Imitation of Form 1n the
Old Provencal Lyric

FRANK M. CHAMBERS

Tue TROUBADOURS are celebrated for their ingenuity in devising new g4
complicated verse-forms for their lyrics. The more than 800 rime-schemes
listed by Maus' bear witness to the fertility of their inventiveness. Add t,
these the variations introduced by a great diversity of meters, and the totg]
is staggering. Nearly every one of these forms, furthermore, had its own
melody, the poet being by definition a composer of music as well as a writer
of verse. But among these original (excessively original) poets, there de-
veloped also a diametrically opposite practice. In many of their compositions,
they deliberately copied the form and borrowed the tune of another poem.
And they did this so systematically that it betame a recognized literary
practice, and was recorded as standard procedure in certain genres: the
sirventés, the tenso, the planh, the crusade song, the religious song, and the
cobla esparsa. Strict originality was demanded only of the chanso and of a
few minor genres such as the alba, the dansa, and the pastorela.

Every student of Provencal poetry, I suppose, finds himself thinking of
the troubadour poems as purely literary works. But they were not; they were
songs. Music and words were written by one man; they were meant to go to-
gether. They were intimately connected in the mind of any contemporary
who knew the composition, just as the words and music of the Marseillaist,
or of Ein’ feste Burg ist unser Gott, are intimately connected for us. The writef
of an imitative poem, then, merely fitted new words to familiar music, just 8
My coundry, ’tis of thee was fitted to the tune of God save the King. The dif-
ference is that this sort of imitation was commoner among the troubadou™
than it is with us, that it was usually limited to certain well-defined types o
- poems, and that it often involved some influence from the words as well. B‘ft
h was always primarily a setting of original words to borrowed music. This ¥
- shown in at least two cases by the manuscripts of the poems. These mat¥”
have preserved for us the music of some 257 poems,? most of which aré
But some sirventés and other poems are likewise accompanied by
of their music. Among these are two poems of Peire Cardenal, A7

aus de?
g1

isted
i-hand examination of all the poems Il,lesrf»i' '
(Halle a/S., 1933), and of other

us, Peire Cardenals Strophenbau, Ausgaben und Abhandlungen
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«d ’l 0 o cu lauzar d’amor (335,7)* and Rics
""f? | o, 49). Now, thfe ,ﬁrst poem has the same schepg al
Guiraut de Borne.lll.s No posc sofrir quq 14 dolor (24
corresponds in & similar way .to Raimon Jorg
meiramen (404,11). The music of thege poe
and we find that in both cases the tunes of
This borrowing of fqrm Was never considered ob]
. Of the poems called sirventés by Pillet-Carstens ¢
mgg,mm; certainly not imitated from any other poems that
- Mg th; 'ig\‘% that m some cases the originals have been lost; that
of " also likely that a great many qf these poems were simply not imitated from
i .. others, but were entirely original compositions. And the same is true for
PeMNty i . 0 fensos, coblas, and the rest.
s, fu‘,.m;f‘? If, however, one poem is set to the tune of another, it necessarily follows
"4 that the two must have the same number of lines in a stanza, and that those
. lines must be of the same length. We shall consider 3 few exceptions to this
"d_\' g iy generalization later on, along with various other anomalies; we may assume
In manyddene  that they were rare. It is very probable, furthermore, that the rime-scheme
/ will be the samey This is not necessary, of course; a poet could duplicate a
meter without copying a rime-scheme. An imitation of this sort would nor-
lly pass undetected, because nothing would call it to our attention. But
ould be very natural on the part of a poet who is setting new words to a
known song to follow the rime-scheme of that song as well as its tune.
this happened so frequently, we may consider it to have been the
rd practice.
> imitation might stop at this point. Take, for example, these .twq
: Bonifaci de Castellana’s Ara pos iverns es el fil (102,1) anq s
8 Un nou sirventes ses tardar (101,17). In both, the scheme is aalt)abIb:
h is not very common), with lines of eight syllfibles throughc:iu : x
¢ of the first stanza becomes a of the second, Whge g ot tct:rn
ed; and so on. Now, the same rime-scheme, _‘v1th the .sam;]e p:ha}z '
Nge, combined with lines of the same length, 13 fougdbleﬂstgisg. It is
Ar vei g’em vengut als jorns loncs, by Gulnexzddf d :n this poem.
n, therefore, that both the sirventés are m ('ar;aentés written in a
b assurance is ordinarily not possible Sosi Z abbacedd and lines
10n rime-scheme and a very common mete? . c};rtain chanso, along
: Even if a troubadour used the tune (r)l O?hiﬂg would reveal the
1 pattern, as the model for his poer,

. . the pattern
for any one of a dozen other chansos might ftfor
Biiar of fact, that is precise

ly the situatio
S,

of sirventés: there are other poer
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P ) isely the same meter and rime-scheme o :.ou :
other poems, which have precisely eyl as g gt
given sirventés; but the relatively simple pattern cou o iy bf’(’l'l in. zlf‘;l de
vented by more than one poet, so that mdebte('ineSS o \ 110 MeAns obvigy \"‘phge
Or perhaps there is more than one chanso which 'fo!lo“.s t.}}e Same patter,, § o ot
even though that pattern may be unusual, so that 1mitation is likely, how g, m‘meﬂ
we to say which of the chansos was the poet’§ D_OOdel? For this reason, it j w pet
entirely possible that scores of sirventés were imitated from chansos that ye elf o
still possess, but which we are unable to recognize for the models that they sﬂdor
were. And the situation is the same for the other imitative genres. oné
The poets, however, often carried their imitation one step further. Not | gs!f':'
only did they adopt the tune, the meter, and the rime-scheme of their mod); @ an ;
they adopted the actual rime-sounds as well. When two poems have all thes of the
things in common, one is almost forced to the conclusion that some sort of 30 we
imitation is involved. And if one poem is a chanso and the other a sirventés, This PO
tenso, cobla, or the like, then we can be relatively sure that the former served Gormo!
as model for the latter. This type of imitation is very common in Provencal. Greu m
Of the something over 500 poems called sirventés by Pillet-Carstens, nearly beginni
200 have the same metrical form, the same rime-scheme, and the same rime- change
sounds as certain chansos. The relative number of definitely imitative fensos, that th

coblas, ete., would probably be equally great. When we consider that many | stanzas

