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NOTA DEL EDITOR 

"por en t re  l a s  puertas" 

Three years o f  CeZestinesca have come and gone. With t h i s  number we 
begin a f o u r t h  year. I have been more than pleased w i t h  t h e  v a r i e t y  o f  
a r t i c l e s  and t h e  backgrounds o f  ou r  con t r ibu to rs  thus f a r ,  w i t h  t h e  amount 
o f  up-to-date in fo rmat ion  on t h e a t r i c a l  goings-on i n  the'  con t inu ing  
e f f o r t s  t o  somehow stage a s a t i s f a c t o r y  Cetestina, and w i t h  the  growing 
number o f  readers and subscr ibers who are sending i n  in fo rmat ion  and w r i t -  
i ng  so many l e t t e r s  o f  general apprec ia t ion  and support o f  our  e f f o r t s  t o  
be t ime ly .  re levant ,  and var ied  i n  a l l  we p r i n t .  Equal ly  e x h i l a r a t i n g  t o  
me i s  the number o f  i tems t h a t  people a r e  desirous o f  p lac ing  i n  Celesti- 
nesca i n  t h e  fu tu re .  U n t i l  they a c t u a l l y  a r r i ve ,  i t  would be foo lhardy t o  
mention them, b u t  many promise t o  be e x c i t i n g  and even provocat ive.  Since 
i t  i s  our des i re  t o  prov ide an i n t e r n a t i o n a l  serv ice,  I am leased t o  n o t e  
a growing number o f  overseas subscr ibers (and submissions! t o  Celesti- 
nesca. 

I n  t h i s  issue th ree  i tems come from abroad (England and Hungary) and 
th ree  are from U. S. readers. The b ib l iog raphy  and PREGONERO sect ions a r e  
a l s o  equa l l y  balanced. Perhaps more steps can be taken when many o f  us 
meet t h i s  summer i n  Venice f o r  the V11 Congreso de l a  AsociaciBn I n t e r n a -  
c iona l  de Hispanistas. 

There a re  y e t  a  few new ideas I should l i k e  t o  t r y  on our  readers 
everywhere. One i s  q u i t e  s t ra igh t fo rward .  I t i s  t h a t  I am t h i n k i n g  about 
encouraging you (your ta len ted  f r iends ,  o r  even students) t o  submit il l u s -  
t r a t i o n s  f o r  use i n  CELESTINESCA. For  the  present a t  l e a s t ,  i t  cou ld  n o t  
be a mat te r  o f  a  business p ropos i t i on :  i t  would, however, g i ve  buddin 
a r t i s t s l i l l u s t r a t o r s  a f i r s t  forum. I f  you can t h i n k  o f  ways ( o r  people! 
t o  f u r t h e r  t h i s  idea, your  he lp  and advice would be appreciated. We would 
not ,  o f  course, be able t o  work w i t h  co lo r ,  b u t  many th ings  are bes t  
brought ou t  i n  b lack and whi te :  pen and i n k  sketches would be i d e a l .  We 
use an 8 1/2 by 11 inch  page (which i s  then reduced), so use t h i s  when 
t h i n k i n g  about maximum dimensions, a l low ing  f o r  marginal spaces. I f  t h e r e  
i s  a  neophyte t a l e n t  l u r k i n g  somewhere about j u s t  w a i t i n g  f o r  some chance 
l i k e  t h i s ,  l e t  him o r  her  (and us) know. 

Another idea t h a t  should be worth explor ing,  and I imagine many o f  us 
would be c u r i o u s t o  know the r e s u l t ,  i s  some manner o f  in formal  survey as 
t o  how much, how of ten,  and w i t h  what v a r i e d  approaches La CeZestina i s  
taught  i n  our  classrooms 'round the  world. I myself  haven' t  come up w i t h  
an i d e a l  way t o  begin such a sampling, al though many who do teach LC a r e  
on our  m a i l i n g  l i s t .  Only occas iona l l y  do those o f  you who w r i t e  mention 
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t h a t  u: i s  on your  sy l labus (past,  present,  o r  fu tu re ) .  I have always 
t r i e d  t o  inc lude such in fo rmat ion  i n  the PREGONERO: however, being 
f a l l i b l e  and having a f a l l i b l e  f i l i n g  system are f a c t o r s  o f t e n  lead ing  t o  
unintended overs ights .  May I encourage you--when you w r i t e - - t o  comment on 
y o u r  own teaching a c t i v i t i e s  regarding celest inesque works? And t o  share 
any o t h e r  ideas f o r  more complete coverage o f  the fen6rneno ceZestinesco i n  
these pages? 

To close: I would observe on ly  t h a t  as a b ib l iog rapher  o f  LC th ings  
do seem t o  sometimes grow "cur ioser  and cur ioser . "  I t h i n k  we a l l  w i l l  
be g r a t e f u l  f o r  P ro f .  KULIN'S own t r a n s l a t i o n  o f  her  Hungarian-language 
essay on LC (pp. 9-15 o f  t h i s  number). It would have been a b i t  much t o  
deal w i t h  i n  t h e  o r i g i n a l .  But i n  prepar ing t h i s  supplement I had a l s o  t o  
deal  w i t h  a long- i sh  a r t i c l e  i n  Chinese (s324) and a review o f  the  Actas 
of the  Primer Congreso In ternacional  Sobre LC which has appeared i n  
Russian. I am thank fu l  f o r  colleagues a t  Georgia who p i t c h  i n  w i l l i n g l y  
t o  lend  us t h e i r  a b i l i t i e s  i n  these areas. I am even f e e l i n g  somewhat 
r e l i e v e d  t h a t  I have a f r i e n d  a t  Tennessee who, en I need h i s  help, 
would t r a n s l a t e  an a r t i c l e  o r  review i n  Uzbek. One no longer  can p r e d i c t  
j u s t  where Celest ina and her  fe l l ows  w i l l  t u r n  up! It c e r t a i n l y  makes me 
wonder what stones I have u n w i t t i n g l y  l e f t  unturned? 

Hasta noviembre y  'quedaos adios ' . 

P. S. I must add.now a happy work o f  thanks t o  Mrs. Maria C r i s t i n a  Ro- 
driguez who, with t h e  completion of  t h e  typing of  t h i s  number, re -  
t v n s  with her  family - t o  t h e i r  n a t i v e  Colombia. She has prepared 
t h e  l a s t  four numbers with a concern f o r  a e s t h e t i c s  and a meticu- 
l o u s  pa t ience  that I in p a r t i c u l a r  appreciate  t o  t h e  f b l l e s t .  I am 
sure  we a l l  w i l l  wish t h a t  her successor w i l l  a t t a i n  t o  t h e  l e v e l  
o f  s tandards she has s e t .  Our bes t  wishes! 
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COTA, HIS IMITATOR, AND LA CELESTINA: THE EVIDENCE RE-EXAMINED 

Dorothy S. Severin 
Wes t f ie ld  Col lege - London 

I n  h i s  recent  a r t i c l e  on Cota and Rojas (HR, 48 [1980], 37-55), Sal- 
vador Mart inez assembles and examines the  i d e n t i f i e d  poss ib le  borrowings 
i n  La CeZestina from Rodrigo Cota's Di i i logo en t re  eZ Amor y un V i e j o  and 
the anonymous E2 Viejo, eZ Amor, y Za Hemosa, and comes t o  t h e  aston- 
i s h i n g  conclusion t h a t  Rodrigo Cota wrote Acts I - X V I  o f  LC. He reaches 
t h i s  conclusion i n  f o u r  stages: 

1) by assuming t h a t  Cota i s  the  author o f  the  anonymous poem, an 
op in ion  t h a t  he a t t r i b u t e s  t o  Maria Rosa L ida de Ma lk ie l ,  who was ten ta -  
t i v e  i n  suggesting t h i s  p o s s i b i l i t y ; l  2)  by assembling u n c r i t i c a l l y  a l l  
supposed borrowings l i s t e d  by L ida de Ma lk ie l  and by E l i s a  Aragone i n  h e r  
c r i t i c a l  e d i t i o n  o f  the  ~i;Zo~o,Z and by adding a few more o f  h i s  own; 
3)  by making t h e  erroneous statement t h a t  a l l  o f  these are found i n  t h e  
s i x teen-ac t  Comedia; 4) and, f i n a l l y ,  by apparent ly assuming t h a t  Rojas 's  
a c r o s t i c  verses f i r s t  appeared i n  the  Tragicomerfia twenty-one a c t  versions. 
They were i n  f a c t  p r i n t e d  i n  the Toledo 1500 s ix teen-act  Comedia (which 
may predate Burgos i l499?)  before they appeared i n  the Tmgicomedia. (I 
gather t h a t  he makes t h i s  mistake f rom h i s  concluding paragraphs; he may 
simply be accusing Rojas o f  d e l i b e r a t e l y  misleading us about the author-  
sh ip  o f  Acts 11-XVI). 

Mart inez makes one f a i r l y  ser ious mistake i n  h i s  reasoning; he f a i l s  
t o  n o t i c e  t h a t  e n t r y  no. 29, "El f a l s o  boezuelo con su blando cencerrar  
t r a e  l a s  perdices a l a  red; e l  canto de l a  serena engaiia 10s simples mari-  
neros" (Act  XI),  i s  i n  f a c t  an i n t e r p o l a t i o n  which f i r s t  appears i n  t h e  
Tragicomedia; t h a t  i s  t o  say t h a t  i t  must be by Rojas. He a lso  chooses t o  
ignore Maria Rosa Lida de M a l k i e l ' s  suggest ion (p. 673 o f  La o r i g i n d i d a d  
a r t i s t i c a  de 'LC') t h a t  Areusa's curse on C a l i s t o  and Me1 ibea 's  garden i n  
a d d i t i o n a l  Act  XV o f  t h e  Tragicomedia may have been suggested by t h e  
Diirzogo. 

More s i g n i f i c a n t l y  he seems t o  imply t h a t  he can prove authorship by 
p u t a t i v e  source m a t e r i a l .  On t h a t  bas is  one could make a much more p lau-  
s i b l e  case f o r  Pe t ra rch 's  authorship o f  Acts 11-XXI o f  U, or , rather  more 
convinc ing ly ,  a good case f o r  A1 fonso Mart inez de Toledo, the  Archpr ies t  
of Talavera, and p a r t s  o f  L C . ~  
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Since Martinez has assembled a l l  these Cota and pseudo-Cota 'sources ' 
in one place, I propose t o  examine them closely t o  see which are  real or  
probable sources, which are analogs o r  topoi, and which are old saws or 
proverbs with other distinguishable sources. I have indicated the prov- 
enance of the original suggestion in brackets, i .e .  whether Lida de 
Malkiel, Aragone, or  Aragone and one of her acknowledged predecessors. 
The reader should refer  to Martinez's a r t i c l e  f o r  the fu l l  quotations; D 
indicates the Cota DitiZogo and A the pseudo-Cota. 

ACT I 

1. The "Argument0 del primer aucto" [Aragone; ~ i q u e r ] .  This was 
probably written by the editors of the original;  Riquer has pointed out 
some similari ty of circumstance but there i s  no real verbal s imi lar i ty .  

2. "iVete, vete de ay, torpe!" No verbal resemblance to  e i the r  A or 
D apart  from the imperative form of the verb ir. 

3 .  "la l laga in t e r io r  mls empece" [ ~ r a ~ o n e ;  1911 edJ. Attributed to  
Seneca by the Cetestinu comentada (Madri.d BN MS17631), fo l .  1 5 ~ .  

4.  "Antes 10 hart3 c ier to"  [Aragone]. Looks more l ike  a colloqui- 
alism than a borrowing. 

5. " i Ha, don mal vado! " [Aragone]. No verbal resemblance. 

6. "Y  en su casa hazia perfumes . . ." [Aragone; FCG]. 'Rodrigo de 
Reinosa has been suggested as a more plausible source for  th i s  passage, 
which also seems to  be topical.4 

7. "iO vejez virtuosa! iO virtud enuegecida!" [Aragone]. The 
influence of the DiirZogos ' S  " i O  maldad envegecida! " looks probable. 

8. "Y  no solo en l a  humana specie" [Aragone; Cortina]. Although 
the verbal resemblance i s  not very close,  there might be some influence of 
the DiG2ogo. 

9. "ande l a  mfisica" [Aragone]. No real resemblance, other than the 
word canciones . 

ACT I1 

10. "diga donayres. " Other than the words' domzjres, caneimes, motes, 
which aren ' t  even in the same order, there i s  no real resemblance. 

ACT IV 

11. "la vegez no es sino . . . choca sin rama" [Aragone; Cortina]. 
No resemblance other than the words chopa and cayado. 
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12. " iPero quien t e .  podr ia  contar,  seiiora . . .?"  A topos, no r e a l  
resemblance between these two examples. 

13. " i O  angel ica ymagen!" [Lida de Mal k i e l ] .  There seems t o  be a 
d e f i n i t e  i n f l u e n c e  from the pseudo-Cota (A) .  

14. " iJesu! iNo oyga yo mentar . . . 1 "  No verbal  resemblance. 

15. " i e s t o  obra natura!" No verbal resemblance. 

ACT V 

16. "El propBsi to  muda e l  sabio." No resemblance a t  a l l .  

ACT V1 

17. "LPor que c i e r r a s  l a s  ore jas . . .?"  [Aragone, Cor t ina] .  No 
resemblance beyond t h i s  standard phrase. 

18. "por  que venga cargada de mentiras como abeja" [Aragone; 1911 
ed.]. The word abeja i s  the o n l y  s i m i l a r i t y .  

19. "Yo t e  veo y  no l o c r e o " '  [ L i d a d e M a l k i e l ] .  Th is  i s a n  o l d  
saw; see Eleanor O'Kane, Refranes y frases' roverbiates y espaiioles de Za 
e&d media, p. 92 (c reer )  and p.  228 ( v w )  .P However, the  exact  r e p e t i -  
t i o n  suggests t h a t  A could be a poss ib le  source. 

20. "que de 10s buenos es p rop io  l a s  culpas perdonar" [Aragone; 
1911 ed.]. A t t r i b u t e d  t o  Seneca by CeZestim comatada, f o l  . l l l v ;  verbal.  
resemblance i s n ' t  very strong. 

21. "nunca mucho cos t6  oco" [Lida de Mal k i e l ] .  Th is  i s  another o l d  
saw (O'Kane, p. 165, 'mucho'f. 

ACT I X  

22. "Aquel la dulce y f i e r a - l l a g a . "  The in f luence of A looks de f in i te .  

23. "corr iendo cabal los"  [Aragone]. No r e a l  resemblance; see no. 
10. 

24. "su orden es mudansas." Proverb ia l ;  c f .  Juan de Mena, Laberin- 
to Lie Fortuna, S t .  10. 

ACT X 

25. "S in t e  romper l a s  vest iduras se lanc6 en t u  pecho e l  amor. 
The i n f l u e n c e  o f  D o r  A ( o r  even a combination o f  t h e  two) looks poss ib le ;  
the c l o t h i n g  i s  n o t  t o r n  desp i te  the wound. 
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26. "Es un fuego escondido." Yes, a s t rong verbal resemblance t o  
A 's  "fuego escondido . . . sabroso venino . . . l l a g a  dulce y f i e r a . "  But 
a l s o  Petrarchan; see A. D. Deyemnd,  The Petrarchrm Sources of ' L C ' , ~  p. 
58 ( ~ e  remediis utriusque fortunae, i .69. A 2-3) . . 

ACT X I  

27. "assi se suelen dar l a s  Caracas . . ." [Lida de Ma lk ie l ;  
Aragone; FCG]. A d e f i n i t e  in f luence  o f  A. 

28. "engafiando nuestra voluntad" [Lida de Mal k i e l ;  Aragone; FCG]. 
Again, a d e f i n i t e  in f luence  o f  A. ,. 

29. "El f a l s o  boezuelo" [Lida de Mal k i e l  ; Aragone; FCG]. NO r e a l  
resemblance o ther  than the  t o p i c a l  'canto de l a  serena' . 

ACT X I 1  

30. "esta donzel la  ha de ser. para C1 ceuo de anzuelo" [Lida de 
Mal k i e l ] .  Possible inf l 'uence o f  D. 

31. " J u s t i c i a  hay para todos.." Proverb ia l .  

32. "0 angel ica ymagen . . . ante quien e l  mundo es feo"  [Lida de 
Mal k i e l ] .  D e f i n i t e  in f luence  o f  A. 

33. "Mira que nunca 10s ausentes" [Aragone]. No resemblance o ther  
than t h e  word ausente ( S ) .  . . 

ACT X X  

34. "Vencida de su amor." No resemblance o ther  than t h e  two words 
h o p  and vencido. 

ACT X X I  

35. " i O  mundo, mundo!" T r a d i t i o n a l  exclamation against  the  world; 
no verbal resemblance beyond "0 mundo." 

36. "yo, por  t r i s t e  experiencia." No verbal resemblance a t  a l l .  

37. "pues agora, s i n  temor" [Lida de Mal k i e l ] .  P r a c t i c a l l y  a l l  Pe- 
t ra rchan  (FCG, pp. 130-31; ADD, p. 73). Poss ib le  in f luence  o f  A 's  l a s t  
l i n e s ,  ' "con que pagas 10s s e r v i c i o s  / de 10s que a o l o r d e  t u s  v i c i o s  / 
van a caer en tus  redes . . . En e l  prometer s i n  r ienda."  
"Quebrar e l  o j o "  [Aragone, ~ o r t i n a ] .  An o l d  saw; O'Kane, p. 173 ( ' o j o ' ) .  
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38. "0 amor, amor." No verbal resemblance o ther  than the verb 
mtar. 

39. "Herida fue de ti." No verbal  resemblance. 

40. "Ni s6 s i  h ie res"  [Aragone]. No verbal  resemblance. 

41. "Hazes que feo amen." No verbal resemblance; Rojas glosses an 
o l d  saw. 

42. " iqu i6n  t e  d i o  t a n t o  poder?" [Lida de Ma lk ie l ] .  Considerable 
in f luence  o f  A: " t e  pusieron nombre de d ios . . . l a  le i ia  para tus  l lamas 
. . . siendo moqo, pobre y  ciego." 

43. "Del mundo me quexo." A 's  "quexarte / del  mundo" i s  the  o n l y  
s i m i l a r  phrase and i s  another commonplace. 

A f t e r  t h i s  examination we can conclude t h a t  t h e  f o l l o w i n g  are prob- 
ab le borrowings: 7, 13, 22, 26, 27, 28, 32, 42. Possible borrowings 
inc lude  143, 8, [19], 25, 30, 37. We can see them best  i f  se t  ou t  by a c t  
and source. Items i n  brackets are h i g h l y  dubious. 

PROBABLE 

1-0 (7 )  

IV-A (13) 

1X-~(22)  

X-A (26) 

POSSIBLE 

I - D ( ~ )  [A(4)1 

[VI-A(19)] 

X-AID (25) 

X I  I - ~ ( 3 0 )  

The r e a l l y  s t a r t l i n g  conc1u;ion seen from t h i s  c h a r t  i s  t h a t  whereas 
the DiiiZogo seems the d e f i n i t e  source f o r  t h e  anonymous Act  I, the anony- 
mous E l  Viejo, E2 Amor y Za Hemosa seems t o  be the  d e f i n i t e  source f o r  
Rojas'  own Acts I V ,  I X ,  X I ,  X I V ,  X X I .  While n o t  t o t a l l y  r u l i n g  ou t  t h e  
p o s s i b i l i t y  t h a t  Rojas had the  Di&logo i n  mind as w e l l  w h i l e  dea l ing  w i t h  
Acts X and X I I ,  i t  i s  o n l y  a poss ib le  source a t  two po in ts .  So u n l i k e  t h e  
p r i m i t i v e  author, Rojas seems t o  have known the  pseudo-Cota and t o  have 
turned t o  i t  f requen t l y  wh i le  he was w r i t i n g  Act I X - X I  o f  the Comedia, and 
again f o r  Act  X X I  ( o l d  XVI). The f a c t  t h a t  he doesn ' t  use i t  f o r  addi -  
t i o n a l  Acts XV, X V I ,  X V I I ,  X V I I I ,  X I X  i s  n o t  p a r t i c u l a r l y  d i s t u r b i n g .  He 
d i d n ' t  use i t  f o r  11, 111, V,  V I I ,  V I I I ,  X I I I ,  o r  XX ( o l d  XV) e i t h e r ,  and 
may n o t  have used i t  f o r  V1 o r  X I 1  . The extremely low incidence of 
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poss ib le  o r  probable Di i i logo sources i n  Act I also  casts  doubts on the 
theor ies  of o thers who, l i k e  Miguel ~ a r c i a l e s , 7  assign authorship o f  
anonymous Act I o f  Lc t o  Cota. 

NOTES 

"muy probabl emente sea del  mismo Cota . . . ,l' La o r i g i n a l i d a d  ar- 
t i s t i c ~  de LC [Snow-Schneider-Lee LCDB reference no. 60, p. 267, note l]. 

Florence:. F e l i c e  l e  Monnier, 1961, pp. 48-54. She un i tes  sugges- 
t i o n s  found i n  s tud ies by Mar t in  Riquer, F. Castro Guisasola s i g l a  CFCG], 
Alonso Cort ina, and F. H o l l e ' s  1911 e d i t i o n .  

E. M. G e r l i  i n  f a c t  suggests him as a poss ib le  author  f o r  Act  I i n  
"LC, Act I, Reconsidered" [LCDB reference no. 395 ( I ) ] .  

See t h e  two a r t i c l e s  on t h i s  t o p i c ,  Stephen Gilman and Michael J. 
Ruggerio's "Rodrigo de Reinosa and LC" [no. 4391, and G. D. T r o t t e r ' s  "The 
CopZas de l a s  comadres o f  Rodrigo de Reynosa and Lc" [no. 4801. 

BRAE, Anejo I1 (Madrid, 1959). 

Reference no. 47 [ s i g l a  ADD]. My thanks t o  Professor Deyermond f o r  
reading and commenting on t h i s  a r t i c l e .  

' I n  h i s  "Carta a1 Profesor Stephen Gilman sobre problemas rojanos y 
c e l  est inescos a prupBsi t o  del l i bro The Spain of Fernundo de Rojas. " 
[no. s61. 

di 

Celestina con Calisto,  a l  s a l i r  6ste de l a  kgdalena.  Aucto X I .  
De l a  traducciBn a l e m m  de C. Wirsung (1520). 
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LEYENDO LA CELESTINA * 

K a t a l i n  K u l i n  
Universidad de Budapest 

La pr imera ed ic idn  conocida de La CeZestina (LCI data de l  61 timo afio 
del s i g l o  XV. Es una vers i6n de 16 actos que--corn0 se sabe de o t r a s  ed i -  
ciones--1lev6 e l  t i t u l o  de "Comedia de C a l i x t o  y Melibea." Tuvo un 6 x i t o  
inmediato. Cediendo a l a  demanda del  p f ib l ico,  e l  au to r  10 completd con 
c inco actos mis. La vers i6n de 21 actos fue publ icada en 1502 con e l  ti- 
t u l o  de "Tragicomedia de C a l i x t o  y Melibea". 

S e g h  e l  pr6 logo en versos ac r6s t i cos  a1 autor ,  e l  bach i l  l e r  Fernando 
de Rojas de Puebla de Montalbin, en Salamanca, donde estudiaba, l e  l l e g 6  a 
l a s  manos una obra de un autor  desconocido. Esta obra l e  i n f u n d i d  t a l  en- 
tusiasmo que dec id id  dedicar sus vacaciones a t e n i n a r l a .  S i  Fernando de 
Rojas d i c e  l a  verdad no 10 sabemos; 10 c i e r t o  es que apenas se conocen 
vacaciones mejor empleadas porque durante este breve lapso cre6 una de l a s  
mds o r i g i n a l e s  e importantes obras de l a  Europa de entonces. E l  pr imer  
act0 cont iene l a  creac i6n del  autor  an6nimo. 

