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NOTA DEL EDITOR 

"por e p t r e  l a s  puer tas"  

"Something of  a bumper y e a r  f o r  &C. s t u d i e s  with t h e  appearance of 
. . . Celes t inesca  . . . I n  s p i t e  o f  i t s  fo lksy  t o n e ,  C i t l  i s  a new per iod i -  
c a l  deservedly a t t r a c t i n g  t h e  a t t e n t i o n  of  i n t e r n a t i o n a l  schola rs"  (Year's 
Work i n  Modern Language S t u d i e s ,  39 Cl9771, p .  297). 

I l i k e  t h i s  assessment , o f  Ce les t inesca .  It means we must be  doing 
something r i g h t .  For i f  we can ,  i n  o u r  b i e n n i a l  s a l l i e s ,  s t r a d d l e  accept-  
a b l y  a l i n e  between formal s c h o l a r s h i p  and informal  exchange of  cur ren t  
information on one o f  our  f a v o r i t e  enthusiasm--"la  ce1estinesca"-- t h e n  
t h i s  boletfn-newsletter-journal w i l l  su rv ive  and grow. I s u s p e c t ,  t o o ,  
t h a t  t h e  broad coverage o f  t h e  Ce les t ina- insp i red  phenomenon which, i n  our  
j o u r n a l ,  spans almost f i v e  c e n t u r i e s  and invades e l l  l i t e r a r y  genres ,  must 
cont inue t o  s a t i s f y  and t o  arouse even f u r t h e r  t h e  c u r i o s i t y  o f  i t s  pub- 
l i c .  I n  t h i s  aim, t h i s  i s s u e  ought not d i sappoin t .  

Two i tems d e a l  wi th  t h e  t e x t  o f  E, Geoffrey West 'S e n t e r t a i n i n g  and 
en l igh ten ing  observat ions on t h e  s e x u a l i t y  of  t e e t h  and too thache ,  and Al- 
b e r t o  Forcada 's  f u r t h e r  argumentation t h a t  t h e  Act I " ~ e r n a r d o "  i s  t h e  
s a i n t  o f  Clairvaux. and not Bernart de Cabrera, t h e  XV-century nobleman and 
p o e t ,  a s  E. M .  G e r l i  had pu t  f o r t h  i n  t h e s e  pages ( v. 1, no. 2 :  7-20). 
Two o t h e r  no tes  t a k e  up modern s t a g e  adap ta t ions  o f  Rojas 'S g r e a t  work. 
One i s  Federico P e d r e l l ' s  unperfomed opera o f  1903, i t s  genes i s ,  i t s  con- 
t e n t ,  and i ts  sad f a t e .  I n  t h i s  same year  o f  1903, F.Fern&dez Villegas-- 
"~eda"--was prepar ing  f o r  t h e  s t a g e  t h e  f i r s t  dramatic product ion.  One o f  
i t s  s t a r s  was Amparo Vi l legas  who performed a s  Melibea. This g r e a t  ac- 
t r e s s  l a t e r  performed, i n  Alvaro Custodio's Mexican product ions o f  t h e  
'50s and '60s, t h e  r o l e  o f  Ce les t ina .  Custodio l a s t  y e a r  rev ived  t h i s  
v e r s i o n ,  and prepared an English v e r s i o n  t o  a l t e r n a t e  wi th  it on a Los 
Angeles s t a g e .  I n  Custodio's own commentary f o r  t h i s  number of  Celes- 
t i n e s c a ,  he shares  wi th  us  some of h i s  experiences i n  p r e s e n t i n g  c l a s s i c a l  
t h e a t r e  i n  d i s t i n c t l y  d i f f e r e n t  circumstances and w i t h  d iverse  audiences. 

The lone review i s  o f  t h e  new e d i t i o n  o f  t h e  Comedia S e r a f i n a ,  one o f  
t h e  e a r l y  i m i t a t i o n s  o f  E. The e d i t o r ,  Glen D i l l e ,  has  a l ready  shared 
w i t h  us  (v. 1, no. 2:  15-20) h i s  assessment o f  some important  p o i n t s  o f  
con tac t  t h a t  l i n k  t h e  two works. New a r t i c l e s  and books on t h e  s u b j e c t  o f  
LC continue unabated, a s  t h e  f i f t h  supplement t o  9 c l e a r l y  shows. To - 
t h i s  supplement I have appended an INDEX f o r  t h e  e n t r i e s  of  a l l  f i v e  t h a t  
have now appeared. It was prepared a t  t h i s  t ime  t o  respond t o  s e v e r a l  re-  
q u e s t s  f o r  one and t o  f a c i l i t a t e  t h e  use of  t h e  d i v e r s e  . m a t e r i a l s  t h a t  
a r e  catalogued i n  t h e  close- to-300 e n t r i e s .  

I would l i k e ,  however, t o  a t t r a c t  t h e  a t t e n t i o n  of  even more o f  t h e  
i n t e r n a t i o n a l  cornunity i n t e r e s t e d  i n  g. The goa l  o f  Ce les t inesca  
has  been t o  f i n d  i t s  way i n t o  t h e  hands of  a l l  who might p r o f i t  by it i n  
ways bo th  l a r g e  and small .  Notices have now appeared i n  Hispania,  W, 
i n  Journa l  of  Hispanic Ph i lo logy ,  Renaissance Q u a r t e r l y ,  Iberoromania, and 



t h e  MHRA b u l l e t i n .  We a r e  analyzed i n  t h e  PILA bib l iography  and t h e  BHS 
"Review o f  Reviews" a s  w e l l  a s  t h e  YTJMIS (noted above, p .  1 ) .  We w i l l  be 
on view June 24-27 a t  t h e  American Library Associa-tion Meeting i n  Dal las .  
I t r y  t o  d i s t r i b u t e  information s h e e t s  a t  a l l  meetings I a t t e n d .  You con- 
i t r i b u t e  with your recommendations t o  co l leagues ,  s t u d e n t s ,  and l i b r a r i e s .  
Some have even s e n t  g i f t  subscr ip t ions  t o  f r i e n d s ,  e s p e c i a l l y  t o  over- 
s e a s  co l leagues .  

S t i l l ,  we would l i k e  t o  reach o t h e r s  and I would very much welcome 
any o r  a l l  o f  t h e  fol lowing from our c u r r e n t  r e a d e r s :  

1- your b r ing ing  Celes t inesca  t o  t h e  a t t e n t i o n  of  new col leagues and s t u -  
den ts  with i n t e r e s t s  i n  t h i s  a r e a :  

2- your suggest ions f o r  ways i n  which we can reach  g r e a t e r  numbers'of E- 
l e s t i n i s t a s  h e r e  and abroad: 

3- your  forwarding t o  me news o f  any aspec t  o f  E - r e l a t e d  a c t i v i t i e s  which 
come t o  your  persona l  n o t i c e ,  sending copies  o f  o f f p r i n t s  o f  your  own 
a r t i c l e s  f o r  t h e  b i b l i o g r a p h i c a l  f i l e s ,  o r  copies  o f  p lay  programs, 
newspaper reviews and i n t e r e s t i n g  o d d i t i e s  t h a t  s t r i k e  you a s  r e l e v a n t  
Ca check of  t h e  Pregonero s e c t i o n  and t h e  b i b l i o g r a p h i c a l  supplement 
w i l l  show t h a t  a l l  c o n t r i b u t i o n s  a r e  acknowledged. l ; 

4- your  asking publ i shers  t o  send Celes t inesca  copies  of  works r e l a t e d  t o  
LC f o r  review. - 

pledge a s  e d i t o r  w i l l  be t o  at tempt t o  fash ion  a l l  usable  informa- 
t i o n  i n t o  a worthwhile and compelling forum, and t o  have t h i s  up-to-the- 
minute b u l l e t i n  i n  your hands twice  a y e a r .  L a s t ,  b u t  not  l e a s t ,  I w i l l  
a t tempt t o  provide some of  t h e  s c h o l a r l y  and some of  t h e  fo lksy  m a t e r i a l s  
which b e a r  a c t i v e  wi tness  t o  t h e  cont inuing worldwide i n t e r e s t  i n  " l a  ce- 
l e s t i n e s c a . "  

Buedaos a d ios  



CELESTINESCA 

THE UNSEEMLINESS OF CALISTO'S TOOTHACHE 

Geoffrey West 
University College, Cardiff 

n 
Calisto's fictitious toothache in Act IV of La CeZestina has always 

. struck me as peculiarly suggestive. Celestina, having provoked Melibea's 
rage by informing her of Calisto's passion under the transparent.guise of 
an illness, has recourse to the seemingly desperate excuse that his suf- 
fering~ are caused by toothache. Thus, the symptoms of the original ill- 
ness, which were totally congruent with those of love-sickness, are now 
transferred to the "dolor de muelas:" 

Y el mayor remedio que tiene es tomar una vihuela y taiie 
tantas canciones y tan lastimeras, que no creo que fueron 
otras las que compuso aquel emperador y gran miisico 
~driano. l 

Celestina claims that Melibea's girdle will have a potentially salutary 
effect on his doZor. A neat symmetry is thus established between Calisto's 
supposed toothache and his sexual frustration and the girdle's attributed 
powers and its patently symbolic ones. In spite of her outrage at the 
previous insinuation, Melibea accepts the notion of toothache as a basis 
for negotiation and allows Celestina to continue her business. The use 
of the trite imagery of sickness in the first part of the scene has been 
well studied by George A. Shipley who sees it as a convenient vehicle for 
meaningful. communication between two interested parties one of whom re- 
fuses to hear the facts ~ n ~ i l d e d . ~  Since to aid its cure will not harm 
her reputation, Melibea considers toothache to be a respectable substitute 
for the previously unacceptable love-sickness which she has accurately 
diagnosed. As Shipley himself asserts (p. 327) ,  Celestina's excuse is a 
preposterous one and it is unlikely to prompt Melibea to think that her 
actions were innocent and motivated by Christian charity. The even more 
blatant request for the girdle, to which the girl readily accedes, points 
to the conclusion that she understood and indeed wished to hearwhat 
Celestina had to say from the beginning and that her furia arose from the 
pressures of social conformity.3 The only alternative to this can be that 
Mel'ibea's abrupt change of mind was real and that it was produced by 
witchcraft.4 Whichever of these interpretations is the correct one, it is 
clear that more needs to be said about the suggestive significance of the 
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toothache and about t he  audience's--and possibly Melibea's--appreciation 
o f  that  s igni f icance .  

In a footnote t o  h i s  a r t i c l e  ( p .  329, n .  l ) ,  Shipley remarks that  the 
choice o f  a toothache i s  especially apt because a t  an ear l i e r  period 
Guillaume de Lorris had compared the  anguish o f  the  unhappy lover with 
toothache. The common symptoms are linked fur ther  by the  notion o f  sleep- 
lessness  : 

Tu comenceras a f remir ,  
A t r e s s a i l l i r ,  a demener; 
Sor cost6 t ' es tovera  torner ,  
E t  puis envers, e  puis adenz, 
Come ome qui a mal as denz.5 

Other examples o f  t h i s  graphic comparison can be found i n  the  same approxi- 
mate period. The Provencal poet, Peire V ida l ,  i s  qu i t e  e x p l i c i t :  

D'autres a f a r s  es cortez '  e  chaudiza, 
Mas mal o f a i ,  car a mon dan s 'abr iva ,  
Que pei t z  me f a i ,  e  ges no s ' en  melhura, 
Oue mals de dens, quan do1 en l a  maissela; 
Que.1 cor me bat e.m f i e r ,  que noes re f rena ,  
S'amors ab l e i s  e t  ab to ta  ~ r o e n s a . ~  

In these two cases,  toothache i s  used not as a euphemism, but as a 
straightforward,  though s t a r t l i n g ,  simile whose force would have been more 
readi ly  appreciated by the  medieval audience, unaccustomed t o  pain re l i e -  
vers  and the triumphs o f  modern den t i s t r y .  The f igure  o f  the  medieval 
tooth-puller,  the  barber, occurs too i n  t h i s  more detached, .rather i ron ic ,  
comparison from Renart's Le Lai de Z ' h b r e :  

Or m'a h o r s  en t e l  point pris  
Qu'ele veut que son pooir sache, 
C'onques v i l a i n s  cui  barbiers sache 
Les denz ne f u  s i  angoisseus.7 

These three examples are a l l  concerned with courtly love and re su l t  from 
the  need to  f ind ever more forceful.means o f  conveying the  pain and 
anguish o f  the frustrated lover .  Not necessarily s p i r i t u a l ,  the  lover ' s  
longing i s  here checked and d igni f ied  by the  rigours o f  the  courtly code. 

In  Spanish l i t e r a t u r e ,  I  have not been able t o  f ind any parallel 
examples t o  the French and Provencal ones just  c i t ed .  However, l i t e r a l  
and symbolic references t o  the  t ee th  and t o  oral sensations i n  f i f t e e n t h -  
century and Colden Age verse indicate a clear association between the  
t e e t h  and physical des ire .  The phrase dar dentera r e f e r s  frequently t o  
sexual arousal, as i n  one o f  Sebastiiin de Horozco's canciones de bur2as 
whose meaning r e s t s  on the symbolic s igni f icance  given t o  the imagery o f  
t he  joust:  
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Rehusando l a  c a r r e r a  
y  no p u d i e n d o . e n r i s t r a r  
se qued6 l a  l anga  e n t e r a ,  
poni6ndoos a  vos  d e n t e r a  
y  ~15s gana d e  e n c o n t r a r  

The phrase  o c c u r s  a l s o  i n  a romance nuevo e n t i t l e d  "Redondi l las  a  una dama 
v i e j a  v e s t i d a  d e  verde" which compares t h e  l ady  t o  a  f r u i t :  

Viendo o s  t a n  madura, hal lamos 
que no causa reys  d e n t e r a  
por  mas que ve rde  o s  comamos. 9 

Dentera h e r e  s i g n i f i e s  bo th  t h e  f e e l i n g .  of t h e  t e e t h  being set on edge by 
t h e  u n r i p e  f r u i t  and t h e  s e n s a t i o n s  a n t i c i p a t i n g  s e x u a l  p l e a s u r e .  S e v e r a l  
s i m i l a r  examples might b e ' c i t e d . 1 0  The p h r a s e  need n o t ,  of course ,  have 
s e x u a l  o r  even p h y s i c a l  over tones ,  b u t  i n  t h e s e  c o n t e x t s  i ts  meaning i s  
s e l f  -apparent .  

Tee th  i n  t h e  Middle Ages were a  d e s i r a b l e  s i g n  of feminine beau ty  
when t h e y  were s h i t e ,  even i n  s i z e  and c l o s e  t o g e t h e r ,  w h i l e  s l i g h t l y  
spaced t e e t h ,  es e c i a l l y  t h e  f r o n t  t e e t h  of  t h e  upper jaw, h i n t e d  
a t  1 a s c i v i o u s n e s s . f l  Large t e e t h  were a  mark of u g l i n e s s ,  b u t  a l s o  of 
rampant s e x u a l i t y  i f  we judge by t h o s e  of t h e  f o u r t h  serrana i n  t h e  Libro 
de buen amor, who had " d i e n t e s  anchos e  luengos,  cava l lunos ,  moxmordos."12 
Absence of  t e e t h  was n a t u r a l l y  a s i g n  of o l d  age  and of a i l i n g  s t r e n g t h  
and p h y s i c a l  powers. Sometimes, such a  r e f e r e n c e  c a r r i e s  no s p e c i f i c a l l y  
s e x u a l  o v e r t o n e s ,  b u t  i n  t h e  obras de burlas t h i s  p a r t i c u l a r  meaning i s  
u s u a l l y  unmistakeable .  F a i r l y  s p e c i f i c  is  a  l a t e  f i f t e e n t h - c e n t u r y  poem 
which t e l l s  of a n  o l d  woman who: 

S o s p i r a  como m o p e l a ,  
d i c e  que amor l e  d e s v e l a ;  
non t i e n e  d i e n t e  n i  muela, 
rumia'  l corner como ove j  a .  1 3  

As i n  t h e  Roman de Za Rose, f r u s t r a t i o n  is c h a r a c t e r i s e d  by s l e e p l e s s n e s s  
and,  a l though  t h e  toothache.analogy is  l a c k i n g ,  t h e  c r o n e ' s  f a d i n g  s e x u a l  
d e s i r a b i l i t y  is  i n d i c a t e d  by h e r  t o o t h l e s s n e s s .  The most b l a t a n t  equa t ion  
of impotence w i t h  t o o t h l e s s n e s s  o c c u r s  i n  a s c u r r i l o u s  poem about  a n  o l d  
man soon t o  marry an ind ignan t  young g i r l .  The l a t t e r ' s  p a r e n t s  conso le  
h e r  w i t h  t h e  thought  t h a t  she  w i l l  n o t  have t o  s u f f e r  h i s  p h y s i c a l  advan- 
c e s :  "aunque l e  f a l t e n  d i e n t e s ,  / a s ?  no t e  morder6."14 Less  c e r t a i n  is  
a  r e f e r e n c e  i n  a poem by Franc ia  y  Acosta: 

Dices ,  oh v i e j a  s i n  d i e n t e s  
Que e r e s  moza; y  no v e s ,  l o c a ,  
Que cuando se a b r e  t u  boca 
Para  ment i r ,  t e  desmientes .  l5 

However, i n  t h e  l i g h t  of t h e  r e f e r e n c e s  i n  t h e  o t h e r  poems, i t  is q u i t e  
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p o s s i b l e  t h a t  a s e x u a l  meaning is  indeed intended.  

The more obviously s e x u a l  r e f e r e n c e s  occur  i n  t h e  obras de burZas b u t  
i n  s e r i o u s  o r  d i d a c t i c  works t h e  degree  of sugges t iveness  i s  d e b a t a b l e .  
I n  Rodrigo Cota ' s  DitiZogo entre a2 Arnor y un Viejo ,  Amor twice  mentions 
t h e  o l d  man's t e e t h ,  o r  l a c k  of them, a s  a s i g n  of t o t a l  p h y s i c a l  unat-  
t r a c t i v e n e s s .  It is n o t  c l e a r  whether t h e  poet  i s  h i n t i n g  a t  impotence 
when Amor d e c l a r e s :  "contrahago nuevos d i e n t e s  / do n a t u r a  10s desecha." l6  
Never the less ,  a subsequent a s s e r t i o n  does  p o i n t  t o  t h e  s u g g e s t i v e  l i n k  
between o r a l  r e f e r e n c e s  and t h o s e  t o  o t h e r  p a r t s  of t h e  body: " a p r i e t o  
10s miembros f l o x o s  / y do ca rne  e n l a s  enz ias"  (11. 300-01). Th i s  l a c k  of 
e x p l i c i t n e s s  is i n  c o n t r a s t  t o  t h e  s t r a i g h t f o r w a r d  comparisons observed i n  
t h e  Old French t e x t s ,  bu t  i n  t h e  l a t t e r  t h e  degree  of s e n s u a l i t y  is  much 
l e s s  than  i n  most of t h e  C a s t i l i a n  poems. 

Q u i t e  t h e  most g raph ic  u s e  of t o o t h  imagery occurs  i n  poems where t h e  
e x t r a c t i o n  of t e e t h  i s  used a s  a euphemism f o r  s e x u a l  s a t i s f a c t i o n .  A 
romance nuevo, "A1 son d e l  rumor sabroso , "  c o n t a i n s  t h e s e  d i f f i c u l t ,  b u t  
s u g g e s t i v e ,  l i n e s  i n  an exchange between l o v e r  and m i s t r e s s  i n  which t h e  
l o v e r  a l l u d e s  t o  h i s  t a r d y  performance: 

S i ,  cuando en e l  juego estamos, 
de  o t r o  engaiio t e  r e c e l a s ,  
s a c a r t e  puedes t r e s  muelas 
m i e n t r a s  que a F r a n c i a  llegamos. 

17 

The meaning of t h e  phrase  sacar(se) una meZa i s  e a s i e r  t o  p e r c e i v e  i n  a 
seven teen th -cen tu ry  viZlancico i n  d ia logue  form, "Comadre, l a -  de  T o r t u e r a , "  
where two women each hope f o r  a day of p l e a s u r e  when t h e i r  husbands a r e  
away. One sugges t s  summoning t h e  ba rber :  

Pues llamemos a 1  ba rbero  
que nos  saque sendas  muelas,  
y a r r i m a l l e  l a s  e s p u e l a s  
s i  no anduv ie re  l i g e r o . 1 8  

These two poems i n d i c a t e  t h e  c l o s e  euphemist ic  a s s o c i a t i o n  a t  a popu la r ,  
s c u r r i l o u s ,  l e v e l  between t e e t h  and s e x u a l  m a t t e r s .  The u n l i k e l y  equiva- 
l e n c e  between a d e n t a l  e x t r a c t i o n  and s e x u a l  g r a t i f i c a t i o n  p o i n t s  t o  t h e  
e x i s t e n c e  of a n  equ iva lence  between too thache  and u n s a t i s f i e d  d e s i r e . l g  

One f i n a l  a r e a  of i n t e r e s t  is w i t c h c r a f t .  C e l e s t i n a ,  h e r  l i t e r a r y  
s u c c e s s o r s  and h e r  r e a l - l i f e  c o u n t e r p a r t s  g e n e r a l l y  had i n  t h e i r  posses-  
s i o n  t h e  t e e t h  of hanged men. More i n t e r e s t i n g ,  however, a r e  t h e  conjura-  
t i o n s  t h a t  po in t  t o  t h e  power t h a t  t h e  t e e t h  of some mischievous o r  e v i l  
person--usually Barrabas ,  bu t  sometimes L u c i f e r  himself--possessed t o  
a r o u s e  pass ion  i n  a r e c a l c i t r a n t  male. Such s p e l l s  took t h e  form: 

Tres  v a r a s  d e  n i e r v o  negro me t r a e r E i s ,  
por  l a s  muelas de BarrabCs l a s  a f i l E i s ,  
por  l a s  c a l d e r a s  de  Pedro Botero l a s  p a s a r E i s ,  
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una l a  h i n c a r e i s  por e l  s e n t i d o ,  
que no me eche en o lv ido ;  
o t r a  por e l  coraq6n, 
que venga a  m i  af  iq i6n .  20 

Presumably, t h e  witches used t e e t h  i n  t h e  concoction of t h e  p h i l o c a p t i o .  
2  1 

What evidence is  t h e r e  i n  LC t h a t  Rojse was aware of a s s o c i a t i o n s  
of t h e  kind discussed? C e r t a i n l y ,  he u s e s  t h e  phrase dar d e n t e m  w i t h  i t s  
sexua l  connotat ions.  I n  Act V I I ,  a f t e r  she has brought Plrmeno and AreGsa 
t o g e t h e r ,  Ce les t ina  l e a v e s  p a r t l y  because she is  envious, but  p r i m a r i l y  
because she can no longer  bear  t h e  a n t i c i p a t o r y  sensa t ions :  "Ouedaos a  
Dios, que voyme s o l o  porque me hacg is  d e n t e r a  con vues t ro  besar  y r e t o z a r .  
Que aun e l  sabor  en l a s  e n c i a s  me qued6; no l e  p e r d i  con l a s  muelas" 
(p. 132) .  An i d e n t i c a l  remark i s  made by Lucrecia  i n  Act X I X  a s  she  
l i s t e n s  t o  her  m i s t r e s s  t r y i n g  t o  fend o f f  C a l i s t o ' s  more l a s c i v i o u s  
embraces: "iVida e s  bsta?!  iQue me e s t d  yo deshaciendo de  den te ra  y 
e l l a  esquivdndose porque l a  rueguen!" (p. 223). Here aga in ,  envy is  
accompanied by a  t a n t a l i s i n g  phys ica l  s e n s a t i o n t h a t  is o r a l l y  experienced. 

These a r e  no t  t h e  only re fe rences  t o  t e e t h  i n  t h e  work, however. 
E a r l i e r ,  Ce les t ina  had mentioned h e r  much lamented t e e t h  when, AreGsa was 
unwil l ing t o  r e c e i v e  PCrmeno: "de 6 s t o s  me mandaban a  m i  comer en m i  
tiempo 10s m6dicos de m i  t i e r r a ,  cuando t e n i a  mejores d ien tes"  (p. 131) .  
I n  t h i s  case,  t e e t h  a r e  s p e c i f i c a l l y  l inked  t o  t h e  sexua l  prowess of t h e  
female, r a t h e r  than of t h e  male. An example of t h i s  l a t t e r  equivalence 
occurs  i n  t h e  f i r s t  scene between PCrmeno and Celes t ina  i n  Act I where t h e  
f i r s t  au thor  made use of a  proverb,  adding an obviously sexua l  overtone.  

' PCrmeno i s  h e s i t a n t  when t h e  bawd mentions AreGsa f o r  t h e  f i r s t  t ime,  s o  
she  upbraids him wi th  t h e  remark: "da Dios habas a  quien no t i e n e  qui- 
jadas" (p. 70). The context  of t h i s  j i b e  aga in  makes c l e a r  t h e  a s s o c i a t i o n  
i m p l i c i t  i n  t h e  re fe rence  t o  t h e  t e e t h .  

I n  t h e  l i g h t  of t h i s  evidence,  it is  c l e a r  t h a t  Rojas was aware of 
t h e  double meaning implied i n  C e l e s t i n a ' s  toothache r u s e  and would have 
expected h i s  r e a d e r s  t o  s h a r e  i n  t h e  joke. It is heav i ly  i r o n i c a l  t h a t  
Melibea, who h a s  j u s t  r e j e c t e d  C e l e s t i n a ' s  f i r s t  o v e r t u r e s ,  should b e  
ready t o  accept  t h e  excuse of t h e  toothache. On t h e  bawd's evidence,  
C a l i s t o ' s  love-sickness might have been q u i t e  seemly, even s p i r i t u a l  i n  
n a t u r e ,  b u t  t h e  a s s o c i a t i o n s  conjured up by t h e  re fe rence  t o  t h e  t e e t h  
make it p l a i n  t h a t  h i s  doZor was predominantly phys ica l .  