Provengal poems have doubtless perished, we may well marvel that this The ¢
number is so large. One reason is, of course, that the poets imitated the most Was use
popular songs, and that the most popular songs would naturally be among llustrat
those .pres'erved in the anthologies. Confirmation of this reasoning (if con- fandg (s
firmation is needed) is afforded by a consideration of the tunes which have four

come down to us. Of the thousands of Provengal poems that we know, some the oy
%7:, as we have seen, are accompanied in the manuscripts by the music to %D;)e:
M they were sung. Now, of these 257, at least 68, and probably a good Quey -
many more, served as models for other poems. Or, to look at it another tiog o
way, of the 182 poems which certainly served as models, 68 (over a third) d Wen

m.preserved along with their tunes.

) Since, under most circumstances, only the identity of rime-sounds can

is th.e type of imitation with which "
the Times of the first stanza are carried
4 of illustration, take the chanso (234»3)

teiadoed . ., » -GN, -el, -es, -on. This means that,
“;;‘:1]:1 beaﬁn, o will be -el, etc. When a poet follows such *
dldusu 1y keep the same rimes throughout. This is What

di tﬁhm Sirventés (80,34) Quan la novela flors par el verja

It L, el -es, -on throughout, arranged in ¢
 $0% without saying that the lines are also of t°
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: \x gometimes, instead of carrying ong get of .-
\ ; . of 5
\Q\\ riter will change them for S i st:rrlneb through g, entire poem
m ; Za, or ev g

- - su
~in " beorion Somf system of alternation (Whereby for ins S oo
’g' " change places from stanza to stanza), or g , g e e
will that retaing one or

£

e gaTe f(l(})‘, -icﬁ.’ -ensa, -es, (2) -es, -erra, -itz, (3)
This poem of Guillem’s is a bitter at .
ormonda came to the defense of tIiS)lr{nZnirI} (;ms(;;vlj(??’ alcertam lady named
u mes a durar. This poem follows Guillem’s metor rl(d?i}il :,lll:ch begix(ais
beginning with the same rime-sounds in the fi : A A
and every new rime used by Guillem.rinséair;z:i;hEegzog:fne:esver{
A ou
a:::c}lioems are far longer than the average, running to some twenty
:s:dthg g;i‘c‘g:ets::r;?;mmg t?rcilughout a sirventés the set, of rimes that
istrated by Bertran de ];I:r?ls’ S mc:del, a.md disregarding the rest) is
nda (80,13). This has the scheS oo ?Zn A i it i
o i T eme aaaaabab, with a ten syllables, the first b
o - The rimes are -anda and -afz, all the way through
e e el changes rime a every two stanzas. It is the (ficti-
m of Guiraut de Borneill and Alamanda (242,69), beginning S’ie-us
etll, bel’ amig’ Alamanda. There is no doubt which way the imita-
because Bertran’s poem contains the admission that it was written
, lamanda. Such admissions, by the way, are found in a number of
‘poems, as we shall see later. |
hile, a poet will adopt the rimes of the first stanza of his model,
ce new rimes in a system of his own. That is what Bertolome
‘he follows the metrical scheme of Bertran de Born’s chanso
v de mal en pena. The rime-scheme is aabbaabbaaba, and
first two stanzas are -ena and -ais; then he changes to
in his poem St fot m’estauc en cadena (74,17), has
follows Bertran’s rime-scheme, t0 be sure, and
‘which Bertran begins, -ena and -ats. But he
rst stanza, and brings in a new pair with evgry
3) -ura, -ir. These correspond to nothing
own choice.

Cy

-Uz, -ana, -ecs, and so on.

he could go in the bor-
and rime-sounds from
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another poet. But occasionally the troubadours took one more step, ang yiﬂ’e’ B
the actual rime-worps of their model, keeping even t.he order of those Wused i;ﬂiwt::i
intact. Naturally (and fortunately) this type of imitation is rare, One()rds p el
ample will suffice. In the poem En amor trob tant.z de mals seignoratges (16 1?(~

Albertet indirectly praises various ladies by saying that even they coul d’r; ) gﬂ"u
overcome his aversion to love. Aimeric de Belenoi, in the poem Tant ¢ d’amOt 4 wkeﬂl
onratz sos seignoraiges (9,21), professes to take Albertet seriously, and anSWeir s wee
his accusations against love point by point. In so doing, he makes y, 0; of th
every one of Albertet’s rime-words (for the first stanza: seignoratges, Usalgeg
salvatges, lor, messatges, valor, dampnatges, amor), much to the detrimep; of’ poenl5
any poetic value or originality his own poem might otherwise have had, them On

On the basis of certain statements in the Provengal grammars sy, a the 54
scholars have maintained that if a poem follows the tune and metrica) form 1X’s Pos ¢
of another poem, it must also have the same number of stanzas as its mode| for every
This is simply false. Levy (in his edition of Guillem Figueira, pp. 18-19) wept poem? It1
to some pains to show that it was not true. Since, however, not everyoneis | difierents &
convinced, it may be well to add some further documentation. sible; MOT¢