Hasta 10s aiios ochocentistas nadie puso en duda l a  doble au to r ia .  La 
c r i t i c a  romZntica, s i n  embargo, no se dej6 convencer de que una obra de 
concepci6n y r e a l i z a c i 6 n  a r t i s t i c a  t a n  homog6nea t u v i e r a  dos au to res .  No 
obstante, l a s  invest igac iones f i l o l 6 g i c a s  de nuestro s i g l o  parecen compro- 
bar que e l  pr imer  acto--de un lenguaje mis arcaico--debi6 de produci rse en 
una fecha m5s temprana. Debemos a protocolos de l a  I n q u i s i c i B n  y a o t r o s  
documentos de l a  6poca 10 poco que se sabe acerca de l a  v ida de Rojas: un 
t a l  Fernando de Rojas, b a c h i l l e r  de Puebla de Montal b h ,  conocido como 
au to r  de X ,  se i n s t a l 6  en Talavera de l a  Reina en 1517 y fue a lca lde  ma- 
y o r  de l a  v i l l a .  Un proceso i n q u i s i t o r i a l  o f rece  tambi6n datos in teresan-  
t e s  sobre su persona. Los Reyes Catd l icos expulsaron de su r e i n o  en 1492 

* Este t i t u l o  10 pus0 e l  e d i t o r .  A su pedido, l a  profesora K u l i n  tuvo 
l a  bondad de preparar  esta t raducc i6n de su POSFACIO a l a  rec ien te  ed ic i6n  
y t raducc i6n  h h g a r a  de LC. Lo publicamos por e l  i n t e r &  i n t r i n s e c o  que 
l l e v a n  10s comentarios de tan  apreciada c e l e s t i n i s t a  y tambi6n por s e g u i r  
l a  h u e l l a  de l  i n t e r &  que susc i ta  en cada moment0 LC fuera  del  mundo h i s -  
pdnico. 
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a 10s jud ios  que se negaron a c r i s t i a n i z a r s e .  Por 10 na tu ra l ,  en t re  10s 
conversos hub0 muchos que adoptaron l a  nueva f e  no por convicc idn s in0  ce- 
diendo a l a  fuerza. A muchos de e l l o s  se l e s  imput6 e l  e j e r c i c i o  de l a  
l e y  ant igua y menudearon l a s  denuncias. Tal denuncia h izo  que e l  suegro 
de Rojas fuera convocado ante e l  t r i b u n a l  de l a  I n q u i s i c i b n .  Nombr6 a su 
yerno como t e s t i g o  de descargo per0 Rojas qued6 rechazado por  l a  I n q u i s i -  
c i 6 n  por  ser 61 mismo "nuevo c r i s t i a n o " .  No tenemos datos que hayan dad0 
test i rnonio de su persecucidn. MuriB en 1541. 

Como cada obra maestra, LC d i o  y da lugar  ahora tambi6n a muchas d i s -  
cusiones. Unos buscan en e l l a  10s origenes de l  drama, para o t r o s  LC i n i -  
c i a  l a  novela hisphnica. En Hungria su vers i6n de 16 actos fue publ icada 
en 1957 en una co lecc i6n de novelas picarescas que l l e v a  e l  t i t u l o  de Im- 
posztorok t&&e y no s i n  j u s t i f i c a c i 6 n  puesto que e l  mismo P6rez Gald6s 
e s c r i b i 6  sus "novelas dialogadas" siguiendo e l  mode10 de U .  Pero razo- 
nes no menos j u s t i f i c a d a s  colocan l a  obra de Rojas dentro de una t r a d i c i d n  
dramhtica en l a  cual se destacan l a s  comedias elegiacas e s c r i t a s  en l a t i n  
en forma vers i f i cada  y l a s  comedias humanisticas de l  s i g l o  X V I .  

S in  duda alguna Rojas no pens6 poner en escena LC. Sin mecenas era 
imposib le  con ta r  con representaci6n alguna. El c o r r e c t o r  de su obra, 
Alonso de Proaza,exigiB, s i n  embargo, de l  que l a  leyera,  que con d i f e r e n -  
t e s  modulaciones de l a  voz i m i t a r a  a 10s d i s t i n t o s  personajes y sus s e n t i -  
mientos. Hoy, cuando l a s  piezas t e a t r a l e s  hacen caso omiso de cua lqu ie r  
r e g l a  dramhtica no estamos en condiciones de p e d i r  cuenta a Z' por su i r r e -  
g u l a r i d a d  gen6rica y su c l a s i f i c a c i 6 n  no es de importancia. De 10s cam- 
b i o s  de escena nos enteran l a s  palabras de 10s personajes, y sus apartes 
perfectamente sus t i tuyen  l a s  acotaciones de hoy. 'Es verdad que de ninguna 
manera tendriamos pacienc ia para a s i s t i r  a un especthculo de 2 1  actos.  
Los d i rec to res  no cesan de esforzarse por  poner en escena esta marav i l l osa  
creac i6n t ra tando de abrev ia r la  de muchas maneras. Que y o  sepa, cada ten- 
t a t i v a  ha s ido  un fracaso t o t a l  o por 10 menos p a r c i a l  puesto que hasta en 
e l  caso de 6 x i  t o  de t a q u i l l a  se considera como fracaso una representaci6n 
que se base en una i n t e r p r e t a c i d n  equivocada. Parece ser  que una v e r s i h  
abreviada ya en p r i n c i p i o  excluye e l  d i b u j o  nat izado y m u l t i f a c 6 t i c o  del 
hombre y sus re lac iones,  siendo 6ste e l  mayor l o g r o  de LC. Si  b ien  sea 
imposib le  negar c i e r t a  verbosidad c a r a c t e r i s t i c a  de l a  gpoca, supr im i r  
pa r tes  de c i e r t a  l o n g i t u d  equ iva ld r ia  a despojar l a  obra de algGn element0 
esencia l  . E l  l e n t o  desenlace de l a  i n t r i g a  es indispensable para mantener 
en LC l a  proporc i6n exacta en t re  l a  comedia y l a  t ragedia asegurando a 
cada una, a s i  como a su conjunto, l a  au ten t i c idad .  Se necesi ta  tiempo 
para hacer madurar y c o n v e r t i r  en amor l a  pasidn a l t i s o n a n t e  de C a l i s t o  
t a n  just i f icadamente puesta en r i d i c u l  o por  10s cr iados y para dejarnos 
convencidos de l a  veracidad de sus sent imientos. Una vers i6n abreviada o 
b i e n  nos hace r e i r  de Cal i s t o  y Melibea o bien--para r e a l z a r  l a  b e l l e z a  de 
su amor--nos hace perder l a  comedia, rebosante de v i t a l i d a d ,  tapando l a  
boca de 10s cr iados escarnecedores que acompaiian l a  escena amorosa a1 o t r o  
l a d 0  del muro con escabrosos ch is tes .  

iCu5l  es e l  secreto del  i n t e r &  cada vez renovado que desp ie r ta  LC?, 
i p o r  qu6 nos impresiona tan to  con su v i t a l i d a d  esta obra que o s c i l a  en t re  
10s extremos de un humor grosero y de escenas poet icas que logran 
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enternecernos? El autor--coma 10 af i rma--sb lo quiso a d v e r t i r  a 10s locos 
enamorados contra l a s  estafas de 10s cr iados l i s o n j e r o s  y l a s  fa l sas  maes- 
t r i a s  de l a s  alcahuetas. PropBsito d i d i c t i c o  b ien conocido de l a s  mora- 
lit& medievales: hecho que exp l i ca  que c i e r t a  c r i t i c a  quiso encarcelar  
en e l  estrecho molde de l a morali t i  esta obra reac ia a toda c lase de cate-  
g o r i  zaci6n. Pues, s i  Rojas h i c i e r a  h incapie en su in tenc i6n  expresada 
apenas podr ia  contar  con e l  v i v o  i n t e r e s  del  p i rb l ico de hoy. S i  fue  l a  
obra l a  que a r r a s t r 6  consigo o s i  fue 61 quien perpetr6 este d e l i t o ,  10 
ignoramos, per0 s i  sabemos que i b a  mis a l l l  de l  o b j e t i v o  que reconocieron 
sus contemporlneos . 

Aplicando un m6todo inescrutable--s i  b ien  e l  cr iado,  l a  p r o s t i t u t a  o 
l a  alcahueta no cese de r e p e t i r ,  s e g h  l a s  costumbres medievales, l a s  sa- 
b i d u r i a s  de l a s  autoridades de l a  Antiguedad a1 i g u a l  que l a s  bromas gro- 
seras o 10s ref ranes en 10s cuales se f i l t r a  sab idur ia  popular--Rojas 
l o g r a  c rear  f i g u r a s  memorables y autCnticas, 10 que debi6 de s e n t i r  su 
6poca tambi6n. No es casual que e l  nombre Celest ina s i g n i f i q u e  alcahueta 
en e l  lenguaje c o r r i e n t e  cas te l lano .  La personal idad avasal ladora de Ce- 
l e s t i n a  h i z o  cambiar hasta e l  p r i m i t i v o  t i t u l o  de l a  obra. 

Esta mujer cae en l a  cuenta--sin ninguna vac i lac ibn--de l a  persona 
con quien t r a t a ,  ad iv ina  sus in tenc iones,  motivos, escruta sus debi l idades 
y deseos. Con un sent ido ps ico l6g ico  nada desdeRable pone este t a l e n t 0  
suyo a1 s e r v i c i o  de sus in tereses.  Ya estos rasgos suyos ser ian  s u f i c i e n -  
tes  para una representaci6n b r i l l a n t e  del  t i p o  de l a  alcahueta. Pero Ro- 
jas. no pretende p e r s o n i f i c a r  l a  noci6n abst racta de l a  alcahueta como 10 
h izo  l a  morali t i .  No es h icamente  e l  a f i n  de d inero que apremia a Celes- 
t i na - -10  que s e r i a  na tu ra l  en su " o f i c i o M - - s i n 0  mis que nada su deseo de 
v i v i r  aunque por su avanzada edad t a n  s61o alcance placeres mediante e l  
dinero. Es e l  d inero e l  que l e  asegura un t rozo  de pan y unas pocas copas 
de vino--deseo no muy modesto en e l  s i g l o  XV--y es su " o f i c i o "  e l  que toma 
muy en s e r i o  e l  que l e  p e n i t e  p a r t i c i p a r  aunque s61o como organizadora en 
10s miximos placeres de l a  carne. Esta excelente mujer de negocios (en l a  
obra sobran expresiones re fe ren tes  a1 negocio, a1 sent ido p r i c t i c o ,  a1 ho- 
nor de l  negocio y e l  p r e s t i g i o  de l  que sabe b ien su o f i c i o )  podr ia  conten- 
ta rse  con haber concertado l a  "amistad" en t re  Areirsa y Plrmeno, per0 Ce- 
l e s t i n a ,  afanosa de l a  vida se queda j u n t o  a su cama porque--coma dice--1e 
qued6 aun e l  sabor en l a s  encias, no 10 perd i6  con l a s  muelas. Pero no 
es Celest ina l a  Gnica quien apetece 10s placeres de l a  vida. Cada perso- 
n a j e q u i e r e d i n e r o y  g o c e o  s d l o 6 s t e s i  ya t i e n e e l  o t r o .  Cada uno se 
apresura, corre,  apremia e l  cumplimiento de sus deseos. Hay que aprove- 
char cada minuto, c o r r e r  mis r i p i d o  que e l  tiempo porque l a  v ida es breve. 
Es una exper ienc ia na tu ra l  en una epoca cuando e l  promedio de l a  v ida  hu- 
mana es mucho mis bajo que hoy, cuando epidemias, hambres, guerras diezma- 
ban a l a  poblaci6n. 

I g l e s i a ,  oraciones no f a l t a n  en LC perm mayormente son tan  s610 con- 
venciones todavia ex is ten tes  de una sociedad movida ya por  nuevas fuerzas. 
Entre 6stas e l  d ine ro  es e l  mZs obvio. Por 10 n a t u r a l ,  conseguir bienes 
mater ia les siempre i n s t i g a  a l a  gente; per0 e l  d inero (estamos en l a  epoca 
de l a  acumulaci6n del  c a p i t a l )  s6 lo  ahora comienza a jugar  un papel dec i -  
s i v o  en su motivaci6n. La pr imera sefial de l a  nueva orden econdmica es 
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que s61o el dinero da seguridad. Las relaciones feudales se aflojaron: 
no confies en estos sefiores de hoy--dice Celestina--sblo se  cuidan de su 
propio provecho. Areika jus t i f ica  su of ic io  de prosti tuta diciendo que no 
quiere servi r  a sefioras quienes--en vez de casar debidamente a sus criadas 
--las echan a l a  ca l l e  valiPndose de cualquier pretext0 falso.  La nueva 
vilda que da vueltas en torno a1 dinero es peligrosa. El criado no puede 
contar con u n  trozo de pan o con u n  rincdn para protegerse contra el f r i o  
cuando envejece. La fidel idad para con el  sefior es tan pasada de moda 
como l a  proteccidn que el  amo da a su sirviente.  No es de extrafiar que en 
es ta  vida carente de seguridad todo el mundo tenga miedo, dude y no cese 
de pesar las consecuencias probables de sus decisiones. El que da un  mal 
paso, forzosamente pierde incluso hasta l a  vida. Es simb6l ico que Pdrmeno 
y Sempronio huyendo de l a  jus t ic ia  a traves de l a  ventana den u n  t raspie  y 
ya est6n medio-muertos cuando 10s llevan a ejecutar y que Calisto haga 
ot ro  tanto bajando l a  escalera y que su tropezdn l e  cuesta l a  vida. Meli- 
bea s e  suicida lanzdndose de la torre a1 abismo. Nadie puede tener dema- 
siada precaucidn. En es te  mundo de incertidumbre y de temor l a  consigna 
es: cada cual por s i  mismo. El10 g r i t a  evidencia en l a s  palabras de Ce- 
l e s t ina ,  de 10s criados, de l a s  rameras. Este egoismo se ref le ja  en l a  
ac t i tud  de Calisto. Malos criados, malos amos. Walos porque ya no fun- 
ciona el  sistema de relaciones que determind l a  sociedad antigua y ya no 
es v61 ido ni siquiera su orden de valores espirituales/morales. 

Los personajes de LC viven pero no comprenden su nuevo mundo. Tratan 
de adaptarse a l a s  normas Pticas de la Edad Media per0 Cstas se desmoronan 
a1 primer toque de la real idad nueva. Las ideas y reglas antiguas perdie- 
ron su vigor, cediendo el hombre a l a s  seducciones de l a s  nuevas posibil i-  
dades de la vida. Sin otro agarradero instigan a1 menos a ejercer c r i t i -  
ca: 10s personajes de LC juzgan y condenan 10 nuevo desde l a  perspectiva 
de 10s ideales antiguos. La c r i t i ca  de doble f i lo :  el  pasado ca l i f i ca  de 
ruin e l  presente y el  presente de inexistente el  pasado, l leva a u n  resul- 
tado que nos deja estupefactos: dio a luz una obra l a  cual--en varios 
aspectos--adelanta su edad en siglos.  

Cal i s t o  es de cardcter d6bil , egoista,  autoengafiador, lascivo. A1 
morirsele 10s criados sdlo 10 atormenta el qu6 dirdn de l a  gente. Espe- 
rando l a  noche del amor no se  preocupa ni un moment0 por l a  situacidn de 
su amada aunque sepa perfectamente qu6 peligro representa para el  buen re- 
nombre de la doncella el asesinato de Celestina y l a  ejecucidn de 10s sol- 
dados. A1 0i.r un  ruido sospechoso en l a  ca l l e  sigue 'con su galanteo sin 
pensar en correr en ayuda de Sempronio y Pdrmeno. Habria debido vengarse 
de su muerte--para qui tar  la mancha en l a  honra de su familia--per0 pre-. 
f i e r e  quedarse encerrado en casa para que l a  gente crea que habia salido 
de l a  ciudad. Y no obstante, no obstante . . . l a  expansidn amorosa, a1 
comienzo altisonante e inautPntica, de es te  joven de poco valor, su apeti-  
t o  sexual hueco (hasta en su desenfrenamiento) se transforms poco a poco 
en un sentimiento i r r e s i s t i b l e  que 10 convierte en u n  ser  mds noble, mds 
val iente,  mis humano. Su muerte, se  l a  debe tambi6n a estos nuevos valo- 
res suyos: cae de la escalera cuando se  apresura a socorrer a Trist6n Y 
a Sosia. 
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i Y  Melibea? iD6nde se  ven 10s ideales femeninos del Siglo de Oro a 
trav6s de e l l a?  i Y  d6nde e s t i  su honor y l a  virginidad de mujer amada, 
virtud y atracci6n imprescindibles de las  heroinas de las  grandes trage- 
dias? iQu6 humildad mujeril profunda hace que Melibea responda a Cal i s t o  
cuando El dice: "Jambs querria, seiiora, que amaneciese, segirn l a  gloria 
y descanso que mi sentido recibe de l a  noble conversacidn de tus delicados 
miembros" / "Seiior, yo soy la que gozo, yo la que gano, tir, seiior, el que 
me haces con t u  visi taci6n incomparable merced."! iD6nde encontramos a su 
igual en el  orgulloso compromiso de su amor? Oyendo 10s pmyectos que sus 
padres preparan para casarla,  dice: "mis vale s e r  buena amiga que mal a 
casada . . . No quiero marido, no quiero ensuciar 10s iiudos del matrimo- 
nio ni l a s  maritales pisadas de ajeno hombre repisar . . ." Aunque c ier -  
tos c r i t i cos  10 consideran como seiial segura de su corrupci6r1, el  enfren- 
t a r  por su propia voluntad l a  muerte pone el s e l lo  de amor verdadero sobre 
todo 10 que Melibea hizo. Su intel igencia a l e r t a ,  su firmeza, su seguir 
sin vacilaci6n por el camino elegido, su toma de decisi6n independiente en 
cuanto a su destino hacen de e l l a  una personalidad excepcional. En su f i -  
gura Rojas--adelantandose por mucho a su Epoca--cre6 un  carbcter femenino 
no ideal izado sin0 profundamente humano, mu1 t i  fac6tic0,  convincente en l a 
unidad de sus rasgos contradictorios. Es curiosa, astuta;  miente f s c i l -  
mente para despistar  a sus padres y poder i r  a1 encuentro con Calisto. Su 
bgil manera de pensar l a  hermana con Celestina y su fuerza y voluntad l a  
caracterizan a1 igual que l a  ternura y entrega t o t a l .  

La ac t i tud  del padre, Pleberio, no es menos extraordinaria. Compa- 
rado-con e l  famoso drama de honor del Siglo de Oro que continira casi s in  
ruptura el  espiritu-de l a  familia medieval que ni u n  moment0 dejaba a sus 
hijas sin vigilancia, El es el  cardcter mds irregular de toda l a  obra. La 
madre se extraiia--y con raz6n-- cuando su marido l e  pide preguntar a su 
hija a qui6n prefer i r ia  como marido. Una muchacha correcta, honrada, de 
buena familia acepta y se  hace amante esposa del marido que sus padres es- 
cogen. El diilogo entre Pleberio y su mujer con s e r  muy breve es un  exce- 
lente ejemplo de l a  maestria de Rojas quien a1 umbra1 de una nueva Epoca 
cas6 (en el  sentido l i t e r a l  y f igurativo) l a  acti tud nueva con l a  antigua. 
A1 escuchar l a  confesi6n iiltima de su hija Pleberi-o no piensa en el  honor 
perdido de su h i ja  que cubre con verguenza su propia casa, ni por un mo- 
mento la condena; s e  queja tan s61o contra el amor cruel ,  el  mundo malo y 
l a  muerte caprichosa. Despues de 61 10s padres siguen fulminando a sus 
hi jas descarriadas con 10s rayos de su c61 era. 

El autor capaz de superar l a s  convenciones tiene l a  misma perspicacia 
en l a s  relaciones sociales.  Pequeiios indicios aluden a1 puesto social de 
Pleberio y Calisto. Pleberio adquiri6 El mismo su fortuna. Pertenece a1 
patriciado urbano por haberse ret irado ya de 10s negocios. Esta .deplo- 
rable costumbre contribuy6 en una medida nada desdeiiable a1 retraso en e l  
cual se  encontraba Espaiia a1 final del medioevo en comparaci6n con 10s de- 
mis paises europeos: Un caballero s61o podia l levar  una existencia ocio- 
sa. Mientras Pleberio se estaba creando l a  fortuna s61o l e  correspondia 
el segundo grado en l a  escala jerdrquica de la ciudad pero a1 abandonar su 
comercio pas6 inmediatamente a1 primero. El ocio de Calisto denota su no- 
bleza. El hered6 su fortuna y no t iene que hacer nada para v iv i r  c6moda- 
mente. Su situaci6n en l a  sociedad explica su f a l t a  de impulso que hace 
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que neces i te  l a  ayuda de 10s demds hasta para conquis tar  a su dama. Ce- 
l e s t i n a  y 10s cr iados pertenecen a l a s  capas bajas de l a  sociedad. Pero 
Ce les t ina  se gana e l  pan como persona que t i e n e  un o f i c i o ,  aunque 6s te  no 
sea muy g lo r ioso .  Su independencia l a  destaca y l a  d i fe renc ia  de 10s que 
s610 esperan l a s  migas caidas de l a  mesa de su seiior. El l a  t i e n e  plena 
concienc ia de su super ior idad.  

Rojas no s61o representa f ie lmente l a s  d i s t i n t a s  capas soc ia les s in0  
tambien destaca 10s in tereses opuestos de amos y cr iados.  Aunque u t i l i c e -  
mos una expresi6n a n a c r h i c a  para e l  tiempo en que LC fue e s c r i t a ,  es con- 
c i e n c i a  de clase l a  que se man i f ies ta  en l a s  palabras de Areijsa y C e l e s t i -  
na. Se s ienten muy decididamente aparte de 10s seiiores y f a l t a r i n  s i g l o s  
todav ia  para que 10s personajes l i t e r a r i o s  pronuncien f rases tan  duras y 
t e n i n a n t e s  como l a  que Celest ina d ice  a Pirmeno: "10 hago . . . por  ver-  
t e  s o l o  en t ierra ajenu." La t i e r r a  ajena es l a  casa del  amo de Pdrmeno. 
Cuintos cr iados ejemplarmente f ie1 es o menospreciados por i n f i e l  es c r e a r i n  
aun e l  drama y l a  novela en e l  curso de 10s s i g l o s  venideros hasta que 
descubramos que ninguna l e y  eterna predest ina l a  ex is tenc ia  de seiiores y 
cr iados.  

Reconocer que sus in tereses son opuestos a 10s de sus amos no a l i v i a  
l a  s i t u a c i d n  de 10s cr iados.  S i  b ien l e s  i n s t i g a  a aprovechar tambien 
cada oportunidad prometedora de placeres l e s  in funde miedo puesto que ya 
no pueden contar con l a  protecc i6n de su seiior. La v ida es pe l ig rosa  y 
e l l o s  s61o son capaces. de conseguir 10 que desean por  cami nos p roh i  b i  dos. 
Desde es te  punto de v i s t a  su s i tuac i6n  es i d e n t i c a  a l a  de C a l i s t o  y Me l i -  
bea. Pero s i  b ien es pel igrosa,  l a  v ida es tambien e l  mdximo bien. He 
aqu i  e l  aspecto mds moderno de l a  obra. No hay recompensa pos ib le  por  10s 
momentos no v iv idos .  M i  por  casual idad piensa un personaje en su salud, 
ninguno t i e n e  miedo del mds a l l d  y tampoco espera de l a  v ida u l t r a t e r r e n a l  
su f e l i c i d a d  o paz. 

Discursos devotos y mentiras van a l a  par. Se r e f i e r e n  a l a  I g l e s i a  
o a l a  r e l i g i 6 n  s610 para c u b r i r  alguna i n t e n c i h ,  para desp is ta r  a1 o t ro ,  
para hacer creer  una ment i ra .  En vez de convencernos de l a  f e  de un per- 
sonaje, nos demuestra su r e l i g i o s i d a d  s u p e r f i c i a l ,  f r i v o l a ,  s i n  va l idez .  

Igualmente han perdido su va l idez  l a s  normas morales aunque l a s  sen- 
tenc ias  moralizadoras no cesan de b r o t a r  a chorros d e , l a  boca de 10s per-  
sonajes. E l  a u t o r  matiza 10s caracteres con un a r t e  admirable desde es- 
t e  aspecto tambi6n. Pdrmeno toma l a s  n o m s  en s e r i o .  Celest ina t i e n e  que 
va le rse  de toda su as tuc ia  para hacer lo  vo lve r  con t ra  su seiior. Sempronio 
es d s  golpeado; a 61 l e  re f rena tan  s61o e l  miedo a l a s  consecuencias 
pos ib les .  Poca i n c i t a c i 6 n  basta para que t r a i c i o n e  a C a l i s t o .  Sosia y 
TristBn-aunque aGn mbs abajo en l a  escala jerbrquica--superan moralmente 
a Pdrmeno y a Sempronio. El o l o r  de establo que Areijsa huele en Sosia t a l  
vez sefiala que e l  mozo ha venido hace poco a l a  ciudad y todavia no estd 
corrompido por 10s nuevos usos. Celest ina no t i e n e  ningcn escri jpulo moral 
y 10 mismo se puede d e c i r  de Ca l i s to .  E l  amor hace o l v i d a r  a Melibea sus 
p r i n c i p i o s  sobre l a  honestidad femenina. S e g h  l a  epoca, e l l a  tambi6n ha 
s i d o  deshonrada. Sin embargo, s i  l a  sacamos de su tiempo, su amor verda- 
dero, que una vez real izado,  es in t rans igen te  y r e s i s t e  a todo compromiso, 
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l a  ennoblece y t r ans fona  en un ser moral capaz de v ivi r  independiente de 
l a s  normas de su 6poca cediendose s610 a su propia ley. SeqQn l a  opinidn 
pGblica del s ig lo ,  Pleberio tampoco cumple con su deber de padre, no vigi- 
l a  debidamente sobre el  honor de su h i ja .  Puesta en nuestra 6poca, su 
figura tampoco s e  enal tece. 

