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NOTA DEL EDITOR 

&llpor e n t r e  l a s  'puertas" 

Like Celes t ina ,  I am always a l e r t  t o  s e e  where I may next c a s t  my 
net  i n  t h e  cons tan t  search f o r  new mater ia l .  For I am convinced t h a t  
around every corner  t h e r e  is always some new a r t i c l e ,  no t ice ,  o r  review 
t h a t  needs a home. Think how t r u e  t h i s  must be when placed on a s c a l e  t o  
include a l l  t h e  owrld! We do, I think,  a respec tab le  job, but i t  is not 
ever a l l  we ought t o  do. Help is  always needed and I would l i k e  to  en- 
courage our  subscr ibers  f r e e l y  t o  c o n t r i b u t e  news items and notes  a s  they 
occur i n  our  increas ing ly  d iverse  geographical bases. Many a r e  t h e  l e t -  
t e r s  and no tes  I rece ive ,  and read with s ink ing  h e a r t ,  which begin: "I 
read a n o t i c e  t h e  o t h e r  day i n  (any obscure source your mind w i l l  conjure 
up) about so-and-so's new (adapta t ion ,  t r a n s l a t i o n ,  t ake-of f ,  e t  c a e t e r a )  
of g, but I f igured  you a l ready  knew a l l  about it . . . . l 1  Please, DO 
NOT make such assumptions. Even dupl ica t ion  o f  information i s  very wel- 
come here  a t  headquarters  and I do t r y  t o  acknowledge, both i n  t h e  PRE- 
GONER0 and i n  t h e  SUPLEMENTOS BIBLIOGRAFICOS, a l l  such generous sources 
of  information. 

With t h i s  i s s u e ,  our  b o l e t i n  completes i ts t h i r d  year  of  l i f e .  The 
i s s u e  was a l i t t l e  l a t e  g e t t i n g  t o  t h e  p r i n t e r  ( i t  d i d  go t o  p ress  i n  No- 
vember, though) and we can only promise t o  t r y  harder  i n  fu ture .  S t i l l ,  
t h e  net  t h a t  was c a s t  came up with some i n t e r e s t i n g  ca tches .  An announce- 
ment i n  RENAISSANCE QUARTERLY led t o  t h e  b ib l iographica l  note  by Albert 
GERITZ which appears i n  t h i s  number and is devoted t o  t h e  f i r s t  English 
"version" of g. Meeting Erica MORGAN i n  Alan DEYERM0ND1s London o f f i c e  
led t o  a correspondance which ne t ted  her  a r t i c l e  on r h e t o r i c .  J. R. 
STAMM1s a r t i c l e  t akes  up again t h e  "pleb6rico coracon" ques t ion  r e c e n t l y  
debated i n  t h e  pages of  HISPANIC REVIEW by F. R U I Z  RAMON and Keith WHIN- 
NOM. The l a t t e r  of  these  two c r i t i c s  has  k ind ly  con t r ibu ted  a review t o  
t h i s  i s sue .  P a t r i c i a  S. Finch, an American graduate  s tudent ,  takes up 
t h e  Comedia Pol iciana,  one of many of  t h e  progeny of  g. There a r e  two 
f u r t h e r  reviews, both discussing t h e  same work. Reed ANDERSON c o n t r i b u t e s  
h i s  eye-witness account of  t h e  s tag ing  of  Jerome ROSEN (music) and Edwin 
HoNIG's ( l i b r e t t o )  opera, C a l i s t o  and Melibea, which premikred t h i s  year 
i n  Davis, Ca l i fo rn ia .  And yours t r u l y  summarizes t h e  t e x t  o f  t h e  l i b r e t -  
t o  with g i n  mind. The PREGONERO i s  twice t h e  s i z e  o f  t h e  previous one 
and t h a t  i s  progress .  I have appended, f o r  no o t h e r  good reason than 
t o  acknowledge those who have supported us monetarily, a 1979 subscr iber  
l i s t .  

My f i n a l  no te  is  by way of an apology. An i n s e r t  i n  t h i s  i s s u e  ex- 
p l a i n s  t h e  new r a t e s  f o r  CELESTINESCA. We a r e  d e f i n i t e l y  not ou t  t o  
make any p r o f i t s ,  but we must be prepared t o  pay our  b i l l s .  The covers , ,  
mail ing l i s ts  and l a b e l s ,  envelopes, and t h e  p r i n t i n g  and mail ing b i l l s  
a r e  a l l  higher  than before. I th ink  t h a t  a mere t h r e e  (3)$US [ o r  a n  
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equivalent  i n  o t h e r  cur renc ies ]  i s  reasonable and represen ts  good value.  
Please remember t h a t  t h e  year of exp i ra t ion  of  your c u r r e n t  subscr ip t ion  
is included on your address  l a b e l  (lower r i g h t ) .  Those who took advantage 
of t h e  opportuni ty t o  subscribe i n  advance a t  guaranteed r a t e s  need do 
nothing u n t i l  t h e  c u r r e n t  period expires .  We w i l l  s t i l l  accept new sub- 
s c r i p t i o n s  f o r  up t o  t h r e e  years  a t  t h e  c u r r e n t  r a t e .  This  means t h a t  
f o r  subscr ibers  whose term is  up i n  1979 (with t h i s  number of vol .  3), a  
three-year renewal [ a t  $9.00 US o r  i t s  equivalent]  w i l l  b r ing  vols .  4-5-6 
t o  you and insures  aga ins t  any p r i c e  r i s e s  during t h e  period.  We can do 
t h i s  s ince  t h e  cash flow permits us t o  buy many of  our  paper suppl ies  a t  
c u r r e n t  p r i c e s  and i n  bulk, and s t o r e  them f o r  f u t u r e  use (paper being 
almost 90% of t h e  expenses incurred) .  So do PLEASE consider  renewing f o r  
more than one year. You save check charges and we save labor  and time. 

I do hope you w i l l  f ind  t h i s  i s sue  a s  i n t e r e s t i n g  a s  many of you haw 
t o l d  me you found o t h e r s  preceding it .  Keep w r i t i n g  with your words of  
encouragement and cons t ruc t ive  c r i t i c i s m  and, when appropr ia te ,  wi th  news 
and no t ices  f o r  shar ing  with o t h e r  readers  of  t h e  b o l e t i n .  

Quedaos adios . . . 
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EL PLEBERICO CORAGON: MELIBEA'S HEART? 

James R.  Stamm 
New York Univers i ty  

We now have a "suitable"--in t h e  sense  t h a t  i t  f i t s  w i t h  a known 
c l a s s i c a l  exemplum--if no t  "correct"--in t h e  sense t h a t  i t  corresponds t o  
what t h e  Antiguo Auctor o r  Rojas a c t u a l l y  wrote--reading of  C a l i s t o ' s  
troublesome o u t b u r s t ,  " i O  piedad d e  Seleuco, i n s p i r a  en e l  p leb6r ico  cora-  
q6n, p o r q u e , s i n  esperanca de sa lud  no emble e l  e s p i r i t u  pe rd ido ' con  e l  de- 
s a s t r a d o  Piramo y de  la  desdichada  isb be!"^ A s u i t a b l e  reading,  however, 
does n o t  h e l p  t o  c l a r i f y  t h e  most pe rp lex ing  p a r t  of  t h e  phrase: "inspi 'ra 
en e l  p leb5r ico  coraF6n."2 This  segment of t h e  obviously garbled passage 
was never  s e r i o u s l y  placed i n  t e x t u a l  doubt ,  from t h e  1499 Burgos e d i t i o n  
on through t h e  v a r i o u s  metamorphoses of La C e l e s t i n a .  But what does i t  
mean? Ruiz Ram& s t a t e s  t h a t  "cualquiera  que haya s ido  l a  . a c t i t u d  de  l a  
c r i t i c a  a n t e  e s t a s  dos pa labras  [ '1pleb6rico coraq6n1'], siempre s e  ha s o l i -  
do d a r  por sen tado ,  s i n  p l a n t e a r s e  g raves  problemas de  i n t e r p r e t a c i h ,  que 
C a l i s t o  s e  r e f i e r e  en e l l a s ,  segiin 10s m&, a 1  corazBn de  Melibea, h i j a  de  
~ l e b e r i o .  "3 

I t h i n k ,  r a t h e r , ,  t h a t  t h e  phrase  does indeed r a i s e  grave problems. 
There is  no r h e t o r i c a l  dev ice  t h a t  I know of which, wi thout  f u r t h e r  e lab-  
o r a t i o n  on t h e  s u b s t i t u t i o n ,  would a l low us  t o  understand t h e  h e a r t  of 
Melibea by a r e f e r e n c e  t o  t h e  h e a r t  of P l e b e r i o ,  p a r t i c u l a r l y  when t h e  
l a t t e r  is  supported by an example of  f a t h e r l y  compassion. Even given t h e  
l i k e l i h o o d  t h a t  (1) Rojas could n o t ,  w i t h  o r  wi thout  t h e  h e l p  of h i s  
l i t e r a r y  ceniiculo, decipher  t h e  passage;  (2)  was no t  f a m i l i a r  wi th  t h e  
exemplum from e i t h e r  of t h e  two l i k e l y  sources;4  and (3) had t o  , invent  o r  
improvise an a d j e c t i v e  t o  go wi th  "coraqon," i f  t h a t  much was legible--why 
such a s t r a n g e  l i n g u i s t i c  and s t y l i s t i c  procedure? Much l e s s  troublesome 
f o r  h i s  f u t u r e  r e a d e r s  and c r i t i c s  i f  Rojas  had provided us  wi th  something 
simple and obvious, such a s  "co l6 r ico  corazbn,"  which would have f i t  t h e  
tone of h i s  meeting w i t h  Melibea very n i c e l y ,  a l though a s  Whinnom sur-  
mises ,  "We do no t  need t o  suppose t h a t  t h e  word b e f o r e  'coraq6n1 bore  even 
a s u p e r f i c i a l  resemblance t o  'P leb6r ico1  . . ."S I f ,  t h a t  is, Rojas f i l l e d  
i n  i l l e g i b l e  o r  dubious passages  of t h e  Auto according t o  a n  a p r i o r i  p l o t  
s t r u c t u r e  of  h i s  own making: But aga in ,  why "pleb6rico" i f  t h e  au thor  
means something l i k e  "Melibeico," and forced neologism o r  cul teranism0 is  
t h e  d e s i r e d  e f f e c t ?  
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It appears  t o  me t h a t  we a r e  wandering away from and avoiding a l e -  
g i t i m a t e  and inescapab le  t e x t u a l  problem i f  we read f o r  "plebbrico cora- 
+I" anything o t h e r  than  " e l  coraz6n de P leber io . "  C a l i s t o ,  a t  t h i s  p o i n t  
i n  t h e  development of t h e  p l o t ,  wants something t o  happen, something 
s i m i l a r  t o  t h e  "change of hea r t "  of Seleuco. It is  t r u e  t h a t  "Pleber io  i s  
Rojas' c rea t ion , "6  a s  we know him i n  La CeZestina, but  i t  is  no t  neces- 
s a r i l y  t r u e  t h a t  P l e b e r i o  d i d  n o t  e x i s t  i n  the  p l a n s  of t h e  Antiguo 
Auctor. Apart from t h e  "Argumento de  toda obra ,"  which may o r  may n o t  be 
t h e  work of Rojas,  we know a b s o l u t e l y  nothing o f  Melibea 's  family  s i t u a -  
t i o n  i n  t h e  Auto. There i s  nothing i n  t h e  t e x t  t o  r u l e  o u t  t h e  p o s s i b i l -  
i t y ,  a s  Marciales  obse rves ,  t h a t  P l e b e r i o  may have been i n i t i a l l y  con- 
ceived a s  Melibea's h u ~ b a n d ! ~  

I suggest  t h a t  "plebbrico corac$nl' was l e g i b l e  i n  t h e  m s .  of t h e  
Auto, t h a t  t h e  Antiguo Auctor had some s p e c i f i c  scheme i n  mind f o r  h i s  own 
subsequent development of t h e  r e f e r e n c e ,  t h a t  Rojas was perhaps a s  puzzled 
by t h e  a d j e c t i v e  a s  a t  l e a s t  some of h i s  r e a d e r s  a r e  today,  bu t  t h a t  i n  
consonance with  h i s  t r a i n i n g  i n  t h e  law and h i s  r e s p e c t  f o r  a unique lit- 
e r a r y  document, he t r a n s c r i b e d  a s  f a i t h f u l l y  a s  p o s s i b l e  every l i n e  
between "En e s t o  veo, Melibea, l a  grandeza de Dios" and t h e  opening 
speech of Act 11. It is  f a r f e t c h e d  t o  maintain  t h a t  Rojas  would d e v i s e  s o  
murky and i n e p t  an a d j e c t i v e ,  r e f e r r i n g  t o  P l e b e r i o  and meaning Melibea, 
simply t o  i n j e c t ,  f o r  t h e  f i r s t  and only t ime i n  t h e  Auto, a r e f e r e n c e  t o  
a f i g u r e  s t i l l  without  c i rcumstances  o r  dimensions; a f i g u r e  he planned 
t o  c r e a t e  a s  a p a r t  of h i s  con t inua t ion .  Rojas,  a s  Gilman saw, was f i r m l y  
guided i n  a l l  of h i s  r e v i s i o n s  and i n t e r p o l a t i o n s  by " the  ques t  f o r  c l a r -  
i ty ."8 How can we maintain  i n  view of t h e  l a r g e  number of examples of 
t h i s  ques t  and i t s  achievement i n  t h e  modi f i ca t ions  o f  t h e  Comedia, t h a t  
so  f a s t i d i o u s  an au thor  would choose t o  improvise confusion i n  t h i s  case? 
It seems ev iden t  t h a t  "plebi5rico cora+" is a "cor rec t "  r ead ing  i n  t h e  
sense used above and t h a t  t h e  two words, by t h e  very f a c t  t h a t  they a r e  
enigmatic,  provide f u r t h e r  and important evidence i n  t h e  mosaic of  proof 
f o r  t h e  t h e s i s  of dua l  au thorsh ip  of t h e  Comedia, al though n o t  a t  a l l  f o r  
the  reasons t h a t  seem convincing t o  Whinnom. 

A s  a pure ly  l i n g u i s t i c  formula, however, "plebbrico cora@nl' i s  n o t  
a l i e n  t o  Rojas '  s t y l e .  The dev ice  of p re -pos i t ion ing  an a d j e c t i v e  formed 
from a proper  noun is  used twice i n  t h e  Comedia.9 I n  t h e  conjuro (Act 
111, p. 731, C e l e s t i n a  c a l l s  upon P l u t o ,  "seiior de  10s su l f i i r eos  fuegos 
que 10s h e r v i e n t e s  etnicos montes manan . . ." ( i t a l i c s  mine). Act V 1  
con ta ins  a r e f e r e n c e  t o  t h e  Eneid, i n  which C a l i s t o  says ,  "No t r a b a j a r a  
t a n t o  Venus pa ra  t r a e r  a s u  f i j o  e l  amor de E l i s a ,  haziendo tomar a Cupido 
asciinica foma para  l e  engafiar" (p. 106, my i t a l i c s ) . 1 °  The f a c t  t h a t  t h e  
s t y l i s t i c  p o s s i b i l i t y  of t h i s  usage e x i s t s  f o r  Rojas and i s  documented i n  
t h e  Comedia does not  a u t h o r i z e  the  conclusion t h a t  Rojas manipulated o r  
a l t e r e d  t h e  received t e x t  t o  f i t  h i s  own envis ioned c o n t i n u a t i o n ,  any more 
than h i s  l a t e r  development of t h e  f i g u r e  of P l e b e r i o  should l e a d  us  t o  
b e l i e v e  t h a t  he  was t h e  au thor  of  t h e  Auto (Ruiz Ram6n1s t h e s i s )  o r  t h a t  
he recons t ruc ted  a d e f e c t i v e  passage i n  such a weak and unc lea r  f ash ion  
(Whinnom's r e p l y ) .  
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NOTES 

Quotat ions  from Lu Celestina a r e  taken from t h e  e d i t i o n  of Humberto 
LBpez Morales (Madrid: Cupsa E d i t o r i a l ,  1976) LCDB s28. This  r e f e r e n c e  

. is  t o  pp. 21-22. His  no tes  7  and 8 t o  t h i s  passage a r e  p a r t i c u l a r l y  con- 
c i s e  and c l e a r  i n  t h e  t reatment  of t e x t u a l  problems a t  t h i s  po in t .  

* A number of i n t e r e s t i n g  p o i n t s  concerning t h e  impl ica t ions  of t h e s e  
few l i n e s  of t e x t  a r e  d i scussed  i n  t h e  minor polemic sus ta ined  by Francis-  
co Ruiz RamBn, "Nota sobre  l a  a u t o r i a  d e l  Acto I de  LC," HR 42 (19741, 
431-35 (LCDB 412), and Kei th  Whinnom, " 'El  P leber ico  corazbn' and t h e  
a u t h o r s h i p  of Act I of CeZestina," HR '45 (1977), 195-99 (LCDB s59) .  

Ruiz RamGn, 433. 
. . 

V a l e r i u s  Maximus o r  Leonardo Bruni;  Lbpez Morales' no tes  7 and 8 ,  
pp. 21-22, g i v e  d e t a i l s  on t h e s e  sources .  They a r e  a l s o  r e f e r r e d  t o  by 
Gilman, LCDB 53, p. 333, n o t e  136, and Berndt ,  LCDB 39; p. 29, n o t e  27.  

Whinnom, 196. See a l s o  LCDB s257. 