One of the poems which the troubadours imitated most frequently is and used
Guiraut de Borneill’s No posc sofrir ¢’a la dolor (242,51). No fewer than five not arise. H
sirventés follow the meter and rimes of this chanso, as well as one mieg-sir-
ventés (‘“‘half-sirventés’”), one tenso, one cobla, and one chanso. Now, the ¥ del Vilar, a
original poem has seven stanzas and two tornadas, the first of these with four
lines, the second two. One of the imitated poems, a sirventés (242,52), is like- Marcabru i
wise attributed to Guiraut (probably by mistake); it has five stanzas and

poet had be
- two tornadas, one of six lines and one of three. Another of the imitations to use, but,
- (80,8a) has five stanzas and one tornada (three lines); another (437,25) has Use the sam

 stanzas and one fornada (five lines); another (156,11) has six stanzas and otherwige, V
- two fornadas (both of six lines); another (216,1) has five stanzas and one toeaﬂp&!tic
- fornada (five lines); another (335,7) has five stanzas and one tornada (three One phy.
: s). The mieg-sirventés, and of course the cobla, are, by definition, shorter; Which ma&
former has three stanzas and one tornada (three lines). Thus, of the nin ww &l €1
s that imitate this chanso, not one has either the same number of stanz & Bgipee = 90
same number of lornadas with the same number of lines, as the model 43¢ g
‘may, therefore, say categorically that poets did not feel impelled to
7 their models in these matters.

* * %k

ng the earliest poems that may properly be called strventés, 0{‘3
to the conclusion that the idea of formal imitation was not inherent ;
rom the beginning, but that it developed by degrees. Let .eng
¢s that were (or may have been) composed dur!
d see what they
m trvent

leS Com

v

fes |

ligo, Raimon Jordan,

unique in their combinatio™ =
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K. ’;:%.\\ fime-schem® and meter. After what has been said abou ¢ i
h TN  iation in question, we may assume that these poe sl
L NN modeled on any other compositions which are stj]] extanrl‘ss Aol

5 L\.% i'.\?s% ing Wil apply to the numerous unica of other poets, gng z‘v};le same reason-
¢ ‘%\. ‘nnted in the following paragraphs. Naturally, the abéence f I be taken for
\\:! w\ e taken as proof that none ever existed; but we must be gu?d znla)odel .
N rials we now have, not by materials postulated to support ou(: h i
Of the 31 sirventés now ascribed to Marcabru, 25 are yn; qutheses,

fhe ph%,, ~ mentioned above. Four of the remaining six are earlier than tl::a(;tlilke s
ha. %ﬁ‘ ‘t‘m‘ poems of the same metrical form, and could not have been imita:Zde )i‘tant
the &% them. Only two are left. One of these, Emperaire, per vostre pretz (293 T2 %m
has the same rime-scheme (aaab) and the same octosyllabic meter as W'li' :
"~ IX’s Pos de chantar m’es pres talens (183,10). In both, furthermore. chlar:am
mm‘:} for every new stanza, while b remains. Did Marcabru imitate, Williaxi?:
b ? It is possible, but one can scarcely take it for granted. The rimes are

ent, and the metrical pattern is so easy that coincidence is quite pos-

le; moreover, Marcabru was rather fond of these simple rime-schemes
k ALy -- u§ed t}.lem often i.n.othe.r strventés where the question of imitation doe.;.
0 arise. His one remaining sirventés (293,43), Seigner n’ Audric, is undoubtedly

: W in a borrowed form. It is a reply to the Tot a estru (16b,1) of Aldric
and oo cow S| del” ilar, and has precisely the same metrical form aabecb, ac 4, b 8, though

wdat, he o t the same rimes. Un<.ier the circumstances, there can be no doubt that
_ ar abru imitated Aldric. But notice that this is a very special case: the
s, b had before him or in his mind not a famous chanso whose tune he wished

S, but a sirventés addressed to him, and which he wanted to answer. To
the same form in this situation need not imply that one would do so
rwise. We shall have occasion to notice other such cases later o, and
‘, particular attention to their importance in the history of the genre.
ne phrase used by Marcabru calls for comment here. Among his sirveniés

are entirely unique in form, one (293,5, aabbca) begins with these
! 80 desviat chantaire. This has been taken to mean that Marcal?m
in a borrowed tune” (so desviat). It may mean just that; in which
the original song has been lost, or Marcabru understood bprrow-
volve only -the meter, and not the rime-scheme. Or it may
else. Desviar means, basically, ‘to turn aside’; for desviat,
re) gives ‘dévié, égaré.’ Could Marcabru have mea.st
ordered, distracted, wandering’? A melody might : e
cannot, I feel, be taken as proof that this poem was
tune. .

out of ten sirventés are unid
oheme. The other three s
\ B@'m’es e (323’Aldric which we

Marcabru and ic
eire consciously imitated the

ue in their precise
hare the form of
10) has the same
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form of his predecessors, but we have no proof that it is so. This ;
the way, is ascribed to Peire in only one of the two MSS which
the other one giving it to Raimbaut de Vaqueiras, a somewhat
the poem itself contains nothing that would suggest a date. S
lean very heavily on it for proof of anything. A second poem, B
flors d’aguilen (323,5), whether by Peire or not, has been dated ¢.
it has the same form as a chanso of Cercamon. The scheme is simple enougl
(ababed, with lines of eight syllables), but not very common; so inlitationg.
not to be ruled out, even though the rimes are not the same; but neithe, cals
it be taken as proved. Peire’s third poem is the famous satire on his fellowri
troubadours (323,11; date, c. 1170). This has the rime-scheme aabgg}, and
lines of eight syllables. Marcabru has a poem of the same pattern (293,15)
but in his poem both rimes are constant, while Peire has a new g for eveq;
stanza. Imitation, therefore, is doubtful.