En el  campo de las  relaciones personales, sociales y transcendentales 
nada se  l e  escapa a Rojas. La c r i s i s  es obvia en todas partes. LC no 
promete ninguna sa l ida ,  ninguna soluci6n. Si l a  vida es el  miximo bien, 
el mis a l l 8  no puede dar consuelo. Pero es te  miximo bien s610 es realidad 
en las  posi bi l idades proyectadas por 10s deseos porque di nero, placer, 
belleza y juventud .pronto se esfuman en un mundo donde no hay orden como 
no 10 hay ni en l a  muerte que a menudo siega a 10s jovenes y evita a 10s 
viejos, ni en el amor que hiere ciegamente con sus saetas.  En su mondlogo 
que resume la lecci6n de la obra Pleberio llama a1 mundo ' laberinto de 
e r ro res ' ,  aplicando un  simbolo frecuente en l a  l i t e ra tu ra  de hoy que desde 
tiempos remotos hasta nuestros dias sigue siendo expresi6n de c r i s i s .  

Las Gltimas palabras de l a  obra: i n  hac Zachrymam valte--aunque 
sea un  lugar comh medieval--revelan nueva experiencia dando voz a l a  
amargura del hombre que busca en van0 su camino en l a  sociedad ca6tica, en 
c r i s i s .  

A pesar de ser  6stas las  Qltimas palabras de Rojas permitasenos vol- 
ver a evocar 10s muchos momentos graciosos, del jueno, de l a  fel icidad,  de 
la dicha de 10s abrazos amorosos no perdiendo de v is ta  que LC como t ragi -  
comedia nos mira con l a  doble cara de l a  vida, y s i  torna en ligrirnas l a  
r i s a ,  el  amor apasionado de su vida con sus rayos ilumina el dolor. 

Sempronio y Pa'rmeno. 
I lustraci6n (de ta l l e )  
encontdda a1 sexto aucto, 
Burgos, L14991 



4 v ; t a f c  a116 q ~ c  no so!/ Jc ayucllar que pirnsar; 

lrrr ntcrura por sortrsid. 

Acto  V11 
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CALISTO AND MELEBEA (ca. 1530) 

A1 b e r t  J. Ger i t z  
F o r t  Hays S ta te  U n i v e r s i t y  

S u b t i t l e d  "A new comodye i n  englysh i n  manner o f  an enter lude,"  
CaZisto and ~eZebea1 mainly t rans la tes  the f i r s t  p a r t  o f  Fernando de Rojas'  
La CeZestina (LC) ,~  a  Spanish dramatic novel i n  twenty-one acts  about the  
consequences o f  passionate love. LC t e l l s  how Ca l i s to ,  f a i l i n g  t o  win 
Mel ibea 's  a f f e c t i o n ,  e n l i s t s  Sempronio, h i s  servant ,  t o  secure the  ser-  
vices o f  Celest ina,  an o l d  bawd. Ce les t ina  persuades Melibea t o  submit t o  
her  t r u e  f e e l i n g s  and b r i n g  about t h e  i n i t i a l  seduct ion. The lovers  con- 
t i n u e  t h e i r  b l i s s f u l  meetings awhi le, b u t  t h e  s t o r y  concludes w i t h  t h e  
deaths o f  a1 l the  p r i n c i p a l  S .  Cal i s t o ,  hu r ry ing  from Me1 i bea's garden, 
fa1 1s t o  h i s  death down a  ladder; Me1 ibea, brokenhearted, commits s u i c i d e  
by jumping from a  tower. Meanwhile, Sempronio and Parmeno murder Celes- 
t i n a  f o r  f a i l i n g  t o  d i v i d e  the  p r o f i t s  w i t h  them, and they, l y i n g  m o r t a l l y  
wounded i n  t h e  square a f t e r  leaping from Ce les t ina 's  window, are summarily 
beheaded. 

The Engl i s h  i n t e r l u d e  in t roduces the  source 's  c h i e f  characters ,  
sketches t h e i r  p e r s o n a l i t i e s ,  and t races  the  a c t i o n  through the  f i r s t  con- 
f l i c t ,  Ce les t ina 's  proposal t h a t  Melebea g ive  h e r s e l f  t o  Ca l i s to .  A t  t h i s  
p o i n t ,  however, 920 l i n e s  i n t o  the 1088- l ine p lay ,  the  i m i t a t i o n  ends. 
Melebea's fa ther ,  Danio (Pleber io  i n  LC), enters ,  r e l a t e s  a  dream he has 
j u s t  had, and i n t e r p r e t s  i t  saying C a l i s t o ' s  des i res are s i n f u l  and Mele- 
bea w i l l  be damned fo rever  i f  she y i e l d s .  'Gra te fu l  f o r  the  warning, Mele- 
bea vows t o  r e t a i n  her  maiden c h a s t i t y ,  repent ing t h a t  she was swayed even 
p a r t i a l l y  by Ce les t ina 's  t r i c k e r y  and C a l i s t o ' s  laments. I n  the f i n a l  
f i f t y - s i x  l i n e s ,  Danio urges "ye vyrgyns and f a y r e  maydens a l l "  t o  pray 
d i l i g e n t l y  " t o  wi thstand a1 l e u y l l  temptacions" (1051, 1056) and advises 
mothers, fa thers ,  and teachers i n  the audience. 

t h a t  they c i rcumspect ly  
May r u l e  t h e y r  i n f e r i o u r s  by such prudence, 
To bryng them t o  vertew and dew obeydyens. (1095-97) 

Danio's dream and Melebea's repentance are n o t  i n  LC. That work, 
however, presents both parents o f  Melibea as v i r t u o u s  and devoted t o  t h e i r  
daughter, and i t  professes t o  be a  moral work, 
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composed as a reprimand t o  w i l d  lovers,  
who, overcome by t h e i r  excessive appe t i te ,  
c a l l  t h e i r  l a d i e s  God. The,play w i l l  a l so  
serve as warning against  the  w i l e s  o f  go- 
betweens and bad and f l a t t e r i n g  servants.3 

The v i o l e n t  ends o f  the  lovers,  the bawd, and t h e  servants make moral. 
po in ts ;  furthermore, LC, l i k e  Calisto, ends w i t h  the f a t h e r  preaching a 
sermon; as P leber io  mourns over Mel i  bea's broken body, he r a i l s  aga ins t  
t h e  c r u e l  inconstancy o f  for tune,  t h e  f a l s i t y  o f  the world, and the  des- 
t ruc t i veness  o f  passionate, i l l i c i t  love.  

Calisto and MeZebea bears the colophon, "Johes r a s t e l  l me imprimi 
f e c i t .  Cum p r i v i l e g i o  regal i , "  fo l lowed by Ras te l l  ' S  p r i n t e r ' s  device; 
genera l l y  1526-1530 i s  accepted as t h e  p r i n t i n g  date.4 Ras te l l  may have 
compiled, t rans la ted ,  o r  w r i t t e n  the  p lay;  but,  though evidence f o r  
Ras te l l  ' S  authorship i s  f a i r l y  strong, i t  i s  no t  conclusive. 

Since external  evidence conclus ive ly  p lac ing  Calisto i n  Rastel l ' S  
canon has n o t  surfaced, the  authorship problem cannot be resolved, and the 
c r i t i c  would be w iser  t o  concern h imse l f  w i t h  the nature o f  i t s  mix tures 
of genres. I s  i t  a t r a n s l a t i o n  / .  synopsis o f  LC, a m o r a l i t y  p lay  l i k e  
R a s t e l l ' s  .The Four Elements, which has been c a l l e d  a " l e c t u r e  i n  verse 
d isguised as a play," o r  an entertainment o r  an i n t e r l u d e ,  as the t i t l e -  
page, ind icates? Calisto i s  n o t  as c l e a r l y  a  redac t ion  as i s  Henry Med- 
w a l l  ' S  FuZgens and Lucres, i n  which a sketchy source p l o t  i s  expanded and 
i t s  characters g iven depth and greater  r e a l i t y .  But CaZistols author  
f a i t h f u l l y  t r a n s l a t e s  p a r t  o f  i t s  source, and one wonders why the j o b  was 
n o t  completed. 

Calisto cannot be c a l l e d  a t r u e  moral i ty ,  l i k e  Medwall ' S  Nature o r  
m e  Four Elements, wherein a1 l e g o r i c a l  characters a c t  ou t  a  t r a d i t i o n a l  
se r ies  o f  i n t e r r e l a t i o n s h i p s  and c o n f l i c t s  adding up t o  a thoroughly  pre- 
d i c t a b l e  lesson. S t i l l  Calisto, much l i k e  a m o r a l i t y ,  emphasizes i t s  
moral lesson and employs humor l a r g e l y  f o r  d i d a c t i c  ends. M o r a l i t i e s ,  
l i k e  Nature and The.Four Elements, seem t o  have been banquet e n t e r t a i n -  
ments, too; t h e i r  clownish bawdiness and s ing ing  have entertainment values 
as do, f o r  c e r t a i n  audiences, the lea rn ing ,  speculat ion, . a l l u s i o n ,  and 
debate found i n  them. 

CaZisto l i k e w i s e  presents some humor and a t  l e a s t  one song; and, i f  
t h e  t i t l e - p a g e  descr ib ing  i t  as an i n t e r l u d e  and the in formal  approach t o  
t h e  audience are r e l i a b l e  indicat ions, the  p lay  may have been produced as a 
banquet entertainment. Many e a r l y  Tudor plays were composed f o r  such pre-  
sentat ion,  and C a l i s t o  seems no exception.5 T. W .  Craik  notes t h a t ,  i n  
i n t e r l u d e s  and m o r a l i t i e s ,  an apologet ic  entrance, such as Ce les t ina 's ,  
o f t e n  ind ica tes  a c o u r t l y  audience: 

Now the  blessyng t h a t  our lady  gaue her sone, 
t h a t  same blessyng I gyue now t o  you a l l !  
That I com thus homely, I pray you o f  pardon: 
I am sought and sendfore as a woman v n i u e r s a l l .  (313-16) 
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Also suggest ive i s  C a l i s t o ' s ,  "Thus f a r e  w e l l ,  my ladys; f o r  a  whyle I 
wyll go," innnediately preceding Ce les t ina 's  entrance speech. Parmeno, one 
o f  C a l i s t o ' s  servants, tw ice  addresses the  audience as "my l o r d i s "  and 
"syrs"  (469, 618), both times appeal ing d i r e c t l y  t o  them t o  understand h i s  
p o s i t i o n .  An honest, v i r t u o u s  servant  u n t i l  Celest ina exercises her i n -  
f luence upon him, Parmeno j o i n s  tier and Sempronio i n  advancing Cal i s t o ' s  
a f f a i r .  Thus, Parmeno's d i r e c t  comnent t o  the  audience on the Droaress o f  , -. 

C a l i s t o ' s  mad-a f fa i  i s  e s p e c i a l l y  appropriate: 3 
How sey ye, my l o r d i s ?  se ye n o t  t h i s  smoke, 
I n  my maisters  eyes t h a t  they do cas t?  
The one hath h i s  chayn, the  o ther  h i s  cloke; 
And I am sure they w y l l  have a l l  a t  l a s t .  (469-72) 

A  f u r t h e r  i n d i c a t i o n  o f  C a l i s t o ' s  appeal t o  a  soph is t i ca ted  p u b l i c  i s  
i t s  learned references t o  anc ient  and contemporary l i t e r a t u r e ,  t r a d i t i o n s ,  
and a l l u s i o n s .  LC provides i t s  Engl ish adapter w i t h  theo log ica l ,  p h i l o -  
sophical,  and l i t e r a r y  m a t e r i a l s  he u t i l i z e s  f u l l y .  L i k e  i t s  source, Ca- 
l i s t o  d isp lays  know1 edge o f  c l a s s i c a l  philosophy, and comments on var ious 
heresies and blasphemies, mentions purgatory, c o u r t l y  love  conventions,and 
debate mater ia ls ,  such as the  good and bad p roper t ies  o f  women, a  peren- 
n i a l  favor i te ,  j o y f u l  pover ty  as opposed t o  greed, and youth versus age. 
Not e x a c t l y  l i k e  any o ther  e a r l y  Tudor i n t e r l u d e  (al though possessing some 
o f  t h e i r  c h a r a c t e r i s t i c s ) ,  C a l i s t o  reworks these t r a d i t i o n a l  t r a i t s  i n  
new, unique ways.6 

Quant i ta t i ve ly ,  C a l i s t o  i s  c h i e f l y  a  t r a n s l a t i o n .  Approximately 
e i g h t  hundred o f  i t s  1088 l i n e s  a re  l i t e r a l l y  t r a n s l a t e d  from L C . ~  The 
p lay  ' S  f i r s t  fo r t y - two  l i n e s ,  Melebea's opening discourse on c o n f l i c t  i n  
nature, are based upon, b u t  n o t  t r a n s l a t e d  d i r e c t l y  from, the  more de- 
t a i l e d  expos i t i on  i n  E ' s  prologue. Melebea as expos i to r  o f  t h e  p l a y ' s  
i n t e n t  and her  d e s c r i p t i o n  o f  f o o l i s h  lovers  as p a r t  o f  na tu re 's  grand 
c o n f l i c t ,  however, are o r i g i n a l  i n  CaZisto, as are the concluding 168 
l i n e s .  This  means tha t ,  w i t h i n  the t r a n s l a t i o n  i t s e l f ,  on ly  seventy-eight 
l i n e s  a r e  o r i g i n a l .  The Eng l i sh  author  deals w i t h  on ly  a  small p a r t  o f  
M - - a c t  I, p a r t  o f  a c t  11, a c t  111, and a  few l i n e s  from the opening 
speech o f  a c t  V.8 It does n o t  come c lose  t o  being a  complete ve rs ion  o r  
even an o u t l i n e  o f  the  o r i g i n a l ,  no r  i s  i t  a  p a r t i c u l a r l y  though t fu l  im- 
provement on i t s  source. No changes a re  made i n  the  -borrowed a c t i o n  and 
charac te r i za t ion ,  f a i t h f u l  i n  most aspects t o  the  o r i g i n a l .  What i s  i n -  
t e r e s t i n g  and valuable i n  C a l i s t o  i s  found i n  LC. 

Several minor characters  appearing i n  the f i r s t  f o u r  ac ts  o f  LC a r e  
l e f t  ou t  o f  Ca l i s to :  E l i c i a ,  Lucrec ia,  and E l i sa .  Omitted are numerous 
d e t a i l s  and conversat ions which he lp  de l inea te  Celest ina; f o r  example, 
Parmeno's lengthy d e s c r i p t i o n  o f  her s i x  trades (ac t  I ) .  Another s i g n i f -  
i c a n t  change from LC t o  C a l i s t o  invo lves  t h e  scene where Sempronio, 
v i s i t i n g  E l i c i a  a t  Ce les t ina 's  house, becomes suspicious o f  sounds f rom 
ups ta i rs ;  hearing Sempronio' S approach, Celest ina had hidden a  v i s i t i n g  
l o v e r  o f  E l i c i a ' s  there. I n  Cal isto, t h i s  scene i s  presented by C e l e s t i n a  
i n  a  " l i v e l y  n a r r a t i v e ,  which a t  once impresses upon the  audience t h e  sub- 
t l e t y  o f  the wise bawd."g 
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The question of the t r ans la to r ' s  intentions,  however, s t i l l  fas- 
cinates.  Why does he embark on what ostensibly i s  a translation,  s top .  
when only a fraction through i t ,  then add a deus ex machina and a moral 
tag which, dramatically speaking, have l i t t l e  connection with what went 
before? Surely he cannot have believed he captured the or ig inal ' s  es- 
sence, nor i s  i t  plausible, as H .  W .  Allen suggested, tha t  "at  the end of 
Celestina 's  interview with Melebea e i ther  the patience of his piety and 
his  powers of translation were exhausted, o r  he despair$$d%f reducing the 
piece to  the required dimensions."lO 

This translation of LC i s  more accurate and frank in capturing the 
tone of the or ig inal ' s  many bawdy passages than i s  even Mabbe's version of 
1631. The author of Calisto was not squeamish, nor was his audience. In 
addit ion,  the t rans la t ion 's  language i s  remarkably accurate in i t s  por- 
trayal  of the o r ig ina l ' s  substance and i s  i t s e l f  good poetry. The trans- 
la t ion  shows no apparent diminution of vigor. Similarly without evidence 
i s  the judgment that  the author discovered he was not going to  produce a 
workable dramatic version of the whole X .  Would anyone possessing th i s  
t r ans la to r ' s  obvious l i t e ra ry  g i f t s  have been so careless or inept in 
planning his task? 

For several reasons, the moral lesson and the translation from LC 
have an appropriate existence together. Calisto can possibly be seen as a 
synopsis or preview of recent, jus t i f iably  popular Spanish l i te ra ture  and 
thus i s  properly called,  on i t s  t i t le-page,  an interlude, offering to  i t s  
sophisticated audience dramatic, l i te rary ,  and educative entertainment. 
Simultaneously, however, CaZisto has a tradit ional  didactic,  moral func- 
t ion  and employs the translation and i t s  entertainment values t o  enhance 
i t .  Moral points are  advanced about love and sex, prayer, work, and the 
s t a t e ' s  well-being. Luis Vives' presence in England a t  the probable time 
of composition may have been a factor. Furthermore, the translator recop 
nizes a responsibility to  the language. His translation of a famous 
foreign l i t e ra ry  work, serious and educative in intention, will enrich the 
English language and the English people, certainly a Rastellian idea as 
s ta ted  in his The F O U ~  Elements and other works and possibly supporting 
his claim as author. 

The play's  incompleteness as a translation may be explained i f  i t s  
author ' s  main purpose i s  assumed to be the preaching of a dramatic sermon. 
He l i f t e d  jus t  enough characterization and action from the source to  
enable him to i l l u s t r a t e  the moral and t o  dramatize his lesson about the 
responsibil i t ies of parents t o  keep children busy and on virtuous paths. 
The English translation of part of LC i s  thus complete in i t s e l f ,  i f  
understood as an exemplum or  cautionary t a l e ;  and, as a dramatized i l l u s -  
t ra t ion  of moral or  ethical doctrine, though i t  contains none of the ex- 
pected allegorical f igures,  CaZistu can be called a morality play. 

The differences, nevertheless, between Calisto and i t s  source cannot 
be emphasized enough. Calisto employs more l i f e l i k e  characters than the 
morality play (in English) and a t ta ins  historical  importance in making a 
t rans i t ion  from allegory to  realism. B u t  these characters do not perform 
significant actions in varied conflicts;  hence, they have no part icular 
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importance i n  themselves. They a re  l i k e  numbers i n  a column w i t h  no 
meaning u n t i l  Danio adds them up a t  the end. CaZisto thus resembles a 
fab le ,  a t  l e a s t  by comparison w i t h  i t s  sources. U: does make a p o i n t  
about the s p i r i t u a l  harm i d l e  lovers  do t o  one another. Indeed, i t s  i n -  
t roduc t ion  s ta tes  i t  was "compuesta en reprehension de 10s locos enamora- 
dos" (Severin e d i t i o n ,  44) and as a warning against  panders and w i l y  ser- 
vants. But t o  say t h a t  t h i s  i s  the  inoral substance o f  the  s t o r y  i s  t o  
miss the  po in ts  o f  the  character  development and the  var ious c o n f l i c t s ,  as 
complex and mani fo ld  as l i f e  i t s e l f ,  among the bawd, t h e  servants, t h e i r  
wenches, and the  lovers .  C a l i s t o  borrows some names, p e r s o n a l i t i e s ,  and 
act ions o f  LC, b u t  n o t  i t s  s p i r i t ,  scope, o r  i n t e n t i o n .  

One i n d i c a t i o n ' o f  how C a l i s t o ' s  author env is ions h i s  work can be 
noted i n  ass ign ing a song t o  Celest ina, f o r  she does no t  s ing  i n  Rojas'  
o r i g i n a l .  A l l e n  th inks  t h e  Engl ish t r a n s l a t o r  makes her r i d i c u l o u s  by 
having her  sing.11 Usual ly ,  CaZis to 's  author i s  n o t  concerned w i t h  f i n e  
po in ts  o f  charac te r i za t ion .  He focuses on d e t a i l s  o f  h i s  source i n  devel- 
oping h i s  own moral po in ts ,  and the  same purpose governs departures from 
h i s  source. Ce les t ina 's  song i s  one such departure. Whether Ce les t ina 's  
s ing ing  tarn ishes her  greatness i s  probably a mat te r  o f  op in ion  and 
depends upon what one t h i n k s  C a l i s t o  proposes t o  be. C e r t a i n l y  t h e  Eng l i sh  
audience understood her  song as a. badge o f  her e v i l .  As i f  the  t rad i t i ona l  
associat ion o f  l e v i t y  w i t h  s i n  i s  n o t  c l e a r  enough, Celest ina t e l l s  Par- 
meno she i s  anxious t o  ge t  C a l i s t o  s ing ing,  too-- to  embroi l  him i n  h i s  
passionate excesses t o  f o r c e  h i s  purse t o  "swet": 

For the t h y r d  p a r t e  Sempronio we must get.  
A f t e r  t h a t  t h y  ma is te r  s h a l l  come t o  skole 
To syng t h e  f o u r t h  par te,  t h a t  h i s  purs s h a l l  swet. 
For I so c r a f t e l y  the song can set;  
Though they ma is te r  be hors, h i s  purs shal syng c l e r e ,  
And taught  t o  s o l f ,  t h a t  womans f l e s h  i s  dere. (491-96) 

Cel e s t i n a  here makes e x p l i c i t  t h e '  connect ion between - song and e v i l  and 
r e i t e r a t e s  t h a t  connect ion l a t e r ,  when she t e l l s  Parmeno songs are p a r t  o f  
l o v e r s '  da l l i ance :  " s t r y k e  vp, mynstry l  , w i t h  sawes o f  loue, the o l d  
problem. / Syng swete songes? (578-79). 

I n  a d d i t i o n  t o  h i s  moral, d i d a c t i c  in ten t ions ,  CaZis to 's  author has 
serious c r i t i c a l  and l i t e r a r y  aims. He i s  t r y i n g  t o  do something about 
the of t - repeated compla int  o f  the  humanist t h a t  n o t  enough famous l i t e r a r y  
works i n  o t h e r .  tongues a re  t r a n s l a t e d  i n t o  Engl ish. LC, a  "wark of 
connygne," i s  n o t  merely another l i t e r a r y  " toy"  o r  " t r y f e l l  ," o f  which 
there are too  many. The prologue and the f i n a l  lament o f  P leber io  make 
apparent the  moral seriousness o f  the  Spanish work and e s t a b l i s h  c l e a r l y  
i t s  au thor ' s  humanist ic bent. 

Before concluding t h i s  e x p l o r a t i o n  o f  the moral i n t e n t i o n s  of t h e  
f i r s t  Eng l i sh  t r a n s l a t o r  o f  LC, t h e  c r i t i c  should re-examine Pearl  
Hogrefe's theory about the  mot i va t ion  o f  C a l i s t o ' s  author, h i s  probable 
auspices, and theme. Hogrefe l i s t s  several d i f fe rences  between C a l i s t o  
and LC, such as: 
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(1) . . . The Spanish story and the English interlude are  qui te  
d i f ferent  in depicting the passion of love. 

(2) The characters in the English play have been changed where 
necessary or  not changed to  further the moral impact of the 
play. Calisto and Sempronio remain much the same, but both 
are intended t o  be unsympathetic characters. In the English 
play Melebea i s  the ideal maiden, or  nearly so. [Her] 
wavering i s  not entirely i r r a t iona l ,  not motivated by a real 
response to seduction. Even Vives might concede tha t  her 
inner feelings of chasti ty has been scarcely touched. 

