloa pasa.n 

Adqu:teren m&s resplandores. 

Rivas• 155, 1261. 

Thi a example shows a. di atortion for the meter. 

50 

No exainplea of other distortions in the Indios.ti ve lvere 

found. 

a. Xn the subjunctive. 

·.a. Present· for im].)erfeot. 

Con g:rand& bQnda.d la Reina ·· 

Que e.loe del euel o ma~dole, 
Que a .. la mesa se !l-PI*OX.1me 

Y que de eu plan la inf orme. 

Rivas,· 133, 11741 1175, 1176. 

The ti:r~t two di etorti ons ere tor the meter. 

Tha last 1$ fo~ the assonance. 
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B. Josi Zorrilla 
The name ot Joa& Zorrillti. ie usually linked with 

that· ot the Duque· de Ri vaa whenever the romantic re-
vi val ot the romance meter is mentioned. Be wrote oon-

tempo·raneoual1 with RivtuJ, and like him belonged to the 

Bomantio School•· Ria poetry wa.e. f'irat published in. 
. 81 

Madrid in 185'1•1840. He. was moat sucoeasful 1n the 

eJ)iO ve:ln aa waa Ri vaa. Zorrilla oult:tva:ted the le;yen-

da :lnstea.d of'· the :r ane.nce al though a. large pt~rt of his -
lezenda.s 1 s n,.1 tten in the roma.noe meter. The layenda 

1 e ·a eho:rt ep1o wh:t eh conta:tn·a tr~\di ti onal ·matter end · · · . as 
:folklore with usually some historical dead e.e a baais. 

A 1H~oond element 1s the auperst1t1oua of whioh Zorrilla 

made great uae. Re •1rote hia leJ!enda.1' in a.· great .va.riet;y 

ot -ve:rse tovms to:r he was a. ekillful versifier, but the 

rOlnf'.J:'loe 1 a the one that predominated, and the one which 

he . tottnd moat uaefttl for the narrative and deacripti ve 

P&X"ts. ~e is a. popular ~omtU'loiata in the senea that 

he took hit> 1n®fra.·t1on trom tradition and returned the 

legends to the people enriched by his art 1 envigora.ted 

b7 hie style, e,nd mo.re muaicet-l e.nd more Spanish than be-

.fore. It hes been J:>redioted that hie lyric e.nd d:rama.tio 

works mar be forgotten. with time. but the,t his romanoes 

81. Co:rtes, Na.reiso Alonso: 'Pr&lof\.2 to Olasicoa ca.etell.!!-
noa, Vol.83, M'e.drid 19251 lhXVII. 

82. OeJa.dor y Frauoa.; pp.cit. Vol. VII, p ,87 • 



will live :florever, beca.u se they are such & vital pa.rt 
80 

ot the 11.fe and trt1d:tM.on of the Spanish people. Ra 
~: 

identified. h1maelr· with the religious and 1des.11etio 

spir1 t of the chi valroua timaa 0 e.nd knew hot1 to inter-

pret that spirit 'd.th a sympathetic genius. Ho ha.a 'de-

veloped a. poetic cycle from the time or Rodrigo to that 
84 

ot I a::"t.bel. "Zorrilla 1 s not the prophet of future so-

oiety but the refleat:ton of that wh:iah ia gone, (iind his 

poetry haa the maltmcholy sweetness of memories. He 

was motivated 'l)y a double inapirH.tion, tradition, which 

serves e,s a. guid.e in the cbecure pt~ths of the future, 
85 

ff,,nd fo..i th, 'l:.h:teh comes f'rom God e.nd ie immortal. 1t 

It is bo be admitted that his poetry hf:.G :tts defaote; 

hie 1magine\,tive geniul:' \f(UJ GO thl)'Undo.nt thi~t he VWOte 

too ra+pi dl y to give o. r}roduct1 on of even mer! t. However, 

his brilliance more thrm co:mpet1eates for his detects. 