Bernart Marti, another early poet, has left us three sirventés. Two g
unica. The third, Faraiz un vers ab so novel (63,7), has the same metricg]
form (ababab) as Raimbaut d’Aurenga’s No sai que s’es (389,28). Imitation
is conceivable, but not very likely. First, it is not certain which is the earlier;
in the second place, Raimbaut adds a few lines of prose after each stanza
(a distinctive feature of the poem), while Bernart does nothing of the sort;
and, in the third place, Bernart says at the beginning that he is making a
poem with a new tune (so novel), which would mean that there was no in-
tentional imitation.
~ Arnaut Daniel’s one sirventés (29,15) is the third of a series, the other two
being by Raimon de Durfort (397,1) and Turc Malec (447,1). Despite some

isagreement among the texts that have come down to us, it seems highly
~ probable that all three poems were meant to have the same metrical form:
~ monorime stanzas of nine octosyllables, with a new rime for each stanz.
e no other poems exist with precisely the same form, no ultimate model
o be sought. One of the poets began the discussion, and the other tW0
ed it in the form that he had used. |
e single sirventés of Peire Rogier (356,7) which serves as the mf)de
Raimbaut d’Aurenga’s answer (389,34), has the same meter and _r“n‘l"
cheme as an earlier poem (262,1) by Jaufre Rudel. As the pattern 18 Slmpz
nd not uncommon (abbaccd, octosyllables), all we can say is that lm_ltamo
possible, not certain. Nor can we be more categorical about the szrveffw
a, Guillem Ademar, Peire Vidal, and Uc Brunet. Some are “nmsf
the same metrical form (not the same rimes), as other PO
proof of conscious imitation. | into
aut de Luc and the Monk of Montaudon fal on”
e of Guiraut’s two, a unicum, calls for no cn {
jaits theradmission: that it was V7

Oem, ,

later pOetf
We canpgy
ela m)es la
1147; anq

|

clear. Boves d’Antona figur® hmepic-‘
his name to an Old Fren

| e

But certai
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N t. we cannot go. The Monk of Montaudon’
m \ %\ yond that, e aucdon’s poem, Pos Peire d’Al
. 16 ; t . _ .’ -
LJ chantat (305,16), contains in its first line a hint that it owes something

% mﬂ,"a - . . .
e \"”" l"‘; o Peire d Alvergne. Apd it has, in fact, precisely the same metrical scheme
l% \‘ . Peire’s satire on contemporary poets (323,11), which we have alread
\’l‘."‘ ntioned. What the Monk of Montaudon is :

doing is to brin i
| - : ; g that satire
. upto date by a similar satire on poets of his own day. Under these circum-
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| gtances, imitation of form was natural enough.
~ 8o far, we have found only six clear cases of formal imitation. One the
~ poem of Guiraut de Luc, admits an indebtedness which we cannot t;'ace°
e rthermore, the poem itself can hardly be dated with any certainty, anci
can prove nothing from it. Another, that of the Monk of Montaudon
tates not only the form, but also the subject, of an earlier sirventés. Thé
est are all replies to sirveniés of other poets, whose metrical form they follow.
_ In every instance, the imitating poet has followed only the rime-scHEME
his model, devising new rime-sounDps of his own. If we admit indebted-
ss in those cases we have called doubtful, we shall have a number of poems
r which the model was a chanso. But even here, the imitation still goes
hm m  further than the rime-scHEME; the souNDs are different.
But certain twelfth-century poets understood imitation to include more
an this, at least occasionally. Take, for instance, Guiraut de Borneill. Of
8 sirventés, seventeen are unique in their combination of meter and rime-
jeme. Another (242,52a), though it probably served as model for a poem

of g s ¥ Sordello (437,10), was apparently original with Guiraut. Three, however,
h“ﬂ,l)- ¢ sirventés ascribed to Guiraut are unquestionably imitatipns of certain

0t w , preserving not only the rime-schemes, but also the nme—sour'lds of
m p ‘models. Two of these sirventés (242,38 and 52) have been denied to
*’ o ut by various scholars, and may belong to later poets. But the remain-

2,77), which seems to be genuine, has the form and the rimes of a
Peirol (366,19); this poem evidently served as a model for Guiraut’s.
by Raimbaut de Vaqueiras (392,8 and 22), Uc de Mataplana
aimon de Miraval (406,1, 29, and 30), Dalfi d’Alvergne (119,8),
), Torcafol (443,2, 4, and 5), and Garin d’Apchier (162,8)
a fashion on other poems. And a poem (167,3) by
, which its author calls a sirventés, though it is more like a
he same form and the same rimes (abbaccdd, abe 8, d 10) as a
d to Elias de Barjols. The fact that Gaucelm calls
1d lead to the assumption that he imitated the other
 mow cor et ab novel so, seems t0 deny that assu.mp;
not been dated accurately, chronology 1s 0

to imitation on \'@Y\I\%Hfg%nde;
at poet is Bertran ¢¢ 0 jl}’oug
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of his sirventés, it is true, are unica, and some others, though g
rime-scheme of other poems, may or may not be imitations. Ope of th
latter (80,16) has the same form and rimes as a sirventés of Raimbayt ‘lj’:%
renga (389,5); another (80,39) has the same form and practically the : u.
rimes as a sirventés (210,11) of Guillem de Berguedan. But in each case a}le
chronology is too vague to allow us to be certain which (if either) of th, tWe
poets invented the form. It is quite clear, however, that eleven of Bertran’(:,
i sirventés are modeled on other poems; they are numbers 80,2, 3, 5, 8, 8a, 13
Bl 18, 28, 29, 31, and 34. :
A few of the poems listed above cannot, unfortunately, be dated with
0 any certainty. This is true of the poems of Gaucelm Faidit, Uc de Mataplyp,
. Raimon de Miraval, Dalfinet, Torcafol, and Garin d’Apchier. We have’
already seen that, for Gaucelm Faidit, this is not important, since in his ¢age
it cannot be established which poet was the imitator. There remain Guirayt
de Borneill, Raimbaut de Vaqueiras, Dalfi d’Alvergne, and Bertran de Bor,
Guiraut’s sirventés (242,77) has been dated by Kolsen in 1187; one of Raim-
baut de Vaqueiras’s sirventés (392,22) c. 1184; that of Dalfi d’Alvergne (1198)
in 1195-96; those of Bertran de Born from 1183 to 1194 (or, if we admit
80,18 as genuine, to 1197). The earliest date that can be fixed for this sort of
imitation, involving the use of the same rime-sounds, is therefore 1183. It is
possible that some of the undated poems are earlier, but not much earlier,
because the floruit of most of these poets seems not to reach much further
back into the twelfth century. And it is not impossible that the earliest
strventés in which imitation was so conceived were the two poems of Bertran
de Born D’un sirventes no'm cal far loignor ganda (80,13) and Quan la novgla
flors par el verjan (80,34). Of these, the first imitates Guiraut de Borneill,
the second Guillem de Saint Leidier. ,
From the facts we have examined, it appears that imitation in the sirvenits
may well have originated in the practice of answering another sirventés 1o
~ its own form. Once the idea of imitation was thoroughly connected with the
. genre, it would be easy to extend it in two directions—to imitation of 8
~ totally unrelated poem, and to the later custom of adopting the rime-SOUNDS
~ as well as the rime-scHEME and meter of the model. It may be that Bertr”
~ de Born is responsible for both innovations. he
" The other imitative genres need not detain us so long. Judging from * 4
lists in Jeanroy’s Poésie lyrique des troubadours (I1,331-333; these are b°is
and Springer), the earliest imitative crusade song ]
lo tro (323,22), wrongly ascribed to Peire d’Al"er%; é
ive planh is Bertran de Born’s lament for .the th)
ab dol et ab maltraire (80,26). The first (imitated ol
gs to 1213-14, the second (imitated o
the year 1183. We have just %
e rime-sounds of other poe™® =
the same poet, Bertral do S