(3)  Calisto and Melebea, when compared with i t s  source and with 
the comnents of More, Eramus, and Vives on women, love, 
and marriage, seems a deliberate piece of pro 
the beauty and the good properties of women.1 

Hogrefe believes Vives' presence in England in the 1520's probably 
influenced the play ' S  composition. Vives was "almost fanatical " about 
chasti ty.  In his De ins t i tu t ione firistianae foeminae, he condemns i r r a -  
t i ona l ,  i l l i c i t ,  romantic love as in LC, ca l l s  i t  a l iber  pestifer,13 and 
speaks of the bawd as the "mother of naughtiness." Hogrefe implies tha t  
Calisto was probably compiled for Vives' benefit or  under his direction,  
because i t  embodies his ideas on women, chasti ty,  and romantic love. She 
carr ies  these implications further,  saying Calisto sa t i r i zes  i t s  source 
and much increasingly widespread romantic l i t e ra tu re .  I f ,  as Hogrefe 
thinks,  the More c i r c l e  to  which Rastell belonged was as fanatically op- 
posed t o  romantic l i t e ra tu re  as Vives was, Calisto, a straight-laced En- 
g l i sh  take-off on a typically.decadent Spanish romance, presents the hu- 
manist 's al ternative to romantic excess. 

Hogrefe's argument, however, begins with faulty premises. As a 
r e su l t ,  some conclusions about the play's moral in tent ,  i t s  author's l i t -  
erary conceptions, and the More c i r c l e  are  out of focus. F i r s t ,  the 
translated portion of Calisto does not d i f f e r  from i t s  source in i t s  pre- 
sentation of the "passion of love." The one fa i thful ly  copies the other; 
in tha t ,  contrary t o  Hogrefe's claims, the love a f f a i r ,  the courtly love 
conventions, and, most importantly, the characters of the courtly lovers 
are  the same. 

The crux i s  Melebea's character, in Calisto. Far from being the 
"ideal maiden" cruelly tricked into "wavering," Melebea knows the imp1 ica- 
t ion of giving Celestina the token, her "gyrdyll," and asking her to re- 
t u r n  "secretly" fo r  the "prayer" (884-85). Melebea i s  in te l l igent .  She 
quotes Petrach and Heracl i tus (1-10). Calisto praises her "excellent wyt" 
(223). Melebea says, "I perseyve the entent of they wordys a1 l "  (65) ,  
when Calisto lavishes praise upon her and reveals, in conventionally eu- 
phemistic language, tha t  he wants to  go to  bed with her (46-61). Celes- 
t ina  only mentions Cal is to ' s  name amidst a flow of compliments, prayers, 
and non sequiturs, .and Melebea catches on: 



CELESTINESCA 

A ha! i s  t h i s  the  entent  o f  t h y  conclusyon? 
T e l l  me no more o f  t h i s  mat ter ,  I charge the  . . . 
I s  thys the  do len t  f o r  whom thow makyst petycyon! 
A r t  thow come hy ther  thus t o  desseyue me? 
Thow berdyd dame, shameles thou semest t o  be! 
I s  t h i s  he t h a t  hath the  passion o f  fo l i shnes?  
Thinkyst ,  thow rybaud, I am such one o f  lewdnes? 
It i s  n o t  sayd, I se w e l l ,  i n  vayn, 
The tong o f  man and woman worst members be. 
Thow b r u t  bawd! thow g r e t  enmy t o  honeste, cer tayn!  
Cause o f  sec re t  er rours!  Iesu, Iesu, bened ic i te !  . . . 
Go hens, thou b r o t h e l l .  ao hens i n  t h e  d v u v l l  way! " "  

Bydyst thdu y e t  t o  increase my payn! 
Wylt thow make me o f  thys f o l e  t o  be fayn? 
To gyue hym l y f e ,  t o  make hym mery, 
And t o  mysel f  deth, t o  make my sory? 
W i l t  thow bere away p r o f e t  f o r  my perd ic ion,  
And make me lese  the  house o f  my fa ther ,  
To wyn the  howse o f  such and o l d  matrone 
As thow a r t ,  shamful lys t  o f  a l l  o t h e r ?  
T h i n k i s t  thou t h a t  I understand not,  thou f a  
Thy h u r t f u l 1  message, t h y  f a l s  s u b t e l l  ways? 

11s mother, 
(788-814) 

Melebea understands because she knows how t o  p l a y  the  " c o u r t l y  love"  
game. She i s  supposed t o  be c rue l ,  t o  ignore her s u i t o r ' s  p l a i n t s ,  us ing 
moral , re1 ig ious  , o r  personal excuses, and t o  p r o t e s t  v i o l e n t l y - - t o  pre- 
serve the  appearance o f  c r u e l t y ,  disdain, o r  vir tue--when someone reveals  
an awareness o f  t h e  a f f a i r  and proposes t o  take p a r t  i n  it. Whatever e l s e  
Melebea may be c a l l e d ,  her  verbal abuse o f  Celest ina (788-829) i s  p roo f  
enough she i s  n o t  an " idea l  maiden." A f t e r  a decent i n t e r v a l ,  should h e r  
fee l ings  f o r  the s u i t o r  tend t h a t  way, she i s  supposed t o  g ive  him a t o -  
ken, then f o l l o w  through on f u r t h e r  arrangements, f o r  so long  as t h e  
a f f a i r  i s  secret .  

I n  LC, Mel ibea f i n a l l y  reveals  her  crav ing f o r  C a l i s t o  t o  Celest ina,  
and the pander begins t o  work a c t i v e l y  f o r  both s ides.  C l e a r l y  Melebea i s  
a t  f i r s t  very sad t o  see her  f a t h e r  upset: "For I have no cause b u t  t o  be 
mery and g lad"  (943), she says, and one, o f  course, knows why. Then Danio 
r e l a t e s  h i s  dream. Melebea, her  C h r i s t i a n  s e n s i b i l i t i e s  shocked, no 
longer  wishes t o  p l a y  t h e  game. She assures her  f a t h e r  she d i d  n o t  d i s -  
grace him and confesses, "though I dyd consent / I n  mynd, y e t  had he neuer 
hys i n t e n t "  (1021-22). Melebea does, then, w i l l i n g l y  take  t h a t  f i r s t  s tep  
i n t o  s i n .  The deed's consequences, which form t h e  framework o f  t h e  r e s t  
o f  LC, a re  ou ts ide  the scope and purpose o f  t h e  Eng l i sh  product ion. Up 
u n t i l  the Danio c lose  o f  CaZisto, however, Melebea i s  presented exac t l y  as 
she i s  i n  the source. 

How do these f a c t s ,  then, a f f e c t  Hogrefe's i n t e r p r e t a t i o n  o f  CaZis- 
to?  Can CaZisto be c a l l e d  "a de l ibe ra te  p iece o f  propaganda f o r  t h e  
beauty and good p r o p e r t i e s  o f  women?" The answer i s  yes, b u t  somedis- 
t i n c t i o n s  must be made. The s u b t i t l e  says CaZisto deals w i t h  the  good 
p roper t ies  and the  "vycys and e u y l l  condicions" o f  women. I n  Celest ina,  
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t h e  bawd and Melebea, the  c o u r t l y  maiden, one sees some v ices and e v i l  
cond i t i ons .  I n  Melebea, the  i n t e l l i g e n t  woman and devoted, repentant 
daughter, one sees the  good p roper t ies  o f  women. As a heroine, Melebea i s  
n o t  s imply  the  innocent, wayfaring p i l g r i m  beset by e v i l  through no f a u l t  
o f  her  own; Hogrefe's reading, therefore,  oversimpl i f i e s  Melebea as we l l  
as C a l i s t o ' s  humanist ic moral and l i t e r a r y  values. 

I n  such e a r l y  humanist plays, some moral a l t e r n a t i v e s  are n o t  argued 
f o r  w h i l e  others are condemned. Rather, a l l  op in ions a re  presented simul- 
taneously  f o r  i n d i v i d u a l  considerat ion and judgment. There i s  l i t t l e  
d e s i r e  t o  rush i n  w i t h  dogmatic conclusions. The humanist author o f  Ca- 
Z i s t o  may i n t e n d  t o  s a t i r i z e  c o u r t l y  love  conventions, w h i l e  he argues 
s e r i o u s l y  "through Danio" f o r  prayer, reasoned behavior, and f u l f i l l i n g  
occupation. However, a l s o  p a r t  o f  the humanist 's p o i n t  of view i s  an a l l  
embracing sympathetic understanding, a  w i l l i ngness  , as the prologue of LC 
puts  i t , t o  gather, even from "vayne and i d l e "  subjects ,  the " p i t h  and 
marrow o f  the  mat te r  f o r  t h e i r  owne good and bene f i t , "  w h i l e  laughing a t  
" those th ings t h a t  savour on ly  o f  w i t ,  and p leasant  concei ts . "  A closed- 
mind approach t o  sexual behavior, f o r  which Hogrefe suggests C a l i s t o ' s  
au thor  i s  arguing, would make sheer fa rce  o f  a l l  b u t  the  p l a y ' s  end, and 
CaZisto has more value than t h a t ,  

Not s o l e l y  ser ious lec tu res ,  t r a d i t i o n a l  moral p lays mix t h e i r  "sad 
mat te r "  w i t h  humor, song, dance, and o ther  entertainments appropr ia te t o  
audience and occasion. So, too, C a l i s t o  presents several types o f  enter-  
tainment t o  add v a r i e t y  and depth t o  i t s  message. Most impor tant  i s  the  
t r a n s l a t i o n  i t s e l f ,  the  presentat ion o f  p a r t  o f  a  c u r r e n t l y  popular Span- 
i s h  work. Poss ib ly  t h e  t r a n s l a t o r  wished t o  in t roduce  h i s  soph is t i ca ted  
audience, t o  the  work w h i l e  simultaneously f u l f i l 1  i n g  h i s  self-imposed, 
humanist ic o b l i g a t i o n s  o f  teaching m o r a l i t y ,  en r i ch ing  the  vernacular,  and 
s a t i r i z i n g  s i n  and f o l l y .  Aside from i t s  s ta tus  as l i t e r a t u r e  and didac- 
t i c  exemplar, however, L C  i s  the  s o r t  o f  product ion a soph is t i ca ted  hu- 
manist would l i k e ,  f o r  i t  contains a wealth o f  theo log ica l ,  ph i losoph ica l ,  
s c i e n t i f i c ,  and l i t e r a r y  a1 lus ions,  o r  " learned entertainment." Fur ther-  
more, i t s  characters '  complexity gives r i s e  t o  con t rad ic to ry ,  unresol vable 
i n t e r p r e t a t i o n s  o f  human existence. Here i s  found some o f  the i n t e l l e c -  
t u a l  d e l i g h t  fostered by medieval debate a t  i t s  f i n e s t .  Thus, CaZis to 's  
au thor  must have been a t t r a c t e d  a l l  the  more t o  the  p o s s i b i l i t i e s  o f  LC 
f o r  adaptat ion and dramatic presentat ion as an i n t e r l u d e .  

The p lay  presents several debates o r  debate- l ike conversat ions. The 
s u b t i t l e  i t s e l f  promises treatment o f  the good p roper t ies  o f  women versus 
t h e i r  vices and e v i l  condi t ions.  Sempronio takes t h e  t r a d i t i o n a l  ant i fem- 
i n i s t  stand against  the starry-eyed Cal i s t o  (161-265), who even pra ises 
h i s  l a d y ' s  f i n g e r n a i l  S. Parmeno defends j o y f u l  pover ty  before t h e  cyn ica l  
m a t e r i a l i s t ,  Celest ina (539-52), and Celest ina h e r s e l f  argues both sides 
o f  t h e  youth versus age issue (650-89). 

Several references t o  blasphemies and heresies a re  a lso  found i n  Ca- 
Z is to.  Now i p s o  facto, noth ing i s  soph is t i ca ted  about blasphemy and 
heresy. However, the  way some h e r e t i c a l  comments a re  presented i n  Cal is-  
to, r e c a l l i n g  conventions and m o t i f s  o f  the romances and the  c o u r t l y  l o v e  
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t r a d i t i o n  and g i v i n g  r i s e  t o  sub t le  humor, suggests a  soph is t i ca ted  
audience. F i r s t ,  Catisto speaks of Melebea as g rea te r  than any heavenly 
d e l i g h t ,  as a  g rea te r  reward than s a i n t s  possess i n  seeing God (53-61). 
S i m i l a r l y  echoing t h e  b l  asphemous complaints of the c o u r t l y  l o v e r  i s  Ca- 
l i s t o ' s  c l a i m  he worships the  goddess, Melebea: " . . . there  i s  no such 
su f fe rayn  / I n  heuyn, though she be i n  y e r t h ?  (160-61). C a l i s t o  paradox- 
i c a l  l y  invokes the  C h r i s t i a n  d e i t y  ' s  a i d  i n  b r i n g i n g  h i s  love- longing t o  a  
successful conclus ion and sends o f f  h i s  pander Sempronio as he says: 

Cryst  make the strong! 
The qyghty and perdurable God by h i s  gyde, 
As he gydyd t h e  ii j kynges i n  t o  Bedleme 
From the  e s t  by the s t a r r ,  and agayn dyd prouyde 
As theyre conduct t o  r e t o r n  t o ,  theyre own reame; 

So spede by Sempronio t o  quench the leme 
O f  t h i s  fyre,  which my h a r t  doth waste and spende; 
And t h a t  I may com t o  my desyryd ende! (298-305) 

The t r a n s l a t o r  r e t a i n s  the  Bethlehem a l l u s i o n  o f  the  o r i g i n a l ,  bu t  sub- 
s t i t u t e s  t h e  s p e l l i n g ,  "Bedleme," which, i n  t h e  e a r l y  s i x teen th  century, 
the OED notes, i s  already being used i n  i t s  modern sense. Ut tered by t h e  
addlebrained lover ,  the  word p lay  i s  both ser ious and funny. 

S i m i l a r l y  humorous because o f  the  speaker i s  Ce les t ina 's  blasphemy as 
she promises Melebea she w i l l  q u i c k l y  ca r ry  t o  C a l i s t o  t h e  g lad  t i d i n g s  o f  
Melebea ' S  " favor " :  

And t o  C a l i s t o  w i t h  t h i s  gy rd le  Celest ina 
Sha l l  go, and h i s  ledy h a r t  make hole and l y g h t .  
For G a b r i e l l  t o  Our Lady w i t h  Aue Maria 
Came neuer gladder t h a t  I s h a l l  t o  t h i s  knyght. (894-96) 

Ce les t ina 's  re ference t o  h e r s e l f  as another Gabr ie l  c a r r y i n g  t o  " the  
v i r g i n  ," C a l i s t o ,  t h e  promise of sexual consummati on, a  scene o r i g i n a l  i n  
the Eng l i sh  t r a n s l a t i o n ,  i s  a  monumental p iece o f  impudence. The sexual 
d i f f e r e n c e  aside, no one i s  l e s s  f it than Celest ina t o  be l i kened  t o  Ga- 
b r i e l ,  God's spec ia l  messenger, the  trumpeter o f  the Last  Judgment, and 
the bearer o f  g lad  t i d i n g s  t o  Mary, t r a d i t i o n a l l y  . depic ted c a r r y i n g  a  
l i l y ,  the symbol o f  p u r i t y .  Another passage havina blasphemous overtones 

- i s  C a l i s t o ' s  speech i n  which he r e f e r s  t o  h i s  pass ion 's  i n t e n s i t y :  

And y f  t h e  f y r e  o f  purgatory bren i s  such wyse, 
I had l e u e r  my s p i r e t e  i n  b ru te  bestes shuld be, 
Than t o  go thydyr, and than t o  the  deyte. (135-37) 

To t h i s  remark, Sempronio r e p l i e s :  "Mary, syr ,  t h a t  i s  a  spyce-o f  heryse!' 

I n  add i t i on ,  the  t r a n s l a t o r  u t i l i z e s  some passages smacking of b las-  
phemy and heresy t o  i n f l i c t  puns on the  audience. I n  another depar ture 
from LC, t h e  author  creates a  double entendre. I n  t h e  source, Celest ina 
speaks of Melebea's g i r d l e  as having touched the  ho ly  r e l i c s  i n  Rome and 
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~erusal 'em. The Engl i s h  vers ion becomes suggestive, l e a v i n g  ou t  the 
c i t i e s '  names. A pun i s  a l s o  intended on "beads-folks" as Ce les t ina  says: 
"Fayr maydyn, f o r  t h e  mercy thou hast  done on vs, / This  knyght and I both 
t h y  - bed fo l  k i s  s h a l l  be" (901-02). The kn igh t  c e r t a i n l y  wishes he was Me- 
l e b e a ' s  "bed par tner , "  and Celest ina a l ready i s ,  f i g u r a t i v e l y  speaking. 
The sexual i m p l i c a t i o n  o f  "mercy" i s  present here and elsewhere i n  Celes- 
t i n a ' s  appeals f o r  " p i t y "  from Melebea f o r  the  " s i c k  knyght." CaZisto 
employs o ther  double-meaning d i c t i o n  from the romances, such as "dy" (261, 
t h e  " f y r e "  o f  l o v e  (124), the  k n i g h t ' s  "greuys" (295) and "pyne" (8431, 
and the  p lea t o  the lady  t o  g ive  her  l o v e r  " l y f e "  (807). 

Another soph is t i ca ted  entertainment the t r a n s l a t o r  f i n d s  i n  LC and 
c a r r i e s  over i n t o  CaZisto may be r e f e r r e d  to as i n t e l l e c t u a l  a l l u s i o n .  
L i k e  i t s  source, CaZisto i s  conceived and executed as a c o u r t l y  l o v e  story. 
A l l  t h e  conventions a re  there:  the  p i n i n g  s u i t o r ,  the  c r u e l  l ady  obvious- 
l y  p r o t e s t i n g  too much, t h e  phys ica l  c rav ing  o f  the  lovers ,  a host  of 
impediments t o  consumnation, l i k e  s t r i c t  parents, re1  i g i o u s  codes, garden 
w a l l s ,  secrecy, and the consequent delays. Often associated w i t h  c o u r t l y  
l o v e  l i t e r a t u r e ,  though having i t s  own long  l i t e r a r y  her i tage,  i s  the  con- 
cep t  o f  for tune,  and the  p lay  r e f e r s  t o  fo r tune  a t  l e a s t  f i v e  times. 

SeLeral o ther  i n t e l l e c t u a l  references i n  Calisto can be b r i e f l y  
c i t e d .  The f i g u r e  o f  Nature as the p r i n c i p l e  o f  e a r t h l y  l i f e ,  a m o t i f  
c r i t i c s  have c a l l e d  soph is t i ca ted  i n  i t s  o r i g i n s  and auspices, i s  men- 
t i o n e d  i n  Melebea's opening speech. I n  add i t i on ,  C a l i s t o  r e f e r s  t o  Mele- 
bea (.46) as a g i f t  o f  "Dame Nature," showing f o r t h  " the  gretness o f  God." 
Several places a l l u d e  t o  noted authors and th inkers .  Petrarch, " the  poet 
lawreate,"  i s  mentioned a t  the  openina i n  connect ion w i t h  the  Nature 
f i g u r e  (2-4).  Melebea, t r y i n g  t o  account f o r  Cal i s t o ' s  d i s r u p t i v e  behav- 
i o r  and her  own c o n f l i c t i n g  emotions, r e c a l l s  Herac l i tus  and h i s  theory o f  
un ive rsa l  c o n f l i c t  and change (5-10). Danio's views on id leness may be 
in tended t o  echo More's d iscuss ion o f  i t  i n  Utopia, and t h e  mention o f  
purgatory and the souls o f  b r u t e  beasts may r e f e r  t o  Ras te l l  ' S  involvement 
i n  those issues. F i n a l l y ,  references t o  Nimrod (166)-, Alexander the Great 
(167), the  l i t u r g y  o f  S t .  John's f e a s t  (173), E l i a s  (177), Par i s  and'venus 
(249), Hector (860), St.  George (863), and the " g e n t y l l  Narciso" (866) 
presuppose an audience educated enough t o  understand and apprec iate them. 

I f  much i n  CaZisto appeals t o  a soph is t i ca ted  audience, much enhances 
i t s  appeal f o r  the  common people. Some characters, the  lovers ,  the  w i l y  
o l d  bawd, and the  p a r a s i t i c a l  servants, are r e a d i l y  recognizable by a l l  
c lasses. The s t o r y  i t s e l f ,  d e t a i l i n g  the  seduct ion process, a l s o  has a 
p o t e n t i a l l y  wide appeal, as do the s ing ing  and bawdy humor. F i n a l l y ,  Da- 
n i o ' s  dream "bears a p l a u s i b l e  resemblance" t o  Dame S i r i z ,  a popular 
f a b l  i a u  o f  about 1250.14 

CaZisto, then, indebted t o  LC f o r  p l o t ,  s e t t i n g ,  and t r u e - t o - l i f e  
characters ,  opened Spain t o  Engl ish w r i t e r s ,  f o r  LC i s  the  f i r s t  impor tant  
Spanish l i t e r a r y  work t r a n s l a t e d  i n t o  Engl ish. I t s  r e a l  i s t i c  character-  
i z a t i o n ,  t ransmi t ted  from LC, i s  perhaps the  s a l i e n t  fea tu re  o f  CaZisto as 
an Eng l i sh  p lay  o f  about 1530. Not the  f i r s t  p lay  t o  endow i t s  characters 
w i t h  i n d i v i d u a l i t y  as s m e  c r i t i c s  claim.15 CaZisto i s  the  f i r s t  p l a y  t o  
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begin w i t h  a r e a l i s t i c ,  romantic,  non-moral i ty  p l o t  and cast.  Although i t  
tu rns  t h a t  p l o t  and cas t  t o  the  se rv ice  of d idact ic ism,  i t  in t roduces i n t o  
Eng l i sh  a conception o f  drama unique i n  charac te r i za t ion  and romantic con- 
f l i c t .  Celest ina,  t h e m o s t  notable a d d i t i o n  t o  t h e E n g l i s h g a l l e r y  o f  
dramatic persona l i t i es ,  could almost be ca l led ,  as A1 lardyce N i c o l l  does, 
a prototype o f  " J u 1 i e t . I ~  nurse," l6 o r  another F a l s t a f f ,  depending upon 
how much one appreciates her r o l e  i n  Catisto o r  understands her depth i n  
E. I n  add i t i on ,  t h e  v e r s i f i c a t i o n  o f  CaZisto i s  competently handled and 
almost completely done i n  rime roya l ,  "a phenomenon a lmostwi thout  p a r a l l e l  
i n  the in te r ludes .  "17 

To a l a r g e  extent ,  t h e  humanist author o f  Catisto observes t r a d i -  
t i o n a l  assumptions and methods i n  cons t ruc t ing  h i s  moral p lay.  He excerpts  
a longer  work o f  a d i f f e r e n t  genre and presents h i s  r e a c t i o n  t o  h i s  audi -  
ence t o  . i l l u s t r a t e  and dramatize a moral p o i n t .  He u t i l i z e s  standard 
humorous devices, l i ke s ing ing  and bawdy language, t o  embel l i s h  h i s  
lesson. Simultaneously, he presents a g rea t  deal of entertainment over  
and above music and l o w - l i f e  humor; debate mate r ia l ,  theo log ica l  and p h i l -  
osophical problems, and i n t e l l e c t u a l  a1 lus ions ;  a1 l embodied i n  a preview 
and perhaps a s a t i r e  o f  a c u r r e n t l y  popular f o r e i g n  l i t e r a r y  work. Though 
i t s  v i r t u e s  a r e  l a r g e l y  those o f  i t s  source, i n  t h e  context' o f  - E n g l i s h  
drama i n  the f i r s t  t h i r d  o f  the  s i x t e e n t h  century, t h e  p lay  uniquely  f o r e -  
shadows impor tant  dramatic developments. * . 

Incipit  de Calisto y Melebea. 

Copia de l a  Bibliotheca Bodleiana. 

(oxford) 
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NOTES 
, 

- A1 l l i n e  references t o  Calisto and MeZebea are t o  the Malone Soci- 
e t y  , facs im i le  r e p r i n t ,  ed. W. W. Greg (London: Charles Whi t t ingham and 
Co., 1908). The o n l y  s u r v i v i n g  copy o f  the  work a t  the Bodleian L i b r a r y  
was a l s o  consulted. The punctuat ion used by H. Warner A l l e n  i n  h i s  
combined e d i t i o n  o f  An Interlude of CaZisto and MeZebea for the Firs t  Time 
Accurately Reproduced from the Original Copy, Printed by John RasteZZ, c .  
1530. CeZestina or the Tmgi-Comedy of CaZisto and MeZebea, Tmns. from 
Spanish by Jmes Mabbe, anno. 1631 (London: Routledge and Sons, 1908) has 
been incorporated i n  the c i t a t i o n s .  