' Miguel Marciales ,  Cartu a2 Profesor Stephen GiZman, LCDB S6, p.  V I :  
"Sobre aque l  Esbozo [ the  ~ u t o ]  de  Cota, s i n  cambiar un Bpice d e l  t e x t o ,  
cabe hacer  a  Melibea casada con P l e b e r i o  y  c o n s t r u i r  una Fiameta o una 
Historia de Zos dos amantes." Marc ia les  uses  t h i s  r a t h e r  a larming no t ion  
t o  po in t  o u t  how l i t t l e  we know of r e l a t i o n s h i p s  i n  t h e  Auto which a r e  
developed f u l l y  i n  t h e  Comedia; how g r e a t  was t h e  e x t e n t  of Rojas '  c r e -  
a t i o n  of c h a r a c t e r  and s i t u a t i o n ;  and how p e r s i s t e n t  i s  t h e  tendency among 
c r i t i c s  t o  i n t e r p r e t  La CeZestina by read ing  t h e  work backwards, from Act 
XXI ( o r  X V I )  t o  t h e  Auto. His p o i n t  i s  w e l l  taken.  Ruiz Rambn's a r t i c l e  
p r e s e n t s  a  s t r i k i n g  example of Zectura en marcha atrds on page 433, where 
he says ,  "cada c r i t i c o  a 1  l e e r  l a  obra  y ZZegar a ese pasaje s a b i a  que 
e x i s t i a  un pe rsona je ,  padre  de  Melibea, que s e  llamaba P l e b e r i o ,  porque 
a s 5  constaba en e l  'Argument0 de toda la  o b r a , '  en l a  l i s t a  de  dramatis 
personae, y porque, en e f e c t o ,  con t u Z  nombre se Ze ZZamaba en eZ Acto 111 
y con t u Z  nombre aparecia en eZ Acto XV de la Comedia." My i t a l i c s .  

Th i s  phrase  is t h e  t i t l e  of  Sec t ion  3, Chapter 2  of Stephen 
Gilman's The Art of La Cezestina, LCDB 52.1 

I exclude from my count t h e  r e l a t i v e l y  common " p r o b l t i c a  p i s c i n a , "  
Act I ,  51, and " tusca  Adeleta," Act V I ,  105, where "tusca" is merely a  
La t in ized  v a r i a n t  on "toscana" and should not  be  c a p i t a l i z e d  a s  i t  is  i n  
t h e  Sever in  e d i t i o n .  The pre-posi t ioning of unusual a d j e c t i v e s  is  
f requen t :  e .g .  "ebCrneo peine,"  Act V I ,  113, poss ib ly  de r ived  from Mena, 
and "se rpen t ino  azey te , "  Act V ,  95. While t h e  e f f e c t  is s t r i k i n g ,  t h e  
usage does  n o t  r e q u i r e  s p e c i a l  comment i n  t h i s  con tex t .  
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l0 V i r g i l ,  E m i d ,  I ,  vv, 661-64. The Lat in  t e x t  does  no t  form an 
a d j e c t i v e  of t h e  name: "pro d u l c i  Ascanio ..." 

Argument0 e i l u s t r a c i d n  d e l  auto  XI11 de E .  De l a  
traduccidn alemana de C. Wirsung (1520) .  E l  prendi- 

miento de Sempronio y PBrmeno en l a  p l a z a .  
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RHETORICAL TECHNIQUE I N  THE PERSUASION OF MELIBEA 

E r i c a  Morgan 
Worcester, England 

I n  h i s  prologue t o  the  second vers ion  o f  La CeZestim Fernando de 
Rojas i n d i c a t e s  t h a t  i t  i s  through r h e t o r i c  t h a t  he hopes t o  achieve h i s  
o b j e c t i v e s  i n  the c r e a t i o n  o f  t h e  workl :  

y  como sea c i e r t o  que toda palabra del hombre sc ien te  
esta prefiada, de Esta se 'puede d e c i r  que de muy hinchada 
y  l l e n a  qu ie re  reventar ,  echando de s i  tan crec idos 
ramos y . h o j a s ,  que del  menor'pimpol lo se sacar ia  har to  
f r u t o  e n t r e  personas d isc re tas .2  

This  r e c o g n i t i o n  o f  the  power o f  r h e t o r i c  leads t o  i t s  extens ive use 
w i t h i n  the  f i c t i o n  i t s e l f  - 3  We see Rojas'  characters  persuading them- 
se lves and one another, almost always w i t h  q rea t  success, by eloquent 
manipulat ion o f  t h e  devices o f  r h e t o r i  c.4 

Without a  doubt, t h e  charac te r  who indulges most i n  the  use o f  r h e t -  
o r i c  i s  the o l d  procuress, Ce les t ina .  Her speeches reveal  Rojas'  thorough 
grounding i n  the a r t  o f  persuasion and a l s o  serve t o  quest ion t h e  adher- 
ence o f  c l a s s i c a l  r h e t o r i c i a n s  t o  Cato's d e f i n i t i o n  o f  r h e t o r i c  ( " v i r  
bonus d icend i  p e r i t u s " )  and the  c o n v i c t i o n  t h a t  goodness i s  a  p r e r e q u i s i t e  
o f  the  t r u e  o ra to r ,  as Q u i n t i l i a n  mainta ins i n  h i s  I n s t i t u t i o  Oratoria: 
"Neque enim esse oratorem n i s i  bonum v i rum ind ico ;  e t  f i e r e  et iamsi  
p o t e s t  no lo.  "5 

One of the  o b j e c t i v e s  o f  Rojas'  abundant use of r h e t o r i c  i n  L C ,  then, 
may have been t o  chal lenge t h i s  c l a s s i c a l  idea o f  the  exc lus ive  use o f  
r h e t o r i c  f o r  honourable purposes and f o r  i l l u s t r a t i o n  o f  the  t r u t h .  The 
success which Rojas a f f o r d s  h i s  characters  i n  the  employment o f  r h e t o r i c  
t o  deceive and e n t i c e  o thers  i n t o  dishonourable ac t ions  der ides t h i s  idea 
t h a t  r h e t o r i c  can o n l y  serve the t r u t h .  He thus o f f e r s  a  c o u n t e r - d e f i n i -  
t i o n  o f  Q u i n t i l i a n ' s  d e s c r i p t i o n  o f  t h e  t r u e  r h e t o r  i n  the f i g u r e  o f  Ce- 
l e s t i n a .  Celest ina has a very h igh  r a t e  o f  success i n  her  r h e t o r i c a l  
manoeuvering and y e t  she cou ld  hard ly ,  be placed w i t h i n  the  category o f  
' v i r  bonus'. Her i n t e n t i o n s  are f a r  from v i r tuous  and we s h a l l  see how 
she makes use o f  i r r e l e v a n t  t r u t h s  when r e l e v a n t  t r u t h s  do n o t  serve her 
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purpose. Rojas i s  laughing a t  Q u i n t i l i a n ' s  d e f i n i t i o n  o f  the  c l a s s i c a l  
o ra to r ,  as w i l l  Juan L u i s  Vives a few years l a t e r . 6  

One might  ques t ion  the wisdom o f  the  use o f  a  character  l i k e  Celes- 
t i n a  as t h e  v e h i c l e  o f  such s tud ied  r h e t o r i c a l  technique. I t  i s  c l e a r  
t h a t  Celest ina h e r s e l f  has no academic background o t h e r  than her inc iden-  
t a l  con tac t  w i t h  p r i e s t s  and f r i a r s .  Her r h e t o r i c a l  s k i l l s  have been 
acquired by experience and cunning and bear wi tness t o  the  f a c t  t h a t  qu ick  
w i t s  a r e  j u s t  as impor tant  as technique. I n  f a c t  Rojas seems t o  exp lo re  
the r o l e  o f  r h e t o r i c  as an i n t r i n s i c  and i n e v i t a b l e  p a r t  o f  everyday l i f e  
r a t h e r  than as being conf ined t o  the  c l o i s t e r s  o f  academic l i f e .  

I t i s  perhaps i n  C e l e s t i n a ' s  persuasion o f  Me1 ibea t h a t  we see the  
most prolonged use o f  r h e t o r i c a l  techniques. Ce les t i  na 's  mot ive f o r  t h i s  
persuasion i s  personal gain. Rojas makes us aware o f  her underhand i n t e n -  
t i o n s  a t  the  beginning o f  the work when she f i r s t  l e a r n s  o f  the  p o s s i b i l -  
i t y  o f  a  handsome reward from C a l i s t o  i f  she manages t o  o b t a i n  Mel ibea fo r  
him. Sempronio in forms Celest ina:  

As i  es. C a l i s t o  arde en amores de Melibea. De ti y de 
mi  t i e n e  necesidad. Pues jun tos  nos ha menester, j u n -  
t o s  nos aprovechemos; que conocer e l  tiempo y usar  e l  
hombre de l a  oportunidad hace 10s hombres pr6speros. (I, 58) 

This  i s  p r e c i s e l y  what Ce les t ina  proceeds t o  do. Her uncanny sense 
o f  t im ing  and the  advantage she takes o f  oppor tun i t y ,  toge ther  w i t h  her 
inna te  r h e t o r i c a l  s k i l l s ,  a l l o w  her  t o  win over  Melibea. Rojas in tends  
the reader t o  see these s k i l l s  as i n t u i t i v e  r a t h e r  than the  r e s u l t  of 
academic preparat ion.  Q u i n t i l i a n  had a l ready recognized t h e  i n f l u e n c e  o f  
i nna te  a b i l i t y  when he po in ted  ou t  i n  h i s  I n s t i t u t i o  Oratoria t h a t  tech- 
n i c a l  r u l e s  are useless w i thou t  n a t u r a l  g i f t s :  

I l l u d  tamen i n  p r im is  testandum e s t ,  n i h i l  praecepta 
atque a r t e s  va le re  n i s i  andiuvante natura.7 

Through Celest ina,  Rojas shows t h e  importance o f  qu ick  w i t s  s ince the  
r h e t o r  must always be capable o f  dea l ing  w i t h  unexpected developments o r  
i n t e r r u p t i o n s  from h i s  audience o r  t h e  person t o  whom he addresses him- 
s e l f .  

T r a d i t i o n a l l y  the  a r t  o f  r h e t o r i c  i s  composed o f  f i v e  bas ic  par ts :  
inventio ( i n v e n t i o n )  , d i spos i t i o  (arrangement), eZocutio ( s t y 1  e) , memory 
and pronunciatio ( d e l i v e r y ) .  Of these f a c u l t i e s  i t  i s  t h e  second which 
i n t e r e s t s  us here f o r ,  i n  s p i t e  o f  the  l a c k  o f  formal t r a i n i n g  on Celes- 
t i n a ' s  par t ,  we see t h a t ,  i n  t h e  persuasion o f  Melibea, ko jas endows her 
speech w i t h  the  t r a d i t i o n a l  s t r u c t u r e  o f  a  r h e t o r i c a l  speech as s e t  o u t  i n  
the d i spos i t i o ,  o r  f a c u l t y  of arrangement.8 Rhe to r i ca l  textbooks .suggest 
t h a t  the  f i r s t  p a r t  o f  t h e  speech, t h e  exordim,  o r  proemiwn, be devoted 
t o  ga in ing  the  goodwi l l  o f  t h e  audience. One should at tempt  t o  evoke t h e  
favour and a t t e n t i o n  o f  the audience i n  readiness f o r  the persuasion which 
they a re  about t o  undergo. C e l e s t i n a ' s  exord im  r e s t s  h e a v i l y  on t h e  use 
o f  pathos. This  technique was de f ined  by A r i s t o t l e  who considered means 
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o f  persuasion t o  be d i v i s i b l e  i n t o  two groups: t h a t  o f  a r t i s t i c  technique 
(ethos and pathos) and l o g i c a l  argument, and t h a t  of d i r e c t  evidence.9 
Pathos r e f e r s  t o  the  technique o f  evoking c e r t a i n  emotions i n  t h e  audi -  
ence. Celest ina uses pathos i n  t r y i n g  t o  ga in  Mel ibea 's  sympathy f o r  her  
as an o l d  woman: 

Que, a l a  mi fe ,  l a  vejez no es s ino mes6n de enfer-  
medades , posada de pensamien tos  , ami ga de r e n c i  l l as, 
congoja cont inua, l laga incurable,  manc i l l a  de 10 
pasado, pena de 10 presente, cuidado t r i s t e  de 10 
porveni r ,  vecina de l a  muerte, choza s i n  rama que 
se l l u e v e  por cada par te ,  cayado de mimbre que con 
poca carga se doblega. ( IV ,  90) 

Melibea shows s u r p r i s e  a t  t h i s  misery and p o i n t s  o u t  t h a t  most people 
look forward t o  o l d  age: 

LPor qu6 dices, madre, t a n t o  mal de 10 que todo e l  , 
mundo con t a n  e f i c a c i a  gozar y ve r  desea? ( IV,  90) 

Bewai l ing t h e  d iscomfor ts  o f  o l d  age, Celest ina c a r e f u l l y  ignores t h e  
f a c t . t h a t  she might  have been happi'er i f  she had had a d i f f e r e n t  l i f e -  
s t y l e  i n  her youth. This  t ype  o f  f a l s e  enthymeme, o r  incomplete s y l l o -  
gism, i s  t o  be seen o f t e n  i n  the  course o f  her arguments.10 

As y e t ,  Ce les t ina  has made no mention o f  the course o f  a c t i o n  which 
she i s  subsequently t o  persuade Melibea t o  f o l l o w .  However, she i s  pre-  
par ing  t h e  way. By complaining about o l d  age and making i t  sound so un- 
a t t r a c t i v e ,  she ins inua tes  t h a t  one should enjoy l i f e  w h i l e  s t i l l  young. 
This p o i n t  w i l l  be h e l p f u l  l a t e r  when Celest ina wishes the two l o v e r s  t o  
come together .  The reader i s  i n  a p o s i t i o n  t o  doubt t h i s  i n s i n u a t i o n  
s ince he knows t h a t  i t  i s  p a r t l y  because Celest ina enjoyed l i f e  r a t h e r  too  
much w h i l e  she was young t h a t  she f i n d s  h e r s e l f  i n  such a s o r r y  s t a t e  now. 
We l a t e r  see t h a t  Melibea does n o t  consider  t h i s  p o i n t ,  e i t h e r  through 
overs igh t  o r ,  and perhaps more l i k e l y ,  because she p re fe rs  t o  ignore any 
p o i n t  which suggests t h a t  she should n o t  f o l l o w  her own des i red  course of 
ac t ion .  

Ce les t ina 's  exordium a l s o  conta ins extens ive use o f  ethos, the  a f f i r -  
mation and p roo f  o f  the  moral charac te r  o f  the speaker. She at tempts t o  
ga in Me1 i bea's conf idence by p ro fess ing  i n t e r e s t  o n l y  i n  heavenly r i ches ,  
and demonstrates complete d is regard  f o r  wealth: 

Aquel es r i c o  que estS b ien  con Dios. Mds segura cosa 
es ser  menospreciado que temido. Mejor suefio duerme 
e l  pobre, que no e l  que t i e n e  de guardar con s o l i c i t u d  
10 que con t r a b a j o  gan6 y con d o l o r  ha de d e j a r .  N i  
amigo no serd simulado y e l  r i c o  s i .  Yo soy quer ida 
por  mi persona; e l  r i c o  por  su hacienda. ( IV, 91) 

The reader can perceive t h e  hypocr isy i n  t h i s ,  b u t  Melibea i s  n o t  i n  a 
p o s i t i o n  t o  judge. 
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Frequent invoca t ion  of God a l s o  he lp  Ce les t ina  t o  p r o j e c t  h e r s e l f  as 
a thoroughly moral person i n  the  eyes of Me1 ibea: e.g. 'Hasta que Dios 
qu ie ra '  . A mutua l l y  b e n e f i c i a l  f i c t i o n ,  r e s t i n g  on re1  i g i o u s  common- 
places, i s  being created.  

Speaking o f  how she has aged, Ce les t ina  uses the  t y p i c a l  apologia t o  
i n g r a t i a t e  h e r s e l f  w i t h  Melibea: 'Que as7 goce de esta alma pecadora y  tB 
de ese cuerpo g rac ioso ' .  ( IV, 94) Th is  p a r t  o f  the  speech i s  s i m i l a r  t o  
the  concZusio, o r  perorat ion;  both a re  designed t o  move the  mind and sway 
the emotions r a t h e r  than being d i r e c t e d  a t  t h e  understanding. These tech-  
niques are cont inued throughout the  o t h e r  p a r t s  o f  the speech b u t  a r e  most 
concentrated i n  these two p a r t s .  By employing these techniques, Ce les t ina  
succeeds i n  evoking Me l ibea 's  sympathy and i s  rewarded w i t h  the  g i f t  o f  a  
few coins. 

Rojas'  p r o v i s i o n  o f  Celest ina w i t h  an e x c e l l e n t  sense o f  t i m i n g  
a l lows her  t o  r e a l i s e  t h a t  t h e  moment i s  opportune t o  move on t o  t h e  nex t  
stage o f  the  exordium which comprises f l a t t e r y :  ' iOh angel ica imagen! 
iOh p e r l a  preciosa, y  c6mo t e  10 d i c e s ! '  ( I V Y  93) She begins w i t h  an 
exclamatio, one o f  t h e  innumerable f i g u r e s  o f  speech recommended f o r  t h e  
ornamentation and embellishment o f  an argument. She a lso  cont inues her  
use o f  ethos t o  make h e r s e l f  appear v i r t u o u s :  

Esto tuve  siempre, querer mds t r a b a j a r  s i r v iendo  a 
o t ros ,  que ho lgar  contentando a mi .  ( IV,  93) 

By her apparent se l f l essness  she encourages Melibea t o  a c t  l i k e w i s e :  
"Ha venido esto, sefiora, por  1'0 que decia de l a s  ajenas necesidades y  no 
mias" ( I V ,  94).  Mel ibea i s  o n l y  too  happy t o  o f f e r  her he lp,  b u t  Celes- 
t i n a  cont inues the f l a t t e r y  u n t i l  she i s  sure o f  he r  ground and Melibea 
y e t  again begs her  t o  ask what she w i l l :  "Pide 10 que querrds, sea para 
quien fuere"  ( IV,  94), and o n l y  then does Celest ina f e e l  ready t o  venture 
i n t o  t h e  second p a r t  o f  her speech, the  n a r r a t i o .  This  sect ion,  being a 
statement o f  the  f a c t s ,  ought t o  be c lear ,  concise and wel l- founded. It 
ought a lso  f o l l o w  the  temporal o rder  o f  events and be s u i t a b l y  adorned.11 
Ce les t ina 's  n a r r a t i o  i s  an o r a t o r i c a l  n a r r a t i o n ,  as opposed t o  an h i s t o r -  
i c a l  o r  p o e t i c  one. Only p a r t  o f  the  t r u t h  i s  used, those p a r t s  which go 
against  the o r a t o r ' s  case being omi t ted.  