uring t/h(‘

syllables)
from a ch
exchanges
Raimbaut
are clearly
Parently g
even from
the rest, ¢}
Uique jp ¢
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N Q{L’j; |
iy, . _%x The earliest (ensos (in the broad sense, i .
;‘:\N}v ) from an identity of rime-sounds, to h;w1 n(;)ludmg partimens) which
a ﬁq } A are the work of Peire Pelissier and Dalﬁggfﬁnd the poets of Usselp(')le‘a}rlrl -
4L yidal, 364,4), and Eble and Gui d’Ussel (tw vergne (353,1; model. P o
1\ cgpdoill, 375,10; and 120,3; mod 0 poems: 129 2. N
3 ap : ,3; model, Cadenet, 10 L model, Pons d
4,0 the same circles have the same form and ri, 6,5). Five more tensos fro :
”fldy, l L gince these other poems are themselves ¢ me-sounds as other poems; i
d“, . o of the imitation 1 : es lensos or sirventé s
Ue oty ion of the imitation is uncertain. It is quit rveniés or coblas, the direc-
| o Jhansos IR 6 longer possess. Th e possible that all were modeled
ey, A sided debate between Raimbaut de Va(iue' e same may be said for the three-
nler;%inb's ! which has the same rimes as a sirventé 80,25 o amaiand Bendizn(397,4
Yﬂna'n ¥ ther oems. A]_l th S ( 0)25) of Bertran d g :
- G% other p ese tensos can hardly be d e Born and three
! d% ~ our general B e o e floruit of theire f;.lted more definitely than by
1187, gy - LSt yERIS of the twelfth century (see Jeanma-UtPOI‘sz and this takes us to the
Md,ﬁh‘mmu 1 Jeanroy, in the same work (II, 275, note 137’ Poésie lyrique, 11, 247ff.).
| nes coblas susceptibles d’une datation’ (souventg it I}St of the “plus ancien-
- Ezround 11?0) is by Folquet de Marseille (155 Zagpr';ﬁs'matwe).” i
therefore IR 1if e same flme-sounds as any other, but i s Doar loesingkibtle
{  syllables) is u , but its form (aacaaa, li
T nusual enough to make me think i s
reach muchfr¥ from a chanso (234,16) of Guillem de Saint Lei R
exchanges of coblas between L . eidier. The next two (1195)
o that thee¥} Raimbaut : anza and Peire Vidal (2 ’
de Vaqueir : (285,1) and bet
R as and Guillem del Baus (3 ’ s
o learly imitated from chansos (364,40 ltis e R
mntly a late-comer among the ,y3U an 392,.10)- The cobla, then, ap-
. m B i L genres, Was‘concelved as an imitative form
B e et o il
in their form, and others zvsh;)crl):ns(ﬁl: : glre' h? e Bl
T e okod. re their form only with the answers
o 1 is perhaps the pl
: a i :
gt - MP ce to mention that even the chanso is not entirely
. Most of the imitative ch
B ik on ih e chansos are the work of late, ob-
L e e melodies of their greater predecessors to
i thveness. But there are a few examples which
B e da.n the year 1200. A song by Gaucelm Faidit
: %melnm&'lm:;l(izn e Pegumazs (10,4) have the same metrical
LS common. the two poets were contempo-
| d@}de which song is the original, which the imitation.
easier to decide, is this: Peirol, in his chanso (366,19)
e de chan, uses the rime-scheme abbedde, with

)

-an, -es, -ansa, -ens. Two later poets,
amon Bistort, composed chansos (76,21 and 416,5,
> form and the same rimes; it is obvious that
. a contemporary of Peirol, the same Gaucelm
Peguillan in the set of chansos we
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just mentioned, appears here too. Now, his poem differs from that Py

in two respects: it has the rime -is (not, -es) fO}' b, and it has an Introg

stanza of a slightly different form (though this may be due to faulty

mission). Nevertheless, it is close enough to ?elrol’s _pattern to Drove

imitation in one direction or the other. And since Peirol’s chang, Wag san

ficiently known and liked to serve as the model for later poems, v, rna.
i assume that it served as the model for Gaucelm’s as well.