A1 l references ' t o  LC, except when noted otherwise, are t o  t h e  James 
Mabbe t r a n s l a t i o n  (1631), i n  t h e  Tudor T rans la t ions  (New York, 19671, a 
r e p r i n t  o f  James F i  tzmaurice-Kel l y  ' S  e d i t i o n  (London: D. Nut t ,  1894). 

Mack H. Singleton,  trans., LC (Madison: U n i v e r s i t y  o f  Wisconsin 
Press, 1958); these l i n e s  f o l l o w  the  prologue and precede t h e  "sumnary o f  
t h e  whole work." 

W. W. Greg, A Bibliography of the English Printed Drama t o  the Res- 
toration, Vol. 1 (London: Oxford U n i v e r s i t y  Press, 1939), p. 87. 

T. W. Craik, The Tudor Interlude: Stage, Costwne, and Acting 
(Le ices te r :  U n i v e r s i t y  Press, l958), p. 23. 

David M. Bevington, Fmm Mankind t o  MmZAe: Growth of Structure 
i n  the Popular Drama of Tu'udor England (Cambridge, Mass. : Harvard Univer- 
s i t y  Press, 1962), p. 45. These views may a l s o  be found i n  Richard A l l e n  
Pacholsk i 's  "The Humanist Drama of. the S i r  Thomas More C i r c l e "  (unpub- 
l ished doctora l  d i s s e r t a t i o n ,  U n i v e r s i t y  o f  Wisconsin, 1969) and Joel B. 
A1 tman's The Tudor PZay of Mind: RhetoricaZ Inquiry and the . DeveZo ment 
of Elizabeth? Dnma (Berkel ey : U n i v e r s i t y  o f  C a l i f o r n i a  Press, 19787. 

A l len,  p. 341. 
. . 

See H. D. ~ u r c e l . 1  ' S  "The c e i e s t i k  and the  1nterZ;lde of CaZisto and 
MeZebea, l' BuZZetin of Hispanic St id ies ,  4'4 (1967). 1-15, i n  which the 
author  maintains CaZisto's w r i t e r  a l s o  uses par ts  o f  Act V1 and the  pro-  
l o g u e o f t h e o r i g i n a l :  . ' 

. . 
. . 

A l len,  p. 334. 

l0 Ibid. ,  p. 333. 

l1 Ibid. ,  p. 334. 

l2 Pearl Hogrefe, The S i r  Thornas More Circle: A Program of Ideas and 
Their Impact on SecuZar ~rama (Urbana: U n i v e r s i t y  o f  I l l i n o i s  Press, 
l959) ,  pp. 339-43. 
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l3 Reprinted i n  Al len,  p .  330. 

l4 Bevington, Mankind, p. 45.  

l5 Allen,  p .  335. 

l6 A1 l ardyce Nicol l , British Drama: An HistoricaZ Suruey from the 
Beginnings t o  the Present Time (New York, Thomas Y. Crowell ,  Co., 1925),  
p .  48. 

l7 J.  E. Bernard, J r . ,  h e  Prosody of the Tudor Interlude (New Haven: 
Yale Universi ty  Press, 1939),  .p. 51. 

* See also Prof .  G e r i t z ' s  "CaZisto & Melebea: - A Bibliography ," in 
Celestinesca 3 ,  ii (Nov. 1979),  45-50. [Ed.] 

a franclCtu0 pttrarcue tbt port labrtatc 

X apttj t!Jat'natutt b pcb ie motbte oE all tbmg 
out Urpff can gpue p pEt to notb!ng rrtatt 

a n a  Ecacllto tot b Ct clerk In l0 b r p q n g  
m p t b  in sit tbpng?rrtate f f q  4' i r  tbtpgr toolkpng 
a n a  tbtc ie no tbing bnatc tbr tirmamtnt 
bittj a n t  otbtr in all opnue cquibalent 
a a n a  amaapng m t lqae  aictpe abertpa a s  q u s  tbpnv art  crtatt In manor oE Urp€t 
a b t f e  Eo p@ loucae ttjtn t#at be fo amtroue + 

f CO pItaCurt m BlCpltaCu t b o b  ltae tbtp ttjtpg Ipft 
pob Coq nob Cab nob bopouQ n o b  tnQEt 
a l a s  3 p c mapbtn ttjan btjat @ a l l 5  Do 
Combr@ lotage oE one Calilo 
63 knob at  natuat batb gputn me bctott 
bi tb  Cangupnpoue complttqon Eauour g Eapirnr0 
fEbt mogt to goa ougbt to ao f tb tc  
b i t#  bpll I E t  laua ana 7 out of ptrfptnte 
g amp n o t i u t  raliUo l$ of grtte b o r n  n t s  

at 

Primeras l h e a s  de l  texto de Calisto y Melebea 

(facsimil de l a  &lone Society, 1908) 





CELESTINESCA 

'EL FALSO BOEZUELO', OR THE PARTRIDGE AND THE PANTOMIME OX 

Dorothy S. Severin 
Wes t f ie ld  Col lege - London 

P imeno 's  i n t e r p o l a t e d  words i n  Act  X I ,  "El f a l s o  boezuelo con su 
blando. cencerrar  t r a e  l a s  perdices a l a  red, "l has puzzled readers ever 
s ince Antonio Ordoiiez, t h e  f i r s t  t r a n s l a t o r  o f  the  Tragicmedia, who 
rendered i t  i n t o  I t a l i a n  as " I 1  f a l s o  contadino con sua r e t t e :  e t  l a n t e r -  
na: e suon de campanelle f a  uen i re  l e  s tarne a l a  r e t t e . " 2  Ordoiiez d i d  no t  
be1 ieve  Pdrmeno's re ference t o  the  boezuelo, a f a l s e  o r  s t a l  king-ox, and 
turned i t  i n t o  a c r a f t y  peasant w i t h  l a n t e r n  and n e t  (compare the o ther  
p a r t r i d g e  reference, i n  Ac t  V I I I ,  "encandelado como perdi,z con l a  calde- 
ruela," p. 140). 

However, Celestina cmentada ( f o l .  156r)3 prov ides us w i t h  an ex- 
p lana t ion  which i n i t i a l l y  s t r i k e s  one as being a medieval shaggy-dog story, 
an improbable t a l e  invented t o  exp la in  a c o r r u p t  t e x t u a l  reading: 

eZ falso boezuelo etc.  es un g6nero de uaca conque toman perdizes; 
y es que hazen con una sluana o con o t r a  cosa semejante uno a 
manera de buei,  y con sus cuernos y c a b e ~ a  a manera de buei,  y va 
dentro un hombre; y t ienen  hecho por  l a  una p a r t e  y por  l a  o t r a  
de manera que l a s  perd izes no pueden y r  andando s in0  haz ia adelante, 
onde estdn armadas l a s  redes; y ese t a l  buei con su cencerro va 
cerc lndolas poco a poco como s i  fuesse paciendo, de manera que l a s  
perdizes se cercan muchas de e l l a s ;  y este quiso aqui  comparar. 

Corroborat ion o f  t h i s  hunt ing method comes i n  Antonio V a l l i  da 
Todi ' S  IZ canto de gZ'augeZZi (Rome, 1601),4 complete w i t h  an i l l u s t r a -  
t i o n  of the  probably r a t h e r  i n e f f i c i e n t  means o f  catch ing par t r idges .  The 
hunter  d isguises h imse l f  as a cow o r  an ox i n  order  t o  creep up on the 
par t r idges ,  -presumably because the  b i r d s  would n o t  be f r i g h t e n e d  by a 
beast' o f  the  f i e l d s .  He then d r i v e s  them i n t o  an e laborate net .  V a l l  i da 
T o d i ' s  explanat ion i s  more d e t a i l e d  than t h a t  o f  the CeZestina comentada, 
b u t  no t  less  improbable: 

I 1  modo sar'a questo, c i o 6  haver- una r e t e ,  chiamata B u t r i o ,  o .: 

Cuculo, f a t t a  a modo d i  nassa, con l ' a l e  lunghe s e i  passa p e r  
parte, @ p i t i  s a r i  meglio, e . d i  lunghezza t r e  passa, acc i6  essendo 
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d e t t i  u c e l l i  dentro non possino r i t o r n a r  a d i e t r o ,  e d i  questo 
n'hanno cogn i t i one  q u e l l i ,  che fanno d e t t a  s o r t e  d i  re te,  a1 
Cacciatore poi  6 necessario d i  p i g l i a r  l a  t e l a ,  e farne un 
vestimento a guisa d'una Vacca, con l e  zampe, orecchie, e c o l o r i t o ,  
come fosse na tu ra le  d i  de t ta  Vacca, e havendolo indosso portando 
anco un campano s i  pu6 f a r  il giorno a t u t t e  l 'hore, che 
r i t r o v a n d o s i  i n  una campagna dove s t i a n o  Starne, e che v i  s i a  
del l ' herbaccia tenendo questo Bu t r io ,  o vero r e t e  accostandol a bene 
i n  t e r r a ,  e s u b i t o  tesa passar d a l l ' a Z t r a  p a r t e  tenendo una frasca 
f ronduta f ingendo d i  magnarla, e parandola bene avant i  g1 i occhi , 
che non s i a  v i s t o  il viso,  fingendo anco d 'arare,  avertendo bene 
che non v i  r e s t i n o  ad ie t ro .  



CELESTINESCA 

Although the s ta lk ing -horse  o r  s ta lk ing -ox  was indeed used t o  catch game 
i t  seems u n l i k e l y  t o  have been very e f fec t i ve  w i t h  f l y i n g  game. The most 
successful method o f  catch ing par t r idges  i s  no doubt the  one r e f l e c t e d  i n  
F lorencia P i n a r l s  poem about the love  qift o f  a  par t r idge .  As expla ined 
by A. D. Deyermond i n  a recqnt  a r t i c l e ,  the female p a r t r i d g e  i s  l u r e d  
i n t o  the  n e t  by t h e  presence there  o f  a  l i v e  male p a r t r i d g e .  The method 
i s  s t i l l  used i n  Spain today; Phrmeno's pantomime ox has been abandoned. 

NOTES 

I use my own e d i t i o n  i n  ~ l i a n z a  E d i t o r i a l  (Madrid, 1969 etc . ) ;  Snow 
-Schneider-Lee b ib l iog raphy  no. 176, p. 166. 

Kathleen V. Kish, An Edition of the First  I t a Z i m  Translation of 
the 'CeZestinar, no. 242, p.  179. 

B ib1 io teca  ~ a c i o n a l  Madrid MS 17631, a  s ix teenth-century manuscript 
w i t h  extens ive t e x t u a l  notes. 

' I 1  canto de g1 'auge l l  i. Opera nova d i  Antonio V a l l i  da Todi. 
Dove s i  d i c h i a r a  l a  natura d i  sessanta s o r t e  d i  u c e l l i ,  che cantaro per  
esperienza, e  d i l i g e n z a  f a t t a  pi; v o l t e .  Con il modo d i  p i g l i a r l i  con 
fac i  l i t s ,  & a1 l euar l  i , cehar l  i , domesti car1 i , amnaestiar l  i , e g u a r i r l  i 
d e l l e  I n f e r m i t z ,  che a d e t t i  possono succedere. Con li l o r o  f i g u r e ,  & 
v i n t i  s o r t e  d i  caccie, cauate da l  na tu ra l  da Antonio Tempesti. Roma, per  
g l i  Heredi d i  N i c o l o  Mut i  j ,  MDCI.' Facs imi le  ed. G i u l i o  B r i g h e n t i  (Bolog- 
na: A. B r u n e l l i ,  n.d. [l93O]). The explanat ion i s  on p. 19, t h e  engrav- 
i n g  on t h e  fac ing  page. 

5 " ~ h e  W o n  and t h e  Par t r idge:  Re f lec t ions  on the  Poetry  o f  F lorencia 
Pinar," Mester, VII ( l978) ,  3-7. 
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HISTORY AND THE CRITICAL ENTERPRISE 

J e r r y  R. Rank 
Un ivers i t y  o f  I 1  l i n o i s ,  Chicago C i r c l e  

P. E. Russe l l ' s  c o l l e c t i o n  o f  essays, Temas de La Celestina y otros 
estudios, del Cid aZ Quijote (Barcelona/Caracas/Mexico: E d i t o r i a l  A r i e l  , 
1978, Pp. 508), i s  i n  r e a l i t y  a h i s t o r y  book, bu t  a specia l  k i n d  of 
h i s t o r y  book w i t h  an under ly ing d i d a c t i c  s l a n t .  The i m p l i c i t  purpose i s  
t o  show students o f  Spanish l i t e r a t u r e ,  ma in ly  o f  e a r l y  Spanish l i tera-  
tu re ,  t h a t  one ought n o t  i n t e r p r e t  l i t e r a r y  works o r  second-guess an 
au thor ' s  a r t i s t i c  mot ivat ions unless one i s  w e l l  acquainted w i t h  t h e  so- 
c i a l  and h i s t o r i c a l  contexts  w i t h i n  which these l i t e r a r y  works are w r i t t e n  
Fur ther ,  i t  i s  a mat te r  o f  apply ing appropriately t h i s  knowledge t o  the  -. 
i n t e r p r e t a t i v e  enterpr ise.  

O f  course, t h i s  idea i s  n o t  new, but  Professor  Russel l  has exerc ised 
it more c l e a r l y  and c o n s i s t e n t l y  i n  these essays--the accumulation o f  
years o f  s o l i d  and wise scholarship--than anyone I know about. There i s ,  
admi t ted ly ,  room i n  t h i s  s o r t  o f  o r i e n t a t i o n  f o r  a good deal, o f  conjecture 
t h a t  can be manipulated t o  sound l i k e  h i s t o r i c a l  f a c t  which can then be 
f u r t h e r  manipulated t o  apply t o  a p a r t i c u l a r  c r i t i c a l  end. But R. does 
n o t  deal much i n  conjecture. The reader comes away f rom these s tud ies  
w i t h  a sense o f ,  f i r s t ,  admirat ion f o r  t h e  k ind  o f  d i s c i p l i n e d  mind t h a t  
has w r i t t e n  c l e a r l y  on a wide spectrum over a r e l a t i v e l y  long  per iod  w i t h  
such a cons is ten t  po int -of -v iew.  Second, i n  s p i t e  o f  the  seeming pauc i t y  
o f  h i s t o r i c a l  "hard" data, e s p e c i a l l y  f o r  t h e  Middle Ages, the re  i s  enough 
around t o  t u r n  us a l l  i n t o  more though t fu l  and b e t t e r  grounded scholars. 
Russe l l ' s  i n t r o d u c t i o n  t e l l s  us t h a t  he has se lected a r t i c l e s  which "han 
ten ido  c i e r t a  i n f l Q e n c i a  en l a  c r i t i c a  p o s t e r i o r  . . ." ( p .  7) ,  and t h i s ,  
he expla ins,  i s  why i n  the  m a j o r i t y  o f  cases he does n o t  attempt t o  up- 
date h i s  work. Where mate r ia l  i s  added, i t  i.s mate r ia l  i n  t h e  main. t h a t  
had o r i g i n a l l y  been e l im ina ted  a t  the  t ime o f  i n i t i a l  pub l i ca t ion ,  because 
of pub1 i s h e r s '  requirements. Nonetheless, R. i nc ludes  occasional "estu- 
d ios i n 6 d i t o s "  which !unction as up-dates ( f o r  example, the second p a r t  o f  
"Alcocer",  p. 45). 

To he lp  t h e  reader d iscover  the  thread t h a t  w i l l  reveal  the  c r i t i c a l  
focus o f  h i s  s tud ies ,  R. t e l l s  us, ". . . a d v e r t i r i  e l  l e c t o r  una preocu- 
paci6n .generalizada: l a  de establecer  10 que ocurre cuando acudimos a l a  
h i s t o r i a  en busca de aclaraciones de un t e x t o  l i t e r a r i o . "  (p. 9 ) .  

As I i n d i c a t e d  i n  the  beginning, R. i s  remarkably cons is ten t  i n  t h i s  
focus--consistent w i t h  h i s  c r i t i c i s m  o f  c e r t a i n  f o r m a l i s t  aspects o f  Maria 
Rosa L ida ' S  magnus opus, La originalidad ar t i s t i ca  de La Celestina, on the  
one hand, and w i t h  h i s  harsh treatment o f  the  h i s t o r i c i t y  o f  Stephen 
Gilman's The Spain of  Fernando de Rojas, on t h e  other .  
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The c o l l e c t i o n  i s  comprised o f  s i x teen  studies,  t e n  and a h a l f  o f  
which were publ ished f i r s t  i n  Engl ish, i n  European and U.S. p u b l i c a t i o n s  
between 1952 and 1976. Four and a h a l f  more were p rev ious ly  unpubl ished 
( t h e  second p a r t  o f  "Alcocer", c i t e d  above, f i g u r e s  i n t o  t h i s  group), one 
of which i s  an a m p l i f i e d  ve rs ion  o f  a paper given i n  Salamanca (1971) i n  
Spanish ( " ~ a  CeZestina y 10s estudios j u r i d i c o s  de Fernando de Rojas," 
p. 323). One a r t i c l e ,  "La magia, 'tema i n t e g r a l  de LC" (p. 24 l ) ,  was 
o r i g i n a l l y  publ ished i n  Spanish and i s  considerably expanded here. 

The volume i s  arranged more o r  l e s s  ch rono log ica l l y :  a s e r i e s  of 
essays on the  Poema de Mio Cid comes f i r s t  and those on LC, l a t e r ,  e tc .  
The c o l l e c t i o n  ends w i t h  essays o f  a more general nature. With two excep- 
t i ons ,  (R.'s reviews o f  Gilman's, The Spain o f  Femzando de Rojas, pp. 341- 
375, and h i s  a r t i c l e  on "Las armas contra l a s  l e t r a s :  para una d e f i n i c i d n  
del  humanism espaiiol de l  s i g l o  X V "  pp. 207-239), I w i l l  comment on a r -  
t i c l e s  i n  t h e  same o rder  as they occur i n  the book. 

Studies  on the PMC 

The 192 pages dedicated t o  the  PMC con ta in  four wel l-argued s tud ies  
concerned w i t h  aspects o f  the poem ranging from the  i n t e r e s t  o f  the  poet 
i n  the  l e g a l i s t i c  d e t a i l s  o f  medieval char te rs  and documents t o  a re-exam- 
i n a t i o n  o f  sources f o r  Jimena's "oraci6n de s i rp l ica"  and t o  t h e  exactness 
o f  t h e  Cid 's  r o u t e  as described i n  the  poem. Although the  exhaust ive 
documentation brought t o  bear i s ,  as w e l l ,  o f t e n  exhaust ing t o  t h e  reader, 
p r a c t i c a l l y  a l l  o f  i t  sheds l i g h t  on problem areas t h a t  have been an 
impor tant  focus o f  Cid ian c r i t i c i s m .  

The f i r s t  study, "Algunos problemas de d i p l o m i t i c a  en e l  Poema de Mio 
Cid y su s i g n i f i c a c i 6 n 1 '  (pp. 13-33), f i r s t  publ ished i n  Eng l i sh  as "Some 
Problems o f  Di l omat i c  i n  the  Cantar de Mio Cid and t h e i r  Imp1 i c a t i o n s "  
(MRL, 47 [1952?, 340-349). was t r u l y  years ahead o f  i t s  t ime. Scholars 
have on ly  r e c e n t l y  g iven ser ious a t t e n t i o n  t o  d e f i n i n g  t h e  i n d i v i d u a l i t y  
o f  t h e  poet o f  the  PMC i n  terms o f  h i s  acquaintance w i t h  the  l e g a l i s t i c  
wor ld  o f  h i s  day. This  a r t i c l e  po in ts  ou t  t h a t  t h e  scho la r ' s  understand- 
i n g  o f  the  use o f  seals and t h e i r  d i f fe rences  i n  t h e  documents o f  the  
period, coupled w i t h  the obvious i n t e r n a l  i n d i c a t i o n s  t h a t  the  poet  ( o f  
the vers ion we now have) was wel l-acquainted w i t h  l e g a l  terminology and 
procedures r e l a t e d  t o  c i v i l  and m i l i t a r y  admin is t ra t ion  could, as R. says 
(p. 2 9 ) -  l e a d  t o  a new "enfoque" on t h e  problems o f  dat ing,  authorship, 
and composition. I n  l i g h t  o f  the  a c t i v i t y  cen te r ing  p r e c i s e l y  on these 
quest ions, h i s  c l a i m  i s  a modest one. 

Whereas the  previous chapter on the  d ip lomat ic  problem i n  PMC 
i m p l i c i t l y  urges the scholar  t o  seek h i s t o r i c a l  groundings w i t h i n  the  poem 
( e .  use o f  seals  and l e g a l  terminology), the two p a r t s  o f  "Alcocer" 
(.pp. 35-69) warn t h a t  the  PMC i s  n o t  a c o n s i s t e n t l y  r e l i a b l e  h i s t o r i c a l  
document. I n  f a c t ,  both par ts- -Par t  I was p rev ious ly  publ ished i n  Engl ish 
i n  1957 ("Where was Alcocer? Cantar de Mio Cid, 11. 553-861", en Hornenuj'e 
a J. A. Van Pmag, Amsterdam, 1957, pp. 101-107) and P a r t  I 1  ("Nuevas 
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re f lex iones  sobre e l  Alcocer de l  Poerna & Mio  id"), unpubl ished u n t i l  i t s  
appearance here--are R.'s r e j e c t i o n ,  us ing as h i s  example t h e  h i s t o r i c a l l y  
doub t fu l  Alcocer episode, o f  the s t r i c t  adherence t o  the  " h i s t o r i c i d a d "  o f  
Men6ndez P ida l .  The f a c t  t h a t  the re  i s  no Alcocer s i t u a t e d  where the  poem 
i n d i c a t e s  i t  should be ( i n  the  v a l l e y  o f  the  upper Jaldn), no r  i s  the re  
any evidence o f  such a town i n  t h a t  geographical area i n  the h i s t o r i c a l  
documents o f  the period, probably  i n d i c a t e s  t h a t  i t  i s  a f i c t i v e  element 
o f  the  poem. 

The study t i t l e d ,  "San Pedm de Cardeiia y l a  h i s t o r i a  hero ica del 
Cid" ( o r i g i n a l l y  "San Pedro de Cardeiia and t h e  H i s t o r y  o f  the Cid", M e ,  
27 [1958], 57-79) foreshadows the  resurgence o f  i n t e r e s t  i n  the  theor ies  
o f  B i d i e r  concerning ep ic  legends and t h e i r  r e l a t i o n  t o  tomb c u l t s .  I n  
t r a c i n g  the  documented evidence o f  t h e  C id  legend connected t o  the  mona- 
s t e r y  o f  Cardeiia, f i r s t  detected i n  a vers ion o f  t h e  Liber Regwn (1220), 
R. i s  very convincing about t h e  p o s s i b i l i t y  t h a t  the  poet was a man of 
some e r u d i t i o n  (an argument t h a t  harks back t o  h i s  study on Cid ian d i p l o -  
m a t i c ~ )  who a lso  knew we l l  the techn ica l  aspects o f  o r a l  ep ic  poetry .  It 
was t h i s  poet  who doubtless shaped t h e  Cardeiia elements o f  t h e  C i d  legend 
c i r c u l a t i n g  a t  the  end o f  t h e  1 2 t h  century i n t o  t h e  ve rs ion  o f  the  poem 
now extant .  Well known i s  t h e  work o f  l a t e r  scholars such as A. D. 
Deyermond and Co l in  Smith, t o  name b u t  two, who have helped t o  substan- 
t i a t e  R.'s claims. 

R. ' S  p rev ious ly  unpubl ished f i v e - p a r t  study, "La o rac idn  de Doiia J i -  
mena" (pp. 113-158), i s  a d e t a i l e d  examination o f  Jimena's prayer (vv. 325- 
367 o f  PMC). The o b j e c t  o f  t h i s  p iece,  beyond i t s  survey o f  c r i t i c a l  
op in ion,  i s  t o  suggest t h a t  the p rayer ' s  t r a d i t i o n a l  a t t r i b u t i o n  t o  French 
ep ic  sources i s  n o t  c lea r ,  as t h e  evidence R. puts  before us demonstrates. 
Among many d i f fe rences  c i t e d  i s  a context  very d i f f e r e n t  from French 
models i n  which t h i s  k i n d  o f  "orac i6n de sGpl ica" i s  enunciated by the 
hero i n  moments o f  mor ta l  danger, e s p e c i a l l y  on the  b a t t l e f i e l d .  The d i s -  
cussion comes down t o  whether the  immediate source o f  Jimena's prayer  
devolves d i r e c t l y  from a r e l i g i o u s  topos used i n  the  French ep ic  o r  
whether i t  i s  based on an o lder ,  La t in -Chr i s t ian  t r a d i t i o n  comnon t o  both 
the  French and the Spanish epic .  