I f  Rojas'  contemporaries grasped t h e  t r u e  meaning of C a l i s t o ' s  
toothache,  doubts  remain about t h e  l e v e l  of Melibea's awareness. However, 
i f  t h e  s i g n i f i c a n c e  of t h e  d o l o r  escaped h e r ,  t h e  impl ica t ions  of t h e  
handing over  of t h e  cor&n could s u r e l y  no t  have. A g i r l  such a s  Melibea 
would have known popular songs o r  v e r s e s  l i k e  t h e  e s t r i b i l l o :  "Por m i  mal 
me 10 tomastes, / c a b a l l e r o ,  e l  m i  c 0 r d 6 n . " ~ ~  The mention of t h e  r e l i c s  
touched by t h e  cor&n is prepos te rous ,  f o r  t h e  only " r e l i c "  with which i t  
h a s  come i n t o  con tac t  is Melibea's own body. The reques t  f o r  t h e  p rayer  
of S t .  Apollonia a lone  is  without  indecent  a s s o c i a t i o n s .  Even s o ,  t h e  
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power of  C e l e s t i n a ' s  magic could s t i l l  have d u l l e d  he r  w i t s ,  j u s t  a s  i t  
must have done A l i s a ' s  when s h e  l e f t  Melibea and C e l e s t i n a  t o g e t h e r .  None- 
t h e l e s s ,  her  change of behaviour  can be . a t t r i b u t e d  w i t h  e q u a l  c o n v i c t i o n  
t o  t h e  d i scovery  of an a p p a r e n t l y  proper  course  of a c t i o n  t h a t  can l e a d  t o  
t h e  s a t i s f a c t i o n  of h e r  d e s i r e s .  I f  one is  i n c l i n e d  t o  accep t  t h i s  l a t t e r  
i n t e r p r e t a t i o n ,  i . e .  t h a t  t h e  furia was prompted by t h e  b l a t a n c y  of 
C e l e s t i n a ' s  h i n t s ,  r a t h e r  than  by t h e i r  a c t u a l  c o n t e n t ,  i t  is  f o r  two 
reasons .  F i r s t ,  Rojas  shows t h a t  g e n e r a l l y  t h e r e  is a  human exp lana t ion  
behind many of t h e  a b s t r a c t i o n s  o r  m a l e f i c  f o r c e s ,  such a s  f o r t u n e ,  t h a t  
man chooses  t o  blame f o r  h i s  f a i l i n g s  and f o r  t h e  d i s a s t e r s  t h a t  b e f a l l  
him. Secondly, from h e r  own confess ion  i n  Act X we know t h a t  Melibea had 
been a t t r a c t e d  t o  C a l i s t o  from t h e  beginning and t h a t  h e r  f i r s t  i n c l i n a -  
t i o n s  were n o t  t h e r e f o r e  induced by w i t c h c r a f t .  23 

NOTES & 

Fernando de  Rojas ,  La Celestina: Tragicomedia de CaZisto y 
Melibea, ed. Dorothy S. Sever in ,  p .  99. T h i s  i s  no. 176 i n  t h e  Snow- 
Schneider-Lee b ib l iography  of LC publ i shed  i n  Hispania, 59 (1976), 610-60. 
Whenever p o s s i b l e ,  books and a r t i c l e s  w i l l  b e  r e f e r r e d  t o  by t h e i r  number 
i n  t h i s  b ib l iography  and i t s  supplements,  which appear  i n  Cezestinesca. 

"Concerting Through Concei t :  Unconventional Uses of S ickness  
Imagery i n  LC," (no. 306) . 

On t h e  r o l e  of language and t h e  mechanisat ion of s o c i a l  behaviour ,  
s e e  M. K. Read, "Fernando de  Rojas '  Vis ion of t h e  B i r t h  and Death of 
Language, " (Sl45) .  

See P. E. R u s s e l l ,  "La magia como tema i n t e g r a l  d e  l a  Tragicomedia 
de CaZisto y MeZibea," (302).  A. D .  Deyermond a l s o  d i s c u s s e s  t h e  psycho- 
l o g i c a l  e f f e c t  of w i t c h c r a f t  i n  h i s  a n a l y s i s  of image p a t t e r n s ;  s e e  
"Hilado-CordBn-Cadena: Symbolic Equivalence i n  LC," (S100) and "Symbolic 
Equivalence i n  LC: A P o s t s c r i p t "  (S211). 

Le Roman de Za Rose, ed. Ernes t  Lang lo i s ,  SATF ( P a r i s :  Firmin 
Didot ,  1920) ,  11, 11. 2428-32. 

"S'eu f o s  e n  c o r t  on hom tengues d r e i t u r a , "  11. 13-18, i n  Les 
PoZsies de Peire vidaZ, ed.  Joseph Anglade, CFMA ( p a r i s :  Honore Champion, 
1913) ,  pp. 16-19. I t a k e  t h i s  example from M. Dominica Legge, "Toothache 
and Cour t ly  ~ o v e , "  French Studies,  4 (l95O), 50-54. 

Jehan Renart  , Le Lai de Z 'Ombre, ed. John Orr (Edinburgh: Univer- 
s i t y  P r e s s ,  1948) ,  11. 158-61. Again, I am drawing on M. Dominica Legge's 
a r t i c l e .  

Sebas t i6n  de  Horozco, E l  Cancionero, ed.  Jack Weiner. Utah S t u d i e s  
i n  Language and L i t e r a t u r e ,  3. BernIFrankfur t  am M.:  H. Lang, 1975, p.  69 
(poem no. 64).  



CELESTINESCA 

L& series valencianas del romancer0 nuevo y 20s cancionerillos de 
kimich (1589-1602): noticias bibliogriificas, ed. Antonio Rodriguez-Moiiino 
(Valencia: Diputaci6n P r o v i n c i a l  d e  Valencia ,  I n s t i t u c i B n  Alfonso e l  
MagnLnimo, 1963) ,  p. 292a. 

l0 One of t h e  more g r a p h i c  occurs  i n  a sonne t ,  "Primero e s  e l  b e s a l l a  
y a b r a z a l l a , "  once mis taken ly  a t t r i b u t e d  t o  Quevedo, which c o n t a i n s  t h e  
l i n e s :  

M& de  l l e g a r  y h a l l a r l a  apare jada  
D e  puro d u l c e ,  c r e o ,  da den te ra .  

See Cancionero de obras de burla provocantes a r i s a ,  ed.Eduardo de Luston6 
(Madrid: Vic to r i an0  SuPrez, 1872) ,  p. 134, a l s o  Floresta de poesias er& 
ticas del siglo de oro, ed. P i e r r e  Alz ieu ,  Yvan L issorgues  and Robert 
Janrmes (Toulouse-Le M i r a i l :  France-IbGrie Recherche, 1975) ,  pp. 11-12. 

See Dlmaso Alonso, "La b e l l a  de  Juan Ruiz, toda  problemas," i n  De 
Zos'siglos oscuros a2 de oro (Madrid: Gredos, 1958) ,  pp. 86-99. On t h e  
s i g n i f i c a n c e  of gaps  between t h e  t e e t h  (Chaucer 's "gat- toothed") ,  s e e  a l s o  
Raymond E.  Barbera ,  "Juan Ruiz and 'Los d i e n t e s  . . . un poco a p a r t a d i -  
l l o s , " '  HR 36 (1968), 262-63. 

l2 Juan Ruiz, Libro de buen amor, ed. Jacques J o s e t ,  C lds icos  
C a s t e l l a n o s ,  17 (Madrid: Espasa-Calpe, 19741, l i n e  1014G. 

l3 "All5 i r C s ,  doiia v i e j a , "  i n  Jos6 Maria Al in ,  E l  cancionero espaflol 
de t i p 0  tradicionaZ (Madrid: Taurus ,  19681, p. 332. 

l4 "Viejo malo en l a  mi cama," i n  Al in ,  Cancionero, pp. 406-407. 
Sebast iLn de  Horozco (n .  8) h a s  a poem which "reprehende . . . a un v i e j o  
porque s e  cas6 con una mochacha" (Poem no. 8 ,  E l  cancionero, p. 50) .  Th i s  
poem a l s o  symbolises  t h e  male 's  impotence by h i s  l a c k  of  " d i e n t e  n i  "muela 
( s t a n z a  3) .  

l5 Cancionero, ed. Luston6, p. 246. 

l6 Rodrigo Cota ,  Didlogo entre e l  Amor y un v ie jo ,  ed. E l i s a  Aragone 
(Florence,  1961) ,  11. 296-97. 

I /  Las series valencianas, p. 135b. For an i n t e r p r e t a t i o n  of t h e  
poem and of  t h e s e  l i n e s  i n  p a r t i c u l a r ,  see Floresta, ed. Alz ieu  e t c . ,  
pp. 198-201. 

l* Edi ted  by J u l i o  Cejador  y Frauca i n  La verdadera poesfa castezlana. 
FZoresta de La a n t i g m  l f r i c a  popuhzr, I V  (Madrid: Imprenta  de  l a  RABfif, 
1923) ,  pp. 281-82. See a l s o  Floresta, ed. Alz ieu  e t c . ,  pp. 170-74. 

Sigmund Freud makes some i n t e r e s t i n g  remarks abou t  t h e  s i g n i f i -  
cance of t h e  p u l l i n g  of t e e t h  i n  dream symbolism, a s  no ted  by Sh ip ley  
("Concerting Through Conce i t , "  p.  329, n .  1 ) .  Freud s t a t e s  t h a t  tooth-  
p u l l i n g  u s u a l l y  deno tes  a f e a r  of c a s t r a t i o n  a s  a punishment f o r  onanism. 
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I n  some c a s e s ,  however, t h e  a c t u a l  moment of e x t r a c t i o n  does  sugges t  
s e x u a l  g r a t i f i c a c i o n  o r  r e l e a s e .  See The Interpretation of Dreams, t r a n s -  
l a t e d  and e d i t e d  by James S t rachey ,  P e l i c a n  Freud L i b r a r y ,  4  (Harmonds- 
worth:  Penguin Books, 1976) ,  pp. 507-16. 

20 Quota t ion  t aken  from S e b a s t i l n  C i r a c  Estopai i ln ,  Los procesos de 
hechicerias en Za Inquisician de CastiZZa Za Nueva (Tribunales de Toledo y 
Cuenca), (Madrid: CSIC, 1942) ,  pp. 110-11. 

.21 It  is p o s s i b l e  t o  adduce f u r t h e r  ev idence  of a  l i n k  between t h e  
t e e t h  and a  v i o l e n t  emotion o r  s t r o n g  ( s e x u a l )  d e s i r e .  M. Dominica Legge 
("Toothache," p. 54, n .  1 )  n o t e s  t h a t  L a r o u s s e ' s  Grand d ic t ionmire  unz- 
verse2 du XIXe siDcZe i n c l u d e s  (s .v .  dent)  a Locution famiZiDre: "Mal de  
dents--amour pass ionn6."  S i m i l a r l y ,  S a l v a t o r e  B a t t a g l i a ' s  Grande dizio- 
m A o  deZZa Zingua i t a l i a m  (s.v. dente) r e c o r d s  t h a t  '.'Dolere a  qualcuno 
qua lche  dente"  means "provare  v i v o  i n t e r e s s e ,  amore, d e s i d e r i o  (por  10 piii  
non c o r r i s p o s t o ) . "  I t a k e  t h i s  l a t t e r  i t em from t h e  o t h e r w i s e  r a t h e r  
d i s a p p o i n t i n g  a r t i c l e  of Joaqu in  Casalduero,  "La sefiora d e  Cremes y  e l  
d o l o r  d e  muelas d e  C a l i s t o , "  (S148),  pp. 78-79. Examples occur  even today.  
I n  t h e  t e l e v i s i o n  a d a p t a t i o n  of Sa ra  Davidson 's  n o v e l ,  Loose Change: 
Three Women of  the S i x t i e s  (1977) ,  one  c h a r a c t e r  remarks  of h e r  f e e l i n g s  
f o r  h e r  boy- f r i end :  "I l o v e  him s o  much, i t  makes my t e e t h  h u r t . "  

22 Al in ,  E l  cancionero es;a?foz, no. 229, p. 449. See  a l s o  nos .  47 
and 866, a t  pp. 332 and 712. 

23 I am g r a t e f u l  t o  P r o f e s s o r s  A. D.  Deyermond and Joseph Snow f o r  
t h e i r  h e l p f u l  comments on t h e  f i r s t  d r a f t  of t h i s  a r t i c l e .  

C e l e s t i n a  Le e n t r e g a  a  C a l i s t o  e l  cord& y l e  n a r r a  s u  invenc i6n  d e l  d o l o r  
de r u e l a s .  Aucto 6 " .  De l a  t r a d u c c i h  alemana de C .  Wirsung-1520. 
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'MIRA A BERNARDO' ES ALUSION CON SOSPECHA 

A l b e r t o  M. Fo rcadas  
Un ive r s idad  d e  A l b e r t a ,  Edmonton 

Nues t ro  c o l e g a ,  E. Michael  G e r l i ,  e n  s u  b r e v e  n o t a -  " 'Mira a Bernar- 
do' : a l u s i d n  ' s i n  sospecha"', en  C e l e s t i n e s c a , l  i n t e n t a  r e b a t i r  l a s  con- 
c l u s i o n e s  d e  n u e s t r o  e s t u d i o  "'Mira a Bernardo '  y e l  ' judaismo'  d e  La Ce- 
Zest ina" ,2  negando ca teg6r i camen te  que e l  'm i ra  a Bernardo '  (Auto 1 )  s e  
r e f i e r a  a San Bernardo d e  C l a i r v a u x  (o  d e  C l a r a v a l )  (1090-1153) y dese-  
chando, po r  10 t a n t o ,  n u e s t r a  con tenc i6n  que  l a  a l u s i d n  s e a  un c r i p t i c o  
a t a q u e  a 1  dogma d e  l a  Inmaculada Concepci6n. 

G e r l i ,  comparando dos  p a s a j e s  d e l  a c t 0  p r imer0  d e  LC con e l  s eme jan te  
d e l  Cap. V d e l  Corbacho (1438) d e l  A r c i p r e s t e  d e  T a l a v e r a ,  concluye,  s i-  
guiendo a 1  Conde d e  Puymaigre (1873) ,  que  s u  semejanza h a b l a  po r  s i  m i s m a ,  
a s i  que  l a  d i a t r i b a  d e  Sempronio c o n t r a  l a  p e r v e r s i d a d  d e  l a s  muje res  
a r r a n c a  d e  d i c h o  Cap. V y que e l  "Bernardo" e s  e l  "Mosgn Bernardo d e  
Cabrera"  (Bernat  IV d e  Cabrera)  d e l  Cap. X I 1 1  d e  l a  misma o b r a  d e  Mar t inez  
d e  Toledo. 

La convencida  a f i r m a c i d n  d e  G e r l i  que  "mira a Bernardo" e s  o t r a  a l u -  
s i 6 n  m& e n  LC a 1  Corbacho e s  d e b a t i b l e .  Y e l  a i i ad i r  e l  c r i t i c o  que "y 
p a r a  mayor i r o n i a ,  e s t a  ob ra  f u e  e s c r i t a  p o r  uno d e  10s m5s ac5 r r imos  de- 
f e n s o r e s  d e  l a  Inmaculada Concepcidn--Alfonso Mar t inez  d e  Toledo" (p. 91, 
no podemos s i n o  i n t e r p r e t a r l o  como que c r e e  que e l  p r imer  a u t o r  d e  LC (y 
s i  no h u b i e r e  t a l ,  R o j a s ) ,  p r e t e n d i a  m o r a l i z a r  a 10 T a l a v e r a ,  10 c u a l  es 
a t o d a s  l u c e s  p u e r i l .  

Obviamente que no se puede n e g a r  que  e n  l a s  a c o t a c i o n e s  d e  G e r l i  d e  
l a  d i a t r i b a  inisdgina d e  .Sempronio, e l  a u t o r  h a  d e  t e n e r  p r e s e n t e  e l  Cap. B 
d e l  Corbacho, t e n i d a  e n  c u e n t a  l a  s i m i l i t u d  d e  l a  forma e n  que e n  ambos s e  
p r e s e n t a n  10s p e r s o n a j e s  e j empla res .  3 S i n  embargo, no s o l o  f a l t a  menci6n 
de  S5neca e n  e l  Corbacho--cosa i m p o r t a n t e  p o r  c u a h t o  Sempronio 10 pone 
como G x i m a  a u t o r i d a d  mis6gina--,  s i n o  que e l  "Mosgn Bernardo d e  Cabrera"  
de  m a r r a s  no a p a r e c e  h a s t a  e l  Cap. X I I I ,  y aun  anecd6 t i camen te ,  p o r  no 
t e n e r  e l  c a l i b r e  d e  10s grandes  p e r s o n a j e s  p e r j u d i c a d o s  po r  e l  amor o 
g randes  conocedores  d e  10s p e l i g r o s  d e l  mismo. 

A1 a d u c i r  e l  e jemplo d e  p e r s o n a j e s  c l l s i c o s  o b i b l i c o s  como ADAN, 
SALOMON, DAVID, VIRGILIO, e t c . ,  p a r a  i l u s t r a r  las d e s a s t r a d a s  consecuen- 
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cias del "loco amor", era un locus classicus o locus c o m n i s  de la lite- 
ratura ejemplar o satirica, mis6gina o no, de la Edad Media espaiiola y 
europea. Por ello, considerando ademls que la posici6n de Calisto es fe- 
minista y la de Sempronio hip6critamente mis6gina (10 que contrasta con la 
actitud convencidamente antifeminista de Talavera), y haber en LC el tes- 
timonio de Shneca--ausente en el Corbacho--, la obra de Martinez de Tole- 
do, puede ser s61o una de varias fuentes tenidas en cuenta por el autor 
del primer acto. Veamos este locus comunis (o classicus) en algunas 
obras para ver culn difundido era. 

En el Libro de buen amor del Arcipreste de Hita (S. XIV) salen dos 
de las mismas figuras en estrofas pr6ximas: "Feqiste por loxuria a1 pro- 
feta DAVID ... " (est. 258); y "A1 sabidor VIRGILIO, como dize el testo 
engaii6lo la dueiia, quando 10 colg6 en el cesto" (est. 261). Debido a que 
hay cuatro influencias de Juan Ruiz en el primer act0 de LC, segiin anot6 
F .  Castro ~uisasola,4 el autor primitivo habria leido este lugar comGn en 
el Libro de buen amor; 

En la Historia Troyana (fines del S. XI11 o comienzos del XIV), 10 
encontramos en el texto correspondiente a1 epigrafe, "Como Achilles era 
muy cuitado de amor, et see quexava": 

... mas sy fue en el mundo ome a qui valiese contra el amor 
seso o ardimileto o valztia jcertas n6! ca n6 ualio a Sanson 
nj a SALAMO nj a DAUJD, que fuer6 6mes de grzt seso ... pues 
muchos de major entendimicto ... sufrier6 otro tal como yo.5 

Y del mismo libro, seis secciones mls adelante, otro -testimonio: 

... ey bile se deue Ztender en el Rrey SALAMO, que fue mas 
sesudo de todos en el mundo fuerG per6 contra el amor poco 
le presto su seso ... Achilles por amor se quito de armas, 
n6 catando el por-fazo de las sus c6pafias nj de 10s otrop.6 

Vemos que la Historia Troyanu es otra posible fuente que pudo haber con- 
sultado el autor primitivo de LC. 

Pau de Bellviure, poeta catalln, que vivi6 entre 10s siglos XIV y XV, 
tambidn recogi6 dicho lugar comiin: 

Per fembra fo SALAMO enganat 
10 rey DAVIU e sams6 exament 
10 payre ADAM ne trencl'l manament 
ARISTOTIL ne fou com encantat 
e VIRGILI fon perdut per la tor 
e sen Johan perd6 10 cap per llor 
e Ipocras mori per ilur barat.7 

Otro testimonio catalln aparece en el famoso Lo s o m i  de Bernat Metge 
(hacia 1390) : 

per fembra mori Nabot SampsB ... SALAMO, apostata 
DAUID, homicida ... . $ 
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Hallamos e l  l u g a r  comiin en  e l  Cancionero de Baem (h. 1445) ,  p o r  
ejemplo en  e s t e  " ~ e s i r "  d e  Diego MartInez d e  Medina (no. 311): E l  s a b i o  
VIRGILIO colgado e n  vn  c e s t o "  (v. 21);  "A1 muy poderoso e f u e r t e  Sanson" 
(v. 25) ; "ADAM n u e s t r o  padre  f u e  muy mal apreso"  (v.  29) ; " e l  r e y  SALAMON 
con quanto s a b i a "  (v. 41) y ,  f i n a l m e n t e ,  "E aun  ARISTOTILES con s u  g r a n  
sabe r"  (v. 53).  Todos v i c t i m a s  d e  mujeres .  Hasta  e n  o t r o  "Desir" d e l  
mismo a u t o r  (no. 337),  encontramos e n  e l  ca tBlogo d e  engaiios e s t o s  nom- 
b r e s :  DAVID, SALAMON, VERGILIO, ARISTOTILES, Nembrot, G o l i a s ,  Sanson "e 
todos  10s o t r o s  que en  10s l i b r o s  l eo"  (W. 79-80). Segiin C a s t r o  Guisa- 
s o l a ,  d e l  Cancionero de Baena hay por  10 menos dos  r e m i n i s c e n c i a s  e n  LC, 
una d e  e l l a s  e n  e l  pr imer  a c t o .  

En e l  Tractado ( i1440?) ,  "Como a 1  ome es n e c e s s a r i o  amar,"lO d e  Alon- 
s o  Madrigal ,  e l  Tostado,  cuya h u e l l a  e n  e l  pr imer  a c t 0  d e  LC tambi6n f u e  
p u e s t a  de  r e l i e v e  por  C a s t r o  Guisaso la  (aunque no e n  toda s u  e x t e n s i b n ) ,  
leemos e s t a s  l i n e a s :  

E non puede ADAN d e c i r  ... Como f i z o  DAVID, que ... a c e p t d  
e s t e  p e l i g r o s o  a f 5 n  por  amor d e  l a  f i j a  d e l  r e y  (224); ... 
Sansbn (228) ;' DAVID, como f u e  por  amor vencido (229) ; . . . 
d e l  q u a l  amor turbado 6 p r e s o  ... i p i e n s a s  que f u e  l i g e r a  
p r e m i a l l  l a  que amor pus0 e n  SALAMON? . . . non hay ome a p t 0  
p a r a  amar, B qu ien  e l  amor non venqa, pues SALAMON venc ib  
... (230); DAVID ... non 10 f i z o  l a  maldad d e l l a ,  mas d e l  
amor que d e l l a  ovo. LE p i e n s a s  que l a s  mujeres  f u e r a n  su- 
f i c i e n t e s  p a r a  engaiiar a ARISTOTILES 6 VIRGILIO? Non 10 
c r e a s ,  c a  e l  amor 10s engaiib (232) ;  Al ixandre  ... temor 
ovo d e  s e r  vencido p o r  amor (235) ;  Quinta  premia pus0 
amor en  Piramo ... como amasse a ... . T i s b e  (236). 

E l  caso  es que "Alixandre" y "Piramo y Tisbe"  apa recen  tambi6n e n  e l  p r i -  
mer a c t 0  d e  LC (I, 45 y I, 36, r e spec t ivamente ) .  Hay o t r a s  muchas c o i n c i -  
d e n c i a s  e n t r e  e s t e  Tractado y LC, ' t a n t o  d e  p e r s o n a j e s  ("Ypocras" y"S6- 
neca"l2  [241]), como d e  s i t u a c i o n e s  y t e rmino log ias .  De Gs tas ,  b a s t e  
e s t e  ejemplo: 

... e en  e s t e  grado 10 egua la  SALAMON ... en  e l  E c l e s i B s t i c o ,  
onde d i c e :  "El v i n o  6 e l  amor a l a s  mugeres f a z e n  renegar  B 
10s s a b i o s  6 d e r r i b a r  B 10s seguros"  (Tractado, 241). 

Oye a SALOMON do d i z e  que las mugeres e e l  v i n o  hacen a 10s 
hombres r enegar  (LC I, 47).  

Con t a n t a s  c o i n c i d e n c i a s ,  y s i g u i e n d o  l a  l i n e a  d e  razonamiento d e  
Gerli e n  o t r o  a r t i c u l o  suyo,  "CeZestim, Act I Reconsidered:  Cota ,  Mena . . . o r  Alfonso Mart inez  d e  ~ o l e d o " , l 3  no h a b r i a  por  qu6 no c o n s i d e r a r  que 
d i c h o  a c t 0  o r i g i n a l  ( s i  10 e s )  f u e r a  d e l  Tostado. 

En una c a r t a  d e  P e r e  T o r r o e l l a  (S. xV), hablando d e l  amor, hal lamos:  
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E a q u e s t o  s e  vee  no s o l o  por con t inuas  e x p e r i e n c i a s  
e mas por  exemplo de  ... E r c u l e s ,  d e  ARISTOTIL, de  
SALAMON, de  VIRGILIO, de SansBn .. . de  DAVID . .. l4 

En l a  "Segona p a r t  de  l a  l l i c 6  d e  SALAMO" d e l  LZibre de Zes dones 
(1459 o 1460) ,  d e  Jaume Roig, s a l e n  no s61o 10s v ic t imizados  por l a s  muje- 
r e s ,  ADAN, Sans6 y DAVID ( e n t r e  o t r o s ) ,  s i n o  que nada menos que tambien 
e l  "predicador"  BERNAT (San Bernardo) . 

Encontramos en l a  Repetici6n de amores (impreso a 1  p a r e c e r  en 1497) 
de  Juan d e  Lucena: "Ver5s a q u e l  s a n t o  varo'n DAVID" (p. 50) ; "a ARISTOTI- 
LES y a  VIRGILIO ... e l  amor 10s engaii6" (52) ;  SALOMON ... y Sams6n 
fue ron  por  e l l a s  engaiiados" (75) ;  "ca s i n  e l l o s  / 10s a f e i t e s  l i f u e r a  ADAM 
engaiiado . . . ? (83) .  1 5  Hay muchos m& e j  emplos passim. 

En e l  cu r ios0  Lo,procZs de Zes o l i ves  (Valencia ,  1497): 

iquant  hamens p ruden t s ,  a i x i  com sabeu,  
amant han e r r a t ,  d'amor e s s e n t  I g i l s !  
DAVID, SALOMO, Am&, i mol t s  a l t r e s  l6 

La ev idenc ia  t e x t u a l  medieval ,  c a s t e l l a n a  y  c a t a l a n a ,  d e l  l u g a r  comtin 
--que d e  no mediar l a s  l i m i t a c i o n e s  d e  e s p a c i o  habriamos aumentado consi-  
derablemente--prevaleciente e n  todas  l a s  l i t e r a t u r a s  europeas  d e  l a  Gpoca, 
e spec ia lmente  la  i t a l i a n a  y  f r a n c e s a , l 7  e s  prueba f e h a c i e n t e  d e  que e l  
a u t o r  d e l  primer a c t 0  d e  LC hub0 de  t e n e r  m& f u e n t e s  a  s u  d i s p o s i c i 6 n ,  d e  
d icho  l u g a r  comGn, que l a  p re tend ida  Gnica d e l  Corbacho d e  Ta lavera .  Por 
o t r o  l a d o ,  e l  caso e s  que l a  sugerenc ia  d e  Sempronio, "Lee 10s y s t o r i a l e s ,  
e s t u d i a  a  10s f i l 6 s o f o s ,  mira  a  10s poe tas  ... " ( I ,  47) ya  se exc luye  e l  
poder i d e n t i f i c a r  a  "Bernardo" con Bernat  I V  de  Cabrera ,  Almirante  de  Ara- 
g6n-Cataluiia (m. h a c i a  1428) .  Pr imero,  porque " y s t o r i a l e s "  s e  r e f i e r e  a  
h i s t o r i a  pasada y b i e n  pasada,  y  segundo, porque Bernardo de  Cabrera  no 
f u e  n i  f i l 6 s o f o  n i  poe ta ,  y  s i  Bernardo de  Cla i rvaux .  

C r u c i a l  e s  se i i a l a r ,  pa ra  redondear e s t a  argumentaci6n, que a  San Ber- 
nardo s e  l e  a t r i b u i a  haber  dudado de l a  v i r g i n i d a d  d e  Maria,  como se de- 
muestra  en e l  deba te  comprendido e n t r e  "Desires" 323 y 328 d e l  Cancionero 
de Baena. He a q u i  s 6 l o  una muestra  d e l  deba te :  

E como yo por  pensar  
que s u  concebqion f u e  San ta ,  
. . . . .  
fasme luego dubdar 
Berrnaldo,  ca  non d i x i e r a  
c o n t r a  e s t o ,  s y  a s y  f u e r a ,  
pues que e r a  s u  j u g l a r .  