To summarize this discussion, we may say that the imitation of forn
probably began with the sirventés, in particular with the case in whicp, o
sirventés was written in answer to another, and in the same pattern; that i
was conceived as involving the actual rime-sounds no earlier than the tiy,
of Bertran de Born, and perhaps in the first place by him, since the earljeg
datable examples (all from the year 1183) are his work; that it spread to th,
related genres, the planh, the crusade-song (and these two are only specializeq
sirventés), the tenso, and the cobla; that, around the turn of the century, it
made some slight incursions into the domain of the chanso as well; and tha

it was never considered obligatory in any genre.
% ] *

A ——————

The poem that served as model was nearly always a chanso. This is easy
to understand, for the chanso was always the great genre, the type of poem
to which the poet devoted his best effort, and which would be likely to have
the best music; also, the chansos were far more numerous than poems of any
other sort. But not all the models were chansos.

We have already spoken of sirventés which served as models for answering
sirventés. The later poets often followed the practice, here as well as else-
- where, of making such imitations follow the rime-sounds of the original
- cf. the sirventés of Peire de Gavaret (343,1) and Peire de Durban (340
- ababeedd, ab 7, cd 10), both of which have the rimes -es, -ir, -or, -ia. .
A sirveniés could serve, furthermore, as a model for a poem that was ?
- Do way an answer to it. This MAY be the case in a number of groups of poe™
. with the same rimes. In some, it seems very likely, either because of prio™¥
time or because of apparent verbal borrowings. Maus noted several such
s, In which Peire Cardenal was involved. I suggest the following lisfai

definitely proved: Bertran de Born (80,25; 80,37; 80,20); Peire Vld*{
- 364,14); Guiraut de Borneill (242,47; 242,45); Pistoleta (3723

Berguedan (210,1). Of these, 80,25 is a mieg-sirventés, a0 8(12711

are sirventés-chansos. To illustrate the sort of confi™™"
-one finds, I shall use still another poem, because 4 m’s
~point as well. The poem is Bertran de Both,t
dre carcol. There can be little dOubto 32
eguillan’s 12 fol el pul 3lﬁ‘ud (1 t':r&“' 3
the first in every case from Ber
l, e no mes bel; qui que'm ™
rna, Non pot far cinc ™t pet T

s

Gy

poem, not
partit (366
Bonafos (1
is Love mg

The thirq |
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) h
\ L ding somewhat doubtful); cus bos pretz gove
3 rna, st Dieus no-l
S governa,

’q\‘ - quil penran @ vida et-erna., Dieus lor done vita
'\k \\ pretty clearly that Aimeric had Bertran’s poemetif:naf Such similarities show
h\\ 1. own. Now, the further point I wish to make }Ilmnd. Whe'n he was writing
' s is itself modeled on another poem, a chans ere is 13h18: Bertran’s sir-
- ghich begins La lauzet’ el rossignol; but Aimeric(') of Peire Vidal (364,25),
B i the b It s yuite likely that o imitated, not the original
i Provengal verse were similarly made at secondailly ol the othetmiatons
~ One sirventés served as model for another poel;l e
o B i oimstiarces. When Pops under most exceptional,
Lk (380,1) on B et Gluillem de Mo .antolh came to write his
touching idea of doing so in one of the dezl(%nagol,, he conceived the
‘_:.. form and rimes from Guillem’s sirveniés (55 et’s own meters, and
Pun dels autres rancura. 5,12) Per lo mon fan
Tensos likewise were used as model
B tiois; 5. the throc pertinz,n :h:)l{lfnli tlhe statement must be made
of coblas En Pelizier, cauzetz de tres lairos (97,3) pbeS will show. The exchange
b based on the tenso of Raimbaut d ,3), between Blacatz and Pelizier
ey ut de Vaqueiras, Ademar, and Perdigo which
foging | aigner 1’ Aimar, cauzelz de tres baros (392,15); but even th gﬁr i
nakes it clear that the intention of these two men : i
joem, not to imitate it seri g i
i il n, e it seriously. And the poem of Pei
mous han pie - partit (366,29), which served as a model for a dob telrl())l’ S, i
B0 s & tenso only i ebate between Cavaire and
e : : y in form; the fact that the poet’s i
8 es }t obvious that Peirol alone is the author oIf) theselr?siizk;:;i;r
- » w;:z 18 not so clea.r..It is the poem S’ie-us quier conseill, bel’ amz )
vk (242,69), upon which is modeled a sirventés (80,13) ot Bertrai
;Eom. A ﬂ:is scholars see in the Alamanda whom Guir;,ut de Borneill
“ >. Ott;nso a real individual, who is the author of the stanzas
- §btaers (among them Jeanroy, Poésie lyrique, 11, 257) believe
.r»t:he sole.author of the poem, and that this Alamanda is simply
WGMG@yS#:O 1:i.n :::uie for airing his gx:ieyances against his
.Y e part of the poem, then this is the only genuine
ature tl.la.t we know to have served as a serious model
[ . About the indebtedness itself, there can be no doubt, for
‘ -_. oy @:ﬁj& Bonrga admits it explicitly in his sirventés; he is
: 0! in his edition of Elias de Barjols (p. 85), that poet’s
 don Dieus was written in imitation of a cobla
ont, which he dates (1215-16) some three years
is correct, the case is unique, as far as I know,
this one exception (and I should be inclined
tion even here), a cobla served as model only

de of other genres were used as models.
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Sordello’s planh (437,24) on the death of Blacatz called forth two o},

on the same death; but these are in the nature of answers to Sordelloe’r .
And Bertran de Born’s crusade song Ara sai eu de pretz quals I'q ls O,
(80,4) would seem to be the model for the same poet’s “sirventss Jz'z;uls Sy
which begins Foilleta, pos mi pregatz que eu chan (80,17); at least ti —
poem was better known and more popular than the second, for i’t a; i
in a number of MSS, while the sirventés is found in only one, and incomp‘ialrs
there. It may be, of course, that both poems were modeled on a chang, I;fte
is now lost. b

There are other instances, however, in which a poet can be said (with
varying degrees of probability) to have imitated one of his own poemg A
chanso (335,11) and a sirventés (335,12) of Peire Cardenal have in COmI;lon
the same rather complicated metrical form (otherwise unique) and at legg
partly identical rimes. And there is complete identity of form and rime.
sounds between these pairs of poems: a chanso (297,4) and a sirventés (297 8)
of Matfre Ermengau; part of a chanso (80,1) and a strventés (80,31) of Bertr’an
de Born; a chanso (434a,60) and a poem called ‘“‘aniversari” (434a,38) of
Cerveri de Girona; a chanso (82,2) and a sirventés (82,12) of Bertran Carbonel;
a chanso (457,40) and a cobla (457,43) of Uc de Saint Cire; a chanso (457,15)
and a second chanso (457,34), again by Uc de Saint Circ. This last pair is
particularly interesting, and the imitation could hardly be more obvious,
for both poems have not only the same rime-sounps, but even the same
rime-woRrbps, throughout.