R. ' S  percept ive and, so f a r  as I know, unique conclusion i s  t h a t  the 
French and the Spanish ep ic - "o rac i6n  de s f ip l ica" ,  w i t h  a l l  t h e i r  d i f f e r -  
ences, der i ve  from a t r a d i t i o n  o f  innovation o f  l i t u r g i c a l  forms and are 
n o t  based d i r e c t l y  on l i t u r g i c a l  prayer  forms i n  t h e  L a t i n - C h r i s t i a n  
t r a d i t i o n .  As R. puts  it, t h i s  prayer  ". . . bas6ndose en reminiscencias 
de l a  l i t u r g i a  . . . i n t e n t a  t r a n s m i t i r  l a  impresi6n de que es 10 que no 
es: una a u t i n t i c a  orac i6n"  (p. 153). 

The l a s t  o f  R. ' S  s tud ies  on the  PMC (a l so  unpubl ished p r e v i o u s l y )  i s  
a fasc ina t ing  exp lo ra t ion  o f  " E l  'Poema de Mio Cid '  como document0 de i n -  
formaci Sn caminera" (pp. 159-205). L i k e  the  work on toponymy ("Alcocer" )  , 
R. f i r s t  focuses on the  l a c k  o f  p r e c i s i o n  i n  the  PMC as one examines 
c l o s e l y  the topographical (and h i s t o r i c a l )  d e t a i l s  o f  the  poem. One d is -  
cussion, as would be expected, centers around the  Medinacel i  and San Est6- 

. 

ban de Gormaz quest ion. 
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R.'s view i s  tha t  one must consider the "Pidalian" concepts of 
h is tor ic i ty  i n t h e  Spanish epicwi th  agood deal of tolerance. His 
opinion i s  tha t  the poet of the PMC used the i t inerary  topos of the French 
epic model with certain thematic ends in mind which caused innovation in 
much the same way as the poet adapted the "oraci6n de sirplica" to  his 
needs. There ensues a fascinating discussion of the possibil i ty that  the  
poet of the PMC may have used written sources in the form of regional maps 
or travel routes (" i t inerar ios  camineros") which supplied the kinds of 
de ta i l s  included in the poem, rather than f i r s t  hand observations, o r  
those supplied from oral sources. 

The problem here, of course,--and R. admits i t - - i s  tha t  few dataare 
available about the use of maps and travel routes in medieval Spain. 
S t i l l ,  in sp i t e  of such reservations, i t  i s  one of the most fascinating 
pieces in the collection. 

Studies on La CeZestina 

The central in teres t  t o  readers of CeZestinesca i s  surely the f ive  
studies tha t  the author devotes to LC. These are pieces that  shed l i g h t  
on practically a l l  aspects of LC studies from authorship to  converses. 
The focus i s  consistent with Russel l ' S  s ta ted  intention t o  provide, when 
possible, data on how works were conceived and understood in the i r  day. 

"La magia, tema integral de LC" (pp. 241-276), represents the most 
augmented of the previously published a r t i c l e s  in t h i s  volbme (published 
with the same t i t l e  in Homenaje a Damaso AZonso, 111, [Madrid, 19631, pp. 
337-354). I t  i s  an example of R.  ' S  socio-historical orientation applied 
to  textual cr i t ic ism,  with f ine  resul ts .  Supported by some fifty-two 
notes, R.'s text  convinces us tha t ,  althou h few studies "han tornado en 
ser io  l a  magia en l a  Tragicomedia" (p. 4 4  magic (and the workings of 
the Devil through Celestina) i s  a constant and integral part of the work, 
and responsible for  the chain of events which leads to  i t s  climax. 

The value of th i s  a r t i c l e  (and others printed here) i s  to establish 
that  the importance of magic in LC must be examined through the a t t i tudes  
of Rojas's contemporaries. This R .  does by reminding us tha t  general 
recognition of sorcerers ("magos") with real magical powers was the  
orthodox, not the exceptional view, and that  Satan and his demons could 
and did intervene in the l ives of humans, even in the opinion of the most 
skeptical churchman. One source of information, more o r  less  contemporary 
with Rojas , i S Pedro Ciruelo ' S ReprobaciGn de Zas supers t idones  y hechi- 
cer ias  (1530 or e a r l i e r ) .  R. adds to  t h i s  a wealth of information which 
confirms the relevancy of magic for  Rojas' contemporaries. 

Having prepared th i s  incontrovertible historical  ground in parts  one 
and two, R .  proceeds in parts three and four to explicate the supernatural 
si tuation (philocaptio) , i t s  medium (hechicerz'a) , and the roles they play 
in LC. 
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Par t  th ree  por t rays  Celest ina as hechicera; and accounts f o r  d i ve r -  
gent op in ion,  such as PBrmeno's (who seems t o  express doubt as t o  her  
cond i t i on  as hechicera) .  R. suggests t h a t  i t  i s  t h e  skep t i c i sm o f  the 
o r i g i n a l  author  o f  Act  I which i s  r e f l e c t e d  i n  PSrmeno and, c i t i n g  another 
contemporary o f  Rojas (Fray Mar t in  de Castaiie a) ,  t h a t  t h i s  a t t i t u d e  i s  
t y p i c a l  o f  those "presumiendo de le t rados  [que! niegan l a s  maneras de l a r  
superst ic iones y  hechicer ias. "  

One o f  the  longest  add i t i ons  t o  t h e  o r i g i n a l  study, and a remarkably 
evocative reading o f  the work a t  t h i s  p o i n t  (pp. 260-261). t r e a t s  the 
chain o f  images associated w i t h  the snake o i l  (serpent ine)  poured over  the 
skein o f  ya rn  which w i l l  f i g u r e  d e c i s i v e l y  i n  the  ph iZocap t io  o f  Melibea. 
What t h i s  a r t i c l e ,  w r i t t e n  a good many years before most Lc c r i t i c s  were 
tak ing  magic as t h e m a t i c a l l y  important,  conv inc ing ly  demonstrates i s  the 
connection,between sexual obsession and the workings o f  the  Devi l  through 
hechiceras c u r r e n t  i n  the  b e l i e f s  o f  the  contemporary reader o f  LC. 

Two o f  the  a r t i c l e s  on L C  are reviews w r i t t e n  o r i g i n a l l y  i n  Engl ish, 
obv ious ly  inc luded  because they deal w i t h  th ree  impor tant  X stud ies  o f  
t h e  1960's and e a r l y  70's. "Tradic i6n l i t e r a r i a  y  r e a l  i dad  soc ia l  en "La 
CeZestina" (pp. 277-291). (pub1 ished i n  Engl ish as " L i t e r a r y  T r a d i t i o n  and 
Social  R e a l i t y  i n  Lc", BHS, 41 [l964], 230-237) i s  R. ' S  j o i n t  review o f  
Maria Rosa L ida de Mal k i e l  ' S  Two Spanish Masteqieces:  "The Book of Good 
Love" and "The Cetest ina"  (Urbana, 1961) and her La or ig inaZ idad  a r t h t i c a  
de La CeZestina (Buenos Ai res,  l962), bu t  which r e a l l y  i s  a  review o f  the 
l a t t e r  work i n  a l l  b u t  the f i r s t  page o r  so. 

R. g ives a balanced review o f  ta or ig inat idad,  which, understandably 
because of the  book's ' l e n g t h  and complexity,  i s  t o o  schematic to prov ide 
the  reader a c l e a r  sense o f  the d i r e c t i o n s  o f  L ida de Ma lk ie l  ' S  monumental 
work. The rev iewer 's  main reservat ion,  al though n o t  the  on ly  one, revolves 
around h i s  o b j e c t i o n  t h a t  " l a  seiiora de Mal k i e l  es tud ia  l a  o r i g i n a l  idad 
a r t i s t i c a  de L C  con re fe renc ia  a un mundo cerrado, 'puramente l i t e r a r i o  
. . ." (p. .288). He goes on t o  o b j e c t  t h a t  Mrs. Ma lk ie l  does n o t .  (even 
though she po in ts  ou t  the importance o f  X ' s  t ransmiss ion o f  a  sense o f  
r e a l i t y ) ,  r e l a t e  t h e  book t o  s o c i a l  and h i s t o r i c a l  ' r e a l i t i e s  o f  the  
per iod.  

I t i s  t r u e  t h a t  her  focus i s  n o t  soc io -h is to r i ca l - -and  perhaps i t  
should have been more so--but t o  asser t  t h a t  she f e l t  "ningGn deseo de r e -  
l a c i o n a r  e l  l i b r u  con l a s  rea l idades soc ia les  del  mundo en que fue  e s c r i -  
t o ,  de su 6poca" (p. 288, emphasis i s  mine), i s  not ,  i n  my opinion, 
accurate. There a re  numerous r e l a t i n g s  o f  j u s t  such a nature,  amng 
which, as an example, i s  a  d e s c r i p t i o n  o f  t h e  s o c i o - h i s t o r i c a l  s i t u a t i o n  
o f  the marr iage a l l i a n c e  i n  the Spain o f  the  Middle Ages r e l a t e d  t o  the 
problem o f  Cal i s t o  and Me l i  bea (LU o r ig ina t idad ,  210-211). Mrs. Mal k i e l  ' S  
attempts t o  r e l a t e  the  s o c i o - h i s t o r i c a l  p i c t u r e  t o  X may w e l l  be inad- 
equate and unconvincing t o  R., b u t  they a r e  there.  

The general c r i t i c a l  op in ion  on Stepehn Gilman's, t h e  Spain of Fer- 
Mndo de Rojas: The InteZZec&uZ and SociaZ Landscape af "La CeZestinaU 
Princeton, 1972), has v a r i e d  frum glowing t o  condemnatory. R. ' S  comments 
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i n  "Un c r i t i c 0  en busca de un autor ;  re f lex iones  en to rno  a un r e c i e n t e  
l i b r o  sobre Fernando de Rojas" (pp. 341-375) ( f i r s t  publ ished i n  Engl ish 
as an u n t i t l e d  review i n  CLit, 27 [1975], 59-74) belong t o  the l a t t e r  
ca tegory . .  His  condemnation, w h i l e  n o t  up t o  the  as ton ish ing  i n t e n s i t y  o f  
K e i t h  Whinnom's (BHS, 52 [1975], 158-161), i s  n o t  l e s s  complete. 

R. p o i n t s  ou t  the  d i f f i c u l t i e s  i n  the  t ransformat ion o f  l i t e r a r y  
c r i t i c  i n t o  biographer. I n  terms o f  U:, he quest ions the  v a l i d i t y  o f  
Gi lman's e n t i r e  endeavor s ince  he bel ieves t h a t  Rojas'  contemporaries 
would have had l i t t l e  understanding o f  the  concept o f  author-wi t h i n - h i s  
work; t h a t  it, indeed, was n o t  a f u n c t i o n i n g  concept o f  the  per iod.  R. 
seems t o  be saying t h a t  s ince Rojas would have been l e s s  l i k e l y  t o  reveal  
h i s  r e a l  s e l f  through h i s  work, therefore, U: would r e f l e c t  very l i t t l e  of 
the  h i s t o r i c a l  Rojas'  por t rayed i n  Gilman's book. I f  t h i s  i s  what R. i s  
g e t t i n g  at--and he says i t  very c a u t i o u s l y - - I  must cau t ious ly  disagree 
because Gilman's book i s  more than j u s t  a biography. R i g h t l y  o r  wrongly 
in te rp re ted ,  Gilman attempts t o  describe LC i n  terms o f  i t s  soc io -h is to r -  
i c a l  context,  n o t  j u s t  i n  terms o f  b iographica l  data about Rojas. An 
author  who w r i t e s  as v i v i d l y  as Rojas does about the soc ie ty  he knows 
thereby reveals  impor tant  aspects o f  h imsel f ,  l a c k  o f  consciousness of 
author-presence on t h e  p a r t  o f  the  reader notwi thstanding.  The p o i n t ,  
however, need n o t  be expanded here. I c i t e  i t  because i t  s igna ls  the  
d i r e c t i o n  o f  R. 's f i n a l  ob jec t ions  t o  Gilman's book: i t s  l a c k  o f  p rec i -  - s i o n  and r igo rous  h i s t o r i c a l  method and i t s  u l t i m a t e  f a i l u r e  as h i s t o r i c a l  
c r i t i c i s m .  

While i t  may be d i f f i c u l t  t o  agree i n  the end w i t h  R. i n  f i n d i n g  so 
l i t t l e  t h a t  i s  praiseworthy i n  Gilman's book, one can o f f e r  t h a t  the  
grounds on which he argues h i s  ob ject ions are i n  g r e a t  p a r t  i r reproachable 
and a t r i b u t e  t o  h i s  consistency as a c r i t i c  o f  l i t e r a t u r e  w i t h  a h i g h l y  
developed sense f o r  the  h i s t o r i c a l  method, i t s  Zimitations and p i t f a l l  S, 

when app l ied  t o  l i t e r a t u r e .  I n  the  p a r t i c u l a r  case o f  Gilman, one cannot 
he lp bu t  f e e l ,  e s p e c i a l l y  a f t e r  re-reading R.'s c r i t i q u e  o f  Gilman's 
impor tant  e a r l i e r  work, The Art of "La Celestina" (Madison, 1956) (R. 's 
review o f  i t  i s  i n  BHS, 34 [1957], 160-167), t h a t  the k i n d  o f  i n t u i t i v e ,  
o f t e n  b r i l l i a n t  i n s i g h t f u l  c r i t i c i s m  t h a t  Gilman i s  capable o f ,  even i n  
the Spain o f  Fernando de Rojas, i s  ou t  o f  phase w i t h  R. 's c r i t i c a l  focus 
on most l i t e r a r y  th ings  i n  general, and on LC i n  p a r t i c u l a r .  

"El pr imer  comentario de LC: cdmo un l e g i s t a  del  s i g l o  X V I  i n t e r p r e -  
taba l a  Tragicomedia" (pp. 293-321) ( o r i g i n a l l y  , "The CeZestinu comentada" 
i n  MedievaZ Hispanic Studies Presented t o  Ri ta  HadZton, ed. A. D. 
Deyermond [London;, 19761, pp. 175-193), i s  a s i g n i f i c a n t  study. While 
much usefu l  d e s c r i p t i o n  and d e t a i l  i s  provided about t h i s  book- - i t s  dates, 
the  method o f  i t s  g loss ( t h e  commentator glossed i t  i n  two phases)--the 
u l t i m a t e  va lue o f  t h i s  p iece i s  i t s  demonstration t h a t  CC i s  a c r i t i c a l  
document on LC w r i t t e n  by a commentator un iquely  near t h e  s o c i a l  m i l i e u  of 
Rojas (CC was w r i t t e n  some t ime a f t e r  1550). R. ' S  c e n t r a l  t h e s i s  i s  t h a t  
the  anonymous author-comnentator was a man o f  l e g a l  exper t i se  ( " l  e g i s t a " )  , 
e s p e c i a l l y  t r a i n e d  i n  c i v i l  law ("derecho c i v i l  " ) .  A g rea t  deal o f  use fu l  
d e t a i l  va l ida tes  t h i s  theory: the form f o r  b i g l i o g r a p h i c a l  references i n  
h i s  gloss i s  t y p i c a l  o f  t h a t  used by authors and comnentators o f  l e g a l  
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t e x t s  i n  the 16 th  century; the  glosses con f i rm the  au thor ' s  i n t e r e s t  i n  
law i n  h i s  commentaries on the  p r i n c i p l e s  o f  law under l y ing  the  t e x t  o f  
LC. We a r e  shown t h a t  the comnentator i s  n o t  a man i n t e r e s t e d  o r  neces- 
s a r i l y  versed i n  the l i t e r a r y  form o f  the  Tragicomedia, s ince h i s  comnen- 
t a r y  p r i m a r i l y  t r e a t s  the  appropriateness o f  t h e  LC t e x t  t o  e t h i c a l  
concerns o f  h i s  times. A c o r o l l a r y  concern i s  the  sources of LC. There 
i s ,  nonetheless, some sense o f  l i t e r a r y  concern d i s c e r n i b l e  i n  the  glosses 
o f  CC: the re  a re  comnents on the  presence ( o r  absence) o f  rea l i sm a t  a 
p a r t i c u l a r  moment and on the problem o f  l o c a l e  (both o f  which, cont inue t o  
i n t r i g u e  some c r i t i c s  today). F i n a l l y ,  R. makes the p o i n t  t h a t  the author 
o f  CC, al though h i s  work remained unpubl ished i n  h i s  l i f e t i m e ,  very l i k e l y  
hoped f o r  i t s  p u b l i c a t i o n  i n  order  t o  combat the  growing sentiment fo r  
censorship o f  Rojas'  work i n  the  16th century.  R. 's view i s  t h a t  the 
comnentator o f  cc knew LC as a moral, s t r i c t l y  d o c t r i n a l  work. 

There i s  another dimension t o  t h i s  study t h a t  t i e s  the  work o f  the 
author  o f  CC t o  contemporary LC c r i t i c i s m .  R. d i r e c t s  a good deal of 
j u s t i f i a b l e  c r i t i c i s m  a t  Castro Guisasola's book, Obsermaciones sobre h s  
fuentes l i terar ias  .de %z Celestina" (Madrid, 1924, r p t .  1974), f o r  n o t  
having s p e c i f i c a l l y  d e a l t  w i t h  the author  o f  CC. I n  f a c t ,  he shows tha t ,  
a l though Castro Guisasola does recognize t h e  importance o f  CC i n  a general 
way i n  h i s  i n t r o d u c t i o n ,  CC i s  a direct  source o f  much o f  h i s  book. 

One p r i n c i p a l  conclusion a t  which Russel l  a r r i v e s  i s  t h a t  the  i n t e r -  
n a l  evidence i n  t h e  t e x t  o f  U: demonstrates t h a t  Rojas d i d  n o t  l a y  aside 
h i s  p ro fess iona l ,  l e g a l  i n t e r e s t s  upon w r i t i n g  LC, but ,  indeed, i n c o r -  
porated them i n t o  LC. This  conclusion, supported by the  unimpeachable 
documentation o f  a source so near t o  Rojas, t e s t i f y i n g  t o  y e t  another k i n d  
o f  u n i t y  w i t h i n  LC, forces the  c r i t i c a l  reader w i t h  i n t e r e s t  i n  the 
authorship problem t o  consider the p r o b a b i l i t y  t h a t  Rojas n o t  o n l y  was, as 
he s tated,  t h e  author  o f  a l l  bu t  the f i r s t  a c t  o f  LC, b u t  t h a t  he was, 
again as he claimed, a man o f  some l e g a l  exper t i se .  

The p rev ious ly  unpubl ished study which fo l lows ,  "LC y 10s estudios 
j u r i d i c o s  de Fernando de Rojas" (pp. 323-340), cont inues t o  asser t  w i t h  
the  same h i s t o r i c a l  and t e x t u a l  r i g o r  o f  the  foregoing p iece on the CC, 
b u t  w i t h  a d i f f e r e n t  focus, the  presence o f  i n d i c a t o r s  i n  the  t e x t  of LC 
t h a t  the  author  was, indeed, a s tudent  o f  law. This study adds t o  and 
r e i n f o r c e s  R. ' S  commentary on CC by means .o f  a rev iew o f  o r i g i n a l  discov- 
e r i e s  w i t h i n  t h e  t e x t  o f  LC. 

The nex t  two s tud ies  represent mate r ia l  t h a t  i s  somewhat more re -  
s t r i c t e d  i n  scope, a l  though they cont inue t o  d i s p l a y  the same r igorous 
sense o f  t h e  h i s t o r i c a l  and s o c i a l  con tex t  o f  l i t e r a t u r e  t h a t  i s  the  h a l l -  
mark o f  R. ' s  c r i t i c a l  work as seen, a t  l e a s t ,  i n  t h i s  volume. I n  "La 
'poesia negra' de Rodrigo de Reinosa" (pp. 377-406), f i r s t  pub1 ished 
i n  Eng l i sh  i n  1973 ("Towards an I n t e r p r e t a t i o n  o f  Rodrigo de Reinosa's 
possia negmr', i n  Studies i n  Spanish Literature of the Golden Age, B e -  
s a t e d  t o  Ectuard M. Wilson, ed. R. 0. Jones [London, 19731, pp. 225-2451, 
R. susta ins a l i v e l y  d iscuss ion o f  "poesia negra" w i t h i n  which t r a d i -  
t i o n  Rodrigo de Reinosa wrote two and poss ib ly  th ree  poems. Through a 



CELESTINESCA 

d e s c r i p t i o n  of these poems some o f  the s a l i e n t  a t t i t u d e s  o f  the 16 th  cen- 
t u r y  Spaniard toward the  imported A f r i c a n  slaves are revealed. 

The Negro emerges i n  t h i s  p e r i o d  as a comic f i gu re ,  p r i n c i p a l l y  
because of h i s  use of p i d g i n  Spanish and Portuguese. The Negro i s  
represented as a dancing, s ing ing  s lave o f  exaggerated sexual prowess 
(comica l l y  represented), des i red by woman and, a t  l e a s t  i n  one poem t h a t  R. 
genera l l y  a t t r i b u t e s  t o  Reinosa, by a whi te  woman o f  the  upper classes. 
Poss ib le  sources a re  discussed and the  p iece ends w i t h  the provocat ive and 
q u i t e  p l a u s i b l e  suggest ion t h a t  some themes from 15th century Spanish 
"poesia negra" are found cont inued i n  the  w r i t i n g s  o f  t h e  "Afrocubano" 
w r i t e r s  o f  the  1920s and '30s. 

I n  a d i f f e r e n t  s o r t  o f  study, "Don Qui jote y l a  r i s a  a carcajadas" 
(pp. 407-440) ( f i r s t  pub1 ished as "Don Quixote as a Funny Book", MLR, 64 
[l969], 312-326), R. e f f e c t i v e l y  combats the  Romantic and post-Romanti c 
i n t e r p r e t a t i o n  o f  the  s a i n t l y  Don Quixote.  I n  f a c t ,  the  main themes of DQ 
may w e l l  have been recognized by Cervantes' reading p u b l i c  as laugh te r  and 
madness, as R. makes abundantly c l e a r  by employing h i s  usual c r i t e r i o n  of 
es tab l i sh ing ,  as c l e a r l y  as poss ib le ,  the  way the work was read and 
accepted i n  i t s  time, n o t  on ly  i n  Spain, b u t  i n  England and France as well. 

The two pieces t h a t  end R. 's c o l l e c t i o n  a re  devoted t o  two seemingly 
d i f f e r e n t  subjects .  I n  r e a l i t y ,  the re  i s  a v i t a l  connect ion between t h e  
two which i s  fundamental t o  the "theme" present i n  most a l l  the  s tud ies:  
h i s t o r y ,  wrongly i n t e r p r e t e d  and imprec ise ly  appl i e d  t o  whatever en te r -  
p r i s e ,  be i t  l i t e r a t u r e ,  phi losophy, h i s t o r y  o f  ideas o r  contemporary h i s -  
t o r y  i t s e l f ,  i s  counterproduct ive. 

I n  t h e  p rev ious ly  unpublished, "El Conci l  i o  de Trento y l a  l i t e r a t u r a  
profana; reconsiderac idn de una t e o r i a "  (pp. 441-478), R. explores t h e  
fundamental quest ion ( a  quest ion t h a t  has l e d  many a t h e o r i s t  as t ray )  of 
the  o r i g i n  o f  t h e  ins is tence  t h a t  a l l  l i t e r a t u r e  have a d i d a c t i c  purpose-- 
an ins is tence  t h a t  became inc reas ing ly  more s h r i l l  i n  Spain as t h e  16 th  
century progressed. 

R. perceives t h a t  the Council o f  Trent  in tervened much l e s s  i n  dec i -  
s ions about t h e  content  o f  entertainment books publ ished i n  the  vernacular  
i n  t h e  16th century i n  Spain than America Castro ( I n  Pensamiento de Cer- 
vantes, Madrid, 1925), as we l l  as o t h e r  scholars, claimed. When t h e  
Council d i d  in tervene,  such i n t e r v e n t i o n  was provoked by a n t i c l e r i c a l  ism 
o r  heresy. Sometimes i t  was a mat te r  o f  the r o l l i c k i n g  parodies of 
d o c t r i n a l  concerns so common a t  the  t ime. The moral quest ion was n o t  an 
issue f o r  those who c o n t r o l l e d  the Indexes u n t i l  the 17th century ( s p e c i f -  
i c a l l y ,  the Index  o f  Sandoval o f  1612) and even then i t  was a mat te r  of 
l i m i t e d  expurgat ion, n o t  the banning o f  e n t i r e  works. 