Celest ina in t roduces her p e t i t i o n :  "Yo de jo  un enfermo a l a  muerte" 
(IV, 94).  Th is  i s  o n l y  a p a r t i a l  t r u t h .  C a l i s t o  i s  s i ck ,  o r  so he wants 
us t o  be l ieve, lZ b u t  h i s  sickness i s  love.  Ce les t ina  makes no mention t o  
Melibea o f  the na tu re  o f  h i s  i l l n e s s  s ince t h i s  cou ld  jeopard ise her  p lan.  
She proceeds w i t h  the  utmost care, t e s t i n g  the ground w i t h  ambigui t ies,  
and always leav ing  h e r s e l f  an escape route.  I t i s  here t h a t  we see a 
r e p e t i t i o n  o f  the  use o f  a  double dece i t ,  as i n  the  case o f  Ce les t ina 's  
t r i c k i n g  Lucrec ia t o  g a i n  e n t r y  t o  Mel ibea 's  house. She t e l l s  Melibea 
t h a t  one word w i l l  heal her p a t i e n t  and encourages her w i t h  f l a t t e r y :  

Que no puedo c reer  que en balde p in tase  Dios unos 
gestos m5s per fec tos  que o t ros ,  mds dotados de 
grac ias,  mds hermosas facciones; s in0  para hacer los 
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almac6n de v i r tudes ,  de m iser i co rd ia ,  de compasiCjn, 
m i n i s t r o s  de sus mercedes y  d id ivas ,  como a ti. (IV, 94) 

The abundance o f  re ferences t o  God i s  an attempt t o  appeal 
bea's apparent p i e t y ,  and seems t o  succeed. Ce les t ina  employs 
se r ies  o f  f a l s e  analogies. She presents a se r ies  o f  un ive rsa l  
having a1 ready r e f e r r e d  t o  t h e  p a r t i c u l a r  t r u t h  o f  Cal i s t o ' s  
With a r h e t o r i c a l  quest ion she suggests a comon course o f  a c t i o n  
two : 

t o  M e l i  - 
a l s o  a 
t r u t h s ,  

i l l n e s s .  
f o r  the  

E l  pe l ican0 rompe e l  pecho por dar a sus h i j o s  a 
comer de sus entrafias. Las cigueiias mantienen o t r o  
t a n t o  tiempo a sus padres v i e j o s  en e l  nido, cuanto 
e l l o s  l e s  d i e r o n  cebo siendo p o l l i t o s .  Pues t a l  
conocimiento d i o  l a  natura a 10s animales y  aves, 
i p o r  qu6 10s hombres habemos de ser  mis c rue les?  
i P o r  qu6 no daremos p a r t e  de nuestras grac ias y  
personas a 10s prCjximos, mayormente, cuando estdn 
envueltos en secretas enfermedades y t a l e s  que, 
donde e s t d  l a  melecina, sa l  i 6  l a  causa de l a  
enfermedad? ( IV ,  95) 

This  superb passage i s  r i d d l e d  w i t h  ambiguity.  The suggest ion t h a t  
one should g ive  one 's  "grac ias"  and "personas" t o  o t h e r s  i s  an o v e r t  
reference t o  the sexual re1  a t i o n s h i p  which Celest ina wishes Me1 ibea t o  
indu lge  i n  w i t h  Ca l i s to ,  and the  "secretas enfermedades" t o  the na tu re  of 
C a l i s t o ' s  i l l n e s s ,  love-sickness ( h i s  "secreto do lo r "  o f  t h e  f i r s t  scene) 
which has i t s  cause i n  Melibea. However, none o f  these t h i n g s  i s  sa id  
openly. Celest ina i s  c l e v e r l y  l a y i n g  a f a l s e  t r a i l .  Here r h e t o r i c  i s  
serv ing a dual purpose --one s i d e  o f  the co in  i s  f a l s e  and the o t h e r  i s  
t r u e .  I f ,  when C e l e s t i  na f i n a l l y  mentions Cal i s t o ' s  name, Me1 ibea refuses 
t o  have anyth ing t o  do w i t h  the  p lan,  she can i n t e r p r e t  the  "secretas en- 
fermedades" as toothache and make .her  e n t i r e  e n t e r p r i s e  seem innocent  and 
harmless. When C a l i s t o ' s  name i s  i n  f a c t  mentioned, Mel ibea f l i e s  i n t o  a 
rage. But, Ce les t ina  knows from experience t h a t  i t  i s  useless t o  t r y  t o  
t a c k l e  Melibea i n  her  anger. As A r i s t o t l e  says: "Men grow m i l d  when they 
have exhausted t h e i r  anger upon ano ther . " l3  So Ce les t ina  a1 lows Me1 i bea 
t o  vent  her rage and, as Ship ley p o i n t s  out ,  i t  does n o t  lead  t o  Me l ibea 's  
banishing Ce les t ina  from her presence, b u t  r a t h e r  t o  a demand f o r  an 
explanat ion o f  such audacity.14 This, then, suggests a d e s i r e  on M e l i -  
bea's p a r t  t o  f i n d  another, more decorous, even f i c t i o u s ,  l e v e l  o f  commu- 
n i c a t i o n .  La te r ,  when she i s  again calm, Celest ina puts  Me l ibea 's  ou t -  
b u r s t  o f  rage t o  good use. 

Mel ibea knows, a f t e r  the  garden scene o f  Act  I, t h a t  C a l i s t o  i s  
t r y i n g  t o  woo her, and i n  her  rage she assumes t h a t  he i s  t r y i n g  t o  seduce 
her, thus g i v i n g  Ce les t ina  the chance t o  embarrass her  by revea l ing  the 
trumped-up " rea l  reason" f o r  he r  v i s i t .  T r u t h  and f a l s i t y  a r e  reversed:. 

Una oraciCjn, sefiora, que l e  d i  j e r o n  que sabias de 
Santa Apolonia para e l  d o l o r  de l a s  muelas. Asimismo 
t u  cordtin, que es fama que ha tocado todas [ l a s ]  
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r e l i q u i a s  que hay en.Roma y Jerusalgn.  Aquel 
cabal lero,  que d i  j e ,  pena y muere de e l l a s .  Esta 
fue  mi venida. ( IV, 97) 

Ce les t ina  pleads ignorance o f  any prev ious encounter between C a l i s t o  
and Melibea. But she has achieved one impor tant  aim. She has e l i c i t e d  
from Melibea the admission t h a t  she f a i l e d  t o  denounce C a l i s t o ' s  advances 
i n  the  garden t o  her parents. Ce les t ina  can deduce from t h i s  t h a t  Mel.ibea 
i s  n o t  so opposed t o  Cal i s t o ' s  advances as her rage suggested. 

The nex t  p a r t  o f  a r h e t o r i c a l  speech, t h e  p ropos i t i on ,  may be i n -  
cluded o r  omi t ted  according t o  i t s  convenience f o r  an argument a t  hand. 
This forms the  statement o f  the  ac tua l  concern o f  a speech. The ac tua l  
concern of C e l e s t i n a ' s  speech i s ,  o f  course, t o  arrange the l i a i s o n  
between C a l i s t o  and Melibea. Therefore t h e  p ropos i t i on ,  i n  t h i s  case, i s  
no t  o n l y  unnecessary but,  i f  included, would almost c e r t a i n l y  prove d e t r i -  
mental t o  her  cause a t  t h i s  stage. Thus the  p r o p o s i t i o n  does n o t  appear 
i n  t h i s  speech. 

There f o l l o w s  the  confirmatio, the defense o f  the  argument, and the  
refutatio, the  d ismissal  o f  any opposing argument which might  a r i s e .  
These two p a r t s  a r e  i n t e g r a t e d  i n  C e l e s t i n a ' s  speech. 

She speaks o f  "mi l i m p i o  rnotivo" and proceeds t o  labour  the v i r t u e  o f  
compassion. The f l a t t e r y  which we have observed i n  the  preceding p a r t s  of 
Ce les t ina 's  speech continues undiminished: 

Compasi6n de su dolor ,  conf ianza de t u  magni f icenc ia 
ahogaron en mi boca a1 p r i n c i p i o  l a  expresi6n de l a  
causa. ( IV,  97) 

To make Melibea ashamed o f  her  anger, and t o  encourage fee l ings  of 
compassion which w i l l  l ead  her  t o  surrender the g i r d l e ,  Celest ina uses 
b i b l i c a l  quo ta t ion  and animal imagery: 

No semejes l a  te la ra i ia  que no muestra su fuerza s ino  
contra 10s f l a c o s  animales. No paguen j u s t o s  por  
pecadores. I m i t a  l a  d i v i n a  j u s t i c i a ,  que d i j o :  e l  
in ima 'que pecare, aque l la  misma muera; a l a  humana, 
que jamds condena a1 padre por  e l  d e l i t o  de l  h i j o  
n i  a1 h i j o  por  e l  de l  padre. ( I V Y  98) 

Before cont inu ing,  Ce les t ina  wishes t o  ensure t h a t  any anger on Me- 
l i b e a ' s  p a r t  w i l l  n o t  f a l l  on her  s ince she i s  merely ( i n  the f i c t i o n )  an 
in termediary he lp ing  a s i c k  man. She f i n a l l y  convinces Melibea t h a t  she 
had o n l y  good i n t e n t i o n s :  'Tanto a f i n a s  t u  ignorancia,  que me haces 
creer  10 que puede s e r '  . ( IV ,  98) And Me1 ibea t r i e s  t o  e x p l a i n  her now 
embarrassing b u r s t  o f  rage: 

No tengas en mucho n i  t e  m a r a v i l l e s  de m i  pasado 
sent imiento,  porque concur r ie ron  dos cosas en t u  
habla, que cualquiera de e l l a s  era bastante para 
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me sacar de seso: nombrarme ese t u  cabal lero,  que 
conmigo se a t r e v i 6  a hablar ,  y tambiEn pedirme 
palabras s i n  mds causa, que no se podia sospechar s ino  
dafio para mi honra. Pero pues todo viene de buena 
par te ,  de 10 pasado haya perd6n. ( IV,  98-99) 

Th is  same escape r o u t e  which Celest ina uses becomes an excuse fo r  
Melibea who i s  beginning t o  a l l o w  her  passions t o  overcome her  i n i t i a l  i n -  
dignat ion.15 She j u s t i f i e s  sending her g i r d l e  t o  C a l i s t o  by i t s  being an 
a c t  o f  c h a r i t y  t o  a man s u f f e r i n g  from toothache: 

Que en alguna manera es a l i v i a d o  mi coraz6n, viendo 
que es obra p i a  y santa sanar 10s apasionados y 
enfermos. ( IV, 99) 

Ce les t ina  r e a l i z e s  a t  t h i s  p o i n t  t h a t  her case i s  n e a r l y  won, s ince 
i t  seems l i k e l y  t h a t  Melibea w i l l  submit t o  C a l i s t o  a f t e r  l i t t l e  f u r t h e r  
coaxing. She moves on t o  the  concZusio t o  n e a t l y  t i e  up a l l  t h e  s t r a y  
ends of her prev ious work, beginning w i t h  an indignatio: 

i Y  t a l  enferrnd, setiora! Por Dios, s i  b ien l e  
conocieses, no l e  juzgases por e l  que has d icho y 
mostrado con t u  i r a .  ( IV, 99) 

. She leads i n t o  p r a i s e  o f  C a l i s t o  using e x t r i n s i c  t o p i c s  o f  the  nature 
of man as described by Cicero i n  h i s  Topica. Convic t ion can be won, Cice- 
r o  says, by exempl i f y ing  v i r t u e  i n  two ways: by comparison o f  the  subject  
t o  the  gods who a re  by nature v i r tuous ,  and t o  men famous f o r  t h e i r  v i r t u e  
achieved by hard work. Celest ina uses both: 

En Dios y en mi alma, no t i e n e  h i e l ;  grac ias,  dos m i l ;  
en franqueza, A1ejandre;e.n esfuerzo, HEctor;,gesto, 
de un rey;  grac ioso,  a legre;  jamds r e i n a  en e l  t r i s t e z a .  
De noble sangre, como sabes; gran justador ,  pues v e r l e  
armado, un San Jorge. Fuerza y esfuerzo, no tuvo  
HErcules tan ta .  La presencia y facciones, d ispos ic i6n ,  
desenvoltura, o t r a  lengua habia menester para l a s  contar .  
Todo j u n t o  semeja Lngel de l  c i e l o .  Por f e  tengo que no 
e ra  t a n  hermoso aquel g e n t i l  Narciso, que se enamor6 de 
su p rop ia  f i g u r a ,  cuando se v ido en l a s  aguas de l a  
fuente.  ( IV ,  99.) 

Th is  enumeration o f  C a l i s t o ' s  q u a l i t i e s ,  b u i l d i n g  him i n t o  a super- 
human being, has i t s  i r o n i c  s ide.  F i r s t ,  Celest ina does n o t  know C a l i s t o  
we l l  enough t o  know whether he embodies these q u a l i t i e s .  I n  any case, any 
recommendation from a dubious character  l i k e  Celest ina must be suspect. 
Secondly, t h i s  p resen ta t ion  o f  C a l i s t o  leads us t o  regard him as much l e s s  
than a hero when we see him p lay -ac t ing  and assuming the  r o l e  o f  t h e  
c o u r t l y  l o v e r .  C a l i s t o ' s  hero ic  q u a l i t i e s ,  as described by Celest ina, are 
now thrown i n t o  s t a r k  c o n t r a s t  w i t h  the p a t h e t i c  l i t t l e  a i lment  which she 
now says has him incapac i ta ted :  'Agora, seiiora, t i 6 n e l e  derr ibado una 
so la muela, que jamiis cesa [de l  que ja r .  ( I v ,  99) From here onwards i t  i s  
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Mel ibea who i s  do ing  t h e  work. C e l e s t i n a  has roused h e r e c u r i o s i t y  and 
Mel ibea g i v e s  h e r  t h e  chance t o  t e l l  h e r  more abou t  C a l i s t o  t o  secure  h e r  
f avou r :  " i Y  qu6 t a n t o  t iempo ha?" ( I V ,  99) I t i s  n o t  q u i t e  c l e a r  whether 
t he  subsequent m i s i n t e r p r e t a t i o n  by C e l e s t i n a  i s  i n tended  by Me l i bea  o r  
not,  b u t  e i t h e r  way i t  p r o v i d e s  C e l e s t i n a  w i t h  t h e  o p p o r t u n i t y  t o  g i v e  
C a l i s t o ' s  age. 

Me l i bea  f i n a l l y  c r e a t e s  a  reason f o r  C e l e s t i n a  t o  r e t u r n ,  t o  c o l l e c t  
t he  p r a y e r  and begs h e r  n o t  t o  t e l l  C a l i s t o  o f  h e r  rage  l e s t  he shou ld  
t h i n k  h e r  u n c h a r i t a b l e  and t h u s  f o r m  an un favou rab le  o p i n i o n  o f  h e r  
cha rac te r :  

Pues madre, no l e  des p a r t e  de 10 que pas6 a  ese 
c a b a l l e r o ,  porque no me tenga p o r  c r u e l  o  a r reba tada  
o  deshonesta.  ( I V ,  100) 

A l l  t h a t  Me l i bea  says here ,  and t h e  comments f r om Luc rec ia ,  bear 
w i t ness  t o  t h e  e f f i c a c y  o f  C e l e s t i n a ' s  r h e t o r i c :  

iYa, ya ,  p e r d i d a  es mi ama! i sec re tamen te  q u i e r e  que 
venga C e l e s t i n a !  Fraude hay; m is  l e  q u e r r i  dar ,  que 
10 d i c h o !  ( IV ,  100) 

And e f f e c t i v e l y  t h i s  i s  what Mel ibea promises: 

Mis  hare  p o r  t u  d o l i e n t e ,  s i  menester f u e r e ,  en pago 
de 10 s u f r i d o .  ( I V ,  100) 

C e l e s t i n a ' s  f i n a l  pi&e de r5sistance i s  t h e  s u b t l e  r e v e l a t i o n  o f  t h e  
r e a l  m o t i v e  o f  h e r  v i s i t  and t h e  i n t e n t i o n  beh ind  t h e  d i s p l a y  o f  r h e t o r i c .  
T h i s  s e r i e s  o f  commonplaces which C e l e s t i n a  c l e v e r l y  l i n k s  t o  t h e  s t i l l  
t h i n l y  v e i l e d  o b j e c t i v e  o f  an amorous l i a i s o n  a l s o  serves t h e  purpose of  
p r o v i d i n g  Me l i bea  w i t h  a  means o f  j u s t i f i c a t i o n  f o r  any f u r t h e r  s t e p s  she 
m igh t  t a k e  r e g a r d i n g  C a l i s t o .  R e f e r r i n g  t o  t h e  ambiguous n a t u r e  of  Ca- 
l i s t o ' s  i l l n e s s  as she had desc r i bed  i t  e a r l i e r ,  she says: 

Porque, aunque [ l a s  pa lab ras ]  f u e r a n  l a s  que t d  
pensabas, en s i  no e r a n  malas; que cada d i a  hay 
hombres penados p o r  mujeres  y  mujeres  p o r  hombres, 
y  e s t o  ob ra  l a  n a t u r a  y  l a  n a t u r a  o rden6 la  D ios  y  
Dios no h i z o  cosa mala.  ( IV ,  101) 