Slightly different is the relation between Raimbaut de Vaqueiras’s chanso
(392,10) and a cobla (392,31) of the same poet. For this cobla provoked an
answer from Guillem del Baus (209,1), and Raimbaut replied with stil
another cobla (392,15a). Whether Raimbaut’s first cobla was really the first
- of the series is somewhat open to question; it may be that an introductory
- cobla by Guillem has been lost. It would have been politely flattering of Guil-
lem to open the debate in one of his opponent’s own meters, and several
es are known in which this was done. For example, when Lanza begins
exchange of coblas (285,1) with Peire Vidal, he borrows for his poem the
n and the rimes of Peire’s chanso (364,40) Quan hom onratz torna ¢ gran
ra. Similarly, Uc de Mataplana addresses a sirventés (454,1) to Raimo?
aval in the form and rimes of the latter’s chanso (406,14) Ben % y
s; and Raimon replies (406,30) in the same form and rimes: 14

more, that Aldric’s sirventés (16b,1) to Marcabru was Wi
 vanto (293,16) by Marcabru himself; the rimes are differel”
ter and the rime-scheme are the same. If we could
Marcabru’s metrical pattern, we should
nark in the history of imitation in Provers
_is hardly uncommon enough mn
tes of the two poems haw
i B

,,,,,,,

ave

Two Pro
have this ¢
arranged ac
chant” (74.¢
last four lin,

Quflnth0m<
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\  ppere are & fe\?r specu}l ca.ses.of imitation (other than those we have al-
oady ment.loned .m passmg). which den_land some attention here. First, and
 haps most curious of all, 1s that. provided by the poem of Bertran de Paris
e Roergue which begins Gordo, te'us fatz un sol sirventes I'an (85,1). This
- position’ though.the author seems t.o call it a sirventés, is more like an
~ nhamen for & minstrel. The odd thing about it is that it imitates not
one, but three, other poems. The first, fourth, fifth, and sixth stanzas have
11 rime-scheme ababeedd; and they reproduce the meter and the rime-sounds
of Guillem de Saint Leidier’s chanso (234,3) Aissi com es bela cil de cui chan.
The third, seventh, and ninth stanzas, with the rime-scheme abbaccdd, are
modeled in the same way on Pons de Capdoill’s chanso (375,1) Aissi m’es
res cum celut que cercan. The eighth and tenth stanzas (likewise abbacedd)
have the metrical form and the rimes of Aimeric de Peguillan’s D’avinen sap
nganar e trair (10,18). And, finally, the second stanza (also abbaccdd) has
imes that do not occur in any other extant poem. What are we to make of
all this? I hope to publish in the near future a critical edition and a brief
tudy of this poem which will attempt to answer some of the questions
t raises.

't%lh Two Provengal poems, while not exactly modeled on other compositions,
] have this curious feature that they contain quotations from other poems,
arranged according to a definite pattern. The first is Bertolome Zorzi’s “dime:-
hant” (74,9) Mout fai sobreira folia; each stanza of this poem has, for its
ast four lines, the first four lines of the corresponding stanza of Peire Vidal’s
hom es en autrui poder (364,39). And, in a similar fashion, the Monk of

‘#V (Jaufre de Foixa), in his Be m’a lonc temps menat a guiza d’aura
+ this . ), quotes as the last line of each stanza the first line of a famous poem.
M # i ‘poems are so quoted: two by Arnaut de Maroill (30,16 and 23), two by
obla ws e 0 (370,3 and 8), and one each by Folquet de Marseille (155,1), Gaucelm
“w : 7), and Pons de Capdoill (375,10).

. ove that an imitative poem will ordinarily have the same meter

ne as its model; and the examples confirm this statement.
ire Cardenals Strophenbaw) and J. Storost (Ursprung und Ent-
provenzalischen Sirventes) point to a few examples which seem
, somewhat freer imitation was possible. An enueg (305,10) of
‘ 1do contains the admission that it was written el so de
rould seem to refer to Bertran de Born’s Rassa, tan creis
And both poems have lines of eight syllables, and the
the enueg has fewer lines in a stanza than Bertr.an’s
respectively, aaaabbbbb and aaaaaabbbbb. The rime-
E tunately, the music for both pieces has been
k (Die Melodien der Troubadours, p. 54) says that
. He does not explain the discrepancy in length;
ertran’s tune by omitting the musical