R. concludes t h a t  t h e  growing sentiment f o r  p roo f  o f  redeeming 
Christ ian-moral values i n  t h i s  l i t e r a t u r e  came n o t  d i r e c t l y  from post-  
T r i d e n t i n e  in f luence ,  b u t  from J e s u i t  in f luence.  P a r t  V o f  t h i s  f i n e l y -  
argued p iece i s  dedicated t o  t r a c i n g  Jesu i t  ob jec t ions  t o  vernacular  l i t -  
era tu re  i n  t h e  l a t e  1500's and .ear l y  1600's. The dominant a t t i t u d e  of 
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th i s  religious order, so influential  in t h i s  period, was that  l i t e r a t u r e  
was not meant to  entertain,  but to  ins t ruct .  

"La historia de Espatia, tfinica de Neso" (pp. 479-491) (previously 
published as "The Nessus Shir t  of Spanish History", BHS, 36 [1959], 219- 
226), i s  what i t  chooses to  be, mainly, a concise, lucid cr i t ic ism of 
Claudio SBnchez Albornoz' book, ESP&, un enigma hist6rico (Buenos Aires, 
1956). B u t  i t  offers more. R .  uncovers the fal lacy in the thinking of 
Spaniards who continue t o  view the i r  past history, t h e i r  present and the i r  
fu ture ,  in Generation-of-1898 terms; tha t  there i s  something in the Span- 
ish character that  makes them incapable of change. R. makes us see th i s  
unscientif ic a t t i tude  fo r  what i t  i s :  a generalization unworthy of a 
brave and in te l l igent  people. 

My concluding commentary i s  not on the a r t i c l e  tha t  ends the volume. 
I have deliberately l e f t  for  l a s t  "Las armas contra l a s  le t ras :  para una 
definici6n del humanism0 espatiol del s ig lo  X V "  (pp. 207-239). I t  i s  a 
substantial ly expanded version of an ea r l i e r  piece in English, "Arms 
versus Letters: Towards a Definition of Spanish Humanism" (in Aspects of 
the Renaissance: A Symposium, ed. Archibal d R.  Lewis [Austin and London:/ 
University of Texas Press, 19671 pp. 45-58). The reason, which will be 
obvious to  the student of 15th and 16th Spanish Letters who has, no doubt, 
returned many times to th i s  a r t i c l e  in i t s  shorter  version, i s  t ha t  there 
i s  no other work which puts into perspective so succinctly yet  so lucidly 
one of the pivotal questions of Spain's intel lectual  history: Arms versus 
Letters. 

R.'s thes is  need not be explicated in detail  here, since i t  basically 
argues tha t  Spain continued to r e s i s t  the idea of the compatibility of the 
pen and the sword well a f t e r  the I ta l ian  nobil i ty had integrated the con- 
cept of Arms and Letters into t h e i r  cultural fabric.  Spain's resistance 
in t h i s  matter made a profound difference in the a r t i s t i c  and in te l lec tual  
climate of the Spain of the 15th century and, consequently, i s  in part 
responsible fo r  a departure from the concept of Humanism developed in 
I ta ly .  A lack of competence in Latin and Greek and an emphasis on trans- 
la t ion  of c lass ics  into the vernacular produced differences tha t  would not 
be reconciled unti l  much l a t e r .  The blame i s  placed on the prevailing 
conservative viewpoint in Spain, which pit ted arms against l e t t e r s  by 
clinging tenaciously to a r igidly categorized society,  divinely determined. 
In th i s  way the man of l e t t e r s  was distinguished from the man of arms, 
preventing any great amalgamation of the two into one. The Marqugs de 
Santillana and others who did manage to combine the two were not typical 
of the general s i tua t ion.  

This schematic sumnary in no way does jus t ice  to the importance of 
R. 's  essay on Spanish Humanism and the controversy of Arms and Letters;  
nor do these pages do jus t ice  to the large number of perceptive conclu- 
sions which R .  brings to the reader in th i s  collection as a whole. I t  
might be bet ter  said,  perhaps, t ha t  he leads his reader s tep  by sure step 
t o  conclusions tha t . a re  grounded in his unerring sense of the historical  
significance of l i t e ra ry  achievements. I t  i s  a pleasure to  have these 
essays in one place, under one cover and within easy reach. 
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The t r a n s l a t i o n s  are, i n  my opin ion,  excep t iona l l y  good. There a re  
remarkably few typographica l  e r r o r s  (MRL f o r  MU?, a qua in t  tendency i n  
some places t o  p r i n t  prohibe f o r  prohibe). The note on page 480, descr ib-  
i n g  t h e  previous l o c a t i o n  o f  p u b l i c a t i o n  i s  interchanged w i t h  the  note on 
page 342. The notes t o  the var ious s tud ies (placed a t  the  end o f  each 
one) a r e  extensive, b u t  n o t  over-burdening. On the contrary ,  they a re  a 
mine o f  r e l a t e d  in fo rmat ion  and sources. . 

Celest ina, estando Pdrmeno fuera, seduce a Arefka en el 

Aucto VII. De l a  t r a d w c i 6 n  alelnana de C. Wirsung (1520). 
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P R E G O N E R O  

"contarte he marav i  l Z a s  

CELESTINA EN LAS TABUS: Muv recientemente. en Estados Un i dos 
mente en Tejas, se ce lebr6 ;l Quinto ~ e s t i v a l  de Teatro de l  S i  

prec isa-  
10 de Oro. 
I Chamizal 

g' 
Fue patrocinado por  e l  Nat ional  Park Service y tuvo l u g a r  en e' 
Nat ional  Memorial durante e l  per iod0 7-22 de marzo de 1980. En e l  f e s t i -  
val se v i e r o n  t rece  producciones de sendas compaiiias t e a t r a l e s  de MCxico 
(con nueve grupos), de Estados Unidos (con t res :  de Tejas, l a  F l o r i d a  y 
Nueva York), y de Espaiia (un grupo, de Madrid). ' Obras de autores t a n  d i s -  

t i n t o s  como son Sor Juana, 
Lope ( 2 )  , Lope de Rueda, 

*Ruiz de Alarc6n, Vald i  v ie1 - 
!,so, Calder6n (3) ,  Rojas Zo- 
r r i l l a  y Fernando de Rojas 
fueron montadas con gran 
C x i t o  y aprobaci6n de ambos 
10s jueces y e l  plibl i c o  . . . . La produc- 
c i6n  de h Cetestina, que 
se v i o  dos veces e l  18, era 
un a r r e g l o  de Ren6 Buch 
quien era, ademis, d i r e c t o r  
de escena. Buch present6 
una vers idn  de LC por p r i -  
mera vez en Nueva York en 

~ u r g o s  , i1499? 1974 (Ver LCDB 202 y CeZes- 

Calisto a las puertas de Melibea. Aucto XII. [19771' pig' 
35, no. 202). Esta vers i6n 
se v i o  y f u e  premiada en e l  

estreno de e s t e  mismo F e s t i v a l  de Chamizal ( l976) ,  10 cual e x p l i c a  por  qu6 
esta vez se present6 fue ra  de concurso. E l  adaptador ha i d o  reformando su 
t e x t o  o r i g i n a l  y es ta  vers i6n d i f e r i a  en muchos aspectos de l a  o r i g i n a l ,  
segiin nos informa e l  colega y p ro fesor  DONALD DIETZ (Texas Tech Univer-  
s i t y )  quien ha ten ido  l a  suer te de ver  ambas producciones. Esta vez en 
Celest ina habia OFELIA GONZALEZ; en Ca l i s to ,  FRANK ROBLES y OMAR TORRES; 
en Melibea, YOLANDA ARENAS. . . Este afio hubo por  pr imera vez un simposio 
despu6s de l a  actuaci6n de l a s  representaciones compuesto de acad6micos 
selectos, actores, d i r e c t o r e s  y t6cnicos y a1 cual se l e s  i n v i t a b a  a , l o s  
miembros de l  pBbl i c o .  Seglin todas l as n o t i c i a s  es ta  innovacidn resu l  t 6  
s e r  muy posi  t i v a .  Los seiiores acad6micos que ahora p a r t i c i p a r o n  son e l  
antes mencionado p ro fesor  DIETZ y: A. PEREZ PISONERO (Univ. de Tejas en 
E l  Paso), EVERETT HESSE ( C a l i f o r n i a  S ta te  Univ. en San Diego), y HANNAH E. 
BERGMAN (Lehman College-CUNY) . . . . . . . La compaiiia que d i r i g e  e l  
seiior Buch, e l  Teatro Reper tor io  Espaiiol de Nueva.York, antes de aparecer 
en Chamizal, l l e v 6  La CeZestina a l a  ciudad de San Antonio donde e l  15 y 
16 de marzo (1980) un p i ib l i co  muy en tus ias ta  f u e  regalado con 10s donaires 
y profundidades de Rojas. Aun un poco antes, fue puesta en escena (de 
nuevo) en Nueva York. Esperamos poder tener  una reseiia de l a  producci6n 
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de Chamizal en estas p ig inas  pero por e l  momento, y para concretar  algunos 
puntos sobre l a  ca l idad  de esta representacidn, ci taremos de una reseiia de 
!2%e Na, York Times (3  marzo 1980) e s c r i t a  por  Richard F. Shepard: 

"The s t o r y  smacks o f  Romeo and J u l i e t ,  except t h a t  i t  i s  d i f f e r e n t .  
I t  t e l l s  of the  love  between C a l i s t o ,  a wealthy young Chr is t ian ,  and 
Melibea, t h e  b e a u t i f u l  daughter o f  a Jewish merchant, a s i t u a t i o n  t h a t  
was impermissible i n  t h a t  p a r t i c u l a r  world. Cal i s t o ' s  two servants 
persuade him t o  use the cunning o f  Celest ina, an o l d  har r idan  and whore 
w i t h  a keen w i t  and a knowledge o f  people-hand1 i n g  . . . . OFELIA GON- 
ZALEZ has t h e  t i t l e  r o l e  and she p lays i t  b e a u t i f u l l y ,  a woman swathed 
i n  gray robes who wheedles, laughs, fawns, rages and conspires w i t h  
such s k i l l  t h a t  one never t i r e s  o f  watching her gestures o r  hear ing her  
vo ice  . . . . OMAR TORRES and YOLANDA ARENAS, as the  s tar -crossed 
lovers,  have s t r a i g h t  r o l e s  t h a t  they perform w i t h  much passion and 
u t t e r  seriousness. MATE0 GOMEZ and JUAN CARLOS GIMENEZ p o r t r a y  the two 
servants w i t h  peasan t l i  ke f i d e l i t y ,  d i s p l a y i n g  basic  emotions such as 
greed and l u s t ,  p layfu lness and passion t h a t  k i l l s .  . . . t h e  produc- 
t i o n  . . . works on a l l  l eve ls ,  l o f t y  and low. Even t h e  s e t  by ROBERT 
WEBER FEDERICO, dominated by two curv ing  s ta i rcases,  helps separate the  
romantic h igher  thoughts from the baser animal i n s t i n c t s  t h a t  appear on 
the  stage f l o o r . "  

Puede ser  que l a  actuacidn fuera de esa ca l idad:  por  10 menos, es e l  de- 
ber  de l  c r i t i c o  reacc ionar  honestamente ante 10s actores.  Pero eso de un 
C a l i s t o  c r i s t i a n o  y una Melibea jud ia,  sacado de l a s  notas que acompaiiaban 
a1 programa y que l e y d  muy b ien e l  c r i t i c o  Shepard, es una i n j u s t i c i a  a1 
t e x t o  de Rojas a f i rmar lo ,  como par te  i n t e g r a  de su trama--y como s i  fuese 
una verdad conoci da--, es ta  todavia muy debatida conjetura.  

TambiEn en Estados Unidos. De una produccidn especial  nos ha l legado este 
in te resan te  r e c o r t e  de per idd ico  (sun Francisco ChronicLe, 27 j u l  i o ,  1979, 
p ig .  60) : 

"CeZestina, adapted from the  Spanish c l a s s i c  o f  Fernando de Rojas by 
EDWARD SENIOR, w i l l  be presented by StageGroup Theatre a t  8:30 p.m. 
Fr idays and Saturdays, August 3 t o  September 22 a t  449 Powell. 
Previews s t a r t  ton igh t . "  

Estamos en contact0 con una profesora que a s i s t i d  con su c lase  a esta re -  
presentacidn y esperamos tener  para e l  prdximo nirmero de CELESTINESCA su 
comentario sobre l a  misma. 

En I t a l i a .  Esto de mantener un t i p o  de simposio parece s e r  cada vez m5s 
comih. No s o l o  se ha hecho con l a  produccidn r e c i e n t e  en Chamizal , per0 
tuvimos ocasidn de se i ia lar  simposios semejantes en nuestras n o t i c i a s  so- 
b re  l a  produccidn b i l i n g i i e  de ALVARO CUSTODIO (en Los Angeles, 1979) y l a  
ing lesa  de CHARLES LEWSEN ( S h e f f i e l d ,  1979). Ahora nos viene l a  n o t i c i a ,  
mandada por nuestra corresponsal EMMA SCOLES (Roma), de que a s i  o c u r r i d  
con l a  de ALFONSO SASTRE (estreno: Roma, 1979). La mesa redonda fue con- 
ducida por e l  d i r e c t o r  de escena, .LUIZI SQUARZINA y "algunos hispanistas," 
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despues de unas semanas en e l  t e a t r o  Argentina (ver ,  para mBs de ta l les ,  
CeZes tinesca 3 ,- i i : pBg . 41). Nos parece un procedimi ento. de l  todo admi - 
rab le .  

! 

En Espafia. Lo:mbs nuevo en e l  mundo de l a s  t e a t r a l i z a c i o n e s  de LC serd l a  
que se montb en Madrid en e l  Teatro Espronceda 34 con e l  t i t u l o  CaZisto y 
bfeelibea. Di r ig , ib  ahora, como 10 ha hecho durante 10s Q l t imos  aiios en va- 
r i o s  paises de :uropa, a donde ha l l evado  primero es ta  adaptacidn " l i b r e "  
de RICARDO LOPE;: ARANDA, e l  d i r e c t o r  MANUEL MANZANEQUE y su Compafiia T i r s o  
de Mol ina.  . . El est reno tuvo l u g a r  e l  6 de febre ro  de 1980 y l a  c r i t i -  
ca, en general,  , ha s ido  severa. Ha querido e l  adaptador ( c i t o  sus pala-  
bras I 

" rec rear  i n  e l  sen t ido  de t e a t r a l i z a r  10s conceptos, 
t r a d u c i r  a ' s i tuac iones '  c i e r t a s  formas de humor pura- 
mente verbal  en e l  tex to ;  s i m p l i f i c a r ,  fundiendolos, 
personajes'  que cumplen i d e n t i c a s  funciones: en def  i n i -  
t i v a ,  e s t r l k t u r a r  de un modo t e a t r a l  y de hoy e l  enorme 
m a t e r i a l  de l a  novela dialogada o r i g i n a l ,  10 que conl leva,  
en e s t e  caso, d isminu i r  l a  excesiva cant idad de muertes 
y ordenar sus ' tiempos drambticos'  , con e l  f i n  de que co- 
bren mas fuerza l a s  muertes necesarias y estas ocurran 
en e l  orden mbs lbg ico."  

Las va r ias  reacciones (ver,  en este n h e r o ,  e l  s315 de l  suplemento b i b l i o -  
g r b f i c o ,  para l a s  n o t i c i a s  de algunas de e l l a s )  son de l  t i p o  "Ha despro- 
v i s t o  e l  tema de todo su contorno... se de ja  e l  esqueleto, se desprecia l a  
sustancia. . . . l a  l d g i c a  se p ierde l a  tens idn  dramdtica se an iqu i la ,  e l  
orden se p ie rde"  (E. Haro Tecglen en E2 Pais, 10 de febrero,  1980). 
. . . Aparecieron en 10s papeles p r inc ipa les ,  en buenas actuaciones, MA- 
RIA GUERRERO (Celest ina) ,  INMA DE SANTY (Me1 ibea) ,  y JOSE SANCHO (Calisto). 
En 10s o t r o s  papeles habia: ARACELY CONDE, . MARIA VIDAL, GONZALO SANMI- 
GUEL, RAMON PONS y JOSE MARIA ESCUER. 

Recientemente. . . o93 
LC EN TRADUCCION. . . nuestra corresponsal de Hungria, l a  profesora 
KATALIN KULIN nos pone es ta  n o t i c i a  sobre l a  nueva t raducc i6n a1 h6ngaro 
de l a  obra de Rojas. Es de fecha 1979. SANOOR KAROLY t r a d u j o  l a  Comedia 
que, ahora en t raducc idn refundida y extendida a l a  Tragicomedia por  
FERENC SZrNY I, i n c l u s o  todas l a s  mater ias pre-  y pos l iminares,  merece e lo -  
g ios de l a  profesora KULIN, e l l a  misma autora de un i n t e l i g e n t e  posfacio. 

LC EN LOS CONGRESOS . . . En l a s  sesiones de l a  Midwest MLA, convocadas 
en Ind ianapo l i s ,  USA: en noviembre de 1979, f u e  l e i d a  l a  ponencia de 
ARTHUR C. OLDS (Michigan S ta te  Univ.), "S t ruc tu re  and N a r r a t i v e  Technique 
i n  LC: The Asides." El mismo nos informa que acabarb en breve su t e s i s  
doc to ra l  sobre unos aspectos de l a  i r o n i a  en LC. Su ponencia fue  seguida 
por 10s comentarios de l  profesor  E. J. WEBBER (Northwestern U. )  y l a  se- 
s idn  f u e  p res id ida  por  o t r o  buen conocedor de l  t e x t o  ro jano,  JERRY R. 
RANK (U. o f  I l l i n o i s  - Chicago C i r c l e ) .  . . . En l a s  sesiones celebradas 
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en mayo en Kalamazoo, Michigan, de l a  Medieval Conference, ADRIENNE S. 
MANDEL ( C a l i f o r n i a  State U. en Nor thr idge)  p r e s i d i d  una reunidn especia l  
sobre e l  tema de l  debate ( a n t i )  femin is ta  del  s i g l o  XV. En e l l a  p a r t i c i -  
paron 10s c e l e s t i n i s t a s  COLBERT NEPAULSINGH (SUNY-Albany), ANTONY VAN 
BEYSTERVELDT (Bowling Green S ta te  U.) y JAMES R. STAMM (New York Univ.). 
E l  Gltimo de 10s t r e s  pronuncid un d iscurso con especial  re levancia para 
nosotros, "LC: The Debate Ends." Su idea cen t ra l  es que LC es l a  Glt ima 
obra de r e l i e v e  en que dicho debate es empleado como element0 e s t r u c t u r a l  
(hasta no La Galatea de Cervantes). A f i n  de cuentas, hasta Rojas 10 re -  
chaza a favor  de una a c t i t u d  r e a l i s t a  de "gaudeamus" o de "carpe diem." 

Agradecemos a JOSE LUIS CAN0 l a n o t i  c i a  sobre Celestinesca aparecida en 
InsuZa, niims. 396-397 (nov.-dic. 1979), en l a  pdgina 2 .  Nuestro co r reo  
nos demuestra l a  gran u t i l i d a d  de l a  gen t i l eza  que nos ha hecho. 

Hacia e l  f u t u r o  . . . m 

Una l a b o r  b i b l i o g r z f i c a  se va terminando . . . La b i b l i o g r a f i a  de l a s  e d i -  
ciones ant iguas de LC que desde hace tiempo vienen preparando l a s  profeso- 
ras EMMA SCOLES ( ~ o m a )  y ERNA BERNDT KELLEY (Smith Col lege) en colabora- 
c i d n  con dos alumnas en I t a l i a  parece e s t a r  en sus Glt imas reformaciones. 
Serd de mucha importancia cuando aparezca; l a  necesidad de tener  claramen- 
t e  expuesta l a  d i f i c u l t o s a  h u e l l a  dejada en e l  mundo de l a  imprenta por  l a  
obra de Rojas ahora encuentra respuesta. 

E l  tema de l a s  menciones de animales en LC serd estudiado en una t e s i s  de 
l i c e n c i a t u r a  que actualmente se prepara en Roma . . . 
Un a r t i c u l o  dest inado a l a s  paGinas de Hispania (USA) es uno de DAVID WISE 
(Texas Women's Univ. ) , "Ref lect ions of Andreas Cape1 lanus ' S  'De reproba t io  
amoris '  i n  Juan Ruiz, Alfonso Mart inez de Toledo, and Fernando de Rojas." . . . . Selecciones Austra l  (Espasa-Calpe) anuncia l a  inminente 
apar i c i6n  de su t e x t o  de Lc con un prdlogo de PEDRO M. PIfiEIRO . 
Estd preparando una monograf i a  sobre tema ce l  e s t i  nesco FERNANDO DE TORO: 
GARLAND (Madrid) que serd acompafiada de una b i b l i o g r a f i a  completa de l a  
c r i t i c a ,  ediciones, e tc .  

Otras cosas en preparacidn inc luyen  una ed ic idn  c r i t i c a  de l a  Tragicomedia 
por  e l  profesor  MIGUEL MARCIALES (Venezuela) y una monografia de t i t u l o  
alentador: La comedia hwnanistica en LC: dos muestras prospectivas de un 
gGnero l i terar io .  Esta s a l d r d  en l a  s e r i e  "Theses e t  Studia Scholast ica"  
patrocinada por  e l  Seminario de F i l o l o g i a  Hispgnica (Santiago de Ch i le )  y 
d i r i g i d a  por  e l  p ro fesor  MAR10 FERRECIO PODESTA. Estas act iv idades de 10s 
colegas sudamericanos demuestran l a  sa lud de LC en todas par tes de l  mundo 
de habla espafiola. 

LOUISE FOTHERGILL-PAYNE (Univ. o f  Calgary) pub l i ca rd  un a r t i c u l o  en Cua- 
demos hispanoamericanos (1981 o 1982) sobre algunas rarezas de l  s i g l o  X V I  
en e l  dmbito de l a s  adaptaciones dramdticas. El t i t u l o :  "La cambiante 
faz de l a  Celest ina."  . . . La misma invest igadora ha topado con 
unas traducciones del  s i g l o  XV de Seneca que b ien  podr ian s e r  una fuen te  
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p r i m a r i a  de l a  Comedia. Ha presentado, en forma de charlas, algunas de 
estas mater ias ya en Nottingham, Londres, Toronto y Montreal.  Mientras 
t a n t o  procede con un estudio monogrhfico de estas nuevas i n f l u e n c i a s  sene- 
qu is tas .  

HabrS de f in i t i vamente  una sesidn especia l  dedicada a LC en e l  congreso de 
l a  MLA (Houston) en diciembre de 1980. Actualmente es th  organizhndola l a  
profesora MANDEL. Se anunciarg en breve e l  programa y 10s p a r t i c i p a n -  
t e s .  . . En e l  V11 Congreso de l a  Asociacidn In te rnac iona l  de Hispanis- 
tas,  t e r c e r a  c i r c u l a r ,  a b r i l  de 1980, se anuncia un s o l o  t r a b a j o  sobre 
LC, JOSEPH SNOW (Georgia), "Un aspect0 de l  a r t e  t e a t r a l  de Celest ina:  e l  
caso de Claudina." 

Se c i e r r a  esta ed ic idn  del PREGONERO con grac ias a l a s  personas que pro- 
porcionaron informes de todo t i p o :  Robert BLACK, Geoffrey WEST, Kar l -  
Ludwig SELIG, A. CUSTODIO, J. C.  TEMPRANO, Donald DIETZ, E. SCOLES, S. 
WHITTAKER, K. KISH, G. SIEBENMANN, M. FERRECIO, J .  R. STAMM, L. NORDENHOLZ. 
L. FOTHERGILL-PAYNE y K. KULIN. 

Celestina y Sempronio l l e g m  a la casa de Calisto.  Aucto V. 

De l a  traducci6n a lemna de C. Wirsung (1520). 