OeJ ador Ct~~lls him ?-fl. th er ext:ra.vagemtly "a poet as grett;t 

aa Lope, who converted into mode!in epics the srune le-. ' 86 
genct~ry matter that tol'e rued in the dre.ma. ti 

2orrilla. owes his greatest pcpule.ri ty to h:t e legends, 

the inapirati on for wh!Ah he found not 1ri book a o:r 

ch:ronioles, but in all the corners and vill~.gaa of Spain 

83. Fern&ndez Fl6rez, 3.tJ'OtJ~ Zorrilla., Madrid,n.d.,p.25 

84. Blanco Garcia, .9.l?•cd.t., p.201 

85. Idem, P• 216 

85., Oejador y Frauca., op.cdt., Vol.III, p.818. 
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from the people themselves. It vie.a aa though he were 

but vo_ioing tha songs o:f e.11 lpa~1n ae the jugglera did 

In short Zorrilla in the da.ya of. the ,foma.no,e:a vie.;J cs. 
87 

was a troubtMlour, the lfaet trou.badour to ai1'lg 1n Spa.in. 

The tollow111g diato:rtiona occur in some three 
' 88 

thousand llnea of Zorrilla' a rom.? .. ncea. 

l. In the indicative. 

a. Imperfeot for p~eaent• 

Oon monotonos murmulloa 

Arrullaban eeta eaoena 

------

El aon de la esCtitS lluvia 

De un aguaeero que empleza, 
• El no 1nterrumpioo eon 

Oon qne hierve la oalda:rat 

·t el tumul tuoao oh,e.aquido 

non que la luz oh:lspo~r~a.. 

Zorrilla, p.221 1 122. 

Cerraba eepasa la nOQhe 

Frf a• y amaga.ndo lluvia., 

Por lo qua a.:prieta.n el :paao 

Y los embozoa ae cruzan. 
Y entre el rumor de aus huelloa. 

87. lli!!• p .222 rmd 223~ 

88. Zorrilla, Joa&t Obt•a.s' de, Jose zorr:tlla, Pa.:rie n.d. 
Vol-!. pp.21-22, 5cr-5a, 220-224, as;3-242; '245-255J 
25~860; 282-284. . 



E11traa ortada. y a 011f'l1 tltt. 

De lea dos n.oble s a. trozos 

La oonve:!'S(1.ei&n se eaaucha.. 

Zorrilla, p.235, 1.225. 

Mn.a .t1ena p:reaenti:mientoa 

El oorazon. 1nfaliblEHh 

MirEmdo eats.bf\ impae:lente 

De la crn.lle los confines 

Por ver si llege .. rrJ~o pronto 

0 ma.a pr'onto le apercj.be~ 

Zo.rr!lla1 p.2.s?, i.472. 
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All three of' these examples eho11 di atortions tor the 

meter. 
b. Imperteot tor preterite. 

"Pt~dr.e, "qu:t&n · f'ue? • :s:rerointaba 

Sostiendo la, ·aabeza 

Del anoie.no moribundo 

:El hiJ o. que llotta :r tiembla.., 

Eohole tr-1$te mi:ra.da 

Su padre, como quien lega 

su razon y tlU Juatioia. 

En quien ae fijo con ellth 

Zorrilla, p.221, l.1e1. 
This '1ia·tortion ooou:ra f'o:r the met-ex-~ Wo other distortions 

ooourrad in the 1n.dicative. 



2. In the eubjtmcti 1re. 

b. -Praaent for. p1.l.st. 

Dir1g16ee hecia la elcoba 

Sin dar a.vi eo a SUS dr.i.mas 

Que la de eoinan lt'.,s ropa.s 

Zorrilla, p.283, 1.144, 

Th1e tenae i:rres:ulari ty oecu:va tor the meter. 