lines riming 1n a.
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Likewise, the cobla (293a,1) Be for’ ab lui aunil lo ric barnalge, ascribeg | {,iﬁy 511
Mareabru, but surely not the work of the famous Marcabru, hag ,.i””‘j' ‘bo‘ of)
scheme abababceeb, lines of ten syllables, and the rimes -alge, -ia, -en, N, “Uu-}; w”;’ol
poem has the same rime-scheme, but under the scheme ababceeh we fiy, ‘e A 0
poems, also decasyllabic, with the same rimes. Some sort of imitatj, it tb’;:‘gl
clearly indicated. If the cobla is correct as we have it, we must suppoge ”m; i 4 8y
its author simply stretched the tune of his model by repeating two (f “; ’ndosﬂi
phrases. I am inclined, however, to suspect that the manuscript traditioy, by J eh
is faulty here (the cobla appears in only one manuscript), and that the poepy, {0 gght
in its original form had the same compas as its model. gob ch z
Sometimes, a poet would imitate another poem, even to the point (f for 59 ant
adopting some of its rimes, but would change the other rimes sufficiently 1, even b h
give his work a different rime-scheme from its model. For example, in his somé ot
strventés (335, 18) De sirventes voill servir, there is little doubt that Peire the 86007
Cardenal was imitating the chanso of Raimon Jordan which begins Lo clor the first P
temps vei brunezir (404, 4). The rather unusual meter is the same: 777777357, We hat
and the rimes are similar: -ir, -ut, -os for Peire Cardenal, and -ir, -utz, -0s, -is indebtedn
for Raimon Jordan. But notice that Peire has only three rimes, so that his Rassa, €
scheme is abbaaccaa, while Raimon’s scheme is abbaaccdd. Peire has simply person me
reduced Raimon’s two rimes -ir and -is to one, -ir. We find the same reduc- | been expla
tion in at least two other cases. Two poems, both anonymous (461, 215 and the imitats
14) have the scheme abbaccbb and the rimes -ens, -0s, -ensa. They are surely 8aint Cire
modeled on Arnaut de Maroill’s chanso (30, 16) La grans beutalz el fis ensei- 4 som den
gnamens; but this poem has the rimes -ens, -ors, -ensa, -os, and therefore the Amaut, Plg
scheme abbaccdd. And the same confusion of -ors and -os is evident in a num- for two ot
- ber of poems modeled on Per qual forfait o per qual faillimen (404, 6), of Rai{non 0rt i pug,
~ Jordan. But because the model distinguishes -ors and -os, it has the rime- e Saing C
scheme abcadeff, while some of its imitations have the scheme abbacdes, Peirg Bl'em
L they reduce the two rimes to one, -os. “ime iy, bo
- There is a rather more complicated case of a similar sort. Bertran de Born’ %
és (80, 33) Pos Ventadorns e Comborns ab Segur has the scheme ababeded, the ﬂme P
in the first stanza, the rimes -ur, -0, -eta, -ar; these change, in the second b of |

to -ol, -or, -ela, -or; in the third, to -os, -as, -asa, -os; and so on. Noti®
is a doubling-up of the rimes here, and that the scheme of th¢
a is really ababcbeb, that of the third ababcaca. Now, under the
we find six poems with the same meter (ten SynableS) y

e rimes that suggest some connection with this sire# *
sirventés of Peire Cardenal, Las amairitz, g4 em"hf; |
-ol, -1, -eta; a tenso between Raimon Gi-"ucihe"
, i Dieus vos gart de dol (401, 6), With ¥

(

uillem de Mur, D’un sirve"®”
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\ \: . obvious that Bertran's sirventés served as model for the other three, or
"\ % vat all four poems have a common model (which I haye been unable, to

cover) ifferent sort i
A pmblem of a different sort 1s presented by the two poems which have
" ime-scheme abbqabbaccdd. One, 2 chanso by Gausbert de Poicibot (173
has Six syllables in the a and b lines, and in the last four lines 7, 10 8’
18 syllables; the rimes are -ans, -ors, -er, -al. The second poem z; pl(’ln};
» Joan Esteve (266, 1), has exactly the same rimes, and, except f01’r the last
. lines, the same meter; but those last two lines here have ten syllables
ot eight. It seems hard to believe that faulty transmission could account
¢ such a discrepancy, which is maintained throughout the poem. Yet it is
cen harder to believe that the planh was not modeled on the chanso. Until
ome other explanation is offered, we must therefore accept the fact that in
he second poem, two lines of ten syllables were sung to a melody which, in
e first poem, accompanied lines of only eight syllables.
uﬂi L We have seen that, in several imitative poems, the authors admit their
debtedness by some reference to their models: they are singing el so de la
assa, el so de n’Alamanda, el so Boves d’Antona. These all refer to some
erson mentioned in the poem; for the Boves d’Antona, though it has not
cen explained, obviously is an allusion of this sort. But in some other poems,
he imitator names the POET whose work is serving as his model. So Ue de
aint Cire, in his Messonget, un sirventes (457, 21), says that he is writing
son d’en Arnaut Plagues. The reference is to the one poem, a chanso, by
Plagues, Be volgra midons saubes (32, 1), which also served as model
‘other poems. But there are two cases in which a reference of this
zling: Un sirventes voill far en aquest so d’en Gui (457, 42), by Uc
> and Un vers voill comensar el so de messer Gui (330, 20), by
Ricas Novas. The model alluded to would seem to be the

r
o
A

t,{i’ 7 F

&

the rime -¢ throughout (actually, Peire Bremon’s poem,
e stanza). Both, furthermore, are written in lines of
, are very unusual among the troubadours. The dif-
are not of the same length. That of Uc’s poem has
Bremon'’s cobla has fourteen. It might be pointed out
remon, a sirventés (330, 6), has the same metrical
» stanzas of eight Alexandrine lines. What
. The “Gui” in question is surely Gui de Cavaillo,
0’s cobla in a cobla of his own (192, 1), of the
riming in -i. But none of the extant poems of
her eight or fourteen monorime Alexandrines
(suggested by Pillet-Carstens, undeI:

.so0 with his cloak, Mantel vil de cror
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ﬁ.l, @ mon dan vos comprei (192, 3). This poem, if we count aboys ha)f &
rimes as internal, has stanzas of six monorime Alexandrines (it shoulg N
noted that none of the imitations has internal rimes); and this i i

satisfactory as a model. Zingarelli (Intorno a due trovator: in Tialia, pp. 1 51 -
says that these long verses, like those of the epics, were all set to one melodo
which could be repeated any number of times, so an exact corres 4
the number of lines is not necessary. This may be so, but it is an
lyrical practice. Still, T have nothing better to suggest.
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