As a  s t u d e n t  o f  Law, Rojas would perhaps have been more f a m i l i a r  w i t h  
j u d i c i a l  r h e t o r i c  t h a n  w i t h  d e l i b e r a t i v e  o r  encomias t i c .16  However, t h e  
r h e t o r i c  i n  LC can be cons ide red  t o  be o f  t h e  d e l i b e r a t i v e  t y p e  s i n c e  i t  
i s  used as "counse l  t o  persuade o r  d issuade t h e  aud ience"  [ i n  t h i s  case on 
two l e v e l s :  ( 1 )  t h e  f i c t i o n a l  c h a r a c t e r s ,  and ( 2 )  t h e  reader ] ,  w i t h  r e s -  
pec t  t o  a  p a r t i c u l a r  course o f  a c t i o n . 1 7  Thus i n  LC,  Rojas shows h i s  com- 
petence i n  r h e t o r i c  o u t s i d e  h i s  own s p e c i a l i z e d  f i e l d .  I t  i s  n o t  p a r t i c u -  
l a r l y  s u r p r i s i n g  t h a t  Rojas shou ld  do t h i s ,  i n  s p i t e  of  h i s  c l a i m  i n  ' E l  
a u t o r  a  un su amigo'  t h a t  t h i s  t ype  o f  w r i t i n g  was o u t s i d e  h i s  own f i e l d ,  
s ince,  as P.E. Russe l l  p o i n t s  o u t ,  " i t  i s  o f t e n  t o o  r e a d i l y  assumed t h a t  
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l e g a l  s tud ies  then were as d ivorced from humane l e t t e r s  as they tend t o  be 
i n  modern u n i v e r s i t i e s . " l 8  He goes on t o  say t h a t  " the  l i n k  between l e g a l  
and humane s tud ies  was s u b s t a n t i a l l y  res to red  towards the end o f  the f i f-  
teen th  cen tu ry  [. . .] There i s  no reason t o  doubt t h a t  such i n f l u e n c e  
a lso  a f f e c t e d  t h e  law f a c u l t y  a t  Salamanca a t  the  t ime Rojas was a  s tudent  
there"  (192) 

The f i r s t  audience o f  Lc was probably composed o f  students a t  Sala- 
manca U n i v e r s i t y .  Such an educated audience, f a m i l i a r  w i t h  the  precepts 
of l o g i c  and r h e t o r i c ,  cou ld  e a s i l y  perce ive the under l y ing  s u b t l e t i e s  
which Rojas suggests. Instead o f  t h e  author  present jng a  d i r e c t  r h e t o r -  
i c a l  argument, i n  the  hope o f  swaying h i s  audience, he takes them one 
stage f u r t h e r .  They become the onlookers who wi tness r h e t o r i c  a t  work i n  
another world, the  wor ld  o f  f i c t i o n - - a  world, however, t o  which they can 
r e l a t e .  I t  i s  t h i s  r e l a t i o n s h i p  which made the work popular f o r  a  much 
wider and l e s s  h i g h l y - t r a i n e d  p u b l i c .  The readers too  can be, and un- 
doubtedly w i l l  have been, sub jec t  t o  r h e t o r i c ,  and now they see t h e i r  
f i c t i o n a l  counterpar ts  undergoing the same process. As o b j e c t i v e  onlook- 
ers ,  f r e e d  momentari ly from t h e i r  own s e l f - i n t e r e s t ,  they can see the pro-  
cess c l e a r l y  and a re  able t o  perceive the  d e c e i t  i n  C e l e s t i n a ' s  adept 
manipulat ion o f  r h e t o r i c a l  techniques. 

Occasional ly ,  however, Rojas encourages the  reader t o  i d e n t i f y  him- 
s e l f  w i t h  t h e  characters  w i t h i n  the  f i c t i o n ,  thus making him aware t h a t  he 
too shares t h e  same problem o f  clouded v i s i o n  as the characters ,  when he 
i s  persona l l y  invo lved  i n  the  s i t u a t i o n  and i s  sub jec t  t o  h i s  own emotions 
and des i res .  Rojas p o i n t s  o u t  t h a t  even t h e  r h e t o r  h imse l f  i s  i n  danger 
of f a l l i n g  under h i s  own s p e l l ,  as i n  the case o f  Ce les t ina  who produces 
arguments which, though f a l s e ,  convince even , h e r s e l f  a t  t imes.19 

A l i s a ,  llamada a l a  casa  de su  hermana, deja  lugar  
oportuno a Ce le s t ina  para que pract ique su a r t e  r e -  
t b r i c o  con Mel ibea.  Auto X,  Comedia ( ~ B u r g o s ,  1499?) 
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NOTES 

Co lber t  Nepaulsingh, "The Rhetor ica l  S t r u c t u r e  o f  t h e . ~ r o l o g u e s  t o  
the L i b r o  de Buen Amor and the  CeZestina", BHS, 51 (1974). I n  h i s  study 
o f  the r h e t o r i c a l  s t r u c t u r e  o f  the  ep is t le -p re face  and prologue t o  LC, 
Nepaul s ingh notes t h a t  we sometimes f i n d  the author  h imse l f  p r e f i x i n g  the  
answers t o  h i s  work as an i n t r o d u c t i o n .  . C e r t a i n l y  here Rojas i n d i c a t e s  
one o f  h i s  o b j e c t i v e s - - t h e  i l l u s t r a t i o n  o f  the power o f  r h e t o r i c .  

Fernando de Rojas, La CeZestina, ed. Dorothy Severin, 2nd ed. 
(Madrid: A1 ianza E d i t o r i a l  , S.A., 1971), p. 40. A l l  re ferences are t o  
t h i s  e d i t i o n .  

Carnelo SamonB, a s p e t t i  d e l  r e t o r i e i s m o  neZZa CeZestina, Facol t (  d i  
Magistero d e l l  ' U n i v e r s i  t a  d i  Roma, 1953 (S tud i  d i  l e t t e r a t u r a  spagnola, 
Quaderno 2 ) ,  makes an extens ive study o f  the combinat ion of r h e t o r i c a l  
t r a d i t i o n  and r e a l  l i f e  i n  t h e  mouths o f  Rojas '  characters .  
Also consider ing language and r h e t o r i c  i n  LC: Malcolm Read, "Lu CeZestina 
and the Renaissance Phi losophy o f  Language", PQ, 55 (1976), 166-77. 

J u l  i o  Rodriguez-PuCrtolas, L i te ra tu ra ,  h i s t o r i a ,  aZienaci6n (Barce- 
lona: Labor, 1976), p o i n t s  o u t  the emphasis p laced on human communication 
i n  LC and the  p o t e n t i a l  o f  speech as a means o f  deception: "Pero l a  pala-  
bra puede tambien ser  engafiosa, y s e r v i r  para 10 que ' idealmente debe ser  
u t i l i z a d a .  Los d i i l o g o s  de 10s personajes de LC as7 10 prueban: l a  
v i e j a - - y  no s610 e l la -mane ja  habilmente 1,a palabra para engaiiar a sus se- 
mejantes, i n c l u s o  a sus mis cercanos seguidores [. . .] La palabra, 
[. . .], u t i l i z a d a  perversam 

i 8 un instrument0 de comunicac 
(pp. 153-54). 

ente, desvir tuada, puede c o n v e r t i r s e  a s i  no en 
6n au ten t i ca ,  s ino  de confus idn y de engafio" 

"I h o l d  t h a t  no one 
and, even i f  he cou ld  be, 
t r a n s l a t e d  by H.E. B u t l e r  i 
Heinemann, 1963), pp. 40-41. 

can be a t r u e  o r a t o r  unless he i s  a good man 
I would no t  have -it so." Q u i n t i l i a n , V o l .  I, 
n the Loeb C lass ica l  L i b r a r y  (London: W i l l  iam 

Antonio M a r t i ,  La p r e c e p t i v a  r e t 6 r i c a  espa%oZa en eZ sigZc 
(Madrid: Gredos, 1972), pp. 23-24. 

"There i s  however one p o i n t  which I must emphasise before I 
which i s  t h i s .  Without na tu ra l  g i f t s  techn ica l  r u l e s  a re  useless" 
19). 

begin, 
( I ,  18- 

D i s p o s i t i o  i n  i t s  t u r n  i s  d i v i d e d  i n t o  s i x  p a r t s :  1 )  e x o r d i m  
( i n t r o d u c t i o n ) ,  2) n a r r a t i o  ( n a r r a t i o n ) ,  3)  p ropos i t i o - -a lso  known as 
d i u i s i o  o r  p a r t i t i o - - ( t h e  p ropos i t i on ,  sub jec t  o f  the  speech), 4) conf i r -  
mat io  (p roo f ) ,  5) re fu ta t io - -o therw ise  known as con fu ta t io  o r  reprehen- 
sio-- ( r e f u t a t i o n  o f  opposing arguments), and 6)  concZusio (perorat ion,  
concl us ion) .  
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George Kennedy, The A r t  of Rhetoric i n  the Roman WorZd (Pr inceton:  
Pr ince ton  U n i v e r s i t y  Press, 1972), pp. 114 and 221, 

l0 Celest ina imp l ies  the sy l log ism ' o l d  age i s  uncomfortable, I am 
old,  therefore I am uncomfor tab le ' .  The enthymeme i s  f a l s e  s ince o l d  age 
i s  no t ,  o f  i t s e l f ,  necessar i l y  uncomfortable. I n  t h i s  case Celest ina may 
be considered t o  be p a r t l y  t o  blame f o r  her  own d iscomfor t .  

l1 Jose Rico VerdG, "Resumen de l a s  d o c t r i n i s  r e t 6 r i c a s  en e l  s i g l o  de 
oro", i n  h i s  La ret6rica espaii~la de 20s s ig los  XVI y XVII (Madrid: CSIC, 
l973) ,  p. 258. 

l2 George A. Shipley, "Concert ing through Conceit :  Unconventional 
Uses o f  Conventional Sickness Images i n  La CeZestina", MLR, LXX ( l975) ,  
324-32. Ship ley r e f e r s  t o  C a l i s t o ' s  r e l i a n c e  on the c l i c h e s  o f  l ove-s ick -  
ness f o r  t h e  expression o f  h i s  f r u s t r a t i o n :  "Pena, aft igido,  dolor, reme- 
dio, and a dozen r e l a t e d  words become key p a r t s  o f  a complex image system 
from which C a l i s t o  der ives considerable s a t i s f a c t i o n ,  h i s  verbal s u b s t i -  
t u t e  f o r  the  apparent ly  inaccess ib le  pleasures o f  Melibea. I n s i s t e n t l y  
i n  the  f i r s t  ac ts  the l o v e r  imposes the  same language on a l l  those who 
must deal w i t h  him. His  servants repeatedly  o b j e c t  t o  the exaggerat ion i n  
h i s  speech [.. . . l ,  and t h e i r  a l i e n a t i o n  from t h e  purveyor o f  such scarce- 
l y  personal images i s  shared by t h e  reader  (who may be taken aback by the  
d iscovery o f  h i s  s o l i d a r i t y ,  i n  quest ions o f  s t y l i s t i c  decorum, w i t h  
lackeys, p r o s t i t u t e s ,  and procuress [ s i c ] ) "  (p. 324). Ship ley p o i n t s  o u t  
the way i n  which sickness imagery, i n i t i a t e d  by C a l i s t o ,  i s  manipulated by 
a l l  p a r t i e s  concerned and turned t o  t h e i r  advantage, p a r t i c u l a r l y  by Ce- 
l e s t i n a ,  as we see her do here. He a l s o  a t t r i b u t e s  r a t h e r  more awareness 
t o  Melibea i n  the  establ ishment o f  t h e  f a l s e  l e v e l  o f  communication 
centred on C a l i s t o ' s  invented toothache. 

l3 A r i s t o t l e ,  The 'Ar t '  of Rhetoric, t r a n s l a t e d  by John Henry . Freese 
(London: W i l l  iam Heinemann, l959) ,  p. 189. 

l4 "Concert ing through Conceit", p. 327. 

l5 M.K. Read, "Fernando de.Rojasl V i s i o n  o f  the B i r t h  and Death of 
Language", MLN, X C I I I  (1978), 169-70: "Such i s  the o d d i t y ,  i n c o n g r u i t y  
and d i s p a r i t y  between the  standard meaning o f  t h e  words used by the o l d  
bawd and t h e  nature o f  the  s i t u a t i o n  i n  which they occur t h a t  they s igna l  

Mel ibea t h a t  she i s  t o .  i n t e r p r e t  them accord ing ly .  Th is  she does 
~ P ~ e n s a s  que no tengo sentidas tus  pisadas e entendido t u  daiiado mensa- 

je?; ' )  and though the  language of innuendo i n h i b i t s  her  r e t a l i a t i o n ,  i t  
a lso  a l lows  her t o  indu lge  i n  d e c e i t  w i t h  apparent impuni ty  ("Es obra p i a  
6 Santa sanar 10s passionados 6 enfermos.") 

l6 As Cicero expla ined i n  h i s  Topica, t r a n s l a t e d  by H.H. Hubbel l  
(Cambridge, Mass.: Harvard U n i v e r s i t y  Press, 1949), p. 453, the re  a r e  
th ree  k inds o f  r h e t o r i c a l  speeches: j u d i c i a l ,  the aim of which i s  t o  
achieve j u s t i c e ;  d e l i b e r a t i v e ,  the  end o f  which i s  advantage; and enco- 
m i a s t i c ,  t h e  aim o f  which i s  honour. 



CELESTINESCA 

l7 Lee A. Sonnino, A Handbook h Sixteenth-Century Rhetoric (London: 
Routledge Kegan Paul, 1968), p. 243.' 

l8 P. E. Russel l , "The C e l e s t i m  cmentuda" i n  Medievat Hispmiic 
Studies Presented t o  Rita Hamilton (London: Tamesis, l976), pp'. 175-93, 
a t  p. 191. 

l9 The author  i s  most g r a t e f u l  t o  Professor  A.D. Deyermond, Dr. 
Dorothy Severin, Professor  J. Snow and Dr. Robin Car te r  f o r  t h e i r  i n v a l u -  
ab le adv ice and c o r r e c t i o n s  d u r i n g  the  p repara t ion  o f  t h i s  a r t i c l e .  - 

La ' f u r i a '  de Mel ibea .  Auto I, escena  pr imera  de  l a  ob ra .  
De l a  t r a d u c c i 6 n  alemana de  C .  Wirsung (1520) .  
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RELIGION AS MAGIC IN THE TRAGEDIA POLICIANA 

P a t r i c i a  S. F inch 
Catho l i c  U n i v e r s i t y  o f  America 

Claudina, i n  Sebastihn Fernindez' Tragedia PoZicianu, l i k e  her coun- 
t e r p a r t  Celest ina,  i n  Rojas'  masterpiece, i s  adept a t  the  manipulat ion o f  
her  v i c t i m s  and c l i e n t s  through o c c u l t  p rac t i ces ,  and, again l i k e  her more 
famous predecessor, she i s  equa l l y  ready t o  seek d i v i n e  i n t e r v e n t i o n  when 
the  occasion warrants. It i s  t h i s  r e l a t i o n s h i p  between magic and r e l i g i o n  
i n  the Policiana t h a t  I w i l l  examine i n  what fo l l ows .  

Maria Rosa L ida  de M a l k i e l  noted i n  La originalidad ar t i s t i ca  de "La 
CeZestina" t h a t  t h e  elements o f  w i t c h c r a f t  present i n  the  i m i t a t i o n s  l a c k  
the  s u b t l e  t reatment  g iven them by Rojas, and t h a t  i m i t a t o r s  l i k e  Fernhn- 
dez por t rayed w i t c h c r a f t  more openly and w i thou t  t h e  pretense o r  sham of 
coverup occupations. I n  t h e  . PoZiciana i t  determines t h e  behavior o f  the  
heroine, F i l  omena, a t  t h e  expense o f  .the psychologica l  v e r i s i m i  l i tude so 
v i t a l  t o  Rojas'  ~ e l e s t i n a . 1  

With t h e  p u b l i c a t i o n  o f  the MalZeus MaZeficarum i n  1484 came the re -  
j e c t i o n  o f  t h e  orthodox d o c t r i n e  t h a t  d e v i l s  cou ld  work on t h e i r  own 
w i thou t  the  he lp  o f  the  hechicero. Th is  o f  course makes t h e  hechicero 
v i t a l l y  impor tant  f o r  t h e  d e v i l ' s  work, and the  general op in ion  a t  the  
t ime o f  the  Celestina was, as P. E. Russel l  p o i n t s  out ,  "que 10s hechizos 
ten ian  e f i c a c i a  especia l  en 10 que a ta i i i a  a l a s  cosas amorosas."2 Russel l  
exp la ins  tha t ,  according t o  t h e  MaZleus, the  most impor tant  a c t i v i t y  o f  
the  hechiceras was t o  "p roduc i r  por  medios &gicos una v i o l e n t a  pasi6n 
hacia una persona determinada en l a  mente de l a  v i c t ima del  hechizo."3 
This  e f f e c t - - c a l l e d  ph i locap t ioa- i~  t h e  u l t i m a t e  goal o f  the conjuros of 
both Ce les t i  na and Claudina, and exp la ins  the c lose r e l a t i o n s h i p  between 
aZcahueteria and hechiceria i n  Rojas '  t ime. Since the  Tragedia PoZiciana 
i s ,  accord ing t o  Men6ndez Pelayo, t h e  c l o s e s t  i m i t a t i o n  o f  the  Celestina, 
these p o i n t s  a re  p e r t i n e n t  t o  t h e  s tudy o f  the PoZiciana. 