Bernaldo 10 r r e t r a t o  
. . . . . .  
que non fue ron  aprouadas  
e s t a s  l e t r a s  que e s c r y u i d e s ;  
pues amigo, vos d 'oydes  
non d igades  t a l e s  nadas .  

Leed a  Santo Thomas ... 
(Diego Mart ines  de  Medina, 323) (Fray Lope d e l  Monte, 324) 

E s t a  yo proponia ,  en m i  a r t i c u l o  de  l a  BFE, s e r  l a  base  i d e o l 6 g i c a  de  l a  
menci6n a  Bernardo e n  LC I ,  y por  t a n t o ,  un ve lado  a taque  a  l a  v i r g i n i d a d  
de  Maria ,  e n t r e  o t r a s  c o s a s ,  por haber expresa  omisidn de Maria ,  en d icho  
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acto, como mode10 de virtud. El plural de la iinica mencidn positiva a las 
mujeres, de Sempronio: "Pero 10 dicho ... no te contezca error de tomarlo 
en comiin. Que muchas hub0 y hay ... (I, 47-48), la excluye ominosamente. 
(Otras razones pueden leerse en mi trabajo de BFE.) Asi pues, ipuede 
haber aun alguna duda que el "Escucha a1 AristBteles, mira a Bernardo" sea 
una alusidn "con sospecha"? Por si la hay, sigamos con &S argumentacidn. 

Mencionamos arriba (p. 11.) la importancia del testimonio antifemi- 
nista de SCneca en el primer act0 de LC, y de su ausencia en el Corbacho. 
Y 10 mencionamos precisamente porque se da el opuesto testimonio, el femi- 
nista, de no sdlo SCneca sin0 tambiCn de AristBteles y de San Bernardo en 
el Triunfo de las donas de Rodriguez de la CImara, o del PadrBn (m. hacia 
1445). Doy primero dos muestras de la semejanza del Triunfo con LC y su 
primer acto: 8 

(1) SEM. Riome, que no pensava que havia per0 invencidn de 
pecado que en Sodoma. 

CAL. iCBmo? 
SEM. Porque aquellos procuraron abonrinable uso con 10s Inge- 

les no conocidos e tu con el que confiessas ser Dios 
(LC I, 44) 

Et que bien demuestra el viqioso mundo por ellas [las mujeres] 
non ser governado. Las cinco cibdades de.Pentapolin [~odoma, Go- 
morra, etc.] por el pecado mas odioso por onbres cometido . .. 
(!7!riunfo, p. 104). 

(2) CAL. Vamos, no se indigne ... como 10 espiritual sepa yo que 
precede a 10 corpora2 . . . (LC, I, 87). 

... mas por que la grosedat de tu ingenio tales altas cosas 
como el espiritu suelto de la corporal carqel, contigo razonando 
non comprehenderia ... dizias tales ofensivas palabras ... 
(Triunfo, p. 82). 

Si pudi6ramos probar que hay todo un sistema de retroaccidn padroniana en 
el primer act0 de LC,y aun en el resto de la obra, que no podemos por ra- 
zones de espacio, se veria que ambos el autor original y Rojas conocian a 
la perfeccidn el Triunfo y la obra global de Juan Rodriguez.19 

Veamos ahora con mCs detenimiento el argument0 fenrinista de la tria- 
da de S6neca/AristBteles/San Bernardo en el Triunfo: 

La und6cima razdn ... segund dize BERNARDO ... la 
creyese ser aquella muger que viera en la presencia diuina 
sobre todos 10s angeles se deuer asentar (p. 91). 

( ... ) la quadragesima septima, o sea el dicho del Filosofo 
[ARISTOTELES]. . . . : La virtuosa muger es corona del varon. 
Onde se demuestra manifiestamente que tiene el mayor honor 
( 'p. 120) . 
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. . . l a  quadragesima oc taua  [de l a s  razones  por  la  mayor 
dignidad de  l a  mujer] sea  un v u l g a r  d icho  de  SENECA, que 
d i z e :  que ninguna cosa  non e s  t a n  a l t a  e n  d i g n i d a t  quanto 
e s  l a  v i r t u o s a  muger. Onde c l a r o  se prueua que t i e n e  l a  
exce lenc ia  (p. 120) .  

Aqui s e  v e  c la ramente  que e l  Bernardo v i s t o e n  a s o c i a c i 6 n  con l a s  dos 
f i g u r a s  que completan l a  t r i a d a  d e  Sempronio e s  San Bernardo, aunque como 
fem-histu y no en funci6n d e  a u t o r i d a d  d e  l a  misog in ia .  Aunque habrd que 
reconocer  que l a  l i s t a  g l o b a l  d e  10s p e r s o n a j e s  que s a l i e r o n  malparados 
por  e l  amor, o  que conocian 10s n e f a s t o s  e f e c t o s  d e l  mismo en LC, e s t 6  
i n f l u i d a  de  l a  de Ta lavera ,  e n t r e  o t r a s ,  s e  v e  que e r a  t a n  d i fund ido  e l  
locus conununis que no hay que pensar  s 6 l 0  en Ta lavera  pa ra  e s t e  punto d e l  
pr imer  a c t 0  de  LC, espec ia lmente  porque en Ta lavera  f a l t a  l a  menci6n de  
Sgneca que t a n t a  importancia  t i e n e  en e l  par lamento d e  Sempronio y  que s e  
h a l l a  p r e s e n t e  en t a n t a s  o t r a s  p o s i b l e s  f u e n t e s .  Es to ,  j u n t o  con o t r o s  
v a r i o s  puntos d e  c o n t a c t 0  e n t r e  e l  Triunfo de  Rodriguez d e  l a  Cdmara, o  
Padr6n, y  e l  pr imer  a c t 0  de  LC, permi te  pensar  que s u  a u t o r  conociera  b i e n  
e l  c a r a c t e r  f e m i n i s t a  de  10s a u t o r e s  mencionados en e l  Triunfo a 1  mismo 
tiempo que s u  c a r a c t e r  misbgino; es d e c i r ,  hay una dob le  t r a d i c i 6 n .  

En cuanto a San Bernardo, famoso de fensor ,  p a r a  a lgunos ,  de  l a  v i r g i -  
n idad d e  Maria,  e l  t e s t imonio  de a lgunos "Decires" d e l  Cancionero de Baena 
demuestra que no 10 e r a  pa ra  todos  en e l  s i g l o  XV. A s i  que e l  a u t o r  que 
puso en boca de  Sempronio e l  "Bernardo" t i e n e  toda  l a  raz6n en a l u d i r  a 1  
s a n t o  como famoso mis6gino de  s u  tiempo. Los j u d i o s  no aceptaban l a  v i r -  
g i n i d a d  d e  Maria,  y  como s e  l e  a t r i b u i a  a  San Bernardo dudas sobre  s u  v i r -  
g i n i d a d ,  no es extremado v e r ,  en s u  i n c l u s i 6 n  en l a  c i t a  de  Sempronio, una 
a l u s i 6 n  " juda izan te .  " 

La e x i s t e n c i a  d e  l a  pol6mica d e l  Cancionero de Baena sobre  s i  San 
Bernardo hab ia  mostrado escep t i c i smo o no en cuan to  a  l a  v i r g i n i d a d  d e  l a  
madre d e  C r i s t o ,  es una prueba que muchos c r i s t i a n o s  en l a  6poca t e n i a n  
s u s  dudas sobre  e s t a  c r e e n c i a  mariana. Y he  a q u i  pues que Fray Lope d e l  
Monte, exasperado por  l a s  dudas de  Diego Mar t ines ,  acusa rd  a  Gste  de  a l -  
b e r g a r  una c r e e n c i a  j udaica  (no. 326) ; 

bueno vos s e r 5  j u n t a r  
con e s o s  de Moysen 
y p a r i e n t e s  d e  Cohen: 
f a r e i s  juegos d e  con ta r ,  

10 que hace,  j u n t o  con todo 10 dicho,  que l a  a l u s i 6 n  c e l e s t i n e s c a  que nos  
ocupa s e a  'con sospecha ' .  

Pero creemos que no hay que d a r l e  ya mds v u e l t a s ,  ya que t a l e s  a lu -  
s i o n e s  'con sospecha '  abundan en e l  pr imer  a c t o .  La c i t a :  "TG que guias 
20s perdidos e 10s r e y e s  o r i e n t a l e s  por e l  e s t r e l l a  precedente a Bel6n" 
( I ,  5 9 ) ,  por ejemplo, c o n t i e n e  no s61o l a  re tozona  e inocua a l u s i d n  ' j u -  
d a i c a '  a  l a  ~uz(a de 20s perdidos (Descarriados o Perplejosl (Mohre Nebu- 
chim) d e  MaimBnides, s i n o  l a  menos b i e n  in tenc ionada  p a l a b r a  "precedente",  
que s i  b i e n  a 1  chndido l e c t o r  o  c r i t i c 0  de  todas  l a s  Gpocas l e  ha  sonado 
como que ' i b a  d e l a n t e ' ,  l a  verdad e s  que en l a  Edad Media s i g n i f i c a b a  'an- 
t e r i o r '  (10 qismo que hoy).20 Una e s t r e l l a  j u d a i c a  a n t e r i o r  a  l a  d e  
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BeGn que guiaba a  10s "perdidos", y  r e l a c i o n a b l e  con "reyes  o r i e n t a -  
l e s " , j l  t a n t o  puede s e r  l a  l u c i e n t e  nube que g u i 6  a  10s i s r a e l i t a s  f u e r a  
d e  Egipto,  como Moisbs mismo, ya que 10s r e y e s  i s r a e l i t a s  son en e l  Anti- 
guo Testamento ' l u z ' ,  y  ' l u z '  y  ' e s t r e l l a '  son a l l %  sin6nimos (Ntimeros, 
24: 1 7 ) .  C a l i s t o  por un momento se ha  i d e n t i f i c a d o  con e l  judaismo por  
n e c e s i t a r  de  un j u d a i z a n t e ,  Sempronio. E s t e  e s  judaizante--en a d i c i 6 n  a  
l a s  pruebas aduc idas  por  c i e r t o s  c l a r i v i d e n t e s  c r i t i c o s  d e  que todos  10s 
persona jes  b a j o s  d e  LC 10 son--por s e r  a s iduo  de  l a  ' s inagoga '  de  Celes- 
t i n a ,  en donde 10s c o n t r i t o s  a s i s t e n t e s  l l o r a n  s u s  pecados, desca lzos  y  
"desatacados" ( I ,  71).  Hacer p e n i t e n c i a  ' desa tacado ' ,  e s  d e c i r ,  con l a s  
c a l z a s  descei i idas ,  e r a  un r i t u a l  judaico.22 

Siendo pues Sempronio j u d a i z a n t e ,  una a l u s i 6 n  'con sospecha '  --la que 
nos ocupa-- por p a r t e  suya,  no puede s e r  Gs n a t u r a l .  

NOTAS 

Vol. 1, no. 2  (Otoiio, 19771, pp. 7-10. 

BoZetin de fiZoZog<a espakZa, 13,  nos .  46-49 (enero-dic. ,  1973- 
74) ,  pp. 27-45. 

As i ,  e n  LC, Sempronio menta a SALAMON, Sbneca, ARISTOTELES, y  Ber- 
nardo; C a l i s t o  a ADAN, SALOMON, DAVID, ARISTOTELES, y  VIRGILIO. En e l  
Corbacho, l a  s e r i e  s e  compone de  Sans&, DAVID, G o l i a t ,  SALOMON, VIRGILIO, 
ARISTOTELES (cap. V), y  s igu iendo  a G e r l i ,  Bernardo d e  Cabrera  (cap. X I I I )  
[ ~ n  l e t r a  mayiiscula aparecen 10s nombres comunes a  l a s  dos  obras].  

. Observaciones sobre Zus fuentes l i terarias  de 'Lu CeZestina' (Ma- 
d r i d :  Jimbnez y Molina, 1924; re impreso Madrid: CSIC, 1973) ,  pp. 152-53. 

Ed. Kelvin M. Pa rker  (San t i igo  de  Compostela: CSIC-Inst. Padre  
Sarmiento d e  Es tud ios  Gal legos,  1975) ,  pp. 221-22. 

' Ver Lo ZZibre deZs poetes. Cansoner de .obres rimades, ed. Fran- 
cesch Pelay Riz  (Barcelona,  1867) ,  p. 71. Es muy semejan te  e s t e  e lenco  a1 
que t r a e  Ta lavera  en s u  cap. V (v. a r r i b a ,  n. 3 ) .  

Ver Lo somni, ed. d e  R .  Miquel i Planas ,  Barcelona: [F. ~ i r 6 ] , 1 9 0 7 ,  
p5g. 251. 

Pa ra  l a s  c i t a s  d e  LC se ha  empleado l a  e d i c i 6 n  de  Cejador en C l l s i -  
cos  C a s t e l l a n o s  (Madrid: Espasa-Calpe, 1963). En 6 s t a  l a  f i g u r a  de  V i r -  
g i l i o  en e l  c e s t o  s e  encuen t ra  e n  I,  243-44. Se n o t a  s u  a p a r i c i 6 n  e n  e l  
A r c i p r e s t e  d e  H i t a ,  Libro de buen amor, e s t .  261-68. 
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l0 Edici6n en  OpiiscuZos l i terar ios  de 20s s ig los  XIV a XVI, Madrid: 
~ o c i e d a d  d e  B i b l i 6 f i l o s  Espaiioles,  1892. La pCgina e x a c t a  p a r a  cada men- 
c i 6 n  acompasa e l  t e x t o .  

l1 Comp. l a s  semejanzas d e  e s t a  a s e v e r a c i 6 n  con l a  d e  Sempronio: "0 
soberano  Dios! ... iQu6nta premia p u s i s t e  e n  e l  amor, que e s  n e c e s s a r i a  
t u r b a c i 6 n  en e l  amante!". ( I ,  42 ) .  

l2 Sgneca c i t a d o  a q u i  con r e s p e c t o  a s u  i d e a  s o b r e  e l  remedio d e  amo- 
res . 

En e l  Kentucky Romance Quarterly, 23 (1976),  29-46. En este a r -  
t i c u l o  G e r l i  a d j u d i c a  s i n  demasiadas r e s e r v a s  l a  p a t e r n i d a d  d e l  pr imer  
a c t 0  d e  LC, a Mart inez  d e  Toledo. LPero c6mo p o d r i a  "uno d e  10s mds ac6- 
r r i m o s  d e f e n s o r e s  d e  l a  Inmaculada" ( a r t . .  c i t . ,  n .  1, p .  9)  o m i t i r  a l a  
Virgen como mode10 d e , v i r t u d  en s u  pr imer  a c t 0  d e  LC? 

l4 EdiciBn d e  Pedro Bach y R i t a ,  The WorZd of Pere TorroelZa (New 
York: I n s t i t u t o  d e  Las Espaiias, 1930) ,  p .  304. 

l5 RepeticiBn de mores ,  ed.  J. O r n s t e i n  (Chapel H i l l :  Univ. o f  North 
C a r o l i n a  P r e s s ,  1954).  P a r e c e  que  hub0 e d i c i 6 n  en 1477 d e  e s t a  obra .  

l6 Cf. l a  e d i c i 6 n  f a c s i m i l  con transcripci611, Va lenc ia :  E s t e l ,  1973. 
Ver l a  s i g n a t u r a  e6. 

17  
P. e j . ,  Richard d e  Fourn iva l ,  Le best ia ire  d'amour ( S .  X I I I ) ;  

Ch ia ro  Davanzat i ,  " ~ i m e  XXIX (ed.  ~ e n i c h e t t i )  6 .  X I I I ) ;  S a r d i n i  da  S iena ,  
"LXXVIII" (ed. ~ a s q u i n i )  (S. XIV); Guillaume d e  Machaut, La fonteinne 
amoreuse, W. 1819-1820 (ed. Hoepffner) (S. XIV-XV); e t c . ,  e t c .  

l8 0bias de Juan Rodriguez de Za Chara (o del Padron) , Madrid: So- 
c i e d a d  d e  B i b l i 6 f i l o s  Espaiioles,  1885. Las phg inas  s e  c i t a n  en  e l  t e x t o .  

l9 Un avance d e l  tema puede l e e r s e  e n  m i  t r a b a j o  d e  Romance Notes, 1 9 ,  
. 

no. 2 (Winter 1978) ,  pp. 1-6. CVer , en es te  n h e r o ,  LCDB ~ 2 6 6 ,  p6g. 51. l 

20 A s i  en o t r o  l u g a r  d i r 6  C a l i s t o ,  y a  no ' c o n c e p t i s t i c a m e n t e ' :  "como 
10 e s p i r i t u a l  sepa yo que precede a 10 corpora l "  ( I ,  87) .  

E l  'Morgen David'  ( E s t r e l l a  d e  David) no p a r e c e  p robab le ,  ya  que 
e s t e  s imbolo d e  s e i s  pun tas  no e r a ,  en  l a  Edad Media, p r i v a t i v o  d e l  pueblo 
j u d i o .  

22 CompruCbese, j u n t o  con e l  r e s t o  d e  l a s  o b r a s  " s e c r e t a s  deuociones",  
en  e l  p o e m  d e l  Comendador Rom6n c o n t r a  Ant6n d e  Montoro, en  M. MenCndez y 
Pe layo ,  Historia de la poesfa castellana en la Edad Media (Madrid: Victo- 
r i a n o  Sugrez ,  1914) ,  pp. 311-12. En c a s a  de  C e l e s t i n a  s e  c e l e b r a b a ,  pues ,  
e l  Yom Kippur.  

Gm 
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LA CELESTINA OF FELIPE PEDRELL 

Joseph Snow 
Univers i ty  of  Georgia 

1. F'eZipe PedreZZ. F e l i p e  P e d r e l l ,  born  February 1 9 ,  1841, halfway 
between Barcelona and Valencia  i n  t h e  town of  Tor tosa ,  seemed d e s t i n e d  t o  
a mus ica l  c a r e e r .  He was, a t  t h e  age of seven ,  a l r e a d y  s i n g i n g  i n  t h e  
youth c h o i r  a t  t h e  Ca thedra l  i n  Tor tosa  and s tudy ing  music s e r i o u s l y  under 
c h o i r  d i r e c t o r  Juan  Antonio Nin y S e r r a .  His  l e i s u r e  hours  were spen t  
s tudy ing  and p l a y i n g  music.  At age  f i f t e e n  h e  had composed a l r e a d y  a 
th ree -par t  S t a b a t  Mater. At e igh teen  h e  made h i s  f i r s t  grand journey t o  
Barcelona and r e t u r n e d  aglow w i t h  t h e  o p e r a t i c  g l o r i e s  h e  heard performed 
by a f u l l  o r c h e s t r a .  He l i t e r a l l y  threw himself  i n t o  a f r e n z y  of compos- 
ing ,  of  t each ing ,  and of  w r i t i n g .  H i s  f i r s t  opera ,  E t  fiZtirno Abencerraje  
(1868), was f i n i s h e d  when h e  had j u s t  turned twenty-seven. Not long a f t e r ,  
a move t o  Barcelona 's  h i g h l y  s t i m u l a t i n g  env i rons  took p l a c e  and from 
t h e r e  h i s  work tempo inc reased  and h i s  fame spread .  T r a v e l s  took him t o  
Madrid, P a r i s ,  Rome, Buenos Ai res  and many o t h e r  p l a c e s .  

His  c a r e e r  was supported more by love  than  e a r n i n g s ,  a n o t  uncommon 
p l i g h t  of  mus ic ians  i n  h i s  day. Nonetheless ,  h e  is known a s  t h e  f a t h e r  of 
Spanish music and h i s  s t u d e n t s '  fame e c l i p s e s  h i s  own: F a l l a ,  Albsniz ,  
Granados, M i l l e r ,  S u b i r l ,  Anglss ,  and Donost ia ,  i n t e r  a t i o s .  He con t r ib -  
u ted  widely t o  many f i e l d s :  musical  r e s t o r a t i o n ,  mus ica l  biography,  h i s -  
t o r y  of music, e s t ab l i shment  of  mus ica l  j o u r n a l s ,  t h e  t e a c h i n g  and w r i t i n g  
of music, t r a n s c r i p t i o n  of a lmost  f o r g o t t e n  Spanish composers of  t h e  X V I  
and XVII c e n t u r i e s ,  mus ica l  c r i t i c i s m ,  b ib l iography ,  e t c .  Non-remunera- 
t i v e  acco lades  were p l e n t i f u l ,  cu lmina t ing  i n  a p u b l i c  and i n t e r n a t i o n a l  
homage s t a g e d  i n  h i s  hometown of Tor tosa  i n  1911 on t h e  occas ion  of  h i s  
70th yea r .  Having pa id  i ts  t r i b u t e s ,  t h e  world moved on. A f t e r  t h e  dea th  
i n  1912 of h i s  on ly  daughter  Carmen, w i t h  whom h e  l i v e d ,  he  eked o u t  a n  
e x i s t e n c e  supported by p r i v a t e  c o n t r i b u t i o n s  from a few f r i e n d s  u n t i l  h i s  
d e a t h  on August 19 ,  1922.1 

2. Genesis  of 'La CeZest inu ' .  The g e n e s i s  of P e d r e l l ' s  mixed p rose  
and v e r s e  opera  is worth record ing  i n  some d e t a i l ,  i f  on ly  t o  impress  upon 
o u r s e l v e s  t h a t  i t s  concept ion was n o t  a spur  of t h e  moment i n s p i r a t i o n  nor  
was h i s  acqua in tance  w i t h  R o j a s ' s  t e x t  i n  any way a s u p e r f i c i a l  one. We 
have t h e  advantage of be ing  a b l e  t o  read  P e d r e l l ' s  own memoirs on t h e  sub- 
j e c t ,  i n  c h a p t e r  XXX of h i s  au tob iograph ica l  Or ien tuc iones  (1892-1902). 2 
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It w i l l  b e  wise ,  I t h i n k ,  t o  l e t  P e d r e l l ' s  words [I have reduced them 
wi thou t  a l t e r i n g  t h e  n a r r a t i v e ]  speak f o r  him. I n  abou t  t h e  y e a r  1855, 
be ing  then  t h i r t e e n  o r  f o u r t e e n  y e a r s  of age  we f i n d  him a t  t h e  home of a n  
unc le .  

M i  t i o  Ja ime e r a  a f i c ionad i s imo a  l a  l e c t u r a .  Pose ia  unas  h i l a -  
d e r a s  de  l i b r o s  guardados en un armari 'ejo,  a n t e  e l  c u a l  se exta-  
s i a b a n  mis o j o s  de  muchacho c u r i o s 0  . . . l i b r e  de  e l e g i r  10s 
que me d i e s e  l a  gana . . . me d i  a  busca r  t r a g e d i a s  e n t r e  10s 
l i b r o s  de  m i  deudo. S a l i e r o n  dos  que mejor que l e i d o s  fue ron  
devorados ... . Uno d e  t a l e s  l i b r o s  e r a  e l  Hamlet, d e  Shake- 
speare ,  y  e l  o t r o  La CeZestina, tragi-cornedia de CaZisto y Meli- 
bea. Aquel t r aduc ido  por Morat in ,  Cs te ,  segGn se l e i a  en l a  
por tada  ... e s c r i t o  "por Juan  de  Mena y por Rodrigo Cota ,  y  con- 
c l u i d a  por  Fernando de  Rojas", e d i c i 6 n  "adornada con c u a t r o  lb -  
minas f i n a s "  ... . Apunto todos e s t o s  d e t a l l e s  porque andando e l  
tiempo a d q u i r i  e s t a  e d i c i 6 n ,  que conservo y es t imo  mucho ... 
(pp. 231-2). 

Already t h e  v a r i e t y  con ta ined  i n  t h e s e  mas te rp ieces  was working on h i s  
c r e a t i v e  mind: 

E l  e f e c t o  producido por l a  obra  de Shakespeare f u e  d e  a q u e l l o s  
que conservan toda  l a  v ida .  No 10s aiios, n i  l a  d i s t a n c i a  d e  
tiempos han podido e n t i b i a r l o .  . . . E l  e f e c t o  causado por l a  
Celestina, s i  b i e n  profundo, no f u e  t a n  pavoroso como e l  que me 
produjo e l  Hamlet. Del comentario moral ,  iqu6 podia  saber  yo? 
iquE f u e r z a  d e  a b s t r a c c i 6 n  podia  poseer  p a r a  l l e g a r  h a s t a  e l  
fondo de  l a s  conc ienc ias  d e  10s persona jes  de  l a  t ragicomedia ,  
n i  c6mo a n a l i z a r  s u s  almas? La p e r v e r s a  t e r c e r a  que se p r e s e n t a  
a  Melibea; 10s a r r e b a t o s  d e  C a l i s t o ;  l a  c o d i c i a  y  10s egoismos 
de  Sempronio y  PBrmeno; l a  f i g u r a  nob le  d e l  desventurado Plebe- 
r i o ,  l a  t r a g e d i a  y  l a  humana comedia, l a s  d i s c o r d i a s  e n t r e  ex- 
tremos, todo e l  fondo de  l a  obra  s i n  p a r  d e  Rojas ,  habian d e  
causarme e l  e f e c t o  profundo que e s  de  c o n s i d e r a r  ... e n t r e  la 
edad i n f a n t i l  y  l a  pr imeris ima ado lescenc ia  . . . . desde aque- 
l l a  remota edad l l e v o  impresa en el  alma l a  t r ag icomedia ,  y que 
e l  l i b r o  s i n  p a r  d e  Rojas e s ,  e n t r e  o t r o s  muy con tados ,  uno d e  . 
10s que he  pues to  s iempre sobre  mi cabeza y  en l u  a r  p re fe ren-  
t e  de  l ibros unicos (pp. 233-34). [ ~ u t h o r ' s  emphasisf 

The i d e a  of a  n o n - t r a d i t i o n a l  mus ica l  opera ,  n o t  e x c l u s i v e l y  i n  v e r s e  [ ~ e -  
d r e l l  had experimented w i t h  p rose  i n  h i s  unedi ted opera ,  ~ l e o ~ a t r a ]  kep t  
t a n t a l i z i n g  him. P r i o r  t o  1891, P e d r e l l  propounded t h e s e  i d e a s  more con- 
c r e t e l y  i n  "La Vanguardia" of  Barcelona i n  a n  art icle s t r a i g h t f o r w a r d l y  
t i t l e d ,  "La Bpera en p rosa  y  en ve r so . "  That he v e r y  much had Rojas  i n  
mind i n  t h i s  con tex t  is  made c l e a r :  

En e f e c t o  Shakespeare, Goethe y  o t r o s  que p o d r i a  c i t a r ,  han es -  
c r i t o  c i e r t a s  obras  en e s t a  forma. En n u e s t r a  l i t e r a t u r a  a n t i -  
gua poseemos una obra  que s e r i a  e l  i d e a l  del .Zibret to  e n  e s t a  
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forma mix ta ,  l a  Cezest ina ,  l a  famosa comedia de  C a l i x t o  y  Meli- 
bea,  y  en l a  moderna, s o l o  c i t a r 6  d o s ,  E l  drama nuevo y E l  Doc- 
t o r  L,u%ueZa, obra  g e n i a l  e i n s p i r a d a  de Ros d e  Olano, i n j u s t a -  
mente o lv idada .3  , 

This  was t h e  pe r iod  . p r e c i s e l y  when P e d r e l l  had j u s t  completed Los P i e -  
neos, t h e  f i r s t  p a r t  of  h i s  p a t r i o t i c  t r i l o g y  i l l u s t r a t i n g  t h e  t h r e e  p a r t s  
of t h e  d i v i s a  of t h e  J o c s  FZoraZs: PATRIA-AMOR-FIDES. It would be  e lev-  
en y e a r s  b e f o r e  t h i s  work would b e  heard i n  Spain a n d , '  perhaps coinciden-  
t a l l y ,  e l e v e n  year-s b e f o r e  t h e  work designed t o  r e p r e s e n t  AMOR--that i s ,  
La CeZestina--would come s p i l l i n g  f o r t h  from t h e  long-contained w e l l  of 
P e d r e l l ' s  i n s p i r a t i o n  i n  t h e  i n c r e d i b l y  s h o r t  span of 2 months. Here we 
w i l l  p i c k  up a g a i n  P e d r e l l ' s  n a r r a t i v e :  

Cor r i a  e l  mes de  j u n i o  de  a q u e l  aiio [l9021 cuando . . . l e i  en "La 
Correspondencia d e  Espaiia" e s t a  n o t i c i a :  "El maestro  V. e n t r e  
o t r o s  proyectos  que a c a r i c i a  t i e n e  e l  de  e s c r i b i r  una 6pera  so- 
b r e  l a  C e l e s t i n a  d e  Fernando Rojas." A1 cab0 de  unos d i a s ,  pre-  
c isamente  e l  d i a  29, e s t u v o  e n  c a s a - e l  a lud ido  maestro. ... Re- 
cord6 de  r e p e n t e  l a  n o t i c i a  l e i d a ,  y  hube de p r e g u n t a r l e :  "Es 
c i e r t o ,  amigo V . ,  que t i e n e  us ted  l a  i d e a  de poner miisica a l a  
C e l e s t i n a ?  -- "iQui5l1'--me respond i6 ,  --"eso queda p a r a  u s t e d ,  
no pa ra  mi. No me e x p l i c o  de  d6nde han sacado e s a  n o t i c i a  
(Orientaciones ,  pp. 234-35). 