Eighteen distortions ooou~ in the ncm~noea of 

55 

R1 Vath While. only :r1 ve o.re found. in those of Zo:rr11la • 

.Alth·ough eighteen is not a le.rgo number, 1t !e g1'ea.ter 

than the m.nnber found in any poet after sepGl veda. 

Z·orrilla. hei.a ·fewer th!3.n the pseudo--cla.sdaista. Melendez 

und Forner. It 1 s probable that the la:rga:r number used 

by Ri v~s can be accounted for by the fac·t tha:t the roman-

t1a1 ats believed in. great f'reedomj· and in the a.boli ti on 

of all olaas1.a rules, and moreover the aubJeot a.nd spirit 

of hie :romances ia so s1m1la~r to those of the old ba.llada• 

tha«t he may ha.ve felt .. 1u ati:fie€~ in u :aing an oooa:a1 onal 

ta.nae i.r:regulttrity. Honever, one distortion to every one 

· hundred fif'ty line a ie. tt. ·small enou3h peroente.ge a.a to 

atill be almost negligble. The d1atort1 ona thL~t oo.a.ur 1n 

·both Z or villa and R1 vae a. re the one a wht ah ocou:r moat 
. 89 

frequently in till the bt:1.llade. 

89. aee. pp. 63 and 66. 



- CHAPTER V -

The Twentieth Oentu~l 

Roma.ntioism w.a.s a. ehort-11 ved movement in Spain, 

being almost exhausted by the middle or the nineteenth 

century. !ta short duration was due to the extrava.ga.ncee 

and exaggerations ot the many who sought to 1rn1 tate the 

masters of the romantic . sohool. and who only "Emaceeded in 

producing mediocre oompositiona.. With the passing ot 
romanticism the epic vein in postry aeems to have died 

out, and we find but 11 ttle of it· in the modern poets. 

However the Spanish Romancero ha.a not lost 1 ta popularity. 

and s1.gn1t1oanae although modern »oets no longer find in 
90 

it a source ot inapiration. It still exists in every 

place where Spanish is spoken, although ·today 1t leads 

and obaoure life, h:!.dden :for the most part, in the memory 

of the people· or the tower social classes, who 11 ve in 

the villa.gs a a.nd .eountry. ·'The cultured people have for-

gotten it Juat as they did 1n the seventeenth century. 

Thua, the poetry the.t onoe moved the heart of' Isabel, the 

Oatholia sovereign, and inspired a. genius like topa de 

Vega, lives today a.lmoat entirely among the :1111 tera.te • 
....................... ~ .... , ........... 
90. Menendez t~idal, Rwn0n: El Romanoero Espanol 1 

Hispan1o Society Of America l910t p.103. . 
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91 
Uodern tra.di ti on ha.a loat all epic end historical romances. 

Ro,;evel' in the twentieth century we find the i•crna.nce 

meter still uaed in lyrio poetry. Al though 1 t :t1J easy to 

see that the epic vein has disappeared from tnode:rn poetry 1 

1 t is not easy to define its presenttrand. Moat C·f the mo-

dern poets have written or a.re "writing under the influence 

of aever.al different movements ;vh:toh have existed in the 

laot quarter of a century. The moat ~rominent are the 

Parna.stlia.n, the Syinbol:tatie and the Modernist. It is not 

the purpose of the writer to enter 1nto a disouasion of 

these movemen·te, all or whioh hu:ve some similari tiea. Suf'-

fioe it to eay that in all of them and in moat of the pr&!-

sent da.y poet,s, the ohiei! oha.ra.oteriatio seems to be a 

desire for 1nd1vidua.11em. 'Maa y Pl calls the modern poets 

ttne•v roma.nticista" and says ·that they ave all marked by 
91 

the qua.11 ty of unrest. 

A ~Juan Ramon J1men·ei 

Juan Ramon Jimenez ia .eo·~nte4 aa one of Speiin' a 
93 

grea.test.11 ving poets. He began writing under the in-

fluence of Rueda and :B~equer but soon came under· the in-
9,1 

tluence of the modern:tat poets. However he eoon reacted """ ___ ..... ______ __ 
g1 • Idem pp.104-106. 