The problems o f  d i s t i n g u i s h i n g  between "magic" and " r e l i g i o n "  i s  a 
r e c u r r e n t  one which was d e a l t  w i t h  a t  l e n g t h  i n  anc ient  times i n  P l i n y ' s  
Natural History and P l a t o ' s  Book of ~aws.5 Confusion p e r s i s t s  even today, 
and d i s s o c i a t i o n  o f  the  two terms has always been a dilemma f o r  the  Chr is-  
t i a n  church. I n  the f o u r t h  century "Jesus h imse l f  was looked upon as a 
magician and was, i n  f a c t ,  represented i n  a l l  h i s  o l d e r  p i c t u r e s  w i t h  a 
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magic wand i n  h i s  hand."6 C h r i s t i a n  w r i t e r s ,  d i s tu rbed  by such images, 
took up t h e  task  of separat ing magic from m i r a c l e .  I n  The C i t y  of God, 
Saint  Augustine denied t h a t  C h r i s t ' s  m i rac les  were magical,  emphasizing 
t h a t  they "were wrought by simple conf idence and devout f a i t h ,  n o t  by 
incan ta t ions  and s p e l l  S . "  He associated m i r a c l e  w i t h  d i v i n e  i n f l u e n c e  and 
magic w i t h  demonic i n t e r v e n t i o n . 7  For our  purposes t h i s  d i s t i n c t i o n  i s  
inadequate, s ince i t  does n o t  i d e n t i f y  a  s t r u c t u r a l  o r  f u n c t i o n a l  d i f f e r -  
ence t o  he lp  those o f  us who have d i f f i c u l t y  d i s t i n g u i s h i n g  between angels 
and d e v i l s .  Sa in t  Thomas a f f i r m e d  the  r e a l i t y  o f  magic, as d i d  o t h e r  
fa thers  o f  the  Church, b u t  he denied t h a t  t h e  magicians possessed any 
supernatural powers. I t was n o t  the  hechicera who had the  power, b u t  the 
d e v i l  who was per forming the "magic," deceiv ing t h e  w i t c h  i n t o  b e l i e v i n g  
she had performed i t  .8 

I n  the  l a t e  n ine teen th  century, S i r  James Frazer  prov ided a  c l a s s i c  
d i s t i n c t i o n :  "Magic," i n  h i s  words, "attempts t o  compel the  powers o f  the  
universe; r e l i g i o n  supp l i ca tes  them."g O r ,  as Paul T i l l i c h  expla ins,  r e -  
l i g i o n  i s  t o  be i d e n t i f i e d  w i t h  u l t i m a t e  concern, and w i t h  response t o  the 
r e v e l a t i o n  o f  God, as opposed t o  magic, which reaches o u t  and se izes i n  
order  t o  possess o r  c o n t r o l  . l 0  

An even sharper d i s t i n c t i o n  was drawn by Bronis law Malinowski i n  
Magic, Science, and Re l ig ion .  Mal inowski de f ines  magic as "a p r a c t i c a l  
a r t  c o n s i s t i n g  o f  ac ts  which a re  o n l y  means t o  a  d e f i n i t e  end," and r e l i -  
gion as "a body o f  se l f - con ta ined  ac ts  being themselves t h e  f u l f i l l m e n t  o f  
t h e i r  purpose. "11 Freud po in ted  ou t  i n  Totem and Taboo t h a t  sorcery " i s  
e s s e n t i a l l y  the  a r t  o f  i n f l u e n c i n g  s p i r i t s  by t r e a t i n g  them i n  the  same 
way as one would t r e a t  men i n  l i k e  circumstances: appeasing them, making 
amends t o  them, p r o p i t i a t i n g  them, i n t i m i d a t i n g  them, robbing them of 
t h e i r  power, subduing them t o  one 's  w i l l - - b y  the  same methods t h a t  have 
proved e f f e c t i v e  w i t h  l i v i n g  men. Magic, on the o ther  hand, . . . d i s r e -  
gards s p i r i t s  and makes use o f  spec ia l  procedures and n o t  o f  everyday 
psychologica l  methods."l2 Both o f  these p r a c t i c e s  are found i n  t h e  P o l i -  
c i a m ,  and f o r  our purposes o f  d i s t i n g u i s h i n g  them from r e l i g i o n  they can 
be considered together .  

The most comprehensive and s p e c i f i c  separat ion of the c h a r a c t e r i s t i c s  
o f  magic and sorcery, on the  one hand, from those o f  r e l i g i o n ,  on the  
other ,  i s  t h a t  o f  Wi l l i am J. Goode, who assign t h e  f o l l o w i n g  charac te r -  
i s t i c s  t o  magic as opposed t o  r e l i g i o n :  1 )  concrete s p e c i f i c i t y  of goal;  
2)  a  man ipu la t i ve  a t t i t u d e ;  3)  emphasis on the  p r o f e s s i o n a l - c l i e n t  r e l a -  
t i o n s h i p  r a t h e r  than t h a t  o f  prophet and f o l l o w e r ;  4) emphasis upon i n d i -  
v idual  r a t h e r  than s o c i a l  ends; 5 )  p r a c t i c e  main ly  by i n d i v i d u a l s  r a t h e r  
than communal worship; 6). a  ready change o f  technique i n  the  event  o f  
f a i l u r e ;  7 )  a  l e s s e r  degree o f  emotion; 8 )  - '10) emphasis on evading o r  
bending the na tu re  o f  the universe,  as opposed t o  accept ing and implement- 
i ng  i t ;  and, f i n a l l y ,  11) inst rumenta l  use f o r  the at ta inment  of spe- 
c i f i c  goals.13 

I f  we look  a t  the  o s t e n s i b l y  r e l i g i o u s  p rac t i ces  i n  t h e  P o l i c i a m ,  i t  
soon becomes ev iden t  t h a t  they are "magical" ac ts  as performed by the  
characters i n  t h i s  work: P o l i c i a n o  and Claudina both pray f o r  Phi lomena's 
surrender- - th is  i s  t h e i r  " s p e c i f i c  goal .  " S i m i l a r l y ,  Claudina at tempts 
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t o  assure the  e f f i c a c y  o f  her  man ipu la t i ve  conjuros through prayer .  She 
charges Parmenia, her daughter, and L i b e r t i n a :  "Mochachas, rogad a Dios 
que yo salga con e l l a  a l u z ,  que no me acuerdo auer in ten tado  cosa de que 
tan to  aya desconfiado. "14 Claudina inc ludes re1 i g i o u s  p rac t i ces  i n  her 
professional r i t u a l s .  Her prayers a re  p a r t  o f  a "package deal"  inc luded 
i n  her  p r o f e s s i o n a l - c l i e n t  r e l a t i o n s h i p  w i t h  Po l i c iano  and Philomena. 
Obviously Claudina's r e l i g i o u s  p rac t i ces  do indeed "emphasize the  i n d i -  
v idual  r a t h e r  than the  s o c i a l  end," and they a re  p rac t i ced  by her  a lone 
r a t h e r  than communally. The ready change o f  technique i s  ev iden t  when 
Claudina prays f o r  success i n  her  b r u j e r i a s .  I f  r e l i g i o n  doesn ' t  work she 
resorts t o  magic. Pol i c i a n o  does l i kewise, going f i r s t  t o  God and then t o  
Claudina (p.  8 ) .  Claudina performs her  o s t e n s i b l y  r e l i g i o u s  a c t s  i n  a 
bus iness l i ke  manner w i t h  "a l e s s e r  degree o f  emotion." Even on her  death- 
bed, her  pseudo-confession appears m a t t e r - o f - f a c t .  She uses her  p e t i -  
t i o n a r y  prayers, b less ings,  and confession, l i k e  her o c c u l t  p rac t i ces ,  
t o  f o r c e  the  f r e e  w i l l  o f  Philomena and thus bend the moral na tu re  o f  the  
universe. Claudina's " r e l i g i o u s "  ac ts  are, then,thoroughly inst rumenta l ,  
and used i n  p u r s u i t  o f  s p e c i f i c  goals .  

So i t  i s  t h a t  what i n i t i a l l y  appear t o  be r e l i g i o u s  p r a c t i c e s  i n  the 
Tragedia PoZiciana a re  i n  r e a l i t y  o n l y  instances o f  r e l i g i o n  i n  t h e  ser- 
v i c e  o f  magic. Th is  i s  p r e c i s e l y  t h e  type o f  r e l i g i o n  corrupted by magic 
and s i l p e r s t i t i o n  t h a t  Cervantes s a t i r i z e s  i n  Rinconete y CortadiZZo, when 
one o f  the  p r o s t i t u t e s  associated w i t h  Monipodio's gang " l e  encarg6 [a l a  
beata Pipota]  que pusiese . . . dos candel icas a 10s santos ue a e l l a  l e  
pareciese que eran de 10s "5s aprovechados y agradecidos." l? Monipodio 
expects h i s  th ieves  t o  be pious, i n  such p rac t i ces  as "no [ tener ]  conver- 
saci6n con mujer que se l lame Maria e l  d i a  de l  s5bado."l6 

Although the  non-nagical p r a c t i c e  o f  re1  i s i o n  i s  n o t  i n  ev idence  i n  
the PoZiciana, except perhaps when the  f a t h e r  asks t o  be l e f t  a lone "a re -  
zar [sus] acostumbradas devociones" (pp. 47 and 51 ), the re  i s  indeed a 
moral o r  r e l i g i o u s  framework o f  s o r t s  as revealed i n  the aa thor ' s  preface, 
when he s t a t e s  t h a t  h i s  f i r s t  purpose i n  w r i t i n g  the  work i s  "para alum- 
b r a r  a 10s amadores del  mundo de una ceguedad tan  notable . . ." (p. 2 ) .  

Evidence o f  a moral framework i s  a l s o  t o  be found i n  Theophi lon 's  
advice t o  h i s  daughter, Philomena: 

Siempre, h i j a  mia, t r a b a j a  de e s t a r  
noblemente ocupada porque e l  demonio, 
enemigo de l a  naturaleza, no h a l l e  en- 
t rada en t u  coraz6n. (p .  20) 

The servant  Dorotea 's  d iscovery o f  her dead mist ress,  Philomena, and 
o f  Po l i c iano ,  provokes a loud  lament: 

0 amor mundano. 0 loco  mundo. 0 
v a r i a b l e  mundo, l l e n o  de tan tos  desa- 
t i n o s .  Loco es quien en ti c o n f i a  
. . . . S i n  seso quien t u s  pisadas 
sigue . . . . Plega a Dios, amor, 
que a quien t e  creyera 10 mejor de l a  
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v i d a  l e  f a l t e  . . . . Vete amor, v e t e  
mundo, . . . que q u i e n  vanamente ama, 
van idad es su  s a l a r i o .  (p .  58) 

The work ends w i t h  Theoph i l on ' s  n o n - C h r i s t i a n  planctus, s i m i l a r  t o  
P l e b e r i o ' s  lament  a t  t h e  dea th  o f  h i s  daugh te r .  Fern indez,  however, ends 
t h i s  despe ra te  p l a i n t  on a  somewhat d i f f e r e n t  n o t e  f r o m  t h a t  o f  Rojas:  
"Omnia p r e t e r e u n t  p r e t e r  amare Deum" ( " A l l  t h i n g s  pass excep t  t o  l o v e  
God") (p .  59) .  

The mora l  i n t e n t i o n  i n  t h e  Celestina appears t o  be more s i n c e r e  t h a n  
i n  t h e  Policiana. A key d i f f e r e n c e  i s  i n  t h e  dea th  scenes o f  t h e  respec-  
t i v e  p r o t a g o n i s t s .  When C e l e s t i n a  c a l l s  f o r  confess ion a t  t h e  end o f  t h e  
work, she seems t o  be s i n c e r e l 7 ;  a l t h o u g h  h e r  l i f e  has been f i l l e d  w i t h  
s i n ,  she hopes a t  t h e  l a s t  m inu te  t o  be saved. Her t r agedy  and t h e  mora l  
l esson  come, as i n  El burlador de Sev i l la ,  t h rough  t h i s  u n f u l f i l l e d  r e -  
ques t .  I n  t h e  Policiana, Claud ina,  hav ing  f a l l e n  v i c t i m  t o  t h e  w r a t h  o f  
vengefu l  se rvan ts ,  a l s o  asks f o r  con fess ion ,  b u t  i n s t e a d  o f  send ing f o r  a  
p r i e s t  she sends f o r  C e l e s t i n a .  I t i s  taken f o r  g r a n t e d  t h a t  she w i l l  go 
t o  H e l l ,  and t h u s  h e r  "assass ins "  f e e l  l i t t l e  o r  no remorse. Pamphi lo 
says over  h e r  body: "Ora a  n o s o t r o s  perdone Dios,  pues a  l a  C laud ina  se 
l l e v d  e l  d i a b l o "  ( p .  54) .  The dea th  scene i s  a  c l e a r  parody o f  C a t h o l i c  
con fess ion .  When C e l e s t i n a  a r r i v e s ,  C laud ina,  i n  a  mock con fess ion ,  
bequeaths h e r  a l l  t h e  i t ems  o f  h e r  t r ade ,  i n c l u d i n g  h e r  house and b u s i -  
ness. 

T h i s  c o n f e s s i o n  i s  rendered a l l  t h e  more r i d i c u l o u s  when C e l e s t i n a  
h e r s e l f  d e l i v e r s  a  sermon t o  C l a u d i n a ' s  f a m i l y :  n o t  once does she men t i on  
God, Heaven, o r  t h e  sou l ,  n o r  express  hope t h a t  t h e  depa r ted  so rce ress  
may r e s t  i n  peace. She says o n l y :  "Apare jad de d a r  sepu l  t u r a  a1 cuerpo 
de mi madre . . ."  (p .  55) .  She i s  r e s i g n e d  t o  t h e  f a c t  t h a t  dea th  must 
f i n a l l y  come t o  . a l l ,  and, be ing  a  w i t c h ,  t h e r e  i s  no hope f o r  e i t h e r  
C h r i s t i a n  s a l v a t i o n  o r  r e l i ~ i o u s  c o n s o l a t i o n .  C laud ina has l i v e d  h e r  l i f e  
i n  s i n  and accepted dea th  w i t h o u t  remorse. The a u t h o r  f a i l s  t o  ach ieve  
t h e  a r t i s t r y  o f  Rojas,  f o r  t h e r e  i s  no t ragedy ,  no hope, and thus  no 
l esson  t o  be l ea rned .  

I n  t h e  Tragedia Policiana, t h e  s y m b i o t i c  r e l a t i o n s h i p  between magic 
and r e l i g i o n  i s  apparent .  F i f t y  y e a r s  a f t e r  t h e  Celestina t h e  heresy  o f  
w i t c h c r a f t  s t i l l  r e t a i n e d  i t s  a r t i s t i c  appea l ,  and t h e  alcahueta and t h e  
bruja con t i nued  t o  e x e r c i s e  v e r y  r e a l  a t t r a c t i o n  i n  l i t e r a t u r e .  C l a u d i -  
n a ' s  o c c u l t  and pseudo-re1 i g i o u s  p r a c t i c e s  a r e  m u t u a l l y  complementary, as 
a r e  C e l e s t i n a ' s ,  i n  an a t t e m p t  t o  reap  maximum b e n e f i t s  from each, b u t  
C laud ina seems more hardened s p i r i t u a l l y  t han  Cel e s t i n a  i n  h e r  who lehea r t -  
ed a d d i c t i o n  t o  s i n 1 8  and i n  h e r  c l e a r  l a c k  o f  any hope f o r  s a l v a t i o n ,  a l l  
o f  wh ich  keeps t h e  work f r om a t t a i n i n g  t h e  humanity o f  t h e  Celestina. 
T h i s  p e r s i s t e n t  r e s i g n a t i o n  f r o m  beg inn ing  t o  end i s  perhaps p a r t  o f  t h e  
reason why Claud ina f a i l s  t o  deve lop those  t r a i t s  wh ich  m i g h t  make h e r  a  
more sympa the t i c  and engaging c h a r a c t e r .  Her t o t a l  d e v o t i o n  t o  magic 
leaves her ,  i n  comparison t o  C e l e s t i n a ,  a  p a l e  and f l e x i b l e ,  somewhat de- 
humanized f i g u r e ,  a  s t e r e o t y p e  l a c k i n g  t h e  c o m p l e x i t y  t h a t  makes h e r  coun- 
t e r p a r t  i n  Ro jas '  mas te rp iece  so a l i v e  and r e a l .  

V& >:c 
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Maria Rosa Lida de Mal kiel seems to contradict herself a s  to the 
sinceri ty of Celestina 's  request: In one chapter she c a l l s  t h i s  l a s t  plea 
for  confession " la  l lave  m6gica para l a  vida eterna" (p. 512, emphasis 
mine); in a l a t e r  chapter she says tha t  t h i s  cry fo r  confession i s  "el 
mismo de cualquier cr is t iano de l a  6poca [para] l a  confesidn que asegura 
l a  remisidn de 10s pecados y l a  vida eterna." (p .  366). 

[Argumento e i l u s t r a c i d n  d e l  X V I I  au to  de C. 
De l a  traducci6n alemana de C .  Wirsung, 1520.  
Areusa f i n g e  amor a Sos ia  y l e  saca  e l  s e c r e -  
t o  de l a  hora d e l  encuentro de C a l i s t o  y de 

~ e l i b e a .  ] 
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ORLANDO MARTINEZ-MILLER. La e'tica judfa y La Cezestina como azegorfa. 

Miami: Ediciones Universal, 1978. 280 pp. 

Students need not rush to buy what its foreword describes as the "de- 
finitiva ex6gesis" of Celestina. This book deserves to stand alongside 
similar erudite and ingenious works which seek to prove that Bacon wrote 
Shakespeare. It would be wrong to underrate the author's very consider- 
able scholarship so far as late medieval Jewish ethical and philosophical 
writings are concerned, and perhaps the most valuable parts of the book 
are the three chapters (pp. 43-100) devoted to a survey of Peninsular lit- 
erature in Hebrew; but he knows little of CeZestina scholarship, and 
relies on Mengndez Pelayo, Maeztu, Garrido Pallard6, Serrano Poncela, Ma- 
ria Rosa Lida de Malkiel, and Amgrico Castro. (Four other items listed in 
the bibliography--Berndt, Gilman's A r t ,  Castro Guisasola, and Maravall-- 
are not utilized.) 