P e d r e l l  goes  on t o  r e v e a l  t h a t  he  spen t  t h a t  a f t e r n o o n  i n  a  monologue 
about  whether he  should indeed compose such a n  o p e r a t i c  s c o r e  and, i f  he 
were t o  choose t o  do s o ,  how would h e  go about  i t ?  He mulled over  t h e  
d i f f i c u l t i e s ,  t h e  e f f o r t  t h a t  would i n e v i t a b l y  b e  requ i red  t o  s c a l e  down 
t h e  work, and t h e  a r t  i t  would t a k e  t o  keep t h e  main themes of t h e  Tragi-  
comediu i n t a c t .  The conc lus ion  he  reached was simply t h a t  h e  must a g a i n  
l o o k  a t  R o j a s ' s  t e x t ,  of which he  owned two d i f f e r e n t  cop ies .  

However, when he  went t o  seek  them o u t ,  n e i t h e r  could be  l o c a t e d  and 
h e  t e l l s  us ;  "Pas6 e l  r e s t o  de l a  t a r d e  y  l a s  pr imeras  horas  de  l a  noche 
s i n  acordarme 105s de  l a  Cezest ina ,  n i  de  Rojas ,  n i  de 10s s o l i l o q u i o s  de  
l a  t a rde"  (p. 236). It was then  t h a t  a  kind of  f a t e  in te rvened .  What had 
been s o  l i g h t l y  dismissed on t h e  29th of June seemed r e l e n t l e s s l y  t o  pur- 
s u e  him, f o r  t h e  ve ry  nex t  day,  June 30, 1902, one of those  co inc idences  
t h a t  h i s t o r y  l i t t l e  r ecords  took place..  

A1 d i a  s i g u i e n t e ,  en uno d e  10s r e p a r t o s  d e l  c o r r e o  r e c i b o  un 
paque te  c e r t i f i c a d o  d e  P a r i s :  a b r o  e l  paquete;  e r a  un l i b r o ,  y  
j i izgase de  m i  s o r p r e s a  a1 l e e r  e l  t i t u l o :  Comedia de C a l i s t o  y 
MeZibea . . . . iQuien me r e m i t i a  e l  l i b r o ?  No 10 s 6 ,  n i  10 he  
sab ido  jam&, a  p e s a r  d e  h a b e r l o  preguntado a  muchos amigos (236 
-37). 

But f o r  t h i s  j u x t a p o s i t i o n  of e v e n t s  i t  may b e  t h a t  what immediately en-. 
- sued--and is l a r g e l y  r e s p o n s i b l e  f o r  f i l l i n g  t o  overf lowing P e d r e l l ' s  mind 

w i t h  h i s  long-cherished and matur ing i d e a  of a  mixed p rose  and v e r s e  Ce- 
zestina i n  o p e r a t i c  form--might never  have t aken  p l a c e .  
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Empec6 a  c o r t a r  d i s t r a i d a m e n t e  l a s  pzginas  ... y como a 1  l l e g a r  
a  l a  escena en que Melibea e s p e r a  l a  l l e g a d a  de  C a l i s t o  a  l a  
huer ta  no aparecen  10s c a n t a r e s  que entonan Lucrec ia ,  y  despu6s 
Melibea, "mientras  v i e n e  a q u e l  seiior," f u i  a  buscar  de  nuevo una 
de l a s  e d i c i o n e s  que t e n i a  e n t r e  m i s  l i b r o s 4  . . . . En esta 
escena de  l a  huer ta-- iba  dicigndome--empezar5 e l  t e r c e r  a c t 0  o  
e l  c u a r t o  d e l  drama l i r i c o  . . . y d ic iendo  y haciendo,  c o j i  una 
ho ja  d e  pape l  pautado,  y  empec6 a  poner miisica a  10s dos canta-  
r e s  de  Lucrec ia ,  en seguida a 1  que c a n t a  S s t a  ayudada de  Melibea 
y ,  despuss ,  a 1  que 6 s t a  can ta  s o l a  (237).  

Thus was t h e  v e r y  f i r s t  pen-on-paper s t e p  taken.  There was t o  be no tu rn -  
i n g  back: "La ch i spa  hab ia  prendido en e l  r e s c o l d o ,  y  e s t a l l 6  de  r e p e n t e  
10 que dormia . . . . Comprendi que en l a  obra  no hab ia  s i s t ema ,  n i  f i l o -  
s o f i a ,  n i  m l s  hi t -mot iu  que 6 s t e :  e l  p l a c e r  t rocado  en d o l o r ,  y  e l  amor 
en muerte  . . ." (237-38). For P e d r e l l ,  t h e  e n t i r e  concept revolved 
around,  l e d  t o ,  s u r e l y  and inexorab ly ,  t h i s  one n i g h t  of  i l l i c i t  l o v e  when 
a l l  t h e  t h r e a d s  s u b t l y  woven i n t o  t h e  f a b r i c  met t o  complete t h e  p a t t e r n  
in tended  by i t s  c r e a t o r .  He had dropped t h e  pebb le  i n t o  t h e  pond and h i s  
mind, l i k e  t h o s e  sudden r i p p l e s  i n  t h e  newly d i s t u r b e d  wa te r ,  r a d i a t e d  
outward t o  embrace t h e  t o t a l  concept.  The w r i t i n g ,  s c o r i n g ,  and r e v i s i n g  
were f e v e r i s h :  t h e  whole took on ly  2 months, more than  t h e  "quinze d i a s "  
i n  which Rojas  claimed t o  have w r i t t e n  a c t s  2-16 of t h e  Comedia b u t , s t i l l ,  
a  v e r y  r a p i d  accomplishment. From t h e  i n s p i r e d  moment when h e ,  a s  i f  
under some persona l  compulsion, a t t a c k e d  t h e  composition of  t h e  songs of  
L u c r e c i a  and Melibea, t h e  long-harboured fancy of a n  o p e r a t i c  drama Zirico 
cen te red  on t h e  t r a g i c  a f f a i r  of Melibea and C a l i s t o  took on t h e  shape of 
p r e s e n t  r e a l i t y .  

E l  d i a  30 de  j u n i o  empec6 a  s e l e c c i o n a r  e l  l i b r o  d e  Fernando d e  
Rojas e s c r i b i e n d o ,  a  l a  p a r ,  l a  miisica y  comenzando l a  composi- 
c i6n  por e l  a c t 0  4' de  La CeZestina, t ragicomedia  E r i c a  de Ca- 
l i s t o  y  Melibea; e s c r i t o s  10s a c t o s  r e s t a n t e s ,  despugs d e l  4O, 
e l  3O, y  luego e l  2'; termin6 e l  l0 e l  d i a  6 de  a g o s t o  (238-39). 

A s  he  wro te ,  i t  kep t  unfo ld ing ,  every p a r t  f i n d i n g  i ts  p l a c e  i n  t h e  whole. 
His  own r e a c t i o n  t o  t h e  f i n i s h e d  product  was t h a t  R o j a s ' s  work on ly  seemed 
u n r e p r e s e n t a b l e  a t  f i r s t ,  t h a t  i t s  g e n e r a l  l i n e s  of development and i ts  
c a t a s t r o p h e s  were p e r f e c t l y  s u i t e d  t o  l y r i c  drama and t h a t  " a q u e l l a  p a r t e  
e s c u l t u r a l  d e l  l engua jeW5 was e x t r a o r d i n a r i l y  we l l - su i t ed  t o  mus ica l i za -  
t i o n  w i t h  which t h e  o r i g i n a l  was a l r e a d y  s o  w e l l  endowed. 

P e d r e l l ,  a s  we s h a l l  s e e ,  added l i t t l e  t o  Rojas .  He drew most ly  from 
popular  composi t ions  found i n  o l d e r  romanceros and cancioneros and, . i n  one 
i n s t a n c e ,  a  song he  heard on t h e  s t r e e t .  With t h i s  c u r i o u s  method of  
working from t h e  l a s t  a c t  t o  t h e  f i r s t ,  P e d r e l l  f i n i s h e d  t h e  work i n  a n  
avowedly e x h i l a r a t e d  s t a t e  of mind. He grew h a p p i e r ,  more c e r t a i n ,  t h a t  
t h e  work he had completed was t h e  b e s t  he could do.  He had n o t  worked by 
formula and preconceived p l a n ,  only too  happy t o  f i n i s h  t h e  work and b e  
r i d  of i t ,  t i r e d  and d e s i r o u s  of r e l a x a t i o n .  In  t h i s  case ,  t h e  r e v e r s e  
was t r u e ;  t h e  concept had unfolded almost  magica l ly ,  back t o  f r o n t ,  and 
l e f t  him, a t  i ts  te rmina t ion ,  more eager  and proud than  he had dreamed 
p o s s i b l e .  
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After the 6th of August, Pedrell, his energy levels very high indeed, 
immediately began the orchestration. He worked on both this and the "re- 
ducci6n para-canto y piano," while simultaneously checking the French and 
Italian translations of his Spanish libretto, until near the close of 
1902. But still his labor was not ended. He spent part of the early 
months of 1903 preparing for publication the Spanish text (without music). 
This was completed on June 30th, the first anniversary of his having set 
pen to paper to give musical life to the verses "sung'! in Rojas's text by 
Lucrecia and Melibea. Indeed, we learn from another of Pedrell's volumes 
of autobiography: 

Permanecl tranquil0 y sosegado ... en el lindo chalet ... de Las 
Villas (cerca de Benicassim) desde el dia 3 de agosto hasta el 
24. . . .alli revisE las segundas pruebas de la reducci6n para 
canto y piano de La CeZestinu, que se public6 a fines de noviem- 
bre, gracias a la munificiencia de mi excelente amigo Don R. F. 
( J o d s  postreras, p. 1; see n. 7). 

Although it had taken eleven years to get any musical entity in Spain to 
recognize with a performance the first part of his planned trilogy, Los 
Pirineos [it had only recently taken place, January 4, 1902, in the Teatro 
Liceo de ~arcelona], the excellent international critical reception ac- 
corded the printed LC throughout 1903 (what remained of it) and during 
1904, doubtless stirred Pedrell's hopes of seeing his Celestina performed 
in his lifetime. He was to live nineteen more years-and, although such 
projects were occasionally discussed, plans for production never material- 
i ~ g d . ~  Such a project seemed to have almost succeeded in France but it, 
too, was postponed and, finally, abandoned.7 But Pedrell's music was 
given a partial hearing at least. In Spain, a few friends and students 
heard parts of the music played in private performance and came away most 
impressed.8 So far as I know, the first and only public performance in 
Spain of selections from Pedrell's Celestina was that of Pablo Casals, in 
the Palau de la MGsica Catalana (Barcelona) in 1921.9 Pedrell, too 
plagued by his infirmities to attend, so far forgotten that many at the 
concert believed him long dead, was thus deprived of much-longed for re- 
cognition as a composer.10 His fame in other areas had been such that the 
public homage paid him in his home town of Tortosa in 1911 was a stellar 
international affair: the tributes were many and most of them, including, 
additionally, a generous number of critical appraisals of his works up 
until that time, were gathered for publication in an extensive volume.11 
It is a fact that most of these commentaries are by foreign colleagues in 
whose countries Pedrell's music was far better known than in his om. 
Until the end, his music had almost no impact on the public of the Spain 
of his day and he was destined to be better known in other fields, much to' 
his very great dismay.12 

3. Rojas and Pedrell. The most unusual feature of Pedrell's "tragi- 
comedia lirica" is that it is so nearly modelled on Rojas's own text that 
one is tempted to want to see Rojas's name appear alongside Pedrell's as 
librettist. Pedrell had long appreciated the poetry in Rojas's prose and 
instinctively knew that its form would adapt perfectly to an opera of com- 
bined poetry and prose. The difficulties of its staging as a play, we 
learn from Pedrell's own introductory remarks (see n. 5), "se han amolda- 
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do, perfecta y arm6nicamente, a las condiciones y exigencias del drama 
lirico, reduciendo el inmenso plan a formas accesibles, conservando inc6- 
lumes todas las lineas generales de la acci6n, su desarrollo y cataclismo, 
y respetando aquella parte escultural del lenguaje de la composici6n pri- 
mitiva que por mod0 tan extraordinario se prestaba a ser magnificada por 
la exaltaci6n de la palabra cantada, de por si ya tan subida en la palabra 
hablada." When he had to reduce the material, or compress it, he resorted 
(as we will see) to fragments of traditional ballads and ,even to canta- 
res de ciego heard in the small towns of his own time.13 In ending his 
brief prefatory remarks, Pedrell pays this final homage to the work that 
first captivated him as a young teenager: "un prosista y un poeta tan mG- 
sico por lenguage y por conceptos, como Fernando de Rojas ... a 61 las 
adivinaciones; a mi 10s desaciertos. "14 

It would be advisable to keep in mind that we are dealing with a par- 
ticular view of Rojas's text and that, out of sheer necessity--no.matter 
how faithful or close the resulting text is to the original--it is still 
reduced in content and in thematic sweep. In the attempt to reproduce his 
own Calixto and Melibea, whose love affair embodies the central and uni- 
versal message of Rojas's Tragicomedia, Pedrell makes their passion the 
musical unity of the intertwined Wagnerian motifs which give the opera 
much of its thrust and coherence. Calisto and Melibea, he tells us in his 
introduction to the text (see n. 5), "no representan simbolos ni mhsfilo- 
sofia que la antigua, siempre nueva; la pasi6n ardiente y avasalladora, 
que por conflictos humanos, trueca prontamente el placer en dolor y el 
amor en muerte." The unfolding of this lyric drama places greed, revenge, 
the darker shades of pessimism and social despair--all more or less prom- 
inent in the XVI-century Tragicomedia--in quiet zones on the fringes of 
the fully-drawn and stage-center love affair. 

Curiously, at the same time as Pedrell was furiously at work on his 
adaptation for the musical theatre, Francisco Fernhndez Villegas was pre- 
paring for stage presentation the first modern production/adaptation of 
Rojas's work. Prior to the debut of this latter work late in 1903 in Ma- 
drid's Teatro Espaiiol, Fernhndez Villegas had perused Pedrell's "refundi- 
ci6n1' of LC and expressed sincere enthusiasm for it: 

De todas veras deseo que el piiblico premie el esfuerzo realizado 
por Vd. Cuanto sea cuZtivar nuestro jardin, cuanto contribuya a 
divulgar, realzzndolo--como usted ha hecho a1 adornar con las 
galas de la mOsica la tragicomedia de CaZisto y MeZibea--1as jo- 
yas, un poco olvidadas, del arte espaiiol, merecerC el aplauso de 
todos 10s buenos espaiioles. (Orientaciones, ap. XVIII, p. 298). 

Although he could not know that Pedrell's efforts were not to be rewarded 
by the applause of the public, of "all good Spaniards," he recognized 
merits that deserved better treatment than they ever got.15 

4. PedreZZ's adaptation. The following remarks are notes intended 
to familiarize readers with the nature of this operatic re-working of LC. 
They are based on my reading of Pedrell's text and comparison with Rojas's 
original, and will focus on, mostly, the use and rearrangement of the ma- 
terial of the latter in the former. If the remarks seem more descriptive 
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than analytic that has been my present aim. 

ACT I. 'Pedrell's opening act consists of five scenes which derive 
from the events set in motion by the "autor primitivo" .of LC and onto 
which some traditional materials are grafted. It opens and closes with a 
full-dress hunting party which provides a dramatic unity as well as the 
chance to introduce popular materials which color the entire work. For 
example, the deployment of the romance, "Yo me levantara, madre,lMaiianica 
de Sant Joan," includes the lines,"sola lava y sola tuerce,/ sola tiende 
en un rosal." These lines make a sensual point and a formal identifica- 
tion with Melibea who is first seen plucking roses. The music must be 
lushly sensuous at this point, initiating as it does one of the lovers' 
motifs. As counterpoint, Calisto leaves the hunt in search of the wayward 
hawk and his musical motif encounters that of Melibea. The first of the 
five scenes reproduces almost verbatim the dialogue which opens LC: 

C: En esto veo, Melibea, el gran poder de Dios 

M: iEn qu6, Calisto? 

C: En dar poder a natura . . . etc. 
The second scene begins with the exchange of Calisto and Sempronio 

just after: it opens with Calisto's piqued query, "iDBnde estl este mal- 
dito?," and abbreviates all the long speeches (omitting some) on the theme 
of women. Pedrell has Calisto pick up his lute and sing "Mira Nero de 
Tarpeya" (adding an additional 4 lines). The discussion leading up to his 
confession "Melibeo soy'' is streamlined and efficient. Sempronio's cure 
for Calisto's desire (e.g. engaging the services of Celestina) is pro- 
pounded and accepted with alacrity. 

, 

Scene three opens to the strains of the background chorus ("Fonte 
frida"). PSrmeno and Calisto are speaking of Celestina and only the main 
outline of the servant's long diatribe against the bawd is preserved, but 
it results in Calisto's attempt to appease PSrmeno with the promise of a 
sayo. We do not have any of the long account of ~elestina's house; none 
of the details of her six oficios and her fame (which is assumed); even 
the famed "iputa vieja!" speech is sacrificed as we begin to see that Ce- 
lestina's role in this version is to be greatly simplified. The 'scene 
ends with Celestina's arrival. 

Scene four opens with Celestina's pronise to Sempronio (Plrmeno's 
antagonistic remarks have been overheard) to overcome this obstacle to 
their prospects for gain from Calisto's affairs. She urges Sempronio 
(this in the presence of a blathering Calisto) to encourage Calisto to 
open some pursestrings. Celestina, in a brief interchange with Calisto, 
promises him her aid. Then, discovering that Plrmeno is Claudina's son, 
Celestina persuades him to join her by assuring him the possession of 
Areusa. The scene ends with the much-desired establishment of the pact of 
amistud between Sempronio and Plrmeno. 
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Scene five is short. The hunters reappear, returning home, and as if 
it were a prophecy connected to these recent arrangements, their song 
foretells: "Amor, quien de tus placeres / y deleites se enamora, / a la 
fin cuitado llora . . . ." 

ACT 11. Scene one picks up the amistad of Sempronio and Pdrmeno 
(who has conquered Areusa, with Celestina's aid, off stage) .l6 After re- 
living last night's delights, they set up the banquet for Celestina's 
house while listening to Calisto's wistful song. 

Scene two continues the action by stitching onto this scene from auto 
8 the arrival of Celestina from auto 5. This is the jubilant Celestina, 
returned from her mission to Melibea. Scene three consists of Celestina's 
announcements to Calisto (from auto 6) of her success in the dangerous 
mission. In her self-praise, Sempronio and Pdrmeno perceive avarice grow- 
ing. Celestina's ruse of the toothache and the winning of the cord& send 
Calisto into raptures (preserving the excessively troubadoresque lan- 
guage of Rojas). Celestina departs, and the scene ends with a return to 
auto 8, as Calisto announces his intention to go to the church of the Mag- 
dalena to pray for a quick and successful conclusion to his lovers' agony. 

Scene four takes us immediately to the end of the banquet scene when 
Lucrecia enters to beg Celestina attend her mistress. Scene five gives us 
Melibea's soliloquy from auto 10 in a version which is very skillfully 
shortened to preserve the affective imagery (sickness, medicine, etc). 
Celestina's response preserves the "blanda muerte" series of oxymorons 
descriptive of the pangs of love and we are presented, in quick succes- 
sion, the scenes of Melibea's fainting, Celestina's fears for the mission 
and, finally, Melibea's submission to a rendezvous with the pining Calis- 
to. 

The Sixth and concluding scene of Act I1 opens with the emergence of 
Calisto from the Magdalena (auto 11) to hear from Celestina's lips that 
she has succeeded in winning for him an interview with Melibea. He impul- 
sively gives Celestina the cadenilla as we-hear, in the choral background, 
a Kyrie eZeison sung in counterpoint to proclamations from the characters 
on stage about love, greed, jealousy and, as a finale, a repeat of Calis- 
to's heretical declarations of Melibeaisin. 

ACT 111. Scene one comes from auto 12. ,Pedrell intercalates the 
scenes of the cowardice of Sempronio and Pdrmeno and those of the love 
tryst at the barred window (the latter unusually fully preserved). The 
emphasis on the wildly-fanned flames of love is unmistakable. The noise 
from the street in scene two ends the interview, sends Calisto home and 
the traitorous servants off to Celestina's house. The scene trails away 
with Calisto's soliloquy from auto 14 in which he laments the extraordi- 
nary grief that postponed passion brings. 

Scene three melds parts of autos 9 and 12. The roisterous banquet 
scene features Celestina's fondness for tippling wine and the argument 
about Melibea's beauty (auto 9). Celestina changes the subject by inquir- 
ing about the success of the interview (auto 12). Sempronio and PBrmeno 



CELESTINESCA 

now ask  f o r  t h e i r  share  i n  t h e  s p o i l s  and C e l e s t i n a  r e f u s e s .  Here, by 
reapport ioning some of C e l e s t i n a ' s  words between E l i c i a  and Areusa, we 
witness  t h e  s k i l l f u l  union of t h e s e  two a u t o s  of I;C i n  one dramatic  scene 
.ending wi th  t h e  dea th  of t h e  o ld  bawd. 

Scene four  p r e s e n t s  a  dramatizat ion of t h e  r e p o r t  de l ivered  by Sosia  
(auto 13) about t h e  dea th  of t h e  se rvan ts .  We wi tness  t h e  mochachas 
making t h e i r  accusa t ions ,  demanding j u s t i c e  of t h e  aZguaciZes, and then 
mourning t h e i r  l o s s .  This  is  followed by a  b r i e f  f i f t h  scene i n  which t h e  
preg6n is  heard and t h e  f u n e r a l  procession passes  a c r o s s  t h e  s tage .  Scene 
s i x  has Sos ia  recounting these  deeds and po in t ing  ou t  ( t o  T r i s t 6 n )  t h e  be- 
reaved mochachas who a r e  heard t o  d e c l a r e  t h a t  C a l i s t o  and Melibea, "cau- 
sadores  de  t a n t a s  muertes," deserve dea th  themselves. Act I11 ends with a 
crowd scene [ t h i s  i s  where we have t h e  four-part  arrangement of t h e  can- 
cibn de  &ego, discussed above] and a l l  p resen t  knee l ing ,  praying f o r  
d i v i n e  pardon f o r  t h e  dead. 

ACT I V .  Scene I is  b a s i c a l l y  taken from a u t o  19 with speeches from 1 3  
i n t e g r a t e d  i n t o  i t .  Sos ia ,  Tris tCn,  and C a l i s t o ,  enrou te  t o  Melibea's 
garden, hear t h e  s ing ing  of Melibea and Lucrecia  [ t h i s  is,  we r e c a l l ,  t h e  
po in t  a t  which P e d r e l l  began t o  compose h i s  opera]. The exac t  t e x t  of Ro- 
j a s  is used. The l o v e  due t  of t h e  f a t e d  l o v e r s  is ' in te r rup ted  by s t r e e t  
n o i s e  and C a l i s t o ,  i n  a n  at tempt t o  come t o  S o s i a ' s  a i d ,  f a l l s  and d i e s  
(he does not a s k  f o r  confession) . .  C a l i s t o  is c a r r i e d  away a s  Melibea be- 
w a i l s  h e r  r e v e r s a l  of  fo r tune .  

Scene two comes from a u t o  20. Lucrecia  f e t c h e s  P l e b e r i o  and he.and 
Melibea, i n  a n  a r t f u l l y  cons t ruc ted  scene of a l t e r n a t i n g  sen tences  (which 
reduces t h e  Rojas t e x t  enormously), r e t e l l  t h e  e n t i r e  t ragedy up t o  t h i s  
moment. The daughter  then sends t h e  f a t h e r  o f f  f o r  a n  i n s t r u m e n t , s o  she  
might a l l e v i a t e  h e r  sorrow with music, and climbs t h e  tower a s  t h e  scene 
c loses .  Scene t h r e e  unfolds rap id ly .  P leber io ,  on h i s  r e t u r n ,  is  pre- 
vented from fol lowing Melibea by Lucrecia .  Melibea makes h e r  confess ion  of 
g u i l t  and t h e  f i n a l e  is given u s  i n  t h e  form of in te r twined  speeches from 
a u t o s  20 and 21, advancing many of P l e b e r i o ' s  remarks, made a f t e r  Meli- 
bea ' s  dea th  i n  Rojas 's  work, t o  p lay  a g a i n s t  ~ e l i b e a ' s  l i v i n g  s tatements .  
P l e b e r i o ' s  f i n a l  lament, a f t e r  Melibea's l e a p ,  is  b r i e f .  These l a t t e r  
moments, l i k e  much of t h e  dialogues preserved i n  e a r l i e r  ep i sodes ,  omit . - 
t h e  c l a s s i c a l  a l l u s i o n s  and h i g h l i g h t  t h e  popular tone P e d r e l l  was s o  
anxious t o  emphasize. 