92. lfaa y Pi, Juan: tetra.a es;pa.nol1ia, Buenos Airee.1911, p.203. 

93. Northup, George Tyler: An Introduction to Spanish 
Literature, Chic e:~.go, n. d, p ,420. 

94, Oanainoa Asaena, A·: La nueva. literatura, Madrid, n.d. 
Vol.I, p.167. 
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in the di reoti on of a1mplic1 ty and l'eta.ined only the 
95 

exquisite elegtinae of the eohool. At his best he ia 

characterized by an extremely delioate aenaibility, and 

by unu aual themes. Re 1 s more obJeoti ve than Beoquer, 

but his poetry ia characterized by the aarne melancholy 

aweetnesa •. Jimenez is 1mpreas1oniatio. He gives ua vague 

glimpses and auggeationa by delicate turns ot phrase. He 

is fond or unusual wo~ds, and eapeoially of colors. The 

landaoape ia his favorite subject. He loves to deaeribe 

the beauty of the country, the pale moon, the b~ight sun, 

the quiet and peaQa of a country evening. He is regarded 

a.e a true elegiac poet in gpa.1n, and the greatest tha.t 
98 

ahe ha.a ever known. Jimenez doe a not give muoh_ attention 

to the form ·or his verses but ooncentrates on the thought. 

His moat dha.racter1 etia verse torm is the roma.nce a.nd he · 
97 

seems more auooeaaful with it than with rhyme. 

Jimenez ~aa written extensively in the romance meter 

but the only availal:ila volume 1n th1a meter was hie Paa-
. 98 > -

tora.les which oonte .. 1ns one thousand eight hundred ·twenty 

96. Northup, op.oi~, p.421 

.96. ·aonzaiez Blanco, A.: Los oontem;pora~eos, Paris, n.d. 
pp .153 and 219. 

sn. Idem. P.191. --
98. Jimenez, Jue.n Ramo~: Pastorales, Madrid 1905. 
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, eight lines. Fo:r ·th1a ~ea.son :t t \tas. l'l:eceasary to su:P-

plemen·t th1 a study of the twentieth· century romance with 

another mocern poet in order to complete the three thou:-Jand 

lines. Only four exampiea of distortions occur in the 

Pastora.lea. all of which a.re examples of the 1mperfeat in-

dicrttive aubatituted for the present. They are as follovnu 

Era el rio? era la briaa7 ·- -
. La o.or111ente tendra pena •• • 

son laa tlorea deahojadaa, 

Es ttn susp:tro •• ea un eoo ••• · 

no••• era el rfo. era el aire ••• - ,_ 

el horizonte r1ue suena ... 

la 1 unti\ de · oro que naae ••• 

p. 70, i .121. 

In tha firat example the first distortion ha.a no 

etraot on the meter other than the present tenae would 

have,· but the second a.dcla a necea~3l'ttty iaylla.ble to the line. 

The first waa probe .. bly u aed. to correspond w:l.th the second. 

·In the second e;<mnple ne1 ther of the distortions produces 

any effect on the number o:r sylle.blea nor the assonance; 

but the' :rhythm .ot the line is affected. Their uae could 

pol~91bly be explained by the theory tlrn.t the poe.t ob-

Jected to so m~~ny frioa.t1 ve ~!munds, and having used too 
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in the first verse., waa unwilling to repetit them 

~· Francisco Villa.asJ?esa 

Frano1eoo Villaeapeaa, the aeoond poet chosen for 
this study, ia not considered a.a gI*e>1t as Jimenez. He is a.n 