The author departs from the premise that only a negligible minority 
of Jews were ever genuinely converted to Christianity, and to demonstrate 
that Cezestina is an allegory (the term is, of course, misused), designed 
to show the conversos and the Jews that the disaster of the expulsion was 
due to their apostasy and neglect of Talmudic prescriptions, he supposes 
(1) that Rojas was a Judaizing Jew (who, nevertheless, "respected" Cathol- 
icism), (2) that he was "un gran hebraista" (since he could not otherwise 
have read the untranslated Hebrew literature), (3) that his religious 
teacher was Isaac Aboab of Toledo, author of Menorath ha-Manor (and also 
the "amigo" of the Carta), (4) that CeZestina is the work of one sole 
author, Rojas (5) that it was written between March and August 1492, 
(before the death of Isaac Aboab) and (6) that the mention of Petrarch in 
the Prologue is a complete red herring, so that we must look elsewhere for 
Rojas's sources. Of course he also posits a good deal more. We are to 
believe that while Calisto and Sempronio are Christians, Celestina, P&-- 
meno, Lucrecia, Pleberio, Alisa, and Melibea are Jews; and we must accept 
a series of curious translations : "gentil" means "Gentile", "temor1' is to 
be construed as "fear of God", "acostado sobre mi propia mano" must be 
interpreted as "lying in bed reading the Semah", and so on. 

The reader is, consequently, left with the problem of trying to see 
how much of the whole ingenious structure might survive after the removal 
of some fundamental props, such as the authorship of Act I, the date of 
composition or the irrelevance of Petrach, not to mention Rojas's mastery 
of Hebrew. Despite the fact that much of this book is quite demonstrably 
the most arrant nonsense, one is left at the end with the tiny suspicion 
that there might be some minuscule grain of truth in the more general 
thesis that Rojas was not totally unfamiliar with some Jewish beliefs and 
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practices, and that he felt some sympathy for Jewish ethics. But a quite 
different book, more cautious, much better informed, and less extrava- 
gantly imaginative, would be needed to demonstrate that even this minimal 
hypothesis needs be kept in mind. 

Keith Whinnom University of Exeter 

[Argumento e ilustracidn del I11 Auto de E. 
De la traducci6n alemana de C. Wirsung, 1520. 
Sernpronio y Celestina llarnan a la puerta de 
la casa de esta; Elicia asoma a la ventana.] 
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Calisto and Melibea. Music by Jerome Rosen and l i b r e t t o  by Edwin Honig. 
Worldpremiere a t  The Universi ty  of California-Davis, May 31, 1979. 

REVIEWER'S NOTES 

Reed Anderson 
Universi ty  of C a l i f o r n i a  - Davis 

A s  a work f o r  the  s tage ,  La Cetestinu presen ts  a d i r e c t o r  with two 
i n e v i t a b l e  chal lenges:  f i r s t  a r e  t h e  t echnica l  d i f f i c u l t i e s  t h a t  a r i s e  
from t h e  work's o v e r a l l  length and numerous scenes and s e t t i n g s ;  second is 
t h e  need t o  confront  t h e  d i f f i c u l t i e s  of t h e  genre of "tragicomedy" and t o  
e s t a b l i s h  and develop a d e f i n i t e  tone  throughout t h e  performance. Com- 
poser Jerome Rosen and h i s  l i b r e t t i s t  Edwin Honig have met these  problems 
i n  t h e i r  Calisto and Metibea, and have worked toward t h e  c r e a t i o n  of a 
dramatic p l o t  and musical l i n e  t h a t  progresses  ine luc tab ly  from t h e  f i r s t  
awakening of e r o t i c  passion i n  t h e  young l o v e r s ,  through t h e  f a t a l  i n t e r -  
vent ion of t h e  bawd and witch,  Ce les t ina ,  and ending i n  t h e  deaths of a l l  
those caught up i n  t h e  ever-expanding crossplay of greed, egotism and 
passion.  

Insofa r  a s  t h e  work's l eng th  i s  concerned, i t  would be d i f f i c u l t  t o  
imagine c u t t i n g  t h e  play any-more than Eonig has  done and s t i l l  maintain 
t h e  coherence of p l o t  and charac te r  development t h a t  a r e  necessary t o  
understand t h e  eventual  f a t a l  involvement of so  many people i n  what 
begins,  innocent ly enough, a s  t h e  c a s u a l  i n f a t u a t i o n  of two young lovers .  
Honig has  f r e e l y  adapted and arranged mater ia l  from t h e  1631 t r a n s l a t i o n  
and s t a g e  vers ion  by James Mabbe. There a r e  s i x t e e n  scenes i n  Honig's 
three-act  o p e r a t i c  s c r i p t ,  with f o u r  main l o c a t i o n s  f o r  t h e  dramatic 
ac t ion :  Melibea's garden, C a l i s t o ' s  chambers, Ce les t ina ' s  house, and t h e  
i n t e r i o r  of Melibea's house and her room. Several  scenes a r e  played f ron t -  
s t a g e  l e f t  o r  r i g h t  t o  represen t  a c t i o n  tak ing  p lace  i n  t h e  s t r e e t s  o f t h e  
c i t y .  The physical  movement of scenery is accomplished i n  t h i s  s tag ing  
with about a s  much economy and swi f tness  a s  can be  expected. Three l a r g e  
panels  a r e  used a s  backdrops: t h e  l e f t  and r i g h t  ones a r e  s t a t i o n a r y  and 
represen t ,  on one s i d e ,  an arched gateway on a c i t y  s t r e e t . a n d  t h e  wal land  
domed roof top  of a house, and on t h e  o ther  s i d e ,  t h e  o u t s i d e  wall  of Me- 
l i b e a ' s  house with an e x t e r i o r  s ta irway lead ing  up t o  the  tower. The cen- 
t e r  panel  is moveable, and is r o l l e d  away and replaced with another  f o r  
each change of scene. The scenes i n  Melibea's garden a r e  p a r t i a l l y  
screened from the  audience's d i r e c t  view by s e v e r a l  t r e l l i s e s  draped with 
c l o t h  t o  suggest hanging v ines ,  providing a d i s c r e e t  sec lus ion  f o r  t h e  
lovers .  
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The set and costumes are only in the most impressionistic sense sug- 
gestive of a 15th-century Spain; their predominant motifs show the influ- 
ence of Moorish styles of architecture and dress, although Celestina's 
costume is that of the traditional stage gypsy. The overall result is a 
somewhat vague exoticism whose effect is ultimately in accord with the 
apparent intentions of the designers. Their concern is quite obviously 
less with historical naturalism and more with creating the illusion of a 
colorful and almost legendary tale of passion and death. 

The anti-naturalistic effect is sustained as well by the color scheme 
and painting style used on the backdrops, and by the lighting. For ex- 
ample,the sets that represent exterior walls of houses are painted a hazy 
sky-blue that melds into grey, and in places even into a subtle orange or 
pink -- the effect overall is that of a sky covered by thin billowy 
clouds, and tinted very slightly by the light of the setting sun. The set 
is lit at first to emphasize the natural colors, but during the scene of 
Celestina's conjury, the semi-darkness of the stage glows with red light, 
and crimson tones begin to stand out in the lighting mix as the play pro- 
gresses from that point on. The subtle red lighting contributes a par- 
ticularly ominous atmosphere, for instance, to the scene where Celestina 
and Melibea are directly engaged in their struggle of manipulation and 
resistance over the remedy to be offered to the ailing Calisto. The scenes 
beginning with Sempronio's murder of Celestina and continuing to the end 
of the play, in Melibea's garden, are even more dimly illuminated, fur- 
nishing the progressive representation of nightfall with an ominous tone 
of doom. All this combines to underscore the fatal complications of plot 
that result from the intense interlace of eros, greed, revenge and 
despair. 

The composer, librettist and designers, then, are in agreement about 
their artistic goal, that is, to enhance the meaning and the enotional 
impact of the characters' words and actions, and thus by extension, to 
communicate their passions to the audience. In other words, the physical 
and technical aspects of this production, rather than being background, 
underscore and embellish the musical and dramatic development of the 
opera's tone. 

But there are ambiguities precisely where the question of tone is 
concerned that give rise to the principal reservations that I have about 
this production. The difficulty begins even with Honig's choice of a sub- 
title: "A Comedy (my emphasis) of Love, Seduction, and Death ." Composer 
Rosen in his program notes indicates his own awareness of the crucial 
problem of tone when he says that, "the ambivalence inherent in this 
tragicomedy seemed to require clarification for operatic purposes.'' In 
the end, the production does not seem to have settled the difficult ques- 
tion of whether this version means to be a comedy, a tragi-comedy, a melo- 
drama, or an amalgam of all of these. 

The overture establishes an interplay of tones that will characterize 
the entire drama, but the emphasis falls strongly on the menacing and 
foreboding moods that will begin to sort themselves out and predominate 
from the point where Celestina invokes the Devil's aid, and where she 
literally winds Melibea up in a web of the crimson yarn she has just sold 
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h e r .  As I w i l l  t r y  t o  po in t  o u t  though, t h e  coherent  p rogress ion  from a 
r e l a t i v e l y  l i g h t  and comic beginning t o  what should be  an i n t e n s e  and 
t r a g i c  ending i s  d i s s i p a t e d  and perhaps even l o s t ,  wi th  s e r i o u s  conse- 
quences f o r  t h e  o v e r a l l  impact of  t h e  product ion on i ts  audience. 

Rosen's s t a t e d  i n t e n t i o n  i s  p r e c i s e l y  t o  have t h e  musical l i n e  c a r r y  
t h e  drama from a r e l a t i v e l y  a r t i f i c i a l  and comic tone a t  t h e  beginning,  
toward a n  "ever da rker  and more dramat ic  conclusion. ' '  And y e t  t h i s  pro- 
g r e s s i o n  is  l e s s  d i s c e r n i b l e  through t h e  music than through t h e  v i s u a l  
a s p e c t s  of t h e  product ion and through t h e  a c t i n g .  This  perhaps has  t o  do 
w i t h  t h e  d i f f i c u l t y  inheren t  t o  t h e  mus ic ' s  s t y l e ,  and p a r t i c u l a r l y  s i n c e  
t h e  s c o r e  provides  what g i v e s  t h e  impression of being a  s i n g l e ,  cont inu-  
ous ly  flowing musical  l i n e  t h a t  s e r v e s  a s  a n  accompaniment t o  t h e  char- 
a c t e r s '  every word and a c t i o n .  Thus i t  i s  t h a t  t h e  two cha l l enges  I men- 
t ioned  a t  t h e  beginning become c l o s e l y  r e l a t e d  -- t h e  somber tone  which 
must b e  b u i l t  from t h e  opening scenes  r i s k s  being l o s t  i n  t h e  course  of 
t h e  cons ide rab le  amount of conversa t ion  and dramatic  bus iness  t h a t  must go 
on among t h e  charac te r s .  While t h e  musical  l i n e  works t o  i n t e n s i f y  t h e  
drama's tone dur ing  a c t s  two and t h r e e ,  t h e  f a c t  t h a t  a l l  of t h e  opera ' s  
d ia logue  is  sung, resembling thereby a  long and un in te r rup ted  r e c i t a t i v e ,  
has  t h e  e f f e c t  of slowing t h e  movement of t h e  i n h e r e n t l y  complicated p l o t ,  
and t h e  necessary t ens ion  f a i l s  t o  b u i l d ,  o r  b u i l d s  s p o r a d i c a l l y  at  b e s t .  

The only a r i a s  a s  such belong t o  Melibea, whom Rosen p r e s e n t s  a s  
vu lne rab le  and touching i n  h e r  confusion over  C e l e s t i n a ' s  determined in- 
t e r v e n t i o n  on C a l i s t o ' s  b e h a l f .  She is  t h e  only t r u l y  t r a g i c  f i g u r e  i n  
t h e  drama, and e f f e c t i v e l y  c a p t u r e s  t h e  aud ience ' s  sympathy. One o t h e r  
a r i a  is  given t o  C a l i s t o  t h e  morning a f t e r  h i s  arranged meeting wi th  Meli- 
bea  i n  h e r  garden. C a l i s t o ' s  f a t u o u s  se l f -absorp t ion  and v a i n  posing a r e  
s u c c e s s f u l l y  emphasized, a s  he c o n f i d e n t l y  (and wi th  heavy dramatic  i rony)  
d e c l a r e s  h i s  love  t o  be  migh t i e r  than  d e a t h  i t s e l f .  Other prominent s o l o s  
a r e  given t o  t h e  swaggering and t r eacherous  Sempronio, t o  t h e  bawdy b u t  
s i n i s t e r  C e l e s t i n a ,  and l a t e r  on, t o  t h e  engaging and comic T r i s t a n .  

But t h e  r e a l  problem f o r  l i b r e t t i s t ,  composer and d i r e c t o r  comes 
a f t e r  t h e  dea th  of C e l e s t i n a .  Her f i g u r e  i n e v i t a b l y  dominates a l l  o t h e r s  
dur ing  t h e  f i r s t  two-thirds o r  more of  t h e  product ion.  She has  s e t  t h e  
p l o t  i n  motion, and t h e  t a s k  t h a t  remains a f t e r  h e r  disappearance is t o  
s u s t a i n  t h e  aud ience ' s  i n t e r e s t  i n  t h e  f a t e  of t h e  o t h e r  c h a r a c t e r s  (who 
m u s t t h e r e f o r e  g a i n  what they may have lacked i n  v iv idness  and individu-  
a l i t y ) ,  whi le  b u i l d i n g  s w i f t l y  and coheren t ly  toward t h e  s u i c i d e  of 
Melibea. 

Considerable  time is  devoted i n  t h i s  s c r i p t  t o  t h e  p l o t t i n g  of Ca- 
l i s t o ' s  murder among Lucrecia ,  E l i c i a  and f i n a l l y ,  T r i s t z n ,  whom they 
e n t a n g l e  by e r o t i c  ent icement .  By t h e  t ime T r i s t a n  is  k i l l e d  by dogs 
whi le  guarding t h e  l adder  f o r  C a l i s t o  a t  Melibea's garden w a l l ,  t h e  da rk  
and t h r e a t e n i n g  atmosphere surrounding t h i s  doomed love  a f f a i r  has  been 
d i l u t e d  t o  t h e  e x t e n t  t h a t  t h e  l ackey ' s  dea th  seems g r a t u i t o u s  t o  t h e  
po in t  of  being comic. Likewise, t h e  sudden mistaken k i l l i n g  of t h e  serv-  
i n g  g i r l s  by C a l i s t o  seems excess ive ,  p r e c i s e l y  because i t  is no t  c l e a r  i n  
dramat ic  terms what t h e  tone of  t h i s  i n c i d e n t  i s  meant t o  be,  whether 
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comic, melodramatic,  o r  something i n  between. From t h i s  p o i n t  on, it i s  
a l l  t h e  more d i f f i c u l t  t o  r e s t o r e  t h e  t r a g i c  p o t e n t i a l  of t h e  p roduc t ion  
and t o  prevent  C a l i s t o ' s  plunge from t h e  w a l l  from being comic, and Meli- 
bea ' s  d e s p e r a t e  s u i c i d e  from l a p s i n g  i n t o  pure  melodrama. I f  i n  f a c t  
these  f i n a l  i n c i d e n t s  a r e  meant t o  have comic o r  melodramatic over tones ,  
such an i n t e n t i o n  would seem t o  b e t r a y  t h e  somber and p o t e n t i a l l y  t r a g i c  
mood t h a t  has  been b u i l d i n g  from e a r l y  on i n  t h e  opera ,  i n  bo th  t h e  music 
and t h e  s t ag ing .  The tendency of t h e  sung d ia logue  t o  r e t a r d  t h e  movement 
of t h e  p l o t  where i t  should be b r i s k ,  combined w i t h  t h e  ambivalent e f f e c t  
of  t h e  s e r i e s  of dea ths  a t  t h e  end of  t h e  opera ,  consp i re  t o  d i s t r a c t  from 
t h e  v iv idness  of t h e  c h a r a c t e r s '  emotions and t h e  i n c r e a s i n g l y  i n t e n s e  
drama of t h e i r  s i t u a t i o n .  

In  every sense ,  t h i s  is  a  "modern" a d a p t a t i o n  of t h e  C e l e s t i n a  s t o r y .  
The musical  s t y l e ,  t h e  s e t  des ign ,  t h e  costumes and t h e  l i g h t i n g  a l l  a r e  
c a r e f u l l y  designed and coordinated f o r  a n  e x p r e s s i o n i s t i c  emphasis on t h e  
symbolic r e p r e s e n t a t i o n  of mood and emotion. The Rosen-Honig co l l abora -  
t i o n  is no t  however without  i ts  d i f f i c u l t i e s  where t h e  unresolved ambigu- 
i t i e s  of tone  t h a t  I have mentioned a r e  concerned. On t h e  whole, though, 
t h i s  product ion r e p r e s e n t s  an i n t e r e s t i n g  and s e r i o u s  i n t e r p r e t a t i o n  of 
t h i s  complicated t a l e ;  the  r e s u l t  i s  an o p e r a t i c  drama t h a t  dec ided ly  
emphasizes t h i s  enduring s t o r y ' s  e x p l o r a t i o n  of t h e  d a r k  s i d e  of human 
na tu re .  VI ;:c 

La muerte de Melibea (fragment01 ,iBurgos, 1499? 
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THE "CALISTO AND MELIBEA" OF EIlWIN HONIG 

Joseph Snow 
Universi ty  of  Georgia 

Elsewhere i n  t h i s  i s s u e  i s  Reed ANDERSON'S thoughtful  essay on t h e  
staged verse  opera whose l i b r e t t o  i s  t h e  sub jec t  of  these notes .  I f  any 
preliminary o r i e n t a t i o n  can be given t o  t h e  following summarization, i t  
would be t h a t  i n  t h e  h e a r t s  of many l i t e r a t e  English speakers, Ce les t ina  
has become t h e  a rche typ ica l  go-between, even when few of these English 
speakers have l i t t l e  o r  no f a m i l i a r i t y  with t h e  Spanish o r i g i n a l .  B e t t e r  
known f igures  from Spanish l i t e r a t u r e  a r e  Don Juan and Don Quijote  and, 
i n  some q u a r t e r s ,  t h e  Cid. But i n  t h e  twent ie th  century,  with t h e  witness  
of so many t r a n s l a t i o n s  i n t o  English, t h e  emergence of  wider-ranging s t u -  
d i e s  i n  comparative l i t e r a t u r e ,  and t h e  s tag ing  (more o r  l e s s  success fu l )  
of var ied adap ta t ions ,  t h e  major f i g u r e  of  @ Celes t ina  has become much 
b e t t e r  known. Ce les t ina ,  r i c h l y  drawn, exuberant,  c u t  of  un iversa l  c l o t h  
and deeply human, has a j u s t l y  enthusiast ic--and growing--following of  
h e r  own. She is  capable of  being a t  one and t h e  same time r e a l  and myth- 
i c  and her  name has become a signword f o r  a whole f i e l d  of human a c t i v i -  
ty .  These adap ta t ions  and comparative s t u d i e s  a r e  t o  be welcomed, f o r  
they w i l l  u l t imate ly  lead back t o  even g r e a t e r  focus on t h e  o r i g i n a l  Ro- 
j a s  charac te r  c r e a t i o n  and the  l i t e r a r y  masterpiece whose world she so 
completely dominates. 