5. F i n a l  obszrva t ions .  P e d r e l l ' s  musical  adap ta t ion  s u r e l y  m e r i t s  a 
hearing. While we may m i s s  many of our f a v o r i t e  LC scenes,  t h e  conception 
of t h e  opera seems t o  have preserved a  good d e a l  of Rojas 's  masterwork 
while  search ing  f o r  a  c l e a r  development of t h e  a c t i o n  t o  i l l u m i n a t e  t h e  
theme of p l e a s u r e  suddenly turned t o  sorrow, and love  t o  death.  We forego 
scenes t h a t  would prolong t h e  dramatic  a c t i o n ;  t h e  rearrangement of t h e  
source m a t e r i a l  permits  P e d r e l l  t o  have much of R o j a s ' s  a c t i o n  occur o f f -  
s t a g e  ( the  f i r s t  v i s i t  t o  P l e b e r i o ' s  house, t h e  seduc t ion  of  Areusa) whi le  
al lowing some scenes ,  once o f f s t a g e  ( t h e  a f te rmath  of t h e  murder of Celes- 
t i n a ) ,  t o  come t o  l i f e .  Other scenes a r e  divided ( t h e  banquet scene) ,  and 
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much i s  omit ted ( t h e  whole revenge subp lo t  invo lv ing  Cen tur io ) .  S i g n i f i -  
c a n t  d ia logues  a r e  r e l o c a t e d  ( C a l i s t o ' s  s o l i l o q u y  from a u t o  14)  speeches  
from 9 and 12 form a new, coheren t  scene,  o t h e r s  from a u t o s  20 and 21 a r e  
made i n t o  a new bu t  meaningful  emotional  due t  w h i l e  y e t  o t h e r s  may be  
g iven  t o  c h a r a c t e r s  who d i d  n o t  make them. A few c h a r a c t e r s  ( A l i s a ,  C r i t o )  
never  appear .  

With a l l  t h e s e  changes, however, t h e  r e a d e r  of P e d r e l l ' s  t e x t  i s  l e f t  
w i t h  t h e  impression of a f i d e l i t y  t o  R o j a s ' s  a c t u a l  words which sugges t  
t h a t  h e  was indeed deeply i n  h i s  deb t  a s  a poet  of  p r o s e  s t y l e .  More than  
j u s t  t h e  c h a r a c t e r ' s  names s u r v i v e  f o r  they a r e  motivated and behave ex- 
a c t l y  a s  planned f o r  by Rojas .  They move i n  t h e  same space ,  even i f  t h e  
e x a c t  sequence of e v e n t s  is  a l t e r e d .  And they  a l l  s u f f e r  i n  t h e  same 
ways intended.  Yet,  P e d r e l l  h a s  changed somewhat t h e  t e x t u r e  of t h e  o r ig -  
i n a l .  Th i s  is most e v i d e n t  i n  h i s  p r e s e n t a t i o n  of C a l i s t o  and Melibea. 
We a r e  meant t o  s e e  t h e i r  l o v e  on a f a r  grander  s c a l e  than  Rojas  seems t o  
have intended f o r  them. They a r e  mutual ly  a t t r a c t e d  by f o r c e s  g r e a t e r  , 

than  t h e y ,  n o t  u n l i k e  t h e  l o v e r s  of c o u r t l y  romance (e .g .  T r i s t g n  and 
I s o l d e ) .  The i r  deep l o v e  and commitment overshadow a l l  lawbreaking neces- 
s a r y  t o  i t s  a t t a i n m e n t .  Such pure  pass ion  and joy  cannot b e  s u s t a i n e d ,  
however, and they  pay t h e  p r i c e .  They d i e ,  t r u e  enough, b u t  more a s  v ic -  
t o r s  than  as v i c t i m s .  I n  t h e i r  love  P e d r e l l  saw once a g a i n  t h e  p o s s i b i l -  
i t y  of t h e  Romantic triumph of  t h e  w i l l  on t h e  o p e r a t i c  s t a g e ,  ano ther  
d e f e a t  f o r  meanness, g reed ,  j e a l o u s y  and r e s t r i c t i v e  convent ion.  Indeed,  
i n  h i s  a d a p t a t i o n  which pays t r i b u t e  t o  t h e  language and t h e  p l o t  of LC, 
i f  n o t  always t o  i t s  i n t e n t i o n s  as a mora l i ty ,17  P e d r e l l  h a s  brought  o f f  
a n  o r i g i n a l  work which, lamentably,  has  had almost  no aud ience  a t  a11.18 

A .  Gasc6 i n  1910 d e c l a r e d  of P e d r e l l ' s  LC, " io  son  c e r t o  che LC, 
q u a l o r a  v e n i s s e  p o r t a t a  s u l l e  n o s t r e  scene ,  o t t e r r e b b e  un p ieno  success0  
da  p a r t e  d e l  pubbl ico." l9  He was proved r i g h t ,  a t  l e a s t  f o r  t h e  I t a l i a n  
s t a g e ,  b y ' t h e  p r e s e n t a t i o n  of F l a i r o  T e s t i  i n  F l o r e n c e ' s  T e a t r o  Maggio 
F i o r e n t i n o  i n  1963. But even t h i s  is  a n  i s o l a t e d  even t  of t h e  l a s t  t h r e e  
q u a r t e r s  of a cen tu ry .  While a work of  t h e  complex n a t u r e  of  P e d r e l l ' s  
mus ica l  LC, which invo lves  much more s t a g e c r a f t  t h a n  a s t a g e  p l a y  a l o n e ,  
more people ,  props,  and a d d i t i o n a l  personnel  (musicians  come t o  mind),  and 
would n o t  be  easy  t o  stage--"revive" would b e  i n a p p r o p r i a t e  i n  t h i s  con- 
text-- ,  i t  is t o  be  hoped t h a t  deeper  r easons  f o r  such n e g l e c t  a r e  n o t  
t h o s e  h i n t e d  a t  by Rafae l  Mi t j ana ,  who wrote  t h e s e  words a f t e r  n o t i n g  t h a t  
i t  had taken,  i n  1902, e l even  y e a r s  and g r e a t  e f f o r t  t o  g e t  P e d r e l l ' s  L o s  
P i r i n e o s  performed : 20 

Ignoro e l  porven i r  r e se rvado  a LC, porque e l  e s p i r i t u  medio 
humano es por n a t u r a l e z a  opuesto  a cuan to  suponga p rogreso  
y a d e l a n t o  e n  a r t e .  

We can s t i l l ,  of course ,  con t inue  t o  a p p r e c i a t e  t h e  t e x t  of  P e d r e l l ' s  
work, and even c o n s u l t  a p r i n t e d  v e r s i o n  of h i s  s c o r i n g  f o r  v o i c e  and 
p iano .  But u n t i l  t h e  o r i g i n a l  des ign  he  had i n  mind, t h e  union of  words 
w i t h  f u l l  o r c h e s t r a t i o n  and v o c a l  performance, is  f o r  t h e  f i r s t  t ime i n  
Spanish pu t  t o g e t h e r  and performed, a l l  f u r t h e r  judgment must p ruden t ly  
b e  wi thhe ld .21  , 
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NOTES 

For more b iographica l  d e t a i l s  one should consu l t  M. Jover  F l i x ' s  
pamphlet, Felipe PedrelZ (1841-1922). Vi'ida y obra. Tortosa:  Patrimonio 
Municipal de MGsica, 1972' and h i s  a r t .  (containing e s s e n t i a l l y  t h e  same 
information)  i n  Anuario Musical, 27 (19721, 5-19. This  number of t h e  
Anuario is  devoted t o  var ious  aspec t s  of P e d r e l l ' s  c o n t r i b u t i o n s  t o  Span- 
i s h  music. 

L F. P e d r e l l ,  Orientaciones (1892-1902). P a r i s :  P. Ol lendor f f ,  
[1909]. Page numbers from t h i s  work accompany t h e  c i t a t i o n s .  

I have no t  seen t h e  o r i g i n a l  a r t i c l e .  I c i t e  i t s  r e p r i n t i n g  a s  a n  
Appendix t o  P e d r e l l ' s  Por nuestra mfisica (Barcelona, 1891). It is  a l s o  
a v a i l a b l e  i n  P e d r e l l '  S Jornudas de arte  ( P a r i s  : P. Ollendorf f  , [ l g l l ] ,  
beginning a t  p. 250. There i s  an i n t e r e s t i n g  a d d i t i o n  t o  t h e  l a t t e r  re- 
p r i n t i n g .  P e d r e l l  adds t h i s  n o t e  f o r  t h e  reader :  "LC que entonces e r a  una 
i n s p i r a c i 6 n  e s ,  ahora una r e a l i d a d ;  por  a h i  cor ren  l i b r e t o  y  p a r t i t u r a  
para  a t e s t i g u a r l o "  (p. 252). 

The g i f t  copy was t h e  S e v i l l e ,  1501 Comedia, r e p r i n t e d  from t h e  
copy a t  P a r i s '  Bibl iothPque Nationale  by R. Foulche-Delbosc and t h e  songs 
from t h e  Tragicomedia were n o t ,  of course,  t h e r e .  The e d i t i o n  he loca ted  
was t h a t  of Krapf, Vigo, 1900, based on t h e  Valencia 1514 copy of t h e  
longer  21-act Tragicomedia. 

From P e d r e l l ' s  own in t roduc tory  remarks t o  t h e  e d i t i o n  of t h e  Span- 
i s h  t e x t .  The f u l l  c i t a t i o n  f o r  t h e  p r i n t e d  s c o r e  is: Arnor. La Celesti-  
nu. Tragicomedia l i r i c a  de Calisto y Melibea, en cuatro actos. Adapta- 
c i 6 n  de l a  obra d e l  mismo t i t u l o  de Fernando de  Rojas y  mGsica de  F e l i p e  
P e d r e l l .  ReducciBn completa para  canto y  piano. Barcelona: Casa Dote- 
s i o ,  [1903]. The C a s t i l i a n  t e x t  i s  by P e d r e l l  and t h e r e  is  an accompa- 
nying t r a n s l a t i o n  i n t o  French by Henri Curzon and i n t o  I t a l i a n  by Angelo 
Bignot t i .  The f u l l  o r c h e s t r a t i o n  has never been p r i n t e d  and i s  s t i l l ,  I 
b e l i e v e ,  i n  t h e  c o l l e c t i o n  of t h e  Bib l io teca  de  Catalunya, I n s t i t u t  d'Es- 
t u d i s  Catalans,  Barcelona. The Spanish t e x t  was p r i n t e d  (no scor ing  of 
music) i n  t h e  same year ,  Barcelona: T i p o l i t o g r a f i a  Sa lva t  y  Cia.,  1903. 
There a r e  two important in t roduc tory  pages, 87 pages of t e x t .  This  is  
r e l a t i v e l y  r a r e  and I have consul ted t h e  copy i n  t h e  Music s e c t i o n  of t h e  
Bib l io teca  Naciqnal [M 52201. 

"Durante l a  segunda dEcada de e s t e  s i g l o  s e  habl6 de poner LC en 
todos 10s per iodos  p r e p a r a t o r i o s  de  l a  temporada d e l  Liceo de Barcelona, 
per0 mZs t a r d e  cayeron en e l o l v i d o  aque l los  buenos prop6si tos"  (Jover 
F l i x ,  Anuario Musical, p. 17 [see n. l ] ) .  
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' "Pour la seconde fois, et nous terminons par 11, c'est a M. Albert 
Carri5 que nous avons recours. I1 est de ceux qui savent regarder, Ecouter 
au loin. Qu'il se fasse jouer et chanter la partition de LC. Qu'il monte 
aprk nous, ou, s'il le veut bien, avec nous, sur la tour de Salamanque. 
De 11-haut, il verra, il entendra quelque chose d'inconnu, quelque chose 
d'admirable, venir." Camille Bellaigue, "Un Tristan espagnol: LC de Fe- 
lipe Pedrell," Revue des Dew Mondes (Paris), Sept. 1, 1910, p. 186. 

For a privileged look behind the scenes to see how Bellaigue's review 
came to be written, and to see how diligently he worked to get M. Carr6 to 
commit himself to a production of Pedrell's LC, I recommend to the curious 
the series of letters B. wrote to P. in 1912, during which time B. per- 
sonally played and sang 2 112 hours of the score to CarrE and extracted 
from him some hope of an imminent production. These letters are published 
in Pedrell's Jornadas postreras 11903-1911), Valls: E. Castells, 1922, 
pp. 119-24 and 145-48.. 

"~uantos hemos tenido la fortuna de escuchar la partitura; Albeniz, 
Joaquin Pena, Sallaberry, Mugiro y yo, hemos quedado subyugados por la 
grandiosa obra, que no solo interesa y conmueve, sino que acaba por produ- 
cir, en aquel que sabe escuchar miisica y tiene inteligencia para compren- 
derla, esa interesante emoci6n que sSlo causan las 6 s  altas creaciones 
del genio." Rafael Mitjana, iPara frriisica vamos: . . . Valencia: Sampere, 
C19091, p. 200. 

Pedrell's LC has been performed in Italy, however, sixty. years 
after it was written, in 1963. See the notice given this foreign produc- 
tion of LC and the lament for its neglect on home soil by A. de Larrea, 
in Arbor, 56, no. 213 (l963), 135-36. 

l0 Manuel de Falla was particularly enraged at this belief, saying, 
in the pages of the Paris publication, Revue musicale, in February of 
1923: " ... cuando hace un aiio, Pablo Casals incluy6 algunos fragmentos de 
LC en el program de 10s conciertos sinf6nicos que dirigi6 en Barcelona, 
no pocos de 10s asistenfes a la audicidn tenian la creencia de que se tra- 
taba de una Spera p6stuma, y que Pedrell fue un compositor espaiiol del si- 
g10 XVII." This art. by Falla may be found reprinted in his Escritos so- 
bre Msica y W s i c o s  (Col. Austral, Buenos Aires, 1950) pp. 63-79. 

l1 This volume, Estudios heortiisticos (Tortosa, 1911), contains many 
reprinted newspaper and periodical assessments of Pedrell's works, among 
which LC figures rather prominently. See arts. by R. Mitjana, H. de Cur- 
zon, M.-D. Calvocoressi, A. Bonaventura, C. Bellaigue, L. Millet, "Cara- 
rnanchel" (Ricardo ~atarineu), and G. E. Campa. 

Dijo Pedrell, ya cercana su muerte, "A mi no se me ha hecho justi- 
cia, ni en Cataluiia ni en el resto de Espaiia ... A mi se me ha querido re- 
bajar constantemente diciendo que yo era un gran critic0 y un gran histo- 
riador, pero no un buen compositor. Y no es asi: yo soy un buen composi- 
tor. Yo no pido respeto para mis aiios, sino para mi obra. Que la oigan, 
que la estudien y que juzguen." Cited from M. Flix, art cit., n. 1, at 
p. 18. 
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l3 Recounted in Jover Flix's pamphlet (see n. 1) is the incident of a 
Pedrell who, having heard "un canto de pasi6n ejecutado por dos ciegos" at 
the entry to the Iglesia de San Juan (Tortosa) one year during Semana San- 
ta, was greatly taken with it and adapted it for 4 voices. It appears in 
his LC in the finale of Act 111. 

l4 Mitjana notes that the reverse seems equally true: if Pedrell 
found musical quality in Rojas's literary prose, the music he wrote for 
the opera was eminently literary [iPara m s i c a  vamos! . . ., p. 197-8.1 
Another critic who saw the poetry of inspiration in Rojas's prose style 
was F.' Sulrez Bravo, who commented from the pages of the "Diario de Barce- 
lona" (Feb. 15, 1904; rpt. J o m d a s  de arte,  apEndice XVII, pp. 294-99) 
that Pedrell was right to draw directly on Rojas's version: "Cuaado la 
prosa es tan musical como 10 que alli se ve empleada, el compositor tendrl 
en ella la base de inspiraci6n m& legitima que cabe imaginar . . . " 
(299). See also Jornadas postreras appendix 11, pp. 170-72, for telling 
remarks by the Catalan poet Joan Maragall whose resistance to the possi- 
bility of setting LC,to music was replaced by full praise for the achieve- 
ment of the final product. 

l5 Fernlndez Villegas stated his intention of inviting Pedrell to Ma- 
drid to see his LC at the end of.1903 (the letter stating this is dated in 
September). Whether Pedrell attended or not is matter for speculation. It 
seems to me that he may not have done so sinc.e the opening took place in 
Madrid and we will remember that Pedrell was personally overseeing the 
preparation of his own work, published in Barcelona in November of that 
same year. 

l6 One can conjecture that auto 7, featuring the seduction of Areusa 
(in words by Celestina; in deed by Plrmeno) might well have been taken off 
stage for the additional reason that prevailing public taste would not 
have tolerated it. It must be underscored that the passion of Calisto and 
Melibea never takes on a physical reality in Pedrell's "refundici6n" de 
Rojas. 

I refer here to the explicit statements of LC's preliminary and 
afterward material, and not to the various critical interpretations of 
authorial intentions. 

I should like to note that there.were several encomiastic apprais- 
als of the scoring for voice and piano in the years following 1903 in the 
European press. Many of these are reproduced in Estudios heorMsticos 
(Tortosa, 1911) and some are noted above, n. 11. In addition to these, 
there was an important assessment by the French musicologist H. Collet 
which I have seen generously excerpted in an article by M. Querol "Felipe 
Pedrell, compositor," Anwrrio musicat, 27 (1972), 21-29, at pp. 23-24. 

La tribuna '(lame) , January, 1910, rp t . Estudios heort&ticos, PP. 
187-192. The citation appears on p. 191. 
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L 1  For the opportunity to  pul l  together the diverse materials that 
have gone into t h i s  paper, I wish to acknowledge the time provided for 
t h i s  and for so many other projects by my appointment (1978-79) as Fellow 
to  the Inst i tute  for Research in the Humanities (University of Wisconsin). 

LC. Auto XX. VALENCIA: Juan Navarro, 1575. - 
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LA CELESTINA COMO EXPERIENCIA TEATRAL 

Alvaro Custodio 
Los Angeles, Ca l i forn ia  

ce, 
El 31 de j u l i o  de 1953 subi6  por vez primera a un escenar io  mexicano 

l a  Tragicomedia de CaZixto y MeZibea adaptada y d i r i g i d a  por e l  que e s t o  
e s c r i be .1  El  6 de octubre de 1978 e r a  estrenada La CeZestina en l a  ciudad,  
de Los Angeles, Ca l i f o rn i a ,  en doble versi6n--inglesa y espaiiola--tambiBn 
d i r i g i d a  y adaptada por m i .  A r a i z  de su es t reno  en l a  pequeiia Sala 
Molisre de l a  ciudad de MBxico, e l  profesor  Pe te r  G.  Ear le  public6 un a r -  
t i c u l o  en l a  r e v i s t a  Hispania analizando m i  adaptacibn, e n t r e  o t r a s 2  y en 
1962 s e  public6 e l  monumental es tud io  d e  M. R. Lida de Malkiel  La or ig ina-  
Zidad a r t i s t i c a  de La ~ e Z e s t i n a 3  en l a  que tambi6n ana l i z a  m i  a d a p t a c i h ,  
que y a h a b i a  s i do  ampliada. En 1966 s e  publica m i  nuevamente ampliada 
adaptaci6n4 que sube a l a  escena por iiltima vez en MBxico en 1968.5 En m i  
vers idn  presentada duran te  oc tubre  y noviembre en e l  Inner  Ci ty  Cu l tu r a l  
Center de Los Angeles agregu6 nuevos parlamentos y una escena completa a 1  
pr inc ip io  de l  t e r c e r  ac to :  e l  primer encuentro de Cal ix to  y Melibea t r a s  
e l  didlogo a t rav6s  de l a s  puer tas .  

En e l  Primer Congreso In te rnac iona l  sobre La Celes t ina  celebrado en 
Madrid en 1974 propuse, y f ue  undnimemente aprobado por e l  mismo, l a  cele-  
braci6n de un F e s t i v a l  Anual de La Celes t ina  en e l . q u e  s e  r ep r e sen t a r i a  a 1  
a i r e  l i b r e  e l  t ex to  completo, s i n  c o r t e  alguno, de l a  ~ r a ~ i c o m e d i a . 6  El  
profesor  Manuel Criado de Val y yo trabajamos en 10s primeros prepara t ivos  
d e l  ambicioso proyecto que no tuvo s u f i c i e n t e  eco en l a s  au tor idades  cul- 
t u r a l e s  espaiiolas. En febrero  de 1978 me conver t i  en r e s iden t e  en 10s Es- 
tados Unidos de Am6rica y en  j u l i o  de dicho aiio s e  me o f r e c i 6  l a  ocasi6n 
de e scen i f i c a r  de nuevo m i  adaptaci6n de La CeZestina en Los Angeles,a ' 

10s 25 aEos de su  e s t r eno  en l a  ciudad de M6xico. 

E l  gran h i span i s t a  J. Homer He r r i o t t  af i rma en uno de su s  l i b r o s :  
"Two of t h e  g r e a t e s t  masterpieces of Spanish l i t e r a t u r e ,  t h e  Libro de Buen 
Amor and La CeZestina a r e  scarce ly  known throughout t he  world, even by 
name, except by Hispanists."7 Esta fug quiz5 l a  mayor e n t r e  l a s  muchas 
d i f i c u l t a d e s  que h a l l 6  a 1  p r e sen t a r  l a  Tragicomedia an t e  e l  piiblico ange- 
l i no .  Shakespeare e s  venerado no s6 lo  en I ng l a t e r r a  y 10s Estados Unidos, 
s i no  en todos 10s pa i s e s  cu l t o s . 8  Quizd pudiera j u s t i f i c a r s e  en p a r t e  que 
e l  Libro de.Buen Amor d e l  Arc ipres te  de Hita--jaut6ntica d e l i c i a  l i t e r a -  
ria!--, compuesto en l a  todavia v a c i l a n t e  lengua d e l  s i g l o  X I V ,  no t r a s -  
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pase l a  b a r r e r a  de 10s i d i o m s  e x t r a n j e r o s  por s u  prop ia  d i f i c u l t a d  para  
l e e r 1 0  en romln paladino,pero l a  Tragicornedia de  CaZixto y MeZibea, e s c r i -  
t a  en una prosa t a n  f h c i l  como b e l l a ,  cuyos arcaismos son menos que en l a s  
obras  de  Shakespeare y cuya e s t r u c t u r a  dramiitica e s  c a s i  un mecanismo de 
r e l o j e r i a ,  t i e n e  todas l a s  cual idades para  s e r  t a n  universalmente apre- 
c i a d a  como l a s  t r a g e d i a s  y comedias d e l  Bardo de Avon. 

Para s e r  espectador  de t e a t r o  c l l s ico- -gr iego ,  espaiiol,  i n g l h s ,  f ran-  
c&, i t a l i a n o  o alemln--hace f a l t a  una exper ienc ia  p rev ia .  E l  pdbl ico 
de Los Angeles--me r e f i e r o  a 1  mayor i ta r io ,  no a 1  de  l a s  Universidades-- 
t i e n e  qu iz& ocasi6n de v e r  una represen tac i6n  s h a k e s p e a r h a '  a 1  a i r e  
l i b r e  cada verano, g r a t u i t a ,  en e l  Teatro Anson Ford s i t u a d o  f r e n t e  a 1  
Hollywood Bowl. Por s u  p a r t e  e l  Globe Playhouse p r e s e n t a  en forma c a s i  
permanente a p r e c i o s  reducidos todo e l  r e p e r t o r i o  de Shakespeare para  
pequeiio a u d i t o r i o .  No e x i s t e ,  s i n  embargo, una compaiiia e s t a b l e  de carac-  
t e r  e s t a t a l  que ponga ,a  10s c l 5 s i c o s  a 1  a lcance  d e l  pGblico genera l  y de  
l a s  escue las .  La CeZestina f u e  c a l i f i c a d a  por e l  c r i t i c o  d e l  6 s  impor- 
t a n t e  d i a r i o  de  l a  ciudad como obra "esotCrica."9 Y en c a r t a  persona l  me 
d i c e :  "Whatever e l s e  I know about L a  CeZestina, I lea rned  c h i e f l y  from 
you. . .I  had not  read i t  b e f o r e  you introduced me t o  i t ."  M i s s  Drake s e  
excusaba por haber  cometido en s u  c r6n ica  v a r i o s  e r r o r e s  h i s t 6 r i c o s  y li- 
t e r a r i o s .  La c u l t u r a  de e s t e  c r i t i c o  sobre  t e a t r o  espaiiol e s t a b a  centrada 
c a s i  exclusivamente en l a  obra  de Fernando Arrabal  que e s c r i b e  en franc&. 

No puede extraf iar  que Orson Welles, aque l  joven prod ig io  que fund6 y 
d i r i g i 6  l a  Compaiiia Mercury a n t e s  de concebir  su i n o l v i d a b l e  p e l i c u l a ,  
"Ci t i zen  Kane", exclamara en una r e c i e n t e  e n t r e v i s t a  de  t e l e v i s i 6 n  cuando 
l e  preguntaron s i  t e n i a  pensado d i r i g i r  t e a t r o  en Los Angeles: "No, no, 
never! To go on s t a g e  i n  Los Angeles, you e i t h e r  have t o  be  crazy o r  
Charl ton Heston."lO Y que e l  n o t a b l e  p e r i o d i s t a  Leroy Robinson sei ia lara  
en ~ e w o r Z d l l  cuando yo l e  d i j e  que "a c l a s s i c a l  p lay  needs c u l t i v a t e d  
people" para e v i t a r  que 10s inexper tos  espectadores  caigan en e l  a b u r r i -  
miento: ..." but  what was pointed ou t  by t h e  reviews is  t h a t  a c u l t i v a t e d  
c l a s s i c a l  c r i t i c  is needed j u s t  a s  badly a s  t h e  c u l t i v a t e d  theatregoer ."  
Despugs de m i  exper ienc ia  con e l  pGblico y l a  c r i t i c a  de  ~ B x i c o , l 2  l a  in-  
comprensi6n y desconocimiento d e l  c r i t i c o  ange l ino  no e r a  6 s  que un 
r e f l e j o  d e  l a  d e l  espectador  medio. Hubo funciones excepcionales  en que 
l a  obra r e c i b i 6  l a  c z l i d a  y e n t u s i a s t a  acogida de antaiio, quiz5 porque e l  
piiblico e s t a b a  compuesto en su mayoria de e s t u d i a n t e s  u n i v e r s i t a r i o s ,  per0 
l a  f a l t a  de con tac t0  con l a  poes ia  dram5tica e r a  una r6mora para  que s e  
p roduje ra  l a  t o t a l  i d e n t i f i c a c i 6 n  de l a  aud ienc ia  con l a  obra. La v e r s i 6 n  
i n g l e s a  oper6 en muchas ocasiones mejor que l a  espaiiola en l a  reacc i6n  de 
10s espectadores13 quiz5 porque s u  texto--modernizado para  no caer  en e l  
past iche--resul taba m l s  comprensible y tambi6n q u i z l s  porque l a  a c t r i z  
norteamericana que encarn6 a C e l e s t i n a ,  L i l l h n  Adams, logr6  una verdadera 
c reac i6n  d e l  persona je .  No cabe duda de que e l  t e a t r o  c l l s i c o  espaiiol 
e s t 5  angustiosamente neces i tado  de buenas t raducciones i n g l e s a s  para poder 
asomarse con e f i c a c i a  a 1  ptiblico de 10s Estados Unidos. 
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Las d i f i c u l t a d e s  que tuve  que r e s o l v e r  p a r a  d a r  v i d a  en un e s c e n a r i o  
inadecuado, con elementos tdcn icos  de  pobre c a l i d a d  a m i  nueva adap tac idn  
--dos h o r a s  y media--de La C e l e s t i n a ,  m e  e s t imula ron  a redondear e l  espec- 
t s c u l o  d e l  que me s e n t i  s a t i s f e c h o  como r e s u l t a d o  a r t i s t i c o .  No cont6 con 
m& co laborac i6n  p o s i t i v a  que l a  de  10s a c t o r e s ,  a lgunos de  e l l o s  admira- 
b l e ~  en s u s  papeles .14.  La i n e x p e r i e n c i a  de  c r i t i c o s ,  e s p e c t a d o r e s  y tEc- 
n i c o s  a n t e  una obra  maestra  de  l a  l i t e r a t u r a  c l C s i c a  s e  h i z o  tambidn mani- 
f i e s t a  en 10s produc to res  del.  espect lculo15 a q u i e n e s ' l l e g u 6  a proponer 
que p resen t l r amos  l a  Tragicomedia con t r a j e s  modernos de  ensayo y s i n  
e s c e n o g r a f i a  como a q u e l l a  i n o l v i d a b l e  v e r s i d n  de  Hamlet que yo p r e s e n c i a r a  
e n  Broadway con Richard Burton b a j o  l a  d i r e c c i d n  de  John Gielgud. E l  s i s -  
tema b i l ing i i e - - s i e te  de  10s d i e z  i n t 6 r p r e t e s 1 6  p a r t i c i p a r o n  en l a s  dos  
vers iones--propi0 de  l a s  r epresen tac iones  d e  l a  BFA no d i o ,  en m i  con- 
cep to ,  e l  r e s u l t a d o  ape tec ido .  La v e r s i d n  i n g l e s a  t e n i a  f u e r t e s  con- 
t r a s t e s  de  acen tos  e n  p e r j u i c i o  d e  l a  emisidn d r a m l t i c a ,  aunque l a  actua-  
c idn  f u e r a  buena. E l  e s f u e r z o  de  memorizacidn d e  a q u e l l o s  bravos a c t o r e s  
m e  pa rec i6  rea lmente  he ro ico ,  pe r0  una obra  c l l s i c a  t i e n e  que c o n t a r  con 
una d i c c i 6 n  p e r f e c t a .  