S9 
Andalusian and began to ••rite ee .e. purely regional poet. 
'He ·1a the poet of Moori·sh Spain, end tollows the tbad1 ti on in-
vented by the au.th ore of .the :roma.noea mori scoa in the sixt.een th 

oentul"y. He is a.lao· influenced by .Zorrilla. although he ah.owe 
•le aa roman tioi am than he and m ore rea.11 am. He writes le as in 
the ep1e vein a.nd his poet:rr shows leas freedom and s1)ontanei t~ 

100 
a.a does any poetry whose sul:>jeot ha.a paaaed from hand to hand.. 

ttzorrilla. polished the strings (of the l y;re) and made 

them shine with a more oriental light, and mors tanta.stioa.lly 
false, but beautiful and eneha.11ti11g., Villaea:pesa took thia 

101 
Arabie lyre or Zor:r1llt"' .. and sang to his land., Gramida.. tt 

He, too, we~s touched by the mod.erniet movement, but its only . 102 
in.t'luence on him waa to give him more delicacy of feeling. 
In his aubJeot matter and in his feeling Villa.espesa. shows him-
self to -be 8 true national poet. His ~oems contain a 
aott and uweet rhythm that 1e 

.................. ~ 
, 

99. Cana1noa Aasens, ,op.cit, p.1~6, 

100. OeJa.dor y Fra.uoa., OR.ot~· Vol.XI, 1919 1 p.199. 

101. Ibid. -
102. !dem. p.201. -



entirely pl&aaing. He ia at his best. when he writes 

of his O\m Andalusia, and in these poems there is a 

vague note of melancholy and sentimentality. He ia a.n 

1ndefatigable write~ and his works number many volumea. 
Cs.:ns1noa Asoena, who is very generous in h1e trea.tment of 

h1m, eays "On accouiit of the volnme ot hie complete work 

and tlle fe.o1l1ty of hie teohniqtia, he has influenced fol-

lowing genera.ti one mo:re than the 1n1m1 table Ma.cha.do, br 
103 

the tempera.mental Juan Ramon J'1m~nez." 
For this atudy all the oompoaitiona in the ranance . 104 

meter have been taken from Villa.e a!}esa' s Andaluc£6., and a 
. 105 

few fram hia ~l eape.to ... enoantad.'!h making a total of one 

thousand one hundred eighty two .11nea. No exa.mplaa or. 

verl?al dtatorti ons v1ere found in these lines. 

Thus in the twe11t1eth century we find two poets \tho 

me .. ke extremely +1ttle or no Uf3e of verbal distortions. No 

doubt the modern poets, who seem to pride themeelfea on 

pe:r:t'eotion or. torm 1 . regard the uae of tense 1rregulari ties 

a.a a cheap devioe for obtaining the desired mei;er and 

aaaonanoe. 

103. Oansinoa Aaaena, on.oit., p.156 

104. Villa.eapesa, Franci eeo: .Andaluc:f.a., Madr1 d 1913, pp .15-
57, 71~72, 74-110,. 145-170. 

105. tri.llaeapeaa, F:ranc!eoo: El Espaj o Enoe.nta.do 1J.!a.dr1d 
1911, pp. 10~10?, lll-114. . 



Conclusion 

From the data oolleoted in the foregoing chapters 

the writer will a.tempt to answer the questions a.eked in the 

introduction to this study. They a.re: (l) Are the verbal 

d1atort1one used in the old ballads due to the careleaaneaa 

ot tha unlea~ned poets who arote them, or are they inten-
tional distortions used perhaps tor purpo~ee of meter and 

aasonaneet and (a) Do they ocour·1n the old romanoes alone 

or a.re they o omm on to the romanae meter, a.nd u ae d by o.11 

poets who write romanae verse? 