I n  I-bnig's work, "suggested by Fernando de Rojas' (1499) and by 
James Mabbe's t r a n s l a t i o n  (1631)," t h e  l i n k s  with t h e  o r i g i n a l  a r e  ad- 
mi t ted ly  weak.l Some of  the  f i d e l i t y  t o  t h e  o r i g i n a l  c h a r a c t e r i z a t i o n s  
seemed t o  %nig a necessary s a c r i f i c e  i n  h i s  reduct ion of a t e x t  meant t o  
be s e t  t o  music. The c h a r a c t e r s  with speaking r o l e s  i n  E number four-  
teen: I-bnig gives us "seven composite f i g u r e s  drawn from o ther  c h a r a c t e r s  
. . . and a l s o  from one a n ~ t h e r . " ~  A l l  seven of  them d i e  by t h e  f i n a l  
c u r t a i n , . i n  accord wi th  Honig's b e l i e f  t h a t  i t  "seemed appropr ia te  t o  
opera and t o  t h e  s p i r i t  of  over r id ing  s e n s u a l i t y  which makes the  word 
'd ie '  t h e  most indulged pun of t h e  time, a t  l e a s t  i n  ~ n ~ l i s h . " ~  We a r e  
thus dea l ing  only wi th  the  c e n t r a l  threads of t h e  s t o r y  of  uncontrol led 
romantic passion contained i n  g. Stage c e n t e r  is  s t i l l  very much f i l l e d  
by Celest ' ina, Melibea and C a l i s t o .  Sempronio is  a composite of  h i s  name- 
sake and of Parmeno; E l i c i a ' s  speeches and ac t ions  absorb many t h a t  were 
Areusa's; T r i s t a n  is  a fusing of  Tris tan-Sosia-Centurio.  Lucrecia makes 
a seventh. These a l l  p a r t i c i p a t e  i n  a t a l e  of passion fashioned a f t e r  
Rojas' although IIonig means f o r  t h i s  C a l i s t o  and Melibea t o  be "something 
new i n  English'' r a t h e r  than a c l o s e  i m i t a t i o n  of t h e  Spanish. It is  t h i s  
a s s e r t i o n  t h a t  t h e  following synopsis  w i l l  attempt t o  assess .  

The t e x t  of t h e  l i b r e t t o  consul ted was copyright  i n  1966 and 1972; 
my p r i n t i n g  is of t h e  l a t t e r  year ,  t h e  work of  the  Hellcoal Press and The 
Brown University ~ r i n t e r . ~  It runs t o  57 pages i n  i t s  single-column for -  
mat, and is  mostly a l l  dialogue with few s t a g e  d i r e c t i o n s .  Already i n  
Ca l i s to  and Melibea's opening scene we may begin t o  apprec ia te  the  s i m i -  
--p 
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l a r i t i e s  and d i f f e r e n c e s  i t  e x h i b i t s  with regard t o  Rojas' o r i g i n a l .  We 
a r e  i n  Melibea's garden. 

C a l i s t o :  

Melibea: 

C a l i s t o :  

Melibea: 

C a l i s t o :  

I n  your beauty I see  
t h e  greatness  o f  God! 
In  your sweet form 
my h e a r t  serves Him, 
warming my blood, 
aching my bones. 
Joy t o  t h e  world newmade, 
pleasuring a l l  th ings  born! 

I f e a r  you l i e  
o r  e l s e  blaspheme. 

Your f e a r  s tops  my ears .  
What says your hear t?  

Away! b w  can a man 
speak so t o  me 
of  lewd d e l i g h t s ?  
Who a r e  you? 
0 do not t e l l .  Be gone! 

I am C a l i s t o .  
I go, I go. 
Ib not add 
t o  f e a r  your anger 
f o r  then I s tand  
i n  danger 
of your hatred.  
And you a r e  sacred. 
I g o ,  I g o .  
Forget me not .  
I am Cal i s to .  [ l ]  

5 

The f a m i l i a r  themes of t h e  encounter a r e  here,  although t h e  charac- 
t e r i z a t i o n  of  C a l i s t o  a s  c o u r t l y  lover  s u f f e r i n g  from a "secreto dolor"  
is s a c r i f i c e d  (and so throughout).  Melibea i s  see ing  C a l i s t o  genuinely 
f o r  t h e  f i r s t  time and, although r e j e c t i n g  him, shows her  confusion (see 
her second speech above). The handling of  t h e  name game is c l e v e r l y  
manoeuvered. Honig c a p i t a l i z e s  here,  and throughout, on one of  Rojas' 
major touches: t h e  accentuat ion of t h e  ido la t rous  na ture  of  t h e  passion. 

Scene ii introduces Sempronio who s i e z e s  t h e  opportuni ty f o r  f u t u r e  
gain i n s t a n t l y  he g e t s  wind of  C a l i s t o ' s  malady: Unrequited love. Wen 
a s  C a l i s t o  dec la res  himself t o  be a Melibean, the  c h u r l i s h  Sempronio has 
h i s  p lan  wel l  i n  hand. The cure  i s  i n  t h e  power of a lady he knows, "one 
who eases fo r tune ,  one who'd br ing a Helen t o  your bedV[3]. C a l i s t o  b ids  
him produce t h i s  "lady with a beard . . . s u b t l e  a s  the  dev i l "  and, a s  
the  se rvan t  leaves,  prays God he succeeds i n  f i n d i n g  him a remedy f o r  h i s  
g r e a t  pain. - I n  scene iii, Sempronio and Celes t ina  come quickly t o  terms 
and b n i g  wastes no time i n  e s t a b l i s h i n g  t h e  importance of  greed i n  t h e  
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p l o t t i n g  of C a l i s t o  and Melibea. I n  t h e  f i r s t  a s i d e  of  t h e  work, Sem- 
pronio declares:  

This beardy o l d  bawd 
s h a l l  ge t  the  gold, 
but go t o  her reward 
by t h i s ,  my f i s t !  
S h e ' l l  not be missed, 
while s e c r e t l y  
a l l  t h e  c i t y  
honors me 
f o r  r idd ing  i t  of stench! [5] 

Scene iii ends with Ce les t ina ' s  d e l i v e r i n g  over  t o  Sempronio t h e  favor  of  
E l i c i a  (played by Parmeno-Areusa i n  g). Although t h e  a c t i o n  of C is 
much condensed, m n i g  preserves f o r  t h e  o p e r a t i c  s t a g e  t h e  greed, passion 
and ido la t rous  l u s t  t h a t  motivate t h e  a c t i o n  of t h e  Rojas o r i g i n a l .  One 
important d i f f e r e n c e  is  t h e i r  manner of  p resen ta t ion .  The psychological 
growth Rojas permits these  base animal passions is  missing, l o s t  i n  t h e  
p r a c t i c a l  s a c r i f i c e  t o  s t reamlining of t h e  ca re fu l ly -orches t ra ted  and 
counterpointed s i t u a t i o n s  of  t h a t  Honig has deemed necessary. 

Scene i v  places us  i n  C a l i s t o ' s  house. C a l i s t o  does not  need t o  t e l l  
t h e  bawd what her  mission i s .  He scarce ly  has time t o  bestow on Celes t ina  
( h i s  "bringer t o  me of  l i f e  o u t  o f  t h i s  death1'[7]) t h e  gold cha in  and bid 
her  Godspeed before she i s  o f f  t o  t h e  t ask .  Sempronio's words a r e  por- 
tentous f o r  o t h e r s  but shor t s igh ted  regarding himself a s  t h i s  scene ends: 

My master 's  mad 
h e ' l l  d i e  i n  pain. 
I'll beat  t h e  crone 
and ge t  t h e  chain,  
l i v e  high forever  
on t h e  t reasure .  [ 7 ]  

Scene v opens wi th  exposi tory dialogue t h a t  t e l l s  us  t h a t  Ce les t ina  
has a t h r i v i n g  business  going a t  home. This i s  c u t  s h o r t ,  however, a s  she 
sends E l i c i a  o f f  f o r  "bat blood, wing of dragon, h a i r  of  goat -and serpent  
o i l "  so  t h a t  t h e  Devil may be invoked. C e l e s t i n a  has  been from t h e  out- 
s e t  c l e a r l y  assoc ia ted  with t h e  Devil and t h e  malef icent  in f luences  o f  
t h a t  underworld f i g u r e  seem s p e c i f i c a l l y  t o  bear t h e  blame f o r  t h e  sad 
f a t e s  of a l l  t h e  charac te rs .  It s a t i s f i e s  t h e  o p e r a t i c  conventions but 
rep laces ,  of  course,  t h e  more s u b t l y  psychological i n s i g h t s  provided by 
Rojas. The conjura t ion  i t s e l f  is  a b i t  o f  b r i l l i a n c e  and I w i l l  c i t e  i ts 
f i n a l  l i n e s  only: 

Hear me, 
I conjure thee,  
be thou my instrument ,  - f u l f i l 1  my wish exact ly:  
once! and twice! and th r ice !  
Now a l l  i s  done, 
t h e  f u t u r e  throbs 
here  i n  my purse 
t o  be born. 



I go to  seek her ,  
thyse l f  wrapped t i g h t l y  
i n  my yarn. [g] 

The yarn, once invested with magical, d iabol ic  power, becomes a most po- 
t e n t  force  i n  t h e  unravel l ing of t he  ac t ions  of t he  Honig adaptat ion.  It 
leads immediately now in to  scene v i  i n  which Lucrecia informs Celes t ina  
t h a t  Melibea has need of red yarn. This d e t a i l  of the co lor  i s  an insp i r -  
a t ion :  i t  a l e r t s  t he  audience to  Melibea's de s i r e  and makes Celes t ina ' s  
t a sk  l e s s  overwhelming. The t r a n s f e r  of the  yarn i s  made with grea t  des- 
patch and i s  fraught  with presentiment. When Melibea inquires  what w i l l  
Ce les t ina  wish f o r  her  yarn, t he  bawd r ep l i e s :  "I wish, madam? I wish 
nothing but t o  serve others"  [ll]. The damsel's rep ly  catches us unpre- 
pared i n  i t s  d i rec tness :  "Ask f o r  thyse l f  o r  f o r  another." The highly- 
touted persuasive s k i l l s  of Celes t ina  a r e  not much ca l l ed  f o r  here. 

When Celes t ina  then  mentions her  young master by name, and t he  ob- 
j e c t  of Melibea's s ec r e t  passion is revealed,  anger i s  t he  r e s u l t .  The 
compression of t h e  ac t ion  has been such t ha t  t h i s  naming r e c a l l s  the  em- 
phasis  placed on it i n  the  opening scene ( "I go, I go. / Forget me not .  

$ 1  am Calis to.") .  Melibea's fury  is  t ranqui l ized  through t he  ruse of the  
imaginary toothache Cal i s to  i s  s a i d  t o  be su f f e r i ng  from. She surrenders  
her g i r d l e  with these  m r d s  of  humil i ty,  which w i l l  be l a t e r  used aga ins t  
her:  "To cure  the  s i ck  i s  holy workn[13]. The remainder of the  ac t ,  a l -  
though b r i e f l y  played, informs t he  public  of Melibea's gradual weakening, 
Lucrecia's f e a r s  f o r  her  mis t ress '  c h a s t i t y  and t h e  t reachery of the  go- 
between. Melibea's f i n a l  words, and t h e i r  impossible hope, a r e  l o s t  on 
no one, not  l e a s t  on Melibea herse l f :  

She goes, whose coming h i t h e r  
d id  me l i t t l e  good. 
I pray her  going hence 
w i l l  do me no harm. [ l31 

ACT 11. The greed of Sempronio s e t s  t he  mood now, as  he claims from 
Celes t ina  both knowledge of t he  interview with Melibea and h i s  share o f  
the  s p o i l s .  The bawd's aside,  "I'll share him [ t h e  gain] with t he  de- 
v i l , "  extends t he  image chain whose l i n k s  a r e  Satanic power, a chain 
which Honig is ca r e fu l l y  working out .  This motif is  reinforced i n  t h e  
next scene when, i n  another as ide ,  Sempronio opines t ha t  the  bawd's knav- 
e ry  was taught her  by t he  devi l s .  Again i n  Ca l i s t o ' s  house, Celes t ina  
crows her  triumphs i n  t au r i ne  terms ( "I was your sh i e ld  and support,  
your r ed  cape and sharp sword"[l5]) and exu l t s  i n  her  s a t i s f a c t i o n  before 
t he  l u s t i n g  and impatient swain. But Ca l i s t o  re fuses  to  l e t  her  depart 
before t he  t a l e  i s  t o ld  i n  f u l l .  Ce les t ina  teases:  V i r s t  reward me f o r  
t he  news8'[18]. And Ca l i s t o ,  with unwit t ing irony: "You may have . . . 
my l i f e . "  Now the  g i rd l e  i s  produced and Ca l i s t o  s inks  i n to  a rap ture ,  
but not f o r  long. Celes t ina  reclaims t he  g i r d l e  f o r  she has yet  t o  "dis- 
t i l l  i t s  magic'' f o r  Ca l i s t o ' s  bene f i t .  The f i n a l e  t o  the  scene is  ram- 
pant with foreshadowing: 

Cel. Tomorrow and anon. Good sir, 
think on o the r  th ings ,  
and ease your mind on them. 
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Cal. Nay, t h a t  would be heresy 
t o  love, worship of id leness .  

Sem. You c a l l  your love not  i d l e ?  
(Aside) Worse, ' t i s  death o r  madness. 
Misfortune and t h e  d e v i l  
only fol low t h i s .  
(Aloud) Come, mother, I lead t h e  way. [ l91  

A t  t h i s  juncture,  a l l  t h e  malef icent  fo rces  a r e  loose and death and t h e  
Devil a r e  f u l l y  equated. 

The scene t h a t  fol lows presen ts  shor t  vers ions  of  g ' s .  a c t  M ban- 
quet scene, C e l e s t i n a ' s  p r a i s e  o f  wine, and E l i c i a ' s  r a n t i n g s  a g a i n s t  t h e  
unsu l l i ed  l i p s  of  Melibea (pra i sed  by Sempronio). Lucrecia appears t o  ask 
C e l e s t i n a ' s  a t tendance upon Melibea j u s t  a s  T r i s t a n  appears t o  ask  her 
attendance upon C a l i s t o .  T r i s t a n  is  put o f f  and C e l e s t i n a  h i e s  o f f  wi th  
Lucrecia t o  administer  t h e  hea l ing  balm t h a t  w i l l  ease Melibea's pain. 

I n  Melibea's chamber, we hear  her  sol i loquy.  She despa i r s  o f  ever  
winning C a l i s t o  f o r  her  own, but  plans s t i l l  t o  dissemble " l e s t  my g i lded  
c h a s t i t y  / l o s e  i t s  shining leaf1'[25]. As Celes t ina  e n t e r s ,  t h e  se rpen t  
wri thing i n  t h e  maiden's h e a r t  s t r i k e s  and here  t h e  bawd quotes  h e r  t h e  
very words used i n  surrendering t h e  g i r d l e :  "To cure  t h e  s i c k  is  holy 
work." The midnight t r y s t  i s  expedi t ious ly  arranged and t h e  web t h e  De- 
v i l  weaves i s  f in i shed .  Wnig has C e l e s t i n a  say, p rophe t ica l ly ,  a t  t h e  
end of  t h i s  scene: 

Farewell.  He s h a l l  be here.  
He s h a l l  be woven i n  t h y  web, 
t h y  s t r o n g e s t  yarn of  red. [26] 

Ce les t ina ' s  good news, repor ted  t o  C a l i s t o ,  gains  her  a p e a r l  and a 
gold r i n g  with a jewel from t h e  bedazzled g a l l a n t .  Lurking nearby, and 
eavesdropping, is Sempronio, whose greed is now razor-sharp.  C a l i s t o  'S 

t ranspor t  o f  joy i s  expressed i n  t y p i c a l l y  blasphemous, ambiguous terms : 
"How can I be so g r e a t l y  blessed? / Can I, C a l i s t o ,  bear  such glory?"(28) 
I n  the opera, a s  i n  LC, t h e  on ly  answer is  "no," f o r  C a l i s t o ,  we r e c a l l ,  
has already o f f e r e d  h i s  l i f e .  f o r  t h i s  "glory. " 

The midnight interview then takes place and t h e  fever  p i t c h  o f  t h e  
aroused lovers  brooks no delays.  The language i s  z e s t y  while  p o r t a l s  do 
d iv ide  them but becomes o v e r t l y  r i s q u c  ( C a l i s t o ' s  hands become sh ips  t h a t  
roam t h e  seas  o f  Melibea's body i n  search  of  a s a f e  p o r t )  when they  a r e  
c l o s e  enough t o  g rasp  between t h e  bars .  Below, Sempronio and T r i s t a n  a r e  
playing t h e  cowards a s  four  hours of garden b l i s s  t r a n s p i r e  before watch- 
ing  eyes (Lucrecia, voyeur, s tands  nearby i n  t h e  shrubbery). On such a 
high wave o f  passion,  and having made f u r t h e r  ass igna t ions ,  Melibea and 
her  lover  p a r t  and Act I1 comes t o  an end. 