En m i  e s c e n i f i c a c i 6 n  i n t r o d u j e  a lgunos e lementos  d r a m l t i c o s  y forma- 
l e s  que no h a b i a  u t i l i z a d o  en a n t e r i o r e s  temporadas. En l a  escena que a b r e  
l a  Tragicomedia--Calixto encuen t ra  casualmente a Melibea en s u  j a rd in - -e l  
d i s c u t i d o  cambio de  a c t i t u d  de  l a  d o n c e l l a  10 j u s t i f i c o l 7  haciendo que 
C a l i x t o ,  es t imulado por l a s  p a l a b r a s  de  e l l a :  "Pues aun miis i g u a l  
ga la rd6n  t e  d a r e  yo s i  perseveras"  s e  a t r e v e  a a b r a z a r l a ,  r ecor r i endo  s u  
cuerpo-con  las manos por 10 que e l l a  10 rechaza indignada c a l i f i c C n d o l o  d e  
loco a t r e v i m i e n t o .  E s t a  acc i6n  condiciona e l  d e s a r r o l l o  d e l  c o n f l i c t o  y 
s e  en laza  con e l  pr imer  encuentro de  10s amantes e n ' e l  j a r d i n  (Acto X I V  
d e l  l i b r o  y t e r c e r o  de  mi adaptacidn)  en que C a l i x t o ,  cuando e l l a  l e  p i d e  
moderaci6n en s u  deseo,  c o n t r a s t a :  "Nadando por  e s t e  fuego d e  t u  deseo 
toda mi v i d a ,  i n o  q u i e r e s  que me a r r ime  a 1  d u l c e  Puer to  a descansa r  de  m i s  
pasados t r a b a j o s ? "  A con t inuac idn  se produce 10 que C a l i x t o  c a l i f i c a  d e  
"su g l o r i a "  y .Melibea de "su yerro."18 

La escena a t r a v 6 s  d e  l a s  p u e r t a s  c red  s iempre un p r o b l e m  de  visua-  
l i z a c i 6 n  porque s i g n i f i c a b a  condenar a uno de 10s amantes a no s e r  v i s t o  o 
a i n t r o d u c i r  un element0 a d i c i o n a l  a 1  decorado en medio de  l a  escena o a 
h a c e r l o  a t r avEs  d e  una c o r t i n a  de  gasa ,  ninguna d e  cuyas so luc iones  me 
parec id  a c e r t a d a .  En obra  esencialmente  r e a l i s t a ,  todo 10 que s e a  recu- 
rrir  a f a c t o r e s  s imb6l icos  pa rece  desca r tado ,  pe r0  e l  t e a t r o  t i e n e  ya por 
n a t u r a l e z a  un muro f i c t i c i o  que separa  a1 piiblico d e l  a c t o r .   as p u e r t a s  
que C a l i x t o  q u i e r e  romper pa ra  poder v e r  a Melibea fue ron  e s t a b l e c i d a s  por 
l a  acc idn ,  con l a s  manos en g e s t o  m h i c o ,  a c a r i c i a d a s  por  10s amantes como 
s i  f u e r a n  e l l o s  mismos; e l  t e x t o  complementaba e l .  suceso ef icazmente ,  
haci6ndolo pe r fec tamente  c l a r o .  

Otro s a l t o  h a c i a  10 i r r e a l  f u e  c o n v e r t i r  l a  escena d e  Centur io ,  
Areusa y E l i c i a  en e l  t e r c e r  a c t 0  en f a r s a ,  donde l a s  dos  rameras s e  la- 
mentan de l a  muerte  d e  C e l e s t i n a ,  Sempronio y Plrmeno como dos p la i i ide ras ,  
m i e n t r a s  Cen tur io  hace  un a l a r d e  g ro tesco  de  s u s  h a b i l i d a d e s  como espada- 
ch in  a sue ldo  cuando no e s  d s  que un r u f i l n  cobarde. E s t a  escena y l a  
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crudamente r e a l i s t a  en casa de Celest ina durante l a  comida (Acto I X  de l  
l i b ro )  h e r o n  quiz5 l a s  m5s asequibles para e l  pGblico angelino. Por G l -  
timo, e l  mon6logo de Melibea desde l a  t o r r e  antes d e l  su ic id io ,  10 reso lv i  
haciendo subir  a l a  a c t r i z  has ta  un balc6n muy hermoso con adornos de 
caoba--reminiscencia arquitect6nica de l a  antigua logia--que obligaba a 1  
pGblico a aer l a  escena de lado.19 

La CeZestim s6lo podrl popularizarse a t ravds  de l  t ea t ro ,  per0 con 
exhibiciones re i te radas  y no con una aparici6n a is lada  como l a  de l  I C C C  en 
Los Angeles. Una golondrina no hace verano: habrd de s e r  temporadas.con- 
t inuas  con adaptaciones cada vez m& extensas que l leven a 1  espectador a 
l a  l ec tu ra  de una de l a s  obras m& portentosas de l a  l i t e r a t u r a  universal .  
Como quiera que sea, representar  La CeZestim en no importa qu6 escenario 
ser6  siempre un d e l e i t e  y un pr iv i legio .  
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La primera vez que s e  represen t6  L€ en un t e a t r o  p r o f e s i o n a l  f u e  
en 1909- - ids  de  400 aiios despu6s de  publicada!--en e l  Teatro Espaiiol de 
Madrid en una refundici6n escen ica  (Centurio a s e s i n a  a Ca l ix to ,  ya que 
morir  a 1  c a e r s e  de l a  e s c a l a  s e  juzgaba poco d r a d t i c o )  cuyo a u t o r  f u e  
Francisco Fernzndez Vi l legas ,  "Zeda", p r e s t i g i o s o  c r i t i c o  T e a t r a l  de Espa- 
iia. E l  papel  de  Ce les t ina  10 incorpor6 Carmen Cobeiia, Ca l ix to ,  Ricardo 
Calvo, y Melibea, Amparo V i l l e g a s ,  h i j a  d e  "Zeda". Fue Amparo V i l l e g a s  l a  
Ce les t ina  de m i s  temporadas en Mexico h a s t a  1960: e s t a  admirable a c t r i z  
espaiiola f a l l e c i 6  en Mexico en 1971. 

"Four Stage Adaptations of LC," Hispania 38 (19551, 46-51. E a r l e  
d ice :  "The vers ion  adapted and d i r e c t e d  by Alvaro Custodio is a f a i t h f u l  
reproduct ion of t h e  o r i g i n a l  work s c a r c e l y  d i f f e r i n g  from it except  by a- 
bridgement" (49) .  

Buenos Ai res :  EUDEBA, 1962; 2a. ed.,  1970. "Custodio, cuya adap- 
t a c i 6 n  e s  l a  que en conjunto a b r e v i a  m& acertadamente e l  o r i g i n a l ,  10 am- 
p l i f i c a  en v a r i o s  puntos a f i n  de  subrayar  e l  tono a f e c t i v o  de c i e r t a s  si- 
tuac iones  o l a s  c a r a c t e r i s t i c a s  de  c i e r t o s  personajest ' (244) .  "Custodio e s  
muy s u p e r i o r  a 10s d e d s  adaptadores  en s e n t i d o  e s t i l i s t i c o "  (280). 

Mexico: Ediciones Tea t ro  C l l s i c o  de &xico, 1966. La por tada  e s  
un grabado d e l  p i n t o r  Vlady. Contiene o t r o s  grabados de a n t i g u a s  ed ic io-  
nes  y f o t o g r a f i a s  de l a s  pr imeras vers iones  esc6nicas de  m i  adaptaci6n.  

En e l  Teatro Reforma d e  l a  c a p i t a l  de  l a  Repiiblica, con una esplen- 
d ida  escenograf ia  de David h t 6 n  i n s p i r a d a  en p i n t o r e s  r e n a c e n t i s t a s  i t a -  
l i a n o s  y un v e s t u a r i o  e s t i l i z a d o ,  de gran co lor ido ,  diseiiado por I s a b e l  
Richar t . 

Vease m i  ponencia, "La b e l l e z a  a c t u a l  de  LC," en Actas d e l  I Con- 
greso  I n t e m c i o n a l ,  sobre  LC (Barcelona: HISPAM, 1976), p lgs .  471-83. 

Towards a Cr i t i caZ E d i t i o n  of LC (Madison: Univ. of Wisconsin Press  
19641, phg. 6. 

Vease m i  e s t u d i o  y t raducc i6n  en verso  blanco de  Hamlet, Mexico: 
Ediciones Teatro C l l s i c o  de  Msxico, 1968 [tambibn en Tarragona, Espaiia, en 
Ediciones Tarraco] .  ' He d i r i g i d o  Hamlet duran te  t r e s  temporadas en Mexico 
siempre con gran e x i t 0  popular a pesar  de s u s  t r e s  horas  y media de dura- 

s y l v i e  Drake, 
1978. 

l0 Citado por  e l  

"LC a t  I C C C ' s  Lodge," Los Angeles 

c r i t i c o  Charles  Champlin, Calendar, 

Times, Oct. 10,  

Feb. 11, 1979. 
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"Alvaro Custodio,  Master of C l a s s i c  Theatre" ,  NeworZd. The Mul- 
t i c u l t u r a l  Magazine of t h e  A r t s ,  Los Angeles (Feb.-March, 1979) ,  pdgs. 
30-1. 

l2 La AgrupaciBn d e  C r i t i c o s  T e a t r a l e s  d e  M6xico o to rg6  en 1954 un 
premio e x t r a o r d i n a r i o  a  m i  d i r e c c i 6 n  y adap tac i6n  d e  LC en l a  S a l a  
MoliPre. La obra  f u e  represen tada  m5s d e  150 veces  en l a  c a p i t a l  a s 5  
como e n  l a s  p r i n c i p a l e s  c iudades  de  l a  Repiiblica Mexicana. Estuvo pro- 
h i b i d a  d u r a n t e  ocho aiios por  inmoral  (!) por  l a  O f i c i n a  d e  Espectdculos  
d e l  D i s t r i t o  Federa l  (1960 a  1968). 

l3 La p r o f e s o r a  A. S. Mandel, e n  s u  comentar io  d e  d i c h a  v e r s i 6 n  
a p a r e c i d o  en CELESTINESCA, 11, 2 (Nov., 1978),  a f  i r m a :  "1t is  a plea-  
s u r e  t o  r e p o r t  t h a t  t h e  t o n e  and form of t h e  Eng l i sh  v e r s i o n  works espe- 
c i a l l y  w e l l  on s t age"  (38) .  

l4 J u l i o  ~ e d i n a '  (Sempronio) , I r e n e  de  B a r i  (Areusa) , Jaime V i c t o r  
(Cen tur io ) ,  y  l a  r e v e l a c i 6 n  de  una joven a c t r i z ,  V i c t o r i a  R i c h a r t  (Meli- 
bea)  . 

l5 The B i l i n g u a l  Foundation of t h e  A r t s  (Thea t re ITea t ro ) ,  Los An- 
g e l e s .  

l6 En m i  v e r s i 6 n  s e  suprimen 10s p e r s o n a j e s  d e l  l i b r o :  A l i s a ,  So- 
s i a ,  y  T r i s t 6 n .  E l  p e r s o n a j e  de  C r i t o  aparece  en escena,  pe r0  no hab la .  

l I 
Vhase m i  ya c i t a d a  ponencia (n. 6 ,  a r r i b a )  , pzgs. 479-80. 

l8 N i  e n  l a  escena de Areusa con C e l e s t i n a  y P5rmeno en s u  c a s a ,  n i  
en l a  d e l  j a r d i n  cuando C a l i s t o  d e s f l o r a  a  Melibea, me f u e  pe rmi t ido  por  
10s produc to res  de l a  obra  exponer m i  concepci6n p l d s t i c a .  

l9 Vhase e l  c i t a d o  a r t i c u l o  de l a  p r o f e s o r a  Mandel (n. 13 ,  a r r i b a )  
donde a l u d e  a  e s t e  d e t a l l e  de  l a  e s c e n i f i c a c i 6 n  (p6g. 37). 

Aucto XX' . 
Horror i  zado , 

P l e b e r i o  
p r e s e n c i a  e l  

s u i c i d i o  de 
s u  h i j a  Melibea. 

De l a  t r a d u c -  
c i 6 n  alemana de 
C .  Wirsung-1520. 
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D i l l e  Glen F., ed. "La Comedia LZamada 'Seraf ina ' :  An Anonymous Hwnanistic 
Comedy of 1521." Carbondale and Edwardsvi l le :  Southern I l l i n o i s  Univ. 
P r e s s ,  1979. x x v i i  + 114 pp. $7.95. 

I n  1521, a s c a n t  two decades  a f t e r  t h e  appearance of  La Celestina,  
t h e  genre - se t t ing  work t h a t  was t o  go f o r t h  and m u l t i p l y  w i t h  such long- 
l a s t i n g  e f f e c t  on bo th  Spanish and world l i t e r a t u r e ,  t h e r e  appeared simul- 
taneously t h r e e  works ve ry  much i n  t h e  r i c h  v e i n  of  t h e i r  more famed pro- 
g e n i t o r .  These were t h e  comedies t i t l e d  YpBZita, Thebaida and Serafina. 
The f i r s t  two were p r i n t e d  by t h e  same person and s h a r e  consecu t ive  pagi- 
n a t i o n .  The Serafina, bound w i t h  t h e s e  two, h a s  ano ther  p r i n t e r  b u t ,  l i k e  
them, was set i n  Valencia .  A l l  a r e  anonymous. The Serafina was p r i n t e d  
once more, i n  1546 ( S e v i l l e )  and w i t h ,  aga in ,  t h e  Thebaida. 

I n  t h i s  cen tu ry  t h e s e  c e l e s t i n e s q u e  works have a l l  been g iven  modern 
e d i t i o n s ;  t h e  YpBZita by P. E. Douglass (Ph i l ade lph ia :  Univ. of Pennsyl- 
van ia  P r e s s ,  1929) ,  t h e  Thebaida by G.  D. T r o t t e r  and K. Whinnom (London: 
TCmesis, 1969) and now, t h e  Serafina by G. F. D i l l e .  The on ly  r e - e d i t i n g  
of t h i s  t e x t  s i n c e  t h e  1546 p r i n t i n g  d a t e s  from 1873, v o l .  5  of  Ribade- 
neyra ' s  CoZecciBn de Zibros raros y mcriosos, r e p r i n t e d  one y e a r  l a t e r  
wi thou t  changes. Thus t h i s  new and c a r e f u l l y  prepared t e x t  i s  e s p e c i a l l y  
welcome i n  t h a t  it prov ides  u s  w i t h  one more r e a d i l y  a v a i l a b l e  modern 
p r i n t i n g  of a  work which is  wi tness  t o  t h e  i n f l u e n c e  of  LC i n  t h e  s i x -  
t e e n t h  cen tu ry .  While t h e s e  works d i d  no t  themselves enjoy t h e  wide pop- 
u l a r i t y  of R o j a s ' s  o r ig ina l - - i f  t h e  frequency of  e d i t i o n s  may be  used a s  a  
guide--they were, a s  a  group,  s o  numerous and v a r i e d  t h a t  t h e y  p r o l i f -  
e r a t e d  w e l l  i n t o  t h e  seven teen th  cen tu ry ,  t h e i r  c o l l e c t i v e  l o n g e v i t y  par- 
a l l e l i n g  t h a t  of LC. 

Given t h i s  s t a t e  o f  a f f a i r s  i t  is smal l  wonder, then ,  t h a t  u n t i l  re- 
c e n t l y  most c r i t i c a l  a t t e n t i o n  bestowed on t h e s e  works s p e c i f i c a l l y  fo-  
cussed on passages  a t  which they d i d  o r ,  a l t e r n a t i v e l y ,  d i d  n o t  compare 
w i t h  t h e  g r e a t  Tragicomedia. D i l l e  r ecogn izes  t h i s :  "The Celestina ... 
is e a s i l y  t h e  second most important  c r e a t i o n  of  Spanish l i t e r a t u r e  and a s  
such tends t o  e c l i p s e  subsequent  works, e s p e c i a l l y  t h o s e  of t h e  same gen- 
e r a l  na tu re .  As a  r e s u l t ,  most humanis t ic  comedy ... h a s  s u f f e r e d  ill- 
deserved neg lec t "  (p. i x ) .  Owing t o  such i n v i d i o u s  comparisons t h e  per- 
s o n a l i t y  of t h e s e  works w a s  submerged, t h e  q u e s t i o n  of o r i g i n a l i t y  was 
s ides tepped  and i n d i v i d u a l i t y  o f t e n  ignored.  

The r e c e n t  e d i t o r s  of t h e s e  c e l e s t i n e s q u e  works, h a p p i l y ,  have taken 
t o  h e a r t  t h e  g o a l  of  s p e c i f y i n g  t h e  i n d i v i d u a l i t y  and independent worth of 
t h e  t e x t s  they  work on and t h i s  can on ly  be  seen  a s  a v e r y  h e a l t h y  advance 
over  p rev ious  procedures.* While such s t e p s  may seem t o  compl ica te  t h e  

* I n  a d d i t i o n  t o  t h e  YpBZita and Thebaida (LCDB 22) ,  r e c e n t  y e a r s  
have seen  new e d i t i o n s  of  works by G.  Gmez de  Toledo (821, F e l i c i a n o  d e  
S i l v a  (87) ,  F ranc i sco  Del icado and o t h e r s .  
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p l a c i d  p i c t u r e  pa in ted  by s i m p l i f i e d  and d i r e c t  comparison w i t h  LC, they 
a l s o  a r e  he lp ing  u s  t o  s e e  a  more r i c h l y  complex p o r t r a i t  of t h e  t a s t e s  
and temper p r e v a l e n t  i n  many a s p e c t s  of s ix teen th -cen tu ry  l i t e r a r y  l i f e .  
As r e a d e r s  we may p r e f e r  LC t o  t h e  works c r e a t e d  under i t s  dominant s p e l l ,  
b u t  we do, a s  Theodore Beardsley p o i n t s  ou t  i n  a  t ime ly  essay**, have an 
o b l i g a t i o n  t o  c a s t  our  s c h o l a r l y  n e t s  i n  a  wider  c i r c l e  i n  o r d e r  b e t t e r  t o  
comprehend t h e  r e a l i t y  and t e x t u r e  of t h e  Spanish Renaissance.  

D i l l e ' s  Serafina is  based on bo th  of t h e  s ix teen th -cen tu ry  e d i t i o n s  
b u t  w i s e l y  t a k e s  a l l  b u t  a  few r e a d i n g s  from t h e  1521 p r i n t i n g .  It is 
presen ted  i n  double-spaced format  w i t h  running l i n e  numbers a t  every f i f t h  
l i n e .  T h i s  procedure  h a s  a l lowed D i l l e  t o  p l a c e l h i s  v a r i a n t s  and h i s  an- 
n o t a t i o n s  t o  t h e  t e x t  [ t h e s e  c o n c e n t r a t e  on l e x i c a l  i t ems  and e x p l i c a t i o n s  
of p roverbs ]  a t  t h e  back of t h e  volume, l eav ing  t h e  read ing  of  t h e  t e x t ,  
a p p a r e n t l y ,  a n  u n i n t e r r u p t e d  p leasure .  I n  t h i s  i n s t a n c e ,  t h e  scheme back- 
f i r e s  because t h e  r e a d e r  is  never  s i g n a l l e d  as t o  when t e x t u a l  m a t e r i a l  i s  
i n  f a c t  e l u c i d a t e d  i n  t h e  n o t e s .  While i t  is t r u e  t h a t  because  t h e  n o t e s  
a r e  keyed t o  l i n e  numbers one can e a s i l y  work from n o t e s  t o  t e x t ,  it is  
a l s o  u n f o r t u n a t e l y  t r u e  t h a t  one l e s s  e a s i l y  can work from t e x t  t o  n o t e s ,  
t h e r e  be ing  n e i t h e r  s u p e r s c r i p t  numbers nor  a s t e r i s k s  t o  i n d i c a t e  t h a t  
f u r t h e r  in fo rmat ion  may b e  found i n  t h e  n o t e s - t o  t h e  e d i t i o n .  Thus, one 
r u n s  t h e  r i s k  of  look ing  up what seem t o  be  obscure  r e f e r e n c e s  and f ind-  
i n g  t h a t  no f u r t h e r  in fo rmat ion  i s  t o  b e  found. Unobtrusive a s t e r i s k s  
would have been a  boon t o  t h e  r e a d e r  and should have been provided f o r .  As 
i t  s t a n d s  t h e r e  i s  too  g r e a t  a  gu l f  between t e x t  and n o t e s .  

D i l l e ' s  i n t r o d u c t i o n  i s  in fo rmat ive ,  i f  too  b r i e f .  He r i g h t l y  
s t r e s s e s  t h e  p r i n c i p a l l y  comedic v a l u e  of  t h e  Serafina and does  a  n i c e  job  
of  a n t i c i p a t i n g  f o r  us t h e  l i v e l y  and r i b a l d  n a t u r e  of t h e  t e x t ,  t h e  s a l t y  
language and t h e  s e x u a l l y  e x p l i c i t  a c t i o n s  (whose f u n c t i o n  is  comic r a t h e r  
t h a n  p r u r i e n t ) ,  and t h e  segments which a r e  c h a r a c t e r i s t i c  of t h e  genre  a s  
opposed t o  those  which a n t i c i p a t e  l a t e r  vogues of  t h e  S i g l o  d e  Oro. The 
remarks a r e  based on a p p r e c i a t i o n  a s  seen  from t h e  van tage  p o i n t  of t h e  
contemporary s ix teen th -cen tu ry  r e a d e r ,  the reby  p r e p a r i n g  u s  f o r  t h e  neces- 
s i t y  of r ead ing  t h e  Serafina without  p r e j u d i c e .  But s u r e l y  t h e  Serafina 
is  dese rv ing  of a  longer  and more d e t a i l e d  s tudy  than  we a r e  g iven  he re .  
It  would seem t h a t  l i m i t e d  space  may have been a  f a c t o r  ["I have kep t  my 
i n t r o d u c t o r y  remarks t o  a  minimum, o p t i n g  i n s t e a d  t o  a n n o t a t e  t h e  t e x t  a s  
completely  poss ib le"  (p. X) . ]  i n  t h i s  compression, bu t  i t  is  t o  b e  hoped 
t h a t  D i l l e  w i l l  p r i n t  e lsewhere a  more generous a n a l y s i s  of  t h i s  p e r t  
comedy. He i s  q u a l i f i e d  t o  do so .  H e  prepared t h i s  e d i t i o n  o r i g i n a l l y  a s  
a  d i s s e r t a t i o n  under D.  W. McPheeters, a  well-known ce les t in i s ta  and h a s ,  
i n  a d d i t i o n ,  pub l i shed  a r t i c l e s  on t h e  YpBlita and t h e  Thebaida (Jownal 
of Hispanic Philology, 1 [1977], 187-93) and on t h e  r e l a t i o n s h i p  of t h e  
Serafina t o  t h e  Celestina (Celestinesca, 1, ii [1977], 15-20). 

** See h i s  e s say  i n  The Present S tate  of Scholarship i n  Sixteenth 
Century Literature, ed. W .  M .  Jones (Columbia: Univ. of Missour i  P r e s s ,  
1978) ,  71-110, e sp .  a t  73-75. 
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T h i s  e d i t i o n  was produced by photographic  means from t y p e s c r i p t ,  a  
p rocess  more and more i n  favor  w i t h  s m a l l e r  p u b l i s h i n g  concerns .  The in -  
t r o d u c t i o n  and t h e  t e x t ,  done w i t h  generous double-spacing, is a t t r a c t i v e .  
The v a r i a n t s ,  n o t e s  t o  t h e  i n t r o d u c t i o n  and t h e  t e x t  a r e  l e s s  e l e g a n t ,  
owing t o  t h e  bunched look  produced by use  of  s ing le - spac ing  and t h e  per-  
haps unavoidable  amount of under l in ing .  Had t h e  t y p e s c r i p t  been prepared 
on a  machine w i t h  in te rchangeab le  e lements  (an IBM S e l e c t r i c ,  f o r  example),  
t h e  s u b s t i t u t i o n  of a n  i t a l i c  element f o r  t h e  p a r t s  r e q u i r i n g  u n d e r l i n i n g  
i n  t h e  s ingle-spaced p o r t i o n s  would have r e s u l t e d  i n  a  n o t a b l e  a e s t h e t i c  
g a i n  a t  l i t t l e  e x t r a  expense t o  t h e  t y p i s t s .  S t i l l ,  i n  a n  e r a  of  over- 
p r i c e d  volumes t h a t  fewer s c h o l a r s  can  t r u l y  a f f o r d ,  t h e  p r i c e  of  t h i s  
cloth-bound volume ($7.95) is  r e f r e s h i n g .  

I n  sum, t h i s  is  a  welcome e d i t i o n  of  a  work w i t h i n  t h e  c e l e s t i n e s q u e  
genre  which, a t  t h e  same t ime,  has  a  c la im of  i t s  own, made c l e a r  by D i l l e ,  
t o  b e  read  a s  a  work w i t h  i ts  p a r t i c u l a r  m e r i t s  i n  mind. While n o t i n g  t h e  
annoyance of t h e  l a c k  of proper  co-ord ina t ion  of t h e  t e x t  and n o t e s ,  I 
t h i n k  i t  is on ly  f a i r  t o  conclude by say ing  t h a t  D i l l e  has  made a v a i l a b l e  a  
t e x t  f a r  more r e l i a b l e , a c c e s s i b l e ,  and easy  t o  read than  has  y e t  been pro- 
duced and,  f o r  t h a t ,  we a r e  i n  h i s  d e b t .  