In raga.rd to the tense di etort1 ona used in the old 

anonymous ballads, this dtita gives oonolusive proof', for 

the actual ma.teria.l examined, that they a.re u.sed intention-
ally tor metrioa.1 purpoaea. From ~ total of four hund:red 
forty-three irregularities in eix thousand lines, only 

five have no effect on either the meter or assonance. It 
the tense irregult:i.ri ti ea had been due to the carelessnaaa 

of the poe-t, and not used with a. fixed purpoee. more 

exam.plea undoubtedly would have occurred with no effect on 
the metrtoal structure. The table on the following page 

shov1s the a.atuo.l number and kind of di atorti ona found in 
the t~m groups of' anonymoua ballade~ Of the total number 

two hundred forty-two were for aaaonance a.nd one hundred 
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I I . 
: Rom.ancea caballeresoos I 

I 1 Romances vie.Joa t' 
i i aaaonimete:rl no efl tota.11 ~eso11lmeterl no eft total i 
~ I I l l i I I l I 
I Imperfect f OJ." l ' ' t l I I I I 
I preeent i 29 t 67 I l I 97 l 43 I 47 i i 90 I 
• l I I i I i I I I ' i I I I I i I I I I 
i Imperfect for I .i l I I . t I i I 
I preterite ' 36 i 17 I l i 64 I 24 I 16 I 2 I 42 I 
f I i I I l t l I I r I I I i I I I 1 
I Conditional l i i l i I t I I 
l for tuture I 12 I 2 I I 14 I 12 I 1 I I 15 I 
I ' I f t i l I I I 
I I I I I I I ' t I 

' Future for t I ' l I • t I t ' i aondi t:tonal i I a t I 2 I ( I I I 
t t i i I I I I I i 
I I I i ' I I I i I I 
i Present perf. i I I I I I I I I 
I for present ' 12 I 4 I I 16 i 5 i 1 I t 6 I 
I ·' i I t I t ' l I 
J I I I I I i i l I 
1 Present perf'. I I I i i i l I I 
I tor preterite i 32 l 13 I i 45 I 17 ' 4 I I 21 I 
I ' i I I I I t I t 
i ' ' t I i l I i t I I 

i Pluperfect for t I I t t I I I I 
I prete:r1 te I 10 I 3 t I 13 I 4 I 1 i I 5 I 
I f I t I t i I I t 
I i I I . I I i I i I 
I Pluper1'ect for I i I I t I i I I 
i present pe;rf. I s I 3 I i 5 I I l I I l I 
I I t i ' i I l I 1 I 
I i I I l i I I I ' l 'Prea. subj. fori I I I l I I I I 
I imperfect aubJ .1 l 6 I 1 i 'f i i l ' I l I 
I I I i l ' i I . I ' I Imperteot subj.I 1 I I t 1 I I l I for pres. aubj. t 2 i 5 I t 5 l I 4 l ' 4 t 
l l ' . i I I I I ' I 
I l r . l t l I t i t 
I !ndioati ve for I I I I I I ·1 .. I l t .subjunctive I I l I ' l f" l I I i l I i • I t t i I I I I 
' • 155 • I I 259' 'i 106 f 76 I t I i i 120 I 3 I 2 184 
I I ' i 1 . i I 

I I I I t I I 
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ninety-six. for meter, thus showing that· the anonymous poets 

made elmoat ns much use of tense distortions for meter as 
f'or assonance,· and that ·this phase cannot be neglected, a.a 

106 
Duce.min seems inclined to do. · 

· The imperfect tense of th~ indicative is the one that 

is meet commonly used· inoorreotly. It is substituted fre-

quently for both the present a~d preterite indioati ve. · It 

lends itself. readily ao *1.n aaaona.t1ng verb· on account of' 

the endiriga 1n !a. Or .!.:.!:~ both; Of \Vh;i.oh are frequent. VOvtel 

combinations: for aaaonanOe • Tbe o on di ti ona.l beaa.use Of 1 te 
,, 

ending in fa.. is. e.lao convenient as a. substitute ror the 

tu ture. It :ta used ohietly tor e.esona.noe and seldom :ror 

the meter. The imperfect, however, as a substitute ~or the 

preaent, :i a used more frequently· for· tha meter than for the 

assonance, a~d is ,juat a.a convenient tor this purpose.: Per-. 
. ' 