ACT 111. The f i n a l  a c t  opens with a r a t t b i n g  good scene twixt  a ve- 
r y  i r a t e  Sempronio and a cagy Celes t ina ,  with t h e  d i v i s i o n  o f  t h e  g a i n  a t  
i s sue .  Sempronio w i l l ,  he c r i e s ,  have h i s  h a l f  



o r  s tand t hee  on a scaf fo ld  
with a high paper ha t  
and dev i l s  painted on it  
and thy name wr i t  
l a rge ,  thou witch! [ 3 7 ]  

Celes t ina ' s  r e fu sa l  t o  p a r t  with anything fu r t he r  i n c i t e s  an already dan- 
gerously angered Sempronio; her  o f f e r  (subsequently withdrawn) of a p a i r  
of s c a r l e t  breeches a f i n a l  mis-step. The sword i s  i r revocably drawn and 
E l i c i a ,  a r r i v ing  too l a t e ,  i s  a witness to  the  murder. Sempronio f l e e s  
but t r i p s  over a bundle he himself placed by the door upon en te r ing ,  and 
thus engineers h i s  own undoing. This bundle i s  the  mantle and k i r t l e  f o r  
Celes t ina  which he maliciously withheld. His greed of hea r t  and of deed 
have indeed l a i d  him low. E l i c i a ' s  p l a in t ,  " a l l  l i f e  i s  a lie"[40], is 
a theme of  g which rece ives  i n  t h i s  scene one of i t s  f u l l e s t  i l l u s t r a -  
t i ons  i n  Honig's Ca l i s t o  and Melibea. 

Sharp con t r a s t  follows on t he  hee ls  of t h i s  scene a s  we sha r e in  the  
vainglorious peacockeries Ca l i s t o  unleashes a s  par t  of h i s  morning-after 
rhe tor ic .  He bids T r i s t an  seek out  Sempronio a s  he in tends  t o  be t h i s  
midnight again i n  Melibea's bower. Honig puts  i n  a n i ce  touch here,  i n  
consonance with t he  demonic theme he i s  exploi t ing,  i n  allowing Ca l i s t o  
to wonder i f  Melibea i s  not some s o r t  of succubus conjured up by Celes t i -  
na "who i s  a known f ami l i a r  o f  t h e  devi18'[42]. Tri.stan r e tu rn s  with t h e  
t a l e  of Sempronio's deeds and f a t e .  He mentions t ha t  E l i c i a  i s  broadcase 
ing, even as  she mourns, t h a t  Ca l i s t o ' s  g i f t s  to  the  bawd, a r e  t h e  source 
of  t he  fa l l ing-out .  C a l i s t o ' s  urgent need t o  indulge h i s  de s i r e ,  howeve]; 
is only increased by t h i s  t h r ea t  of exposure: 

Down every s t r e e t  
my honor and my reputa t ion  
go on broken f ee t .  
I pray my s e c r e t s  
do not  fol low them 
from mouth t o  mouth. 
Come, Tr i s tan ,  
' t is  near midnight. [ 4 3 ]  

And o f f  they go, Ca l i s t o  t o  show t h a t  t he  hear t  i s  mightier  than  death. 
Honig's timing of t he  p l o t  turnings is c lever  and hastens t he  end, fore-  
seen i n  t h e  c los ing  l i ne s :  "The midnight b e l l  / has almost s t ruck .  To 
glory! [ 4 4 ]  

The end represen ts  perhaps t h e  f r e e s t  invention o r  rearrangements of  
Rojas. Honig's denouement is new i n  i ts unfolding of how the  f i n a l  ac- 
t i ons  a r e  motivated. T r i s t an  i s  seen outs ide ,  awaiting E l i c i a .  He has 
hopes of replacing Sempronio i n  he r  bed and hear t .  But he a l so  de s i r e s  an 
end t o  a l l  t h i s  nighttime s c u t t l i n g  about. Ins ide  a r e  E l i c i a  and . Lucre- 
c i a  who plan t o  take advantage of t h e  "uiuoncalf fellow'' without. They 
engage .him t o  f r i gh t en  Ca l i s t o  [ t h i s  scene borrows heavi ly  from the  Cen- 
t u r i o  a c t s  o f  LC] and t he  plan i s  t ha t  he make o f f  with t he  ladder ,  once 
Ca l i s t o  i s  well  wi th in  t he  garden. Ca l i s t o  w i l l  need t o  wake t h e  watch 
and thus  publ ic ize  h i s  d i sgrace  and h i s  shameless l u s t .  Being r i c h  and 
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noble, he w i l l  on ly  s u f f e r  a f i n e .  The sexual ly-eager  T r i s t a n  is  quick 
t o  promise a l l  t h i s  and t h e  innuendo a t  scene ' s  end is  r i c h  and humorous: 
"Thou s h a l t  be s a t i s f i e d  by me / i n  every way thou c a n s t  conceive./  Fare- 
well'' [50]. 

The f i f t h  and last-but-one scene opens with Lucrecia s ing ing  songs 
t o  Melibea a s  they await t h e  a r r i v a l  of  C a l i s t o .  Then, when t h e  youth is 
s a f e  within t h e  bower, a no ise  f r i g h t e n s  T r i s t a n  who scampers o f f  without 
r e m v i n g  t h e  ladder .  E l i c i a  appears and k icks  t h e  ladder  down and then  
disappears  quickly i n t o  t h e  garden. [ I wonder i f  %nig pondered whether 
such ease of  access  t o  t h e  garden l o g i c a l l y  r u i n s  h i s - -or  Calisto's--need 
of  any ladder?]  T r i s t a n ,  remiss, r e t u r n s  and s e t s  t h e  ladder  a r i g h t  but 
t e a r s  h i s  arm on a protruding n a i l .  I n  h i s  h a s t e  t o  seek a i d  f o r  stanch- 
ing t h e  blood, he then knocks t h e  ladder  over! 

Lucrecia is  s e n t  t o  f i n d  C a l i s t o  and meets him i n  the  shadows of  t h e  
shrubbery. His animal passion st irs h e r  own and she i s  s e n t  o f f  a d i s -  
tance by t h e  i n t u i t i v e  Melibea whose eagerness  permits her  t o  see  on ly  
half  of what hangs above them a l l .  It i s  Lucrecia t h a t  lbn ig  permits t o  
perceive the  t r u t h :  

Methinks t h e  smell  of  love 
streams over him l i k e  honey, 
but sp iced  and sharpened 
by another  smell  
catching up my'breath.  
I know i t  well .  
It is t h e  smell of  death.  [52] 

Even C a l i s t o ,  hear ing  ~ r i s t a n ' s  c r y ,  knows he has heard "the c r y  of  one 
about t o  dieV[53], but is  i n s e n s i t i v e  t o  any consequences t h a t  might have 
f o r  him. Honig is  k n i t t i n g  up t h e  th reads  o f  love, l u s t ,  greed, compas- 
s ion  s team-rol lered by passion,  and a t  t h e  end of  t h e  p a t t e r n  is  on ly  t h e  
gr inning mask of  Death. 

A t  t h i s  c r o s s i n g  of themes, E l i c i a  c reeps  up on her  consp i ra tor ,  h- 
c r e c i a ,  and r e l a t e s  T r i s t a n ' s  dea th  a t  t h e  t e e t h  of dogs a t t r a c t e d  by h i s  
flowing blood. Both women then t u r n  t o  t h e  embracing lovers  and E l i c i a  
s p i t s  out  with s p i t e  t h a t  Sempronio, Ce les t ina ,  T r i s t a n ,  a l l  a r e  a "sauce 
f o r  [Melibea's] hot repast1'[54]. The darkness of e v i l  c l o s e s  i n .  E l i c i a  
dares  d i sgu ise  h e r  vo ice  a s  a man's and shouts  a chal lenge t o  t h e  lovers  
from her  place i n  t h e  shadows. C a l i s t o  rushes i n ,  sword a t  t h e  ready, 
and f a t a l l y  s t a b s  h c r e c i a .  He w i l l  not  s t o p  a t  Melibea's c a l l  and, hear- 
ing t h e  voice again,  t h r u s t s  and runs E l i c i a  through. Melibea s t a r e s ,  
and d e l i v e r s  these  words of  j u s t i f i c a t i o n :  "Thou wert dr iven mad / f o r  
too jea lous ly  regarding / t h i n e  own happiness./  Now f l e e ,  t h y s e l f , /  e l s e  
J u s t i c e  takes thee" [55]. These seem p r e t t y  s t e r n  words f o r  one whose 
p a r t i c i p a t i o n  i n  t h e  scenes of  passion was o n l y  too w i l l i n g .  Does a con- 
ce rn  f o r  h i s  s a f e t y  s o f t e n  them? C a l i s t o ,  a t  t h e  top  of  t h e  wall ,  sees  
too l a t e  t h a t  t h e  ladder  i s  f a l l e n  and manages t o  c a l l  on Our Lady of 
Mercy even a s  he breathes h i s  l a s t :  "I am low f a l l e n ,  dead &thout CO* 

f  ession" [55]. 
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The f i n a l  scene i s  Melibea's alone. A t  t h e  top  of her  tower, she is 
able t o  s ee  t h a t  he r  wish t o  d i e  i s  only "the l a t e s t  f i r e  / of my desire" 
[56]. And so it is. This devouring passion, she r e a l i z e s  a t  l a s t ,  "did 
consume t h e  world," although t h a t  i s  a b i t  grandiose f o r  the  ac t ions  we 
have seen (but within t he  opera t ic  conventions?). We may allow tha t  she 
th inks  so ,  but we do not  agree. And what was i t ?  she asks. "Nothing." 
"Deep i n  the  skein / of the  web I wrought / so joyously / Cal i s t o  l i e s "  
[56]. And then she imagines t ha t  the  web beckons her ,  "dark and deeply:' 
to  approach. Cornending her  soul  t o  God, she throws herse l f  down t o  j o i n  
the broken body of Cal i s to .  The f i n a l  cu r t a i n  f a l l s .  

What conclusions may we draw? One, t ha t  t h i s  i s ,  while not r e a l l y  
a f a i t h f u l  adaptat ion of Rojas, c e r t a i n l y  one which indeed owes i t s  being 
t o  t h e  o r i g i na l .  The l i nks  with it Q not seem, i n  the  l i g h t  of the ex- 
pos i t ion  given f o r  the  l i b r e t t o ,  t o  be near ly  a s  weak a s  Honig wants t o  
claim. I n  p a r t ,  t h i s  may be a t t r i b u t a b l e  t o  Ilonig's d e s i r e  t o  fend o f f  
an t ic ipa ted  c r i t i c i sms .  But i n  the  end, more than t he  p lo t  ou t l i ne  of 
IC survives.  Surviving, even though modified or-reworked--often t o  very - 
grea t  e f f ec t - - a r e  t h e  themes and t h e  c e n t r a l  image chains:  love-as - i l l -  
ness, the demonic en t ry  i n to  t he  yarn (which i s  then developed i n  ways 
Rojas d id  not  prepare us  f o r ) ,  t h e  blasphemy conce i t s ,  and so on. The 
compression and t h e  conf la t ion  of p lo t  and charac te r  have taken t h e i r  

. t o l l  on t he  r ichness and s u b t l e t i e s  of Rojas' (Mabbe's?) verba l  model but 
these  could, i n  a well-acted and sung version,  be p a r t i a l l y  supplemented. 

Two, t h e  black end i n  Honig i s  blacker than i n  Rojas. The unrelent-  
ing gloom of t he  opera i s  p a r t l y  t h e  r e s u l t  of the  need t o  put t h e  s t o ry  
on t h e  s tage .  I n  pa in t ing  with broad s t rokes ,  f i n e  po in ts  of motive a r e  
l o s t  i n  t he  rush of concatenated ac t ions  flowing t o  an implacable f i na l e .  
Yet, we must be c a r e f u l  t o  l i m i t  such observat ions t o  t he  appreciable 
d i f fe rences  which have a r i s en  i n  Honig's attempts t o  createsomething new 
i n  English insp i red  by Celest ina.  I n  t h i s ,  I t h ink  he has  succeeded . 
The charac te rs  a r e  types,  pushed about l e s s  by Fa te  than by t h s  require-  
ments of t he  romantic conventions of  opera. , We do not come t o  f e e l  f o r  
them a s  we might f o r  t he  o r i g i n a l s  they descend from. Honig nevertheless  
has made them a l l  a r t i c u l a t e  puppets of e v i l  desires , .cunning,  and t he  
f i n e  a r t  o f  murder and of double-cross.. He has produced a l i t e r a t e  poe t ic  
t ex t ,  notably f r e e  of j i ng l e s  and f a c i l e  rhymes and unconstrained by a 
metr ical  yoke, one which with few exceptions moves us i n  a s t r a i g h t  l ine 
from a beginning t o  an end with purpose t he r e  t o  be met. Good examples a- 
bound of cons t ruc t ion  of p lo t ,  use of language, symbols, and more. For 
h i s  poe t ' s  ca re ,  we can be gra te fu l .  F ina l ly ,  the  focus on sensual  plea- 
sure  a s  a path t o  death is sustained throughout: f o r  Honig, t he  metaphor- 
i c  equat ion of death with t he  u l t imate  physical  g r a t i f i c a t i o n  is, perhaps 
i r on i ca l l y  so ,  transformed i n to  r e a l i t y  i n  Ca l i s t o  and Melibea. This  s in-  
g l e  underlying conceptual izat ion gives the  adaptat ion a un i ty  and a co- 
herence of i ts own. The work can, I think,  s tand apar t  and on i t s  own 
meri ts .  Even a s  l i b r e t t o  t o  a musical score I have not ye t  heard, i t  i s  
an unusual p iece  of  work wi th in  the  celest inesque family. I hope, there-  
fore,  t ha t  t he  opera i s  revived. I would be most curious t o  see  how t h i s  
t e x t  works with music. 
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NOTES 

l ~ h e  quoted words appear on t h e  t i t l e  page. I t h i n k  what lbn ig  wants 
i s  t o  be judged by how well  i n t e g r a t e d  h i s  s t o r y  o f  C a l i s t o  and Melibea 
i s ,  a s  a c r e a t i o n  not dependent on t h e  i d e n t i c a l  ground r u l e s  t h a t  might 
apply t o  a "s t ra igh t"  s tage  adap ta t ion  based on Rojas' t e x t  d i r e c t l y  ( o r  
exclusively) .  I suspect  he f e e l s  t h a t  "weak" l e t s  him o f f  t h e  hook f o r  
some r a d i c a l  r e s t r u c t u r i n g  he performs i n  Act 111. I n  h i s  introductory o r  
p re fa tory  note ,  Honig defends himself aga ins t  p r e c i s e l y  t h i s  kind of  un- 
des i red  c r i t i c i s m :  "To convert a 170-page prose f i c t i o n ,  r i p p l i n g  wi th  14 
ful l -bodied c h a r a c t e r s  i n  s ix teen-c lose ly  w r i t t e n  a c t s  o r  chap te rs ,  i n t o  
a s w i f t l y  ac tab le ,  perhaps s ingable  t e x t  i n  verse,  one had t o  c r e a t e  a 
dramatic poem bearing almost no r e l a t i o n  t o  t h e  o r i g i n a l  .except ' the  s t o r y  
idea. 

from t h e  au thor ' s  p re fa tory  no te  t o  t h e  t e x t .  - .  

4~ am indebted t o  Professor William Bryant of Oakland Universi ty ,  i n  
Michigan, f o r  t h e  f i r s t  n o t i c e  of  t h e  ex i s tence  of  t h i s  l i b r e t t o  ( see ,  i n  
t h e  2nd supplement t o  "La Celes t ina :  documento b ib l iogrCf ico ,"  Celest ines-  
c a ,  1,ii [1977], a t  s 8 7 y  To him a l s o  I owe my copy of t h e  t e x t .  

5 ~ a g e  numbers w i l l  be given i n  square b racke ts  and w i l l  correspond t o  
t h e  Hellcoal  Press e d i t i o n  of 1972. 

Acto X X I .  Pleberio consuela a Al i sa ,  estando a l l ;  A l i c i a .  De l a  t raducci6n 
alernana de C .  Wirsung (1520). 
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T o l e d o ,  1 5 2 1  

Sigue en p i e ,  est imulador  y  grato,  e l  i n t e r &  mundial en La CeZestina que 
documenta e l  PREGONERO . . . debe entenderse. que es aun mayor de 10 que 
i n d i c a n  l a s  pocas n o t i c i a s  que podemos i n c l u i r  en este nlmero de nuestro 
b o l e t i n ,  siendo que no contamos todav ia  con informes regulares de 10s 
mismos ce l  e s t i n i s t a s ,  repar t idos  como estdn en todas par tes  del  mundo. 
Pero poco a poco . . . 
CELESTINA EN LAS TABLAS: Los l e c t o r e s  de es te  aparta'do de CeZestinesca 
recordardn que en un nlmero precedente, hubo una n o t i c i a  sobre una ver -  
s i6n  de LC "en l a  que se pone de m a n i f i e s t o  l a  c r i s i s  de toda ideo log ia ,  
l a  repres i6n,  l a  magia, l a  h e r e j i a  y  e l  amor" (ABC, 16 de septiembre de 
1978). E l  adaptador era nadie menos que ALFONSO SASTRE y su vers i6n  se 
dest inaba a est renarse .en Roma, con un C a l i s t o  ex-monje y  con una Melibea 
p r o s t i t u t a .  . . . Ahora nos l l e g a  una n o t i c i a  de l  suceso, en l a s  p ig inas  
de E l  P a i s  ( 2  de mayo, 1979), e s c r i t a  por  Juan Ar ias.  Unos excerptos : 

"(Sastre)  habia s ido  i n v i t a d o  por  e l  t e a t r o  de Roma a r e a l i z a r  
esta adaptaci6n moderna de 10 ue aqu i  10s c r i t i c o s  l laman ' l a  
tragicomedia per  excelenc ia.  ' 4 . . . ) ha s ido  estrenada en e l  
t e a t r o  Argentina con un l l e n o  hasta l a  bandera y  muchisimos 
aplausos ( . . . ) todas l a s  c r i t i c a s  ponen de re1 ieve  e l  gran 
ingenio de