J .  T.  Snow Univers i ty  of Georgia 



A UNA PUTA VIEJA ALCAGUETA 

Sebasti6n de Horozco ' 

Puta v i e j  a embaidora 
poncofiosa serpentina,  
maldita encandiladora, 
heredera y sucesora 
de l a  v i e j a  Celestina. 
Gastaste t u  joventud 
en s e r  puta cantonera, 
y agora en l a  senetud 

, estando en e l  ataiid 
vives de sq r  cobertera. 

Sonsacando m i l  mocuelas 
y alberg6ndolas a todas ,  
frayles-  y mocos despuelas , 
dando casa,  cama y belas 
para hazer torpes  bodas. 
No ay moco n i  despensero 
que a t u  casa no s e  acorra ,  
cayendo con su  dinero: 
pues guarte de l  rocadero 
y a ~ o t e s  con miel y borra.  

t ex to  de l a  ed. de Jack Weiner de l  Cancionero 
( ~ t a h  Studies in '  Li tera ture  and Linguis t ics ,  3 ,  
 ern-Frankfurt /M:, 1975) , a l a  p k i n a  62, # 46. 

Aucto X I V .  Ed. de TOLEDO: Juan de Ayala, 1538. 
Cal is to  en t r a  l a  huerta de Melibea. 
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LA CELESTINA ON STAGE: Thanks t o  Martha Heard ( ~ o t t e y  c o l l e g e ) ,  who 
was i n  a t t endance ,  we r e p o r t  t h e  success  of  LC a t  t h e  Univers i ty  o f  Kan- 

s a s  t h i s  p a s t  November 7 t h ,  1978. This  was a performance 
by t h e  New York-based company "REPERTORIO ESPAROL" i n  Spa- 
n i s h ,  which h a s  now given LC over two hundred t imes  i n  t h e  
United S t a t e s  and Mexico [ f o r  a review o f  t h e  Berkeley 
performance, s e e  A. S.  Mandel, C&c%finc%ta, 2 ,  no. 1, pp. 
31-38]. Seen again i n  f a m i l i a r  r o l e s  were OFELIA GONZA- 
LEZ ( ~ e l e s t i n a )  , MIRTHA CARTAYA (Melibea) , NELSON LAN- 
DRIEU ( ~ a l i s t o ) ,  MATE0 GOMEZ (Sempronio), BRAULIO V I L W  
( ~ L r m e n o ) ,  ELIZABETH PENA ( E l i c i a ) ,  VIRGINIA RAMBAL (Are- 
Gsa) ,  and ALFONSO MANOSALVAS ( ~ l e b e r i o ) .  

The adapta t ion  t o  t h e  s t a g e  and t h e  d i r e c t i o n  were 
by RENE BUCH and t h e  s e t t i n g  and product ion were d e s i p e d  
by ROBERT FEDERICO. The g a l a  evening a f f a i r '  i n  t h e  cam- 
pus 's  Murphy H a l l  was well-at tended and much enjoyed. 

Organizat ions wishing t o  l e a r n  more about t h e  .company, i t s  o t h e r  o f f e r -  
i n g s ,  e t c .  a r e  encouraged t o  d i r e c t  i n q u i r i e s  t o  GRAMERCY ARTS THEATRE, 
138 E. 27th S t .  , New York, NY 10016. 

BOOK NEWS: Recently t r a n s l a t e d  i n t o  Spanish i s  STEPHEN GILMANIS second 
important s tudy on LC, The Spain 06 Ftvwando de Rojah: -The In te l l ec tua l  
and S o c i d  Lanhcape 0 6  "La C&e&-tina" CLCDB 531. With i t s  
534 pages,  it appears a s  no. 107 i n  ~ o l e c c i 6 n  P e r s i l e s  (Ma- 
d r i d :  Taurus, 1978) a s  La EhpalZa de F m a n d o  de Rojah :Pane- 
m a  inteLeotual y b o c i d  de "La Cde&LLna". GZLMAN'S f i r s t  
volume on E (1956) was t r a n s l a t e f i  i n t o  Spanish i n  1974 a s  
"La Ce.te&~a": Ahte g e h m c t w r a  CLCDB 52.21, no. 71 i n  
Colecci6n P e r s i l e s  . . . . A new 1978 t i t l e  from 
t h e  Univers i ty  o f  Missouri Press  i s  a volume c a l l e d  The Pm- 
b e n t  W e  04 S c h o h h i p  i n  Six;teenth-Centwry Litehatuhe. 
Readers of Ce,tc%R;ine&ca w i l l  want t o  look over  pages 71-110 
i n  which THEODORE S.  BEARDSLEY  ispa panic S o c i e t y ) ,  i n  h i s  
assessment o f  Spanish l i t e r a t u r e ,  p o r t r a y s  graphzcal ly t h e  
r o l e  of  LC s t u d i e s  i n  t h e  p e r i d  1945-1374 . . .Soon t o  
appear  w i l l  be a homage volume f o r  Jorge  Guil lgn i n  which 
t h e r e  w i l l  be  a t  l e a s t  one LC i t em:  SIRUTE CIPLIJAUSKAITE'S 
"Juegos de dupl ic idad  e i n v e r s i 6 n  en LC."  I n  it t h e  p a r a l l e l s  i n  t h e  
r o l e s  o f  Melibea and Areusa come under s tudy wi th  i n t e r e s t i n g , r e v e a l -  
i n g  impl ica t ions  f o r  c h a r a c t e r  s tudy throughout. 

CONVENTION NOTES: There was one paper  a t  t h e  recen t   arch 8-10,1979) 
convention of  The P h i l o l o g i c a l  Assoc ia t ion  o f  t h e  Carol inas h e l d  a t  UNC 
a t  Raleigh I t h a t  t r e a t e d  K. VICENTE CAN0 ( u n i v e r s i t y  o f  ~ e o r g i a )  presen-  



t e d  h i s  "LZ funci6n dramgtica d e l  engaifo en LC1' i n  t h e  s e c t i o n  devoted 
t o  Renaissance and Golden Age Spanish Drama. 

JOURNAL NOTES: EOROTHY S.  SJ3VERIN1S (west f i e l d  C ~ l l e s e ,  London) a r t i -  
c l e  on f o u r  c l a s s e s  o f  hunor i n  LC h a s  now appeared i n  t h e  r e c e n t  no. 
( ~ e b r u a r y  1979) of  Romance. Pkieo.eogy . . . . Pedro Ximgnez de Urrea's 
1513 v e r s e  adap ta t ion  o f  Act I o f  LC ("Egloga de C a l i s t o  y Melibea") re -  
c e i v e s  a long-overdue new e d i t i o n  by ROBERT HATHAWAY i n  NRFH, 27 (1978),  
3 4 - 3 0  . . . . To appear i n  due course i n  H A p ~ n i c  RevLau i s  J.  T. 
SNOW'S "An Addit ional  A t t e s t a t i o n  t o  t h e  P o p u l a r i t y  o f  Rojas's Charac- 
t e r  Creat ions from an Ear ly  Seventeenth-Century Manuscript ." 
NEW -PROJECTS REPORTED: ADRIENNE MANDEL informs us t h a t  Ediciones A l -  
hambra o f  Madrid i s  prepar ing  a new LC e d i t i o n  and t h a t  it w i l l  be i n  
t h e  capable hands o f  Professor  NICASIO SALVADOR MIGUEL . . . Profes-  
s o r  J.  R .  STAMM i s  on leave  t h i s  year  from NYU and i n  P i s a  working on 
what he  t e l l s  us w i l l  be a book-length s tudy  o f  a r t i s t i c  growth o f  LC i n  
i t s  successive recens ions .  

ODDS AND ENDS: LC i s  now i n  Danish' [see t h e  LCDR supplement i n  t h i s  is- 
s u e ,  s2511 . . . F i n a l l y ,  t h i s  no te :  through t h e  good graces  of  a 
B r i t i s h  col league comes t h i s  n o t i c e  o f  a contemporary re-enactment ( i n  
r e a l  l i f e ,  t o  be s u r e )  of LC, d o t  7 ,  hcene  i. It i s  quoted from t h e  
Guardian o f  30 March 1979; t h e  s e t t i n g  i s  Johannesburg, South Afr ica .  

"A 31-year o l d  man, who t o l d  a cour t  he  followed a "pet 
pigeon1' i n t o  a woman's bedroom a t  1 a.m., has  been found 
g u i l t y  o f  t r e s p a s s i n g  ... Mrs. K.V.S. CMelibeal t o l d  t h e  
c o u r t  t h a t  s h e  woke up a t  1 a.m. on March 19 t o  f i n d  Read 
CCalis tol  s tand ing  next  t o  h e r  bed . . . She screamed . . he . . . r a n  away. Read . . . s a i d  t h a t  h i s  pigeon had been 
missing s i n c e  6 p .  m. and he thought  it had flown i n t o  
Cherl f l a t .  He decided t o  f e t c h  it before  going t o  bed. 
CShel t o l d  t h e  c o u r t  t h a t  t h e r e  had been n e i t h e r  a b i r d  
nor  any f e a t h e r s  i n  h e r  bedroom." 

I a m  l e d  t o  wonder i f  t h e  contemporary C a l i s t o ,  Read, has read  Rojas and 
decided only t o  t a k e  l i t e r a t u r e  i n t o  h i s  own hands? 

W 
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LA CELESTINA: DOCUMENT0 BIBLIOGRAFICO 

QUINTO SUPLEMENTO 

Joseph T.  Snow 
U n i v e r s i t y  of  Georgia 

W- 

@ I. PALABRAS PREVIAS 

Pese a las p r o n o s t i c a c i o n e s  d e l  descenso en e s t u d i o s  s o b r e  LC [vsase  
en e s t e  suplemento ~ 2 7 3 1 ,  pa rece  que e l  i n t e r &  en todos 10s a s p e c t o s  de  
l a  obra  d e  Rojas  se mant iene e n  a l t o  n i v e l .  Lo i n d i c a ,  a manera de  con- 
f i rmac ibn ,  e l  hecho de  que l a s  d i s t i n t a s  d i v i s i o n e s  d e  l a  o r i g i n a l  d e  e s t a  
m i b i b l i o g r a f i a  d e l  fen6meno c e l e s t i n e s c o  s iguen  en p ig .  Pa ra  e s t e  suple-  
mento, s i n  embargo, h e  suprimido l a  secciBn,  "Estudios  con ten idos  en obras  
d i v e r s a s , "  escogiendo r e p a r t i r  e s t a s  entradas--segGn s u  contenido--entre  
l a s  r e l e v a n t e s  d i v i s i o n e s  t e d t i c a s .  Sigo con e l  empeiio de  comentar l a s  
a d i c i o n e s  a 1  suplemento, esperando g u i a r  a 1  l e c t o r  y f a c i l i t a r  e l  manejo 
d e  t a n t a s  nuevas a p o r t a c i o n e s  a l a  c e l e s t i n e s c a .  Llevan a s t e r i s c o s  10s 
t i t u l o s  d e  e s t u d i o s  todav ia  no resei iables .  

De e s t a  l a b o r  b i b l i o g r g f i c a ,  y d e  l a  l e c t u r a  d e t a l l a d a  que ha  s u s c i -  
t a d o  d u r a n t e  10s c inco  aiios que l l e v o  p r e p a r h d o l a  (en 10s primeros  d i a s  
con l a  co laborac i6n  d e  J a n e  Schneider  y C e c i l i a  Lee) ,  s i g u e  preocupZndome 
l a  poca a t e n c i 6 n  c r i t i c a  que ha merecido e l  haber  d e s c u b i e r t o  F. J. Norton 
[LCDB 1091 que ninguna d e  l a s  l lamadas ed ic iones  " S e v i l l a  1502'' puede fe -  
c h a r s e  ar i tes  d e  1510. Con una c a s i  unanimidad, l a s  m l s  r e c i e n t e s  c o n t r i -  
buciones  a luden  a e s t a s  e d i c i o n e s  como s i  f u e s e  todav ia  a r t i c u l o  d e  f 6  s u  
temprana fecha .  iY Norton p u b l i c 6  s u s  impor tan tes  op in iones  e n  1966, hace 
m& de  trece aiios! Se  debe subrayar ,  a q u i  por 10 menos, que e l  t e x t o  mls  
a n t i g u o  existente de  l a  Tragicomedia espaiiola e s  e l  de  Zaragoza 1507, tex-  
t o  que todav ia  espera  s u  pr imera e d i c i 6 n  moderna. 

Pa ra  f a c i l i t a r  e l  manejo d e  10s c inco  suplementos a l a  b i b l i o g r a f i a  
o r i g i n a l ,  he preparado un i n d i c e  de  todos e l l o s  a 1  f i n a l  de  Es te .  Segui- 
mos con l a  i d e a  de  p u b l i c a r  en forma d e  l i b r o  una b i b l i o g r a f i a  completa de  
l a  c e l e s t i n e s c a  (1940-1980) en 1981. 

Expreso m i  agradecimiento p e r s o n a l  a 10s que han e s c r i t o  con informes ' 

o han enviado s e p a r a t a s  que s e  aprovecharon en e s t e  suplemento: de  Ing la -  
t e r r a ,  E. Morgan, G. West, D.  Sever in ,  A. Heathcote ,  y A. Deyermond; de  
BGlgica, J. J o s e t ;  d e  Su iza ,  G. Siebenmann; d e l  Canads, A. Forcadas;  y d e  
10s EE. UU. ,  H. Woodbridge, J. Walsh, y J. Temprano. 
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m 11. SUPLEMENTO 

+ T e s i s :  

Ayerbe-Pozo, Gui l lermo F. "Cuatro v i s i o n e s  modernas d e  LC." New 
York Univ.,  1978. 426 p l g s .  DAI 3916, 3566-678. Niim. 7824192. 
J. R. S t a m .  

Es tud ia  c u a t r o  o b r a s  c r i t i c a s :  l a s  d e  L ida  d e  M a l k i e l  (1962) ,  
B a t a i l l o n  (1961) ,  Gilman (1956),  y Marava l l  (1964).  

Genske, S y l v i a  S. "La Celestina i n  T r a n s l a t i o n  Before  1530." New 
York Univ., 1978. 338 p lgs .  DAI 3916, 3562-638. N i b .  7824221. 
John B. Hughes. 

E s t u d i a  l a  i t a l i a n a  (1506),  l a  h e b r e a  ( i1520?) ,  l a  a lemana.  
(1520),  l a  i n g l e s a  ( i1525?) ,  y l a  f r a n c e s a  (1527). 

Horstmeyer , Gabr ie l e .  "Die Kupp le r in  [ a l cahue ta ]  . S t u d i e n  z u r  
Typologie  i m  dramat ischen S c h r i f t t u m  Europas von den Griechen 
b i s  z u r  FranzGsis-chen Revolut ion."  Univ. d e  Co lon ia ,  1972. 

E s t u d i a  tambiCn l a  o b r a  d e  Ro jas .  

Martinez M a r k ,  Juan. "CoordinaciBn y subordinaciBn o r a c i o n a l  en  
LC. Contr ibuciBn a 1  e s t u d i o  d e  l a  s i n t l x i s  h i s t 6 r i c a  espafiola." 
Univ. d e  Granada, 1975. A. L l o r e n t e .  

Miyamae, Kiyoshi .  "A Study of E x i s t e n t i a l  S t r u c t u r e s  i n  F i v e  Major 
Novels of S p a i n ' s  Golden Age." I n d i a n a  Univ.,  1977. 341 pp. 
-DAI. 3815, 2833-34A. Niim. 77-22,666. 

Ademls d e  LC t r a t a  e l  LazariZzo, e l  GuzmBn, e l  BuscBn, y Don 
Quijote,  segfin t r e s  CO-ordinados e x i s t e n c i a l e s :  e s p a c i o ,  tiem- 
PO, Y e l  YO.  

V i l l a l o b o s ,  Miguel Angel. "El p e r s o n a j e  d e  l a  p i c a r a  en  l a  l i t e r a -  
t u r a  espaiiola." F l o r i d a  S t a t e  Univ. 1978. 287 piigs. DAI 3913, 
1627A. Nth. 7815488. D.  L. Hoffman. 

Es tud ia  l a  p i c a r a  e n  e l  Libro de buen amor, LC, La Zozana anda- 
Zuza y o t r a s  o b r a s  p o s t e r i o r e s .  

+ E s t u d i o s  monogr l f i cos :  

S247. Gilman, Stephen.  La Espak de Femando de Rojas. Panorama in te -  
ZectuaZ y sociaZ de 'La CeZestina'. Col. P e r s i l e s ,  107,  Madrid: 
Taurus ,  1978. 534 p l g s .  
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E s  l a  traducci6n espaiiola de The Spain of Fernando de Rojas: 
The InteZZectuaZ and Social Landscape of 'ZC' [LCDB 531. 

S248. Martinez Marin, Juan. Sintuxis de "LC": I .  La oracibn completa. 
Granada: Universidad de Granada - Secretario de Publicaciones, 
1978. Col. FilolBgica, XXVII. 333 plgs. + l h.  

Una aportaci6n considerable a1  estudio de l a  s in tgx i s  oracional  
h i s t6 r i ca  a travEs de una muy ponnenorizada c l a s i f i cac i6n  des- 
c r ip t iva  de l a  oraci6n compuesta en LC. A base de l a  coordina- 
ci6n, l a  coordinaci6n combinada con l a  subordinaci6n, y l a  su- 
bordinaci6n so la  (es ta  Gltima discretamente t ra tada  segGn su  
funci6n o sustantivada o adjet ivada o adverbia l ) ,  s e  elabora e l  
mapa de e s t a  pa r t e  de l a  gramdtica oraciona1.de LC. Destlcanse, 
en todos 10s apartados, t r e s  aproximaciones a l a s  construcciones 
t ra tadas :  l a  formal, l a  funcional y l a  s e d n t i c a .  Representa 
e s t e  bien logrado estudio una reducci6n de unas secciones de su  
t e s i s  (S244). AparecerL en breve un segundo tomo sobre l a  ora- 
ci6n simple en LC: 

+ Ediciones e s tud ian t i l e s :  

S249. . LCf tragicomedia de Calisto y Melibea. ColecciBn 
Gaudeamos-Cllsicos espaiioles, 10, Barcelona: Ed. Acervo, 1977. 
268 plgs.  

+ Adaptaciones g l a  escena espaiiolas: 

S250. LC ("The Spmish  Bawd"). ProducciBn d e l  Bil ingual  Foundation of 
the  A r t s  (Los Angeles). Adaptaci6n (espaiiola) y direcci6n de 
Alvaro Custodio. Traducci6n inglesa por Carmen Zapata y Alan 
Stark en colaboraci6n con Custodio. 

Representaciones viernes-slbado-domingo, en t r e  e l  6 de octubre 
hasta e l  12 de noviembre, 1978, alternando l a  espaiiola con l a  
inglesa en e l  Inner City Cul tura l  Center. Protagonizaron [en 
ambas lenguas] David Estuardo (Cal) , J u l i o  Medina (Semp) , James 
Victor (Cent) , Don Cervantes (Crito) , e Irene de Bari (Areusa) ; 
[en espafiollinglEs] Rose Ramos/Victoria Richart (Mel) , Haydee Du 
BarryILil l ian Adams (Cel), . I lka  Tanya Payln/Ivonne Col1 (E l i ) ,  
Alfredo Rodriguez/ Robert Dunlap (Par) ,  Irma GarciaIDenise Capi- 
tano (Lucr), y Carlos PetrelIFrank H i l l  (Pleb). Decorado de Es- 
t e l a  Scar la ta ,  vestuario de Frances Acosta; 1uminotEcnica de Jo- 
SE Lbpez, y mfisica de Mark Elson. 

a .  Los Angeles Times (10 oc t . ,  1978) secci6n 4, plg. 9 ,  S. 
Drake; 

b. CeZestinesca, 11, nib. 2 (nov., 1978), 37-38, A. Mandel. 
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6 Adaptaciones  y t raducc iones  en  o t r o s  idiomas: 

S251. R o j a s ,  Fernando de.  Ruf fe r sken  f r a  Toledo [= la  Alcahueta  d e  To- 
ledo].  t r .  Team T e a t r e t .  Gras ten :  F o r l a g e t  Drama, 1975. 

[ i n f o r m a c i ~ n  d e l  Index translationwn, 27 (1974[1978]), pbg. 192. 

S252.' The Spanish Bmd   er S250, a r r i b a ] .  

S253. Celestina. AdaptaciBn (de  l a  t r a d u c c i 6 n  d e  Mabbe, 1631) y d i r e c -  
c i 6 n  d e  Char le s  Lewsen. P resen tada  e n  e l  t e a t r o  C r u c i b l e  (Shef- 
f i e l d ,  ~ n ~ l a ' t e r r a )  e n t r e  e l  27 d e  sep t i embre  y e l  14  d e  octubre ,  
1978. 

P ro tagon iza ron :  Antonia Pemberton (Ce l ) ,  Pamela Stephenson 
(Mel), Malcolm S i n c l a i r  ( C a l ) ,  B i l l  S tewar t  (Semp), David McGaw 
(Par ) ,  Souad F a r e s s  ( E l i ) ,  Ca the r ine  H a l l  (Areusa) ,  Helen Cooper 
(Lucr) ,  Martyn Hesford ( T r i s ) ,  David S a s s i e n i  (SOS), Chr i s topher  
Guinee ( P l e b ) ,  S y l v i a  B a r t e r  ( A l i ) ,  y T e r r y  G i l l i g a n  (Thraso) .  
Decorado d e  Roger Glossop, v e s t u a r i o  d e  Anne S i n c l a i r ,  lumino- 
t s c n i c a  d e  Mick Hughes, y e f e c t o s  sonoros ,  Alan S t r e t c h .  

a. The Daily Telegraph, 29 S e p t . ,  1978,  E. S h o r t e r ;  
b .  The Times, 2 o c t . ,  1978, p.  7,  N.  C h a i l l e t ;  
c .  Plays and Players 26, no. 2 (Nov., 19781, p.  22, H.Rorrison. 

I t a l i a n o :  

S254. La Celestina. Tragicomedia d i  Fernando d e  Rojas .  L i b e r a  t radu-  
z ione  e r i d u z i o n e  d i  Car lo  Terron.  I l  Drama (Tor ino) ,  38, niim. 
307 ( a b r i l  1962) ,  5-47. 

[V. t. LCDB 240 y 524.1 E l  t e x t o  de l a  a d a p t a c i 6 n  y t r a d u c c i 6 n  
(10-47) m& l a s  n o t a s  d e  i n t r o d u c c i 6 n  d e l  mismo adap tador .  Es- 
t a s  n o t a s  i n t e r e s a n  por  o f r e c e r n o s  p a r t i c i p a r  en  e l  pensamiento 
c reador  d e  Terr6n.  I l u s t r a d a  con s i e t e  f o t o s  d e  momentos impor- 
t a n t e s  en l a  producci6n escEnica  de e s t a  LC. 

6 LC como obra  d e  a r t e :  

S255. Ayerbe-Chaux, Reinaldo.  "La t r i p l e  t e n t a c i 6 n  d e  ~ e l i b e a . "  Celes- 
tinesca, 2,  no. 2 (19781, 3-11. 

Agudo a n b l i s i s  d e  l a  v i c t o r i a  s i c o l 6 g i c a  d e  C e l e s t i n a  s o b r e  Me- 
l i b e a  en  e l  Auto I V  a . t r a v &  d e  10s p a r a l e l o s  e x i s t e n t e s  en s u  
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d i l l o g o  con l a  s i s t e m a t i z a c i 6 n  e s c o l h s t i c a  d e  l a  d o c t r i n a  d e  l a  
t e n t a c i b n .  I lumina e s t a  d i s c u s i 6 n  t a n t o  l a  b a s e  contempor5nea 
p a r a  l a  comprensi6n d e l  poder  d e  C e l e s t i n a  cuan to  i lumina un a s -  
p e c t o  d e  l a  dimensi6n u n i v e r s a l  d e l  a r t e  d e  Rojas .  

S256. B e l t r l n ,  Lu i s .  "La e n v i d i a  d e  PQrmeno." La corbnica ,  7 ,  no. 1 
( F a l l ,  19781, 4. 

Es e s t e  un a b s t r a c t 0  d e  l a  ponencia  d e l  mismo t i t u l o  que s e  l e y 6  
en e l  congreso d e  l a  MLA (Mueva York, d i c .  d e  1978) en que s e  
se i i a l a ,  p a r t i e n d o  d e  l a  e n v i d i a  d e  Plrmeno, que LC proyec ta  un 
mundo e n  que f a l t a n  la  f e  y  c a r i d a d  y  e spe ranza ,  un mundo e n  que  
p r e v a l e c e n  y  b a s t a n  10s s i e t e  s i e r v o s  d e  l a  c u p i d i t u s ;  e s  d e c i r ,  
10s s i e t e  pecados c a p i t a l e s .  No e x i s t e ,  s e g h  e s t a  i n t e r p r e t a -  
c i 6 n ,  ningSn v a l o r  c r i s t i a n o  en e l  mundo d e  LC. 

S257. Car rasco ,  Fi5lix. "La a u s e n c i a  d e  honra  e n  P l e b e r i o  y  e l  'Con t ra to  
d e  v e r i d i c c i 6 n ' . "  S e g i s m n d o  1 2 ,  n h s .  23-24 (1976),  9-26. 

Un a n l l i s i s  d e l  c a r a c t e r  d e  P l e b e r i o  que p a r t e  d e  l a  a s e v e r a c i 6 n  
que,  en e l  mon6logo d e l  a c t 0  X X I ,  b r i l l a  por  s u  ausenc ia  e l  sen- 
t i d o  t r a d i c i o n a l  d e  l a  honra  c a s t e l l a n a ,  l a  c u a l  ausenc ia  c a l i -  
f i c a r i a  d e  i n v e r o s i m i l  10 dicho  p o r  P l e b e r i o  y  s u  misma p a r t i c i -  
paci6n,  como p e r s o n a j e  i n t e g r a d o ,  en  l a  a c c i 6 n  en LC. Car rasco  
d e s t r u y e  e s t a  c r e e n c i a  ayudado p o r  una l i i c ida  expos ic i6n  d e  10s 
d a t o s  t e x t u a l e s :  e l  proceso d e  r e -c reac i6n  de P l e b e r i o  por  Ro- 
j a s  [esp. en  l a s  i n t e r p o l a c i o n e s ]  y e l  pe r spec t iv i smo b r indado  
por  10 que d e  6 1  d i c e n  10s o t r o s  p e r s o n a j e s  (agudamente argumen- 
t a d o ) .  Ve un P l e b e r i o  d e  g randes  dimensiones  humanas, una p a r t e  
d e l  mundo en e l  que todos  10s o t r o s  s e  mueven, un mundo humanis- 
t i c o ,  n e u t r o  e n  cuan to  a1 c r i s t i a n i s m o  y que  t i e n e  p e r f e c t 0  sen- 
t i d o  s i n  t e n e r  que r e c u r r i r  a 1  judaismo c r i p t i c o .  

S258. L e c e r t u a ,  Jean-Paul.  "Le j a r d i n  d e  Mdlibbe: Metaphores s e x u e l l e s  
et c o n n o t a t i o n s  symboliques dans  que lques  dp i sodes  d e  La CdZes- 
t i n e , "  TRAMES (Travaux et Mdmoires d e  1 'Univ.  E. R. d e s  L e t t r e s ,  
Univ. d e  Limoges), C o l l .  "Etudes I b 6 r i q u e s , "  I1 (1978),  105-38. 
("1 

S259. Slnchez,  E l i z a b e t h .  "Magic i n  LC." H i s p a n i c  Review 46 (1978),  
481-94. 