haps such frequent i-ecourae to: the uee of t enae di ato rttions 

tor meter e.nd assonance on the· part of the. a.nonymoua poet a, 

oa.n be ex.plained by the fa.ct that they were presumably. un-
' 

educated men. Moreover,: the or1g1na.l poet· may have wr:t tten 

more oor1•eatly, and the ~enae irregula.ri tiea may be the re--

sul t of the ballads ha.v1ng paaaed from hand to hand, since 
. ' 

th~ Jug±area sang them a~d reo~st them aocording: to their 
own capv1aes. 

Aa to the second question, the data shows that te11ae 

dietort1ona were used in: varying propo'rti ona by ~be PO«;'ta 

106. See Introduction, p. VIII 
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who wrote in the romance meter. Only_ one poet, Villaespesa, 
wa.a found to be absolutely free from tense irregula.vi ties. 

but others were o omparati vely so •. Even in t.he old. bn.llu.da• 

in the group of romances ca.ba.llareaooa, whi oh_ are generally 

supposed to have been·. written la.ter than the romances his-

torioos, there 1a a decrease in the number of distortions. 

(see table, p.63).. Whether this deorea.se is enough to in-

dioate a. posi t:t ve trend is doubtful, and would have to be 
aubstantia.ted by an examination. or oonaiderably more ba.l-

letds in .. both groupe. In the .£.9.!nanaea ot Lorenzo de Sepul-

veda, the poet'., or those examined who wrote nearest to the 
anonymous period, a.. peoulia.r phenomenon is noted. Far more 

extimplea of verbal d1atort1ons are found ·in three thousand 

linell of hia poetry 11 than ocour in e1 th er the roma..noes hi a-- . . . . . . . torioos or the romances oebnllereaaoa. The table on the fol-

lovdng page ahowa the de.ta. collected from hia ba.lle.ds. Moat 
. of the irregularities uaed. by Sepulveda. are for the aaaonanoe, 

two hundred and nin~tysix appearing for this purpose, while 
only n1n.ety one are :for the meter. The propontion waa much 

more nearly equal in the old ballads e.l though. the number for 
the assonance waa in the maJor1ty. As in the old ballads, 
the number of distortions in the 1mperfeot for the preaent 

and preterite in the 1nd1oative, is much greater than any or 
the other ty~ea of irregularities, almost two thirds of the 
total number oaaurring 1n these two groups. Perhaps this 



66 

1----1----;:~~----1-"---~;;-;-;;---1 
I lasaonimeterlno efitotaliassonimeterlno efitotali 
i I I I I I I I· i I 
I Imperfect tor I I I I i I ,...... I i 
I present ' 101 I 38 I l l 140 I l t 5 I l I 7 I 
l I i I 1 · i l I I I 
I i i I i I l I i I 
i Imperf'ect f'o:r i I I I i i l i · I 
i preterite I 145 t 6 I 1· 153 I I l I I l I 
I I I I t f i I I I 
i I i I I i i I t I 
I 0 on d1 ti one.l for I I I I . i I I . I I 
I future i l 2 I - 3 I I 15 · 1 I I I 
l I i i t I I i I 
J ' I I i l t i I i 
I Fu tu re for I l I I t i I i l 
i o on di ti onal · I J i I I l I . i I 
I i I l t i t I I I 
I i I i i 1 1 i i J 
I Present per.feat I I i i I I l I l 
t for present i i 1 I l 1 i 1 t I i 
I i i I i I I I i I 
t I l i- I I I i I i 
l Present perfect I I I I i I I l I 
I :tor prater! te I 19 t l I t 20 t l I I I 1 i 
I l I i l I i I l J 
I I I i i i· i I I I I Pluperfect for I I I 1 I I I I I 
I preterite I 14 I B I I 16 I I i l I 
l I l I I I I I I I 
I I I I I i t I I t 
I Pluperfect l'o:r I I i I I i l I t 
I preaent per~ec~ i ~ i 24 I I 29 1 I I I I 
I . t .i I t I I I l I 
1 t I i i i i I l I 
I Present· f:!UbJ•torl I f I I i t i t 
I imperf. subJ. I I 13 i l I 14 I I l l I 
I l I i I I I I I I 
i I I t i I l i I I 
I Impe:rf •. aubJ.. '· I I I I t i I I 
l tor pres. ·.subJ. I I l I t 1 l I i I I 
i l I I I l I I i I 
I I I i I I i I I I 
I Indioa.tive fol' I I I i i I t I I 
I sub J unoti ve I I t r t l I I I . 
I I I l I l I I l 1 
I l 29 6 91 i 2 i 389 I 2 I 6 I . l t 9 I I I t I· I I t I i 



tendency of Sepulveda to make auoh ex.tensive use of dis-
tortions, is due to the fact that he was not a first class 
poet, a.nd might therefore need to ~euort to t}j.is device, 
and also to the fact that he oonsc1oualy imitated the old 
ballads without endeavoring to add anything original. The 
preceding tab].e also shows the results of ~ study ot Lope' s 
uae of the romance meter, With Lope 1a initia.tedt '·so far. 
aa this study is .oonaerned, a. tendency to make 11 ttle or 

no use of dietortlons. The only poet to follow Lope, who 
ahows greater uae of d1 atorti ona 1 s the Duque de Ri va.s * .who 

perhe.pa felt himself justified in ·doing so, because he was 
trying .to re-orea.te the spirit ·of the old romances. The 

following data shows the type and number of distortions made 
by the poets after Lope de Vega, together with a. table 
showing the total number of distortions which ·oocu·r in ea.oh 

of the groups studied. 
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Duoue de Riva.a ., 

,~ laaaontffieterlno etl 
t 
I 
t 
I 
t 
I 
I 
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' I 
I 
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t 
I 
I 
I 
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I 
1 
l 

l t 
Impe:rfeo·h :tndioe .. ti ve for p1•eaent I 3 .. 9 

""" I i 
I i 

Imperfect indicative f ot' preterite ' i 1 
I I 
I I Pres. subju11oti ve for 1mper:fsot I l I 2 
I I 

Jose Zorrilla 
i 

Imperfect indiaati ve tor present t I 3 • I I 
I I . 

Imperfect 1nd1cat1 ve for: preterite •• I l 
I I 
i ' Pl'ea. au bJunoti ve for imper.teat I i 1 

::· : Juan Ra.mbn J!in~nez [1828 
. i 

i1:~a~I : I 
1 i 

Imperfect 1nd1oati ve for present I i l 
I I 

ToteJ. Distortions in Ea.ch Gr-ou2 

R oma.noe a vi e,j os 

Romances aa.ba.llereecoa 

toranzo de Sepulveda 

Lope de Vega 

Mel~ndez Valdes 

Juan Pabl<;> Forne:r 

•••••••• ti ................ . 
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••••••••••••••••••••••••• 
••••••••••••••••••••••••• 

Francisoo Villaespeaa ( 1182 lines) •••••••••••• I 
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.. tt. will be .noted that the distortions occurring in the 

poets, after. sepul veda. a.re the ones which occur most frequent;... 

ly 1n, the, Old. ballads., B'owever, w1 th no data whtttsoever on 

v1hioh .to .baae Tth1a .assumption, it is the -.1:riter• a opinion 

that .the. number of. di at,ortions found in the romances by these 

poets probe.bly. does not exceed those found in any other 

poets .in .any .other type or verse form, and are not due to 

the .initlttenoe of. the. old rananoes. Hovrevel'• whether or 

not thia 1s true, it seems safe to say that the use or 

distortiona b:v poets of the romance meter ha.a become· 

negligible, and. compa.rea 1n no -.1ay with their use in the 

anonymous ballads •. 
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