I PRESENTA A 

Reproducci6n de l a  cub ie r ta  d e l  program de una 

t e a t r a l i z a c i 6 n  de Cal i s to  y Melibea, en Mdr id .  
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'LA CELESTINA: DOCUMENT0 BIBLIOGRAFICO 

SEPTIMO SUPLEMENTO 

J .  T. Snow 
University of Georgia 

I. PALABRAS PREVIAS 

Yo sabia siempre que estos suplementos a l a  bibliografia publicada a 
hace casi 4 afios en Hispmia, 59 (1916), 610-660, (abreviada aqui LCDB!, 
me harian algih dia--tarde o temprano--pensar en una compil aci6n h i c a .  
En e l l a  habria yo de volver sobre l a  materia, eliminar errores de todo 
t ipo ,  pensar de nuevo su organizaci6n. ampliar algunos comentarios y hacer 
c ier tos  cortes. La meta siempre ha sido documentar--dentro de 10 posible, 
y con l a  cooperaci6n de ce le s t in i s t a s  de todos 10s colores--el in ter& 
mundial en l a  gran obra de Rojas: En estos suplementos agregamos mhs bien 
10 nuevo que habia, pem tambien seguiamos coleccionando deta l les  sobre 
l a s  entradas de la l i s t a  original .  En l a  compilaci6n h i c a  que ahora pro- 
yectamos, pensamos cubrir  10s afios 1940-1980 (en vez del "cuarto de siglo" 
de LCDB) incluyendo la materia (algo ampliada y reformada) de LCDB, de todos 
10s sup1 ementos que hubieren aparecido, del period0 antes no examinado, 
1940-49, y de las  obras de anterior aparici6n que, dentro de 10s nuevos 
l imites cronol6gicos, se  vieron reimpresos justamente por ese afhn de 10s 
lectores por La CeZestinu, obra cuya fasci nacidn parece insondable. 

Como siempre, ruego a 10s lectores me manden noticias de 10s aconte- 
cimientos celestinescos, sobre todo cuando es cuesti6n de algo muy regio- 
nal y destinado a poca divulgaci6n. Y antes que o t r a  cosa, quisiera aqui 
expresar mi agradecimiento a 10s que han tenido l a  bondad de enviarme in- 
formes part iculares que me valian en l a  preparaci6n de es te  suplemento: 
Phi1 l i p  Wolfe, Harvey Sharrer, Emna Scoles, Dean W. McPheeters, Hensley 
Woodbridge, Mei-Lin Lee, Anthony Heathcote, Katalin Kulin, Jacques Joset ,  
Albert Geritz, Geoffrey West, Robert Black, Juan Temprano y Gustav Sieben- 
mann. 

. . 
I I .  SUPLEMENTO ' 

< TESIS: 
. . 

S301. Okofiska, Anna. . "La- Tragicornedia' de Calisto y -MeZibea y l a  Tmge- 
d ia  Pol ic ima de Sebastihn Ferndndezl' ( t e s i s  de l icenciatura,  
Roma) . 

S302. Pagano, Angela. "La funzione espressiva dei proverbi nel l a  CeZes- 
t ina"  ( t e s i s  de l icenciatura, Roma) . 
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S303. Rubio de La l lave ,  Carlos. "Lectura semint ica de LC." Univ. o f  Ca- 
l i f o r n i a  (Berkel ey) , 1979. 268 p igs.  DAI, 40 (l979-80), 4078A. 
No. 8000498. C. Faulhaber. 

< ESTUDIOS MONOGRAFICOS: 

S304. F re i re ,  TabarE J.  La CeZes t i na .  Cuadernos de l i t e r a t u r a ,  Montevi- 
deo: La Casa del  Estudiante, 1977. 123 p igs .  

Una lectura-comentario de E en cuatro par tes.  La pr imera 
(1-19) t r a t a  c i e r t o s  problemas externos: au to r ia ,  h e r o ,  fuen- 
tes, ediciones, e imi tac iones.  La segunda (21-507 def iende l a  
tes is- -a base de una meditacidn de motivaciones planteadas por  
Rojas--de que X fue  ideada como una obra d rami t i ca  (no para l a  
representacidn pero segiin sus reglamentaciones y pensamientos). 
Despues de una consideraci6n de l a  ca rac te r i zac i6n  (51-106), ca- 
be pensar, s e g h  F., en l a  super io r idad  a r t i s t i c a  de l a  Comedia 
(107-23). 

< EDICIONES ESTUDIANTILES: Estas no fueron recogidas en cosechas ante- 
r i o r e s .  Las que l l e v a n  as te r i scos  no han s i d o  v i s t a s  personal- 
mente. 

S305. Rojas, F. de. Lc. Barcelona: Augusta, 1961. 454 p igs.  (*) 

S306. . LC. Barcelona: Petronio,  1970. 234 pigs. (*) 

S307. . LC. Rio Piedras, Puer to Rico: E d i l  , 1971. (*) 

S308. . X. Barcelona: Juventud, 1973. 276 p igs.  (*) 

S309. . LC. Col Fondo escolar ,  Santiago de Chi le :  Gabr ie la  
M i s t r a l ,  1975. ( * j  

S310. Et Colecci6n c lZs icos,  San 3os6 de Costa Rica: EDU- 
CA, 197k. 272 p igs.  (*) 

S311. . LC. Col. Baca, Edaf B o l s i l l o ,  Madrid: EDAF, 1976. 
275 pigs. (*) 

S312. . X. ColecciBn Scriba, Barcelona: VerBn, 1977. (*) 

S313. . LC. Bi lbao:  Cul tura y Progreso, 1977. 192 p igs.  (*) 

S314. . X ,  en La p i c a r e s c a  esp&wZa, tomo 4.  Madrid: Colec- 
c i6n  c l i s i c o s ,  C i r c u l o  del  B i b l i B f i l o ,  1977. (*) 
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< TEATRALIZACIONES. Espaiiol as. 

S315. CaZisto y MeZibea (Tragicomedia de Fernando de ~ o j a s ) ,  en nueva 
vers idn li bre de Ricardo Ldpez Aranda. 

[V. T .  LCDB, s196: CeZestinesca 2 ,  ii (1978), p. 541. Fue d i -  
r i g i d o  es te  estreno en Madrid (6 de febrero, 1980) por Manuel 
Manzaneque, fundador (1968) de l a  CompaRia ' T i r s o  de Mol i n a '  que 
10 i n t e r p r e t a  nuevamente, despu6s de numerosas actuaciones en 
l a s  p rov inc ias  espafiolas y en e l  ex t ran je ro .  Aparecieron en es- 
t a  adaptaci6n Maria Guerrero (Celest ina) ,  JOSE Sancho (Cal i s t o ) ,  
Inma de Santy (Me1 i bea) , RamBn Pons (Sempronio) , Maria Vidal  
( E l i c i a ) ,  A race l i  Conde (Lucrec ia)  y Jos6 Mar ia  Escuer (Plebe- 
r i o ) .  La escenograf ia fue  creada por  J a v i e r  Ar t i i iano y l a  m k i -  
ca por  Angel Arteaga. Tuvo l u g a r  en e l  Teatro Espronceda 34. 

a. E2 Pats (7  de febrero,  1980),.p. 27, anbn.; 
b. Ya (7 de febrero,  1980), J. Parra ( e n t r e v i s t a  conMariaGue- 

r r e r o  "Celest ina")  ; 
c .  E2 Pais (10 de febrero, 1980). E. Haro Tecglen; 
d. ABC (10 de febrero,  l98O), L. L6pez Sancho; 
e. B h c o  y Negro, no. 3.537 (13-19 febrero,  1980). 52-3, A. 

Prego . 
S316. La Celestina (Tragicomedia de Fernando de Rojas),  en ve rs i6n  de Al -  

fonso Sastre. Traducci6n: Maria Luisa Agui r re .  

Tuvo su est reno en Roma en a b r i l ,  1979. Sastre l e  bau t i za  a su 
p ieza con e s t e  t i t u l o :  "La CeZestina h i s t o r i a d e  amor y de magia, 
con algunas c i t a s  de l a  famosa tragicomedia de C a l i x t o  y Me l i -  
bea." En rea l idad ,  es una recreaci6n y no una adaptaci6n. Ca- 
l i s t o ,  he re je  y d i s c i p u l o  de Miguel Servet ( s i g l o  X V I ) ,  e x - f r a i -  
l e ,  perseguido por  l as autoridades i n q u i s i  t o r i a l e s ,  conoce a Me- 
l i b e a ,  madre abadesa de un convent0 para mujeres ex-rameras por  
l a  mediacidn de una g i tana,  Celest ina.  Di recc i6n:  L u i g i  
Squarzina. Anna Maestr i  es Celest ina, L i s a  Gastoni es Melibea, 
e I v o  Garrani aparece en C a l i s t o  durante su temporada en e l  tea- 
t r o  Argentina de Roma. 

a. E 2  P d s  (2  de mayo, 1979), J. Ar ias;  
b. BZanco y Negro, nGm. 3.497 (9-15 mayo, l979) ,  p ig .  57, M. 

P6rez C o t o r i l l o .  

< TRADUCCIONES EN OTROS IDIOMAS: 

S317. . Ce Zestina: Calisto i s  MeZibea Tragikomidiiija. Kbrol y 
Sindor f o r d i t i s b t  i t d o l g o z t a ,  k i e g g s z i t e t t e  6s a verseket 
f o r d i t o t t a  Szonyi Ferenc. As u tbsz6 t  K u l i n  K a t a l i n  i r t a .  Az 
i l l u s z t r b c i 6 k a t  Feledy K i r o l y i  k6si t e t t e .  (La t raducc i6n  de S. 
Karo ly  f u e  reelaborada y completada por  F. Szonyi que tambi6n 



CELESTINESCA 

t r a d u j o  10s poemas. Post fac io e s c r i t o  por K. Ku l in .  I l u s t r a -  
ciones preparadas por  G. Feledy) . Budapest: Eurbpa Konyvkiadb 
Ed., 1979. 389 p5gs. E l  p o s t f a c i o  de l a  p ro fa .  Kul i n  ocupa l a s  
p d g ~ .  377-388. 

S318. ~ q j o  ~ e l e s t i &  [La Celest ina].  Traducido a1 japonCs por  Tadashi 
Oshima. Kyoto: Gai koku bungakkai , 1975. 

Infonne de l  Index TramZationum 28:430. 
$ 

< ESTUDIOS NO-MONOGRAFICOS SOBRE LC: 

S319. Angulo I i i iguez,  Diego. " M u r i l l o  y Goya," Goya, n h .  148-150 (ene- 4 

ro - jun io ,  1979), 210-213. 

Consi dera l a  i n f  l uencia de l  tema ce l  est inesco primer0 en un cua- 
dro de M u r i l l o  ( " ~ u j e r e s  en l a  ventana") y luego en o t r o  de Goya 
( "Celest ina") .  I l u s t r a d o .  

S320. Azar, In&. "Metdfora, l i t e r a l  idad, t ransgres ibn : Amor-muerte en 
LC y en l a  Egloga I I  de Garci laso," Lexis (Lima), 3 (1979), 56- 
65. (*) 

S321. Be1 t rdn ,  L. "La env id ia  de Pdrmeno y l a  corrupc idn de Me1 i bea." 
I n s u k ,  nGm. 398 (enero, 1980), 3, 10. (*) 

S322. Boase, Roger. "Imagery o f  love,  death and f o r t u n e  i n  the poetry  o f  
Pedro Manuel XimCnez de Urrea," Bulletin of Hispanic Studies, 57 
(1980), 17-32. 

La d iscus ibn c i t a  con f recuencia para le los  con imigenes de LC. 
El mismo Urrea compuso una Egloga de l a s  mate r ia les  de l  pr imer  
auto de LC (Ver LCDB s267). 1 

5323. Carrasco. F 6 l i x .  "Dii i logo, a n t i  d i i l o g o  y concienc ia de c lase en 
LC" Idiologie e t  mtiques dismcrsives, Imprivue (Montpel l i e r  : 
C. E. R. S., 19795, 103-18. 

F. C. t r a t a  de alcanzar l a  esencia de l a  forma d ia loga l  de LC a 
t rav6s  del. an51 i s i s  de l  conocido parlamento de AreOsa (auto IX) . 
Dist ingue dos clases de didlogos: 1)  e l  d i d l o g o - p a r t i c i p a c i h ,  
que supone igualdad de condic i6n soc ia l ;  y 2 )  e l  didlogo-agre- 
sibn, que traduce l a  i n f e r i o r i d a d  de l  l o c u t o r  y su a1 ienacidn. 
[J. Joset ]  

S324. Ch ' i - fen  L iu .  "Lung Hung-Niang yu Hsi-niang: Hsis iang y u  La Celes- 
tina. " ("La c r i t i c a  de Hung Niang y Celest ina.  ")  Chung Wai 
Literary Monthly (Ta ipe i ) ,  6, nGm. 5 (1977), 56-72. 

1 
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Se emparejan Celest ina y Hung Niang, l a  medianera de l a  obra 
china, E2 reZato de Za ccimara del Oeste en una s e r i e  de compara- 
ciones y contrastes. Resulta que Celest ina es codic iosa y 
mal intencionada y Hung Niang mds honesta y generosa, 10 cual  
ayuda a e x p l i c a r  l a s  semejanzas de sus funciones y l a s  d i feren-  
c i a s  en sus actuaciones en t e r c i a r  e n t r e  Melibea/Ying-Yang y 
Calisto/Chang Sheng. 

S325. DuBruck, Edelgard. "The Emergence o f  t h e  Common Man i n  F i f t e e n t h -  
Century Europe: A Probe o f  L i t e r a r y  Evidence," en Fifteenth 
Century Studies, ed. G. Mermier y E. DuBruck (Ann Arbor, M ich i -  
gan: Univ. Microf i lms,  I n t e r n a t i o n a l  f o r  The Medieval I n s t i t u t e ,  
Western Michigan Univ., 1978), p igs .  83-109. 

En l a  te rce ra  secci6n (93-98) de su estudio,  l a  autora explora 
en L C  l a  presentaci6n de l a  r e a l  i dad  soc ia l  de l  t r a d i c i o n a l  an- 
t i femin ismo,  expresado por Sempronio en Aucto I, y traducido por  
Cel e s t i  na. E l l a  aprovecha esta r e a l  idad a1 hacerse mani pu l  adora 
de un p r o l e t a r i a d o  femenino producto de l a  h i s t o r i a  s o c i a l  de l  
t r a t o  de l a  mujer en e l  occidente. 

S326. Finch, P a t r i c i a .  "Re l ig i6n  as Magic i n  the  ~raged ia  Policiana." 
CeZestinesca 3, ii (l979), 19-24. 

Las p rdc t i cas  ostensiblemente r e l i g i o s a s  en l a  :TP se ven aqui  
como a1 s e r v i c i o  de l a  magia en manos de Claudiana, l a  f i g u r a  
ce lest inesca que l a  protagoniza. Las comparaciones que hace l a  
autora del  papel de l a  magia en l a s  dos obras destacan de nuevo 
l a  grandeza humana que carac te r i za  LC. 

S327. Geri  t z ,  A1 b e r t  J. "CaZisto & Metebea [John ~ a s t e l  l ? ] :  A B i  b l i o g -  
raphy." CeZestinesca, 3, ii (1979), 45-50. 

Estudios b i o g r d f i c o s  (sobre Rastel l ) , estudios i n t e r p r e t a t i v o s  
(generales; de ta l lados)  , y unos sobre l a  a u t o r i a  de l  " I n t e r l u d e "  
ing lgs .  

S328. . "Recent Studies i n  John Raste l l , "  English Literary 
Renaissance, 8 (1978), 341-50. 

Inc luye  cosas que tocan en e l  a t r i b u i d o  i n t e r l u d i o  CaZisto y Me- 
Zebea (ca. l525), e l  pr imer  a r r e g l o  en i n g l 6 s  de. 'E. 

S329. G i  lman, Stephen. "A Generation o f  conversos ," ~omance Philology, 
33 (1979-1980) 87-101. 

Su punto de p a r t i d a  es e l  par1 amento de l  auto 3' de Sempronio 
("Ganada es Granada") de l  cual  ex t rae  un sen t ido  a h i s t 6 r i c o  que 
s e r i a  t i p i c o  de l a  generaci6n de conversos de aquel los tiempos 
en l a  Espaiia de Fernando de Rojas. Tan f u e r t e  es e l  negativismo 
i m p l i c i t o  en e l l 0  que G. l l e g a  a admirarse, no del  hecho que Ro- 
j a s  e s c r i b i e r a  un so lo  l i b m ,  s i n o  de que hubiera s ido  capaz de 
de e s c r i b i r  algo. 
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S330. Heathcote, A. A. "Drama. The Celestina," The Year's Work i n  
Modern Lmguages Studies, 40 (1978 [1979]). 274-77. 

Comentarios sobre estudios relacionados con LC que aparecieron, 
10s mds de e l los ,  en 1978. 

S331. Kotzamanidou, Maria. "The Spanish and Arabic Characterization of 
the Go-Between in the Light of Popular Performance." Hispanic 
Review 48 (1980), 91-109. 

Ha vis to  l a  autora una gran semejanza tipoldgica ent re  l a  figu- 
ra de l a  tercera presentada en l a s  sombras chinescas ("shadow- 
plays") drabes y la figura de Celestina. No ins i s t e  en una re- 
laci6n directa sino que apunta hacia una tradicibn de represen- 
tacidn que ayuda en l a  es t i l izacidn del t ip0  para l a s  gentes me- 
diterrdneas. Ve en l a  caracterizacidn de Celestina, por 10 tan- 
t o ,  no solamente el  efecto de textos anteriores a1 de LC per0 
tambiCn una tradici6n de representaciones vivas. 

S332. LeMartinel, Jean. "Sobre el supuesto judaismo de LC," Homage des 
hispanistes franpais a N. SaZomon (Barcelona: Ed. Laia, 1979), 
509-16. 

Encuentra superfluas c i e r t a s  c r i t i cas  que se han hecho del j u -  
daismo en LC,  notablemente el  a r t iculo  de A.  Forcadas (LCDB 382) 
y el l ibro  de Garrido Pallard6 (LCDB 51) y pretende rebat i r las .  
Para 61, cabe LC dentro de l a  tradicidn occidental del reproba- 
t i o  amoris. 

S333. Ldpez Morales, H. "LC," Historia de l a  l i t e ra tu ra  espafiola, I: 
ed. J .  M .  Diez Borque (Madrid: Guadiana, 1974), 114-23. 

Pasa revista de varios aspectos de LC sin querer profundizar. 
Buena introducci6n que sigue muy de cerca a Maria Rosa Lida. 

S334. Martinez, Salvador. "Cota y Rojas: Contribucidn a1 estudio de l a s  
fuentes y l a  autoria de LC," Hispanic Review 48 (1980), 37-55. 

Desde l a  sola perspectiva de unos 43 (nfimero f lexible)  prdsta- 
mos, semejanzas, e ideas estructurantes presentes entre obras de 
Rodrigo de Cota--per0 principalmente el  DiaZogo entre eZ h o r  y 
Viejo y una refundici6n ( ? )  de e l l a  probablemente salida de l a  
misma mente--y CeZestina (edicidn de XVI autos) ,  saca in tere-  
santisimas s i  tentativas conclusiones S. Martinez. Dichas seme- 
janzas se  limitan a 10s autos originales (I-XVI), estando to t a l -  
mente ausentes en las  interpolaciones. iSerd Cota el  autor de 
toda l a  Comedia C1499-1501) y Rojas e l  responsable por su am- 
pliaci6n en l a  Tmgicomedia (1502 y despuCs)? S. M. cree que 
s i .  Y aduce el postulado de S. Gilman que Rojas sdlo escribi6 
10s argumentos de 10s autos interpolados para poner en rel ieve 
sus propias conclusiones. A estas ideas, ofrece unos reparos D .  
S. Severin en CeZestinesca, 4, i (1980), 3-8. 
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5335. Morgan E .  "Rhetorical Technique in the Persuasion of Melibea." 
CeZestinesca 3, i i  (1979), 7-18. 

Las ar tes  re tdr icas ,  en manos de Rojas y le jos  de 10s preceptos 
de autores cltisicos como Quinti l iano,  fdcilmente se adaptan a 
fines y a personajes innobles, como E. M .  i l u s t r a  con un  porme- 
norizado andlisis  de l a  manipulaci6n de Melibea por Celestina 
(auto IV). 

5336. ~ o d r i ~ u e z - ~ u i s ,  Jul io.  "La pasidn imposi ble de Calisto y Me1 i bea: 
hacia una revaloracidn de datos contradictorios ," Revistu de 
estudios hisp&icos, XI11 (1979), 339-58. 

Resume las  mds importantes interpretaciones de dicha 'pasidn im- 
posi b le '  (Li da de Mal kiel , Batai 1161-1, Garrido Pal lardd, Rodri- 
guez-Pu6rtolas, Maravall) antes de ofrecer su solucidn a las  
contradicciones: que Rojas, 61 mismo un  burgues, veia l a  impo- 
s ib i l idad (s in  emplearla como motivo obvio) del matrimonio de 
10s amantes como consecuencia de diferencias sociales. Refleja 
ademtis l a  nueva realidad en que l a  adquisicidn material iba ma- 
tizando l a  idea y el  ideal de nobleza. El es t i l izado ideal (del 
pasado) se  susti tuye por u n  .mis esponttineo realism0 (del pre- 
sente):  en esto puede reposar l a  verdadera originalidad de LC. 

S337. S h i ~ l e v ,  Georqe A. "Reflections of the Shield: Steohen Gilman's 
 he- S ain of Fernando de Rojas," JomaZ of ~ i s ~ c m i c  PhiZoZogy 3 
(19797, 197-238. 

Una nueva aportacidn a l a  polemica e in ter& suscitado por el  
libi-o de S. Gilman, The Spain of Fernando de Rojas (LCDB 53). 
Mientras ofrece u n  resumen del contenido y de 10s temas centra- 
l e s ,  e s t e  ensayo medita, ser ia  e inteligentemente, la importan- 
cia fundamental que representa el  l i b ro  dentro del marco histd- 
r i  CO de estudios celestinescos y rojanos. Perci be perspicaz- 
mente que es te  l ibro  junto con otro anter ior  del mism Gilman, 
fie A r t  of 'LC' (LCDB 52.1). son dos hitos en l a  progresiva for-  
macidn de una c r i s i s  paradigmstica ocasionada por l a s  teor ias  y 
formulaciones de su "maestro" Am6rico Castro. En The A r t ,  G. 
explica el qui de U: a1 t razar  su diseiio; en The Spain, expl ica 
el c6mo pudo l legar  a rea l izarse ,  cdmo esa gran facultad inte-  
lectual que era Rojas.puede haber creado una obra que reflejaba 
(como el  escudo de Perseo: ver l a  rnetifora del t i t u l o  del ensa- 
yo) una realidad repugnante y ,  a1 mism tiempo, reflejaba tan 
poco (lease:  escondia) el  verdadero s e r  de su creador. Es el  
l ibro  de Gilman hasta superior en c ier ta  manera a algunos del 
maestro (Castro), y seiiala (para Shipley) u n  avance positivo en 
l a  formulacidn y aceptacidn de sus interpretaciones de l a  rea- 
lidad histdrica de Espatia y l a  inseparabilidad de dichas in- 
terpretaciones en cualquiera consi deracidn de l a creacidn l i te -  
rari  a. 
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S338. Snow, Joseph. "The CaZisto & MeZibea of Edwin Honig." CeZesti- 
nesca 3, i i  (1979), 32-40. 

Resume l a  trama del nuevo arreglo de LC por Honig (ver LCDB 
s287) a l a  vez que comenta sus semejanzas y diferencias con res- 
pecto a l a  obra de Rojas. 

S339. . "LC: document0 bi bl iogr6f ico. Sexto suplemento. " 
Cetestinesca, 3, i i  (1979), 51-55. 

Recoge 21 nuevas entradas para agregar a su "LC: documento bi- 
bl iogrdfico", pub1 icado sdlo en 1976 (son 300 cosas en poco mis 
de 3 aAos que vienen a abultar  l a  considerable bibliografia del 
in ter& mundial en L C ) .  

S340. Stamn, J .  R.  "'El pleb6rico cora~6n:  Me1 ibea's  Heart?" Cetesti- 
nesca 3, i i (l979), 3-6. 

S. cree que l a  lectura de l a s  palabras que tanto debate han ins- 
pirado (Ver LCDB 412 y s59) es correcta y brinda evidencia adi- 
cional que tiende a confirmar l a  doble autoria de LC. 

Thom6, J .  R. "Hans Weidetz (Johannes Giudictius) : primer i l  ustra-  
dor dramltico de LC. Cuadernos de bibZiofiZia ( j u l i o ,  1979), 
41-50. Reimpresion y traduccidn gel origingl,  "Sur des edit ions 
i l lus t r6es  de l a  Celestine (du X V  au XVIII s i ec l e ) , "  Le Zivre 
e t  ses amis (Pari S ) ,  2 (marzo 1946), 31-36. 

Las primeras i lustraciones a l a s  ediciones espaiiolas e i t a l i anas  
de LC carecen de animaci6n y son mero adorno a1 texto. Quien 
Parece haber leido l a  obra e s  e s t e  ar t i s ta- i lus t rador  de l a  pri-  
mera edicidn alemana ( V .  LCDB, s22), Hans Weidetz (y no Hans 
Burgkmair, como antes se pensaba). El supo re t r a t a r  l a  pasi6n 
dram6tica inherente en el  texto en su plancha-frontispicio y 10s 
27 grabados que El l e  puso. 
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