La tesis es que  l a  magia func iona  d e n t r o  d e  LC p a r a  subrayar  l a  
i d e a  ( a t r i b u i d a  a  Rojas)  que l a s  e x p l i c a c i o n e s  r a c i o n a l e s  ( ~ s i -  
c o l 6 g i c a s ? )  t i e n e n  s u s  l i m i t e s  tambign. P a r a  C e l e s t i n a ,  l a  ma- 
g i a  e s  o t r o  d e  s u s  o f i c i o s  y  l e  permite--en s u  con ju ro  d e  Plu-  
t 6 n ,  d e  10s o t r o s  p e r s o n a j e s  desconocido--sobreestimar s u  p r o p i o  
c o n t r o l  d e  si ,  con e l  r e s u l t a d o  que  desencadena l a  s e r i e  d e  tra- 
g e d i a s  que d e  o t r a  forma no s e  e x p l i c a  f l c i l m e n t e .  La a u t o r a  
encuen t ra  d e f i c i e n t e s  por  p a r c i a l e s  las e x p l i c a c i o n e s  d e  l a  fun- 
c i d n  de  l a  magia o f r e c i d a s  por  L ida  d e  Malk ie l  (LCDB 6 0 ) , R u s s e l l  
(302) y  Toro-Garland (376) y  e n c u e n t r a  en  l a  v i s i d n  d e  dua l ida -  
d e s  p royec tada  por Ruiz Ram& (119) l a  b a s e  p a r a  s u  t e s i s .  
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S260. Sanders ,  Ronald. " In te r lude :  I n  a  Garden," e n  Lost Tribes and 
Promised Lands. The Origins o f  American Racism (Boston-Toronto: 
L i t t l e  Brown & Co., 19781, 133-40. 

Hay dos a p o r t a c i o n e s  en e s t e  comentario a  l a  empresa d e  Rojas ,  
c r i s t i a n o  nuevo. Una e s  l a  v i s i 6 n  de  LC como una a l e g o r i a  d e l  
mundo e s p i r i t u a l  de  s u  dpoca, v i s t o  desde s u  p e r s p e c t i v a  p a r t i -  
c u l a r :  C a l i s t o  s imbol iza rd  e l  c a b a l l e r o  venido a  menos que bus- 
ca  e n  este mundo s u  redenci6n (Melibea) y ,  f r u s t r a d o ,  pe rece  e l  
c r i s t i a n o  v i e j o .  Melibea no redime. Antes e s  c o r r u p t i b l e  y  
perecedera .  C e l e s t i n a  s e r d  l a  imZgen s a t i r i c a  de  l a  I g l e s i a .  La 
segunda a p o r t a c i 6 n  e s  la  i d e a  de  que LC o s t e n t a  s u  pesimismo. 
E l  AmadZs y EspZandiiin de  Montalvo (1508, 15101, ambas o b r a s  que 
empiezan con escenas  en un j a r d i n ,  r e p r e s e n t a n  p o s i c i o n e s  con- 
t r a r i a s  a l a  de  LC: e l  e s p i r i t u  pes imis ta  d e l  c r i s t i a n o  nuevo 
(Rojas) c o n t r a  e l  d e  una dpoca que sueiia con c ruzadas  y conquis- 
t a s  b a j o  una nueva bandera  c r i s t i a n a  (Montalvo). 

S26l .  Sever in ,  D.  S. "Humour i n  LC, " Romance PhiZoZogy 32 (1978-19791, 
274-91. 

Experta  v a l o r i z a c i 6 n  y resumen de  4  n i v e l e s  de  humor en LC: ver-  
b a l ,  par6dic0,  s a t i r i c o  y o t r o  que se basa  en l a s  t d c n i c a s  t e a -  
t r a l e s .  No s610 a n a l i z a  l a  contribuci611, a lgunas  veces  d i f i c i l  
de  en tender ,  d e l  humor a  l a  r e a l i z a c i B n  d e  l a s  s u c e s i v a s  e t a p a s  
de  c r e a c i 6 n  de  LC (d i s t ingu iendo  un a u t o r  p r i m i t i v o  d i f e r e n t e  de  
Rojas ) ,  s i n o  r e s t a u r a  una dimensi6n d e  s u  t e x t u r a  a  l a  obra  
maestra  que l a s  t endenc ias  c r i t i c a s  d e  n u e s t r o  s i g l o  han subes- 
t imado . 

S262. Snow, Joseph.  "La Tragicomedia de CaZisto y MeZibea d e  Juan  de  Se- 
deiio: Algunas observaciones  a  s u  pr imera escena ,  comparada con 

. l a  o r i g i n a l . "  CeZestinesca, 2, no. 2  ( l978) ,  13-27. 

Un comentar io  a n a l i t i c o  pormenorizado d e  l a  pr imera escena d e  LC 
(Melibea rechaza a C a l i s t o )  que, c o t e j d n d o l a  con una v e r s i f i c a -  
c i 6 n  d e  l a  obra  de  Rojas  (1540) y  u t i l i z l n d o l a  como muestra  d e l  
entendimiento contemporiineo d e  LC, q u i e r e  d e s t a c a r  o t r a  vez  l a  
g ran  f u e r z a  l i t e r a r i a  de  l a  o r i g i n a l  a  l a  vez que se i i a l a r  10s 
mdr i tos  r e s p e t a b l e s  de  una obra  in jus tamente  o lv idada .  

+ Autor y a u t o r i a :  

S263. Guls tad,  Dan ie l  E. "La l i n g i i i s t i c a  y  e l  t e x t o  d e  LC," ~ c t a s  del  
Quinto Congreso InternacionaZ de Hispanistas (Bordeaux: I n s t i -  
t u t o  d e  Es tud ios  I b d r i c o s  e  Iberoamericanos,  Univ. d e  Bordeaux 
I I I , 1 9 7 7 ) ,  11, pdgs. 459-65. 

Quiere  reanudar  e l  tema de  l a  a u t o r i a  d e  LC, a c t 0  1' v s  10s ac- 
t o s  2-16 (Comedia) v s  l a s  i n t e r p o l a c i o n e s ,  y  a b r e  paso a  t a l  
r econs ide rac i6n  a 1  poner en t e l a  d e  j u i c i o  10s mdtodos empleados 
por Criado de  Val en s u  Indice verbaZ (LCDB 43) ,  d e l  c u a l  l i b r o  
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muchos s e  han basado s u  o p i n i 6 n  que Rojas no pudo s e r  a u t o r  d e l  
pr imer  au to .  S610 propone G .  que t a l  conc lus i6n ,  que b i e n  puede 
s e r  c o r r e c t a ,  s e  e s t a b l e z c a  s o b r e  unas bases  mLs s 6 l i d a s  que l a s  
d e l  Indice. 

t Fuentes  y der ivados:  [V.?". S243, S262, S274, S276 y S2781 

Armistead, S. G . ,  y J. H. Si lverman.  "Un p o e m  c e l e s t i n e s c o  e n  l a  
t r a d i c i 6 n  s e f a r d i  moderna (no ta  a d i c i o n a l ) . "  Cezestinesca, 2, 
no. 2 ( l978) ,  29. 

AnotaciBn a s u  a r t i c u l o  (LCDB, ~ 2 2 1 ) .  Ofr6cese pruebas  a d i c i o -  
n a l e s  (ve r sos  recog idos  d e  v e r s i o n e s  i n 6 d i t a s )  que e l  poema se- 
f a r d l  a l l 5  t r a t a d o  s e  basa  en e l  t e x t o  c e l e s t i n e s c o .  

Casona, Alejandro. "De la  gran  C e l e s t i n a  a 1  g ran  Galeoto." E l  
Universal (Caracas) ,  17 d e  enero ,  1956, la secc idn .  ' 

Ar' t iculo p e r i o d i s t i c o  en que recuen ta  l a  p r e s e n c i a  d e l  t i p 0  "Ce- 
l e s t i n a "  en las l e t r a s  o c c i d e n t a l e s  como encarnacidn de l a m a g i a ,  
d e  l a  t e r c e r i a ,  y d e l  mal. Menciona e l  Lba, T r i s t a n  e I s e o ,  
Paolo y Francesca (Dante),  Ginebra y Lanzarote ,V6lez d e  Guevara, 
Lope, Quevedo, Goethe, Z o r i l l a  y acaba con Echegaray.  No explo- 
r a  e s t a s  obras;  las une ensay l s t i camente  a base  d e l  nexo con s u  
tema. 

Forcadas ,  A l b e r t  M. "E1 ' P l a n t o  de P a n t a s i l e a '  e n  LC." Romance 
Notes 19 ,  no. 2 (1978-791, 1-6. 

Breve e s t u d i o  que, a t r a v g s  d e  un c o t e j o  de c i t a s  tomadas d e l  
' P l a n t o '  (hoy a t r i b u i d o  a Juan Rodriguez d e l  PadrBn) d e l  t i t u l o ,  
de  o t r a s  v a r i a s  p o e s i a s  amorosas d e  PadrBn, y d e l  t e x t o  d e  LC, 
pre tende  e s t a b l e c e r  l a  i n f l u e n c i a  en 6 s t e  d e l  t robador  g a l l e g o .  
Lo que hace mLs a c e p t a b l e  t a l  a s e r t o ,  dada l a  f 6 c i l  u n i v e r s a l i -  
dad de l a s  convenciones t robadorescas  de  amor, e s  un mayor nii- 
mero de  t a l e s  c o i n c i d e n c i a s  t e rmino l6g icas  p roven ien tes  de  l a s  
mismas p o e s i a s  d e  Padr6n en secc iones  p a r t i c u l a r e s  d e  LC (por 
ejemplo e l  autcj s e x t o ) .  

Hathaway, Robert L. "La Egloga de CaZisto y Melibea de  Ximenez de  
Urrea." Nueva revis ta  de fiZoZogia hispcnica 27 (1978), 314-30. 

Declarando i n s a t i s f a c t o r i a  l a  e d i c i 6 n  d e  l a  Egloga de  1878 ( l a  
i inica moderna), Hathaway l a  v u e l v e  a e d i t a r  a base  d e l  e jemplar  
de  l a  B r i t i s h  L ib ra ry .  Acompaiia s u  nuevo t e x t o ,  f a c i l i t a n d o  una 
comparaci6n, l a  s e c c i 6 n  r e l e v a n t e  d e  LC (ed. Cejador) .  

Roig, Adrien. La ComOdie de Bristo ou l'entremetteur (Comedia do 
Fanchono ou de Bristol ,  d' Antbnio Ferreira (1562). Etude e t  
analyse lexicale.  Edition cr i t ique e t  traduction. Fondat ion 
Ca lous te  Gulbenkian, P u b l i c a t i o n s  du Cen t re  Cul tu re1  P o r t u g a i s ,  
P a r i s :  P r e s s e s  U n i v e r s i t a i r e s  de France,  1973. 
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Seiiala l a  deuda d e  l a  obra  por tuguesa  a  LC en  l a  escena d e l  ase-  
s i n a t o  d e l  a l c a h u e t e  (phgs. 42-44), t a l  vez por  e l  i n t e r m e d i a r i o  
de  l a  t r a d u c c i 6 n  por tuguesa  d e  1540. 

+ V a r i a  l e c c i 6 n :  

* E s t u d i o s  b i b l i o g r l f  icos-- 

S269. [ ~ e a t h c o t e ,  A.A.] "Spanish S t u d i e s :  L i t e r a t u r e ,  1490-1700. Drama- 
The Celestina," i n  Year's Work i n  Modem. Language Studies, 39 
(l977[1978]), 297-302. 

Son 6 s t a s  unas p5ginas  densas  que r e f l e j a n  l a  r i q u e z a  e x t r a o r d i -  
n a r i a  d e  10s Gltimos aiios en  cuan to  a  l a  l i t e r a t u r a  c r i t i c a  ce- 
l e s t i n e s c a . ,  Resume e l  con ten ido  y  v a l o r a  (en b reve )  l a  c o n t r i -  
buci6n de v a r i o s  e s c r i t o s  de  1976 y  1977. 

S27O. Horn-Monval , M. "Fernando Rojas  (1475?-1541) , " ed Rgpertoire b i -  
bliographique des traductions e t  adaptations f r a n ~ a i s e s  d~ 
th latre  ltranger du XVe siiBcZe a nos jours, IV ( P a r i s :  Cen t re  
N a t i o n a l  d e  l a  Recherche S c i e n t i f i q u e ,  1961) ,  65-67. 

E s e n c i a l  p a r a  qu ien  q u i e r a  t r a b a j a r  con l a s  t r a d u c c i o n e s  f r ance -  
s a s  (y  s u s  v a r i a s  e d i c i o n e s )  d e  LC. Hay 38 e n t r a d a s  que com- 
prenden 10s aiios 1524 a  1960 [las hay mls  r e c i e n t e s ,  r e g i s t r a d a s  
en  LCDB y 10s suplementos  a  C l ] .  La mls  c u r i o s a  es l a  i n e d i t a  
d e  Jacques  Copeau i n s p i r a d o  e n  LC y en  l a  obra  d e  C o r n e i l l e ,  
L'IZZusion cornique. 

S271. S e r i s ,  Homero. "La Celestina, en  IVuevo ensayo de una biblioteca 
espaiiola de l ibros raros y curiosos, tom0 I ,  f a s c .  2  (New York, 
l 9 6 9 ) ,  279-303. 

Poco c i t a d o .  Es un ensayo b i b l i o g r h f i c o  en  e l  que: 1 )  d e s c r i -  
b e  una e d i c i 6 n  d e  l a  Tragicomedia ( S e v i l l a ,  1528) p e r t e n e c i e n t e  
a  l a  Hispan ic  S o c i e t y  of America [no d e s c r i t a  en e l  l i b r o  d e  
Penney, LCDB 601; 2) r e c u e n t a  l a s  1 0  e d i c i o n e s  y  8  t r aducc io -  
nes  d e  l a  B i b l i o t e c a  PGblica d e  Boston; y  3) d i s c u r r e  s o b r e  mu- 
chas  c o n t r i b u c i o n e s  a  l a  b i b l i o g r a f i a  c e l e s t i n e s c a :  l i b r o s , a r -  
t i c u l o s  y  s e l e c c i o n a d a s  resei ias  de  g ran  envergadura .  Deben men- 
c i o n a r s e  d e  e s t e  Gltimo grupo e l  l i b r o  d e  H e r r i o t t  (LCDB 56) y  
l a s  resei ias  d e  C 1  d e  Whinnom (56h) y Deyermond ( 5 6 f ) ,  l a  e d i c i 6 n  
d e  Criado d e  Va l -Tro t t e r  (131),  e l  c i t a d o  l i b r o  d e  Penney, e l  
e s t u d i o  fundamental  d e  MenEndez y Pe layo  (65) ,  o t r o  d e  MenEndez 
P i d a l  (407) ,  e l  d e  Riquer s o b r e  e l  pr imer  a c t 0  (411) ,  e l  Indice 
verbal d e  Criado (43) ,  e l  l i b r o  d e  B a t a i l l o n  (38) y v a r i a s  d e  
s u s  resei ias ,  e l  l i b r o  d e  McPheeters s o b r e  e l  c o r r e c t o r  Proaza 
(104) ,  10s l i b r o s  d e  Gilman y Lida de  Malk ie l  (52.1  y  60) y s u s  
r e s p e c t i v o s  enfoques  y  a p o r t a c i o n e s ,  l a  impor tan te  c o n t r i b u c i 6 n  
b i b l i o g r l f i c a  d e  Norton (109) y  v a r i a s  o t r a s  cosas  a  l a s  c u a l e s  
ded ica  menos e s p a c i o .  Son o p i n i o n e s  d e  g r a n  l e c t o r  y b i b l i 6 g r a -  
f o ,  y por  e s o ,  no han perdido s u  v a l o r  y s u  v i g e n c i a .  
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S272. Snow, J. T. "La Cezes t ina :  document0 b i b l i o g r 5 f i c o .  Cuar to  su- 
plemento." C e z e s t i n e s c a  11, n i b .  2 (noviembre, 1978) ,  49-64. 

Recoge 67 nuevas e n t r a d a s  p a r a  l a  b i b l i o g r a f i a  que documenta e l  
i n t e r &  en  LC como t e x t o  l i t e r a r i o  y como obra  t e a t r a l .  

S273. Beardsley,  Theodore S . ,  "Spanish L i t e r a t u r e , "  en  The P r e s e n t  S t a t e  
of S c h o l a r s h i p  i n  Sixteenth-Century L i t e r a t u r e ,  ed. W.  M. Jones  
(Columbia-London: Univ. o f  Missour i  P r e s s ,  1978) ,  71-110. 

E n t r e  10s l i m i t e s  c r o n o l 6 g i c o s  d e  e s t e  panorama, 1945-74, e l  au- 
t o r  nos demuestra c l a ramente  l a  a scendenc ia  d e  LC (por  c i e r t o ,  
num6ricamente) s o b r e  o t r a s  o b r a s .  A1 mismo tiempo, su comenta- 
r i o  r e v e l a  que hay muchos puntos  todav ia  por  e s c l a r e c e r  m i e n t r a s  
p reve  un descenso e n  e l  i n t e r &  en  LC en e l  f u t u r o  inmediato .  E l  
ensayo t r a t a  mucho mCs que LC y s u  l e c t u r a  debe s e r  fundamental  
p a r a  todos  10s que p i e n s a n  embarcarse  en e s t u d i o s  r e n a c e n t i s t a s  
espai ioles .  

S274. D r y s d a l l ,  D. L. "Moli'ere and Spain:  A B i b l i o g r a p h i c a l  Survey To- 
g e t h e r  w i t h  a Note on Moli'ere and t h e  F i g u r e  of t h e  Go-between.'' 
AUMLA 39 ( l973) ,  94-112. 

I n t e r e s a n t e  a r t i c u l o  s o b r e  s i  Moli'ere pudo haber  conocido LC co- 
mo f u e n t e  d e  a l g u n a s  f i g u r a s  d e  s u  t e a t r o ,  e spec ia lmen te  e n  e l  
caso  d e  l a  e n t r e m e t t e u s e  F r o s i n e ;  Concluye, a p e s a r  d e  l a  per-  
f e c t a  p o s i b i l i d a d  y opor tun idad  d e  e s t a b l e c e r  una cadena d e  con- 
t a c t o s  e n t r e  10s dos  e s c r i t o r e s ,  que l a s  f i g u r a s  d e  Moli'ere de- 
ben s u  e x i s t e n c i a  a l a  t r a d i c i 6 n  l i t e r a r i a  y no espec i f i camente  
a Rojas .  

S275. Goy t i so lo ,  Juan.  "La Espaiia d e  Fernando d e  Rojas." Triunfo, 30 
a g o s t o ,  1975; re impreso en  D i s i d e n c i a s  (Barcelona:  S e i x  B a r r a l ,  
1977) ,  13-35. Tambi.cn f u e  l e i d a  piiblicamente e l  27 d e  ene ro  d e  
1975 a n t e  un g r a n  pGbl ico e n  l a  Emory U n i v e r s i t y  [ ~ e o r ~ i a ,  USA]. 

Ensayo i n s p i r a d o  e n  s u  l e c t u r a  d e  Gilman, The S p a i n  of F e m n d o  
d e  Ro jas  [LCDB 531. Comparte con Gilman l a  i d e a  d e  l a  impor- 
t a n c i a  d e l  e s t a d o  d e  ser converso ( h a s t a  s e r  a t e o )  d e  Ro jas  en  
l a  c r e a c i 6 n  de e s e  mundo t a n  d e s p r o v i s t o  d e  v a l o r e s  p o s i t i v o s  
que e s  LC. AdemPs, v e  en  e l  egoism0 d e  LC, en 10s t r a n c e s  amo- 
r o s o s  y e r 6 t i c o s  d e  C a l i s t o  y Mel ibea,  'un  como d e f i n i t i v o  re -  
chazo d e  s u  mundo por  p a r t e  d e l  joven Rojas ,  r echazo  que l l e v a  
no pocos puntos  d e  c o n t a c t 0  con e l  d e  Sade t r e s  s i g l o s  despugs,  
aunque e n  tono menor. LC s i g u e  s i endo  v i g e n t e  en e l  S. XX por- 
que en  e l l a  t o d a v i a  nos  podemos v e r  r e f l e j a d o s .  
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Goyt i so lo ,  Juan. "Notas sobre  La lozana andaZuza." Triunfo, mar- 
zo,  1976; re impreso e n  Disidencias (Barcelona:  S e i x  B a r r a l ,  
l977) ,  37-61. 

Desde s u  p e r s p e c t i v a  d e  e x i l i a d o  en I t a l i a ,  Del icado,  admirador 
y e d i t o r  d e  LC, e s c r i b e  s u  Lozana andaZuza. A 10 l a r g o  de  e s t e  
ensayo de  l e c t o r ,  G .  demuestra e l  g ran  r e s p e t o  de Del icado pa ra  
con LC y sei ia la ,  a medida que va  ana l i zando  y comentando 10s 
persona jes ,  e l  e s t i l o ,  . y contenido e r 6 t i c o  d e  Lozana, semejan- 
z a s  y d i f e r e n c i a s  r e s p e c t o  a l a  obra  de  Rojas .  

Marin Campos, Manuel. . "La mujer a 1  t r a v g s  d e  LC. Arte y l e t ras ;  
mensuario de cuZtura (San Juan,  P .  R.),  2 (19581, 5. 

E l  o f i c i o  de  C e l e s t i n a  en "hacer perfumes. . . aguas d e l  r o s t r o  
... l e x i a s  pa ra  e n r u v i a r  10s c a b e l l o s "  deb ia  s e r  consecuencia  
de  l a  importaci6n de  e s t a s  costumbres de  P o r t u g a l  e n  e l  S. XV, 
cuando e n t r 6  doiia Juana de  P o r t u g a l  pa ra  desposa rse  con e l  r e y  
Enrique I V .  Marca un cambio e n t r e  10 medieval  (" la  hembra de  
e s c a s a  h ig iene" )  y 10 r e n a c e n t i s t a  ( " l a  mujer en r iquec ida  por 
l a s  p i n t u r a s " )  . 

Slnchez Romeralo, Jaime. "Alonso de  V i l l e g a s :  semblanza d e l  au- 
t o r  d e  l a  Selvagia," Actas del  Quinto Congreso IntemacionaZ de 
Hispanistas (Bordeaux: I n s t i t u t o  d e  Es tud ios  IbGricos  e Ibero-  
americanos, Univ. de  Bordeaux 111, 19771, 11, pdgs. 783-93. 

Es tud io  b i o - b i b l i o g r l f i c o  reve lador  s o b r e  e l  a u t o r  d e  una famo- 
s a  i m i t a c i 6 n  c e l e s t i n e s c a ,  Comedia ZZamada SeZvagia (1554). Co- 
mo e s t a b l e c e  que V i l l e g a s  e r a  ya  s a c r i s t h n  en Toledo, s e r g  i m -  
p r e s c i n d i b l e  e s t e  a r t i c u l o  a qu ien  q u i e r e  indagar  en quienes  
e ran  10s t i p o s  que con t r ibuyeron  a l a  l i t e r a t u r , a  c e l e s t i n e s c a  
d e l  S. X V I .  . 

Sobrino,  J .  A .  de.  "Pornograf la  y manipulaci6n d e l  Hombre." Ra- 
zon y Fe, niim. 946 (nov. 1976) ,  315-332. 

En l a s  p l g s .  326 y 327 de  e s t e  a r t i c u l o  a p a r e c e  un r e p o r t a j e  de  
una ponencia l e i d a  por  Carmen C a s t r o  s o b r e  e l  amor pasiona1,en 
cuya segunda p a r t e  d i s c u t e  10s amores d e  Melibea con C a l i s t o .  
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ACTORES: SUPLEMENTOS I-V b 
He preparado a ~ e t i c i 6 n  de algunos susc r i t o re s  e s t e  indice  para  

f a c i l i t a r  e l  manejo de 10s cinco suplementos has t a  l a  fecha apare- 
cidos,  Como en 10s primeros dos suplementos s e  comentaban t o d a d a  
materias de l a  b ib l iog ra f f a  o r ig ina l  CHISPANIA 59 (19761, 610-6601 
d ichos  niheros aparecen s i n  l a  indicaci6n 'S '  ( =  suplemento) per0 
l levan  en t r e  par6ntesis  ( I ) ,  (11) , l a  re ferencia  a1  suplemento en 
donde se encuentran. Pongo a continuaci6n l a  t a b l a  de correspon- 
dencias de suplementos y s u  contenido, s e g h  su  enumeraci6n. 

Primer suplemento Vol. 1, i sl-s73' 
Segundo suplemento Vol. l, ii s73-s122 
Tercer suplemento Vol. 2 ,  i ~123-s172 
Cuarto suplemento Vol. 2,  ii s173-s240 
Quinto suplemento Vol. 3,  i s241-s279 

Abad, M. , s230 
AbruiIeda, A. ,  s205 
Achard, P. , s84,  s129 

s166, s198, s l99  
Adams, K . ,  ' s 3  
Adams, L . ,  s250 
Albarracfn Navarro ,J. 

s238 
Alcalb, A. , s42,  s136 
Aleixandre , V. , s240 
All ison,  A.F., s 7  
Almidaque , C .  B. , S 8 
Alonso HernCndez, J.L. 

s50 
Alvbrez, G. s197 
AmezGa, E. , s73(I1), 

s76 
Amf co la ,  J. , s l lO  
Anderson, J . ,  s5  
Angeniol, J. , s85 
Antolfn, A . ,  s l  
Ant&, D . ,  s32 
Ant6n, K-H. , ~ 2 0 8  
Ardadn , C. , s201 
Ariza, M . ,  s205 
Armistead, S.G., 

~ 1 5 9 ,  s221, s264 
Ar t i l e s  , J. 

s222 

A s i s ,  E., s125a(I I )  
Audley ,, M. , s86 
Ayerbe-Chaux , R. , 

s255 
Ayerbe-Pozo , G.F.  , 

s241 
Azancot , L. ,93.2 (11) 
Aznar, M . ,  47 ( I )  
Azorfn, s240 
Bagby, A . I . ,  Jr., 

s61, 116 (11) 
Bahner, W. , ~ 6 7 ,  

s167 
Bari , I. de , s250 
Bar& Palma , E. , 

s104 
Barrick,  M.E., s154 
Bar ter ,  S . ,  s253 
Bartolucci  , D. , s135 
Bavati ,  G . ,  s135 
Beardsley, T.S., 

S273 
Becker-Cantarino ,B. , 

s231 
B e l t r h ,  L. , s256 
Beeson, M.E. , 49(11) 
Benftez, F. , s 142 
Bermejo Cabrer0,J.L. 

s209 

Berndt-Kelley , E. , 
82(1), s60, s165 

Bershas , H .N. , s210 
Bervi l ,  A. , s198 
Blouin , E.M. , s90 
Bliiher, K.A. ,  s 9  
Bonet, L., 52.2(11) 
Booth, J . ,  229 (11) 
Borg, A.,  s198 
Bor re t in i ,  C . ,  ~ 1 5 5  
Briesemeister ,  D. , 

s68, s117 
Brun , M. , s197 
~ r y a n t ,  W . C . ,  s81  
Burke, J .F. ,  s43,  

S99 

Calvo Sotelo,  J. , 
s240 

C h r a ,  G . ,  s196 
Cam6n Aznar, J .  , 

S 69 
Campa, R. , s125b 

(111) 
Campo, J.  de,  s29 
Cantarino, V. , s137 
Capitano, D . ,  ~ 2 5 0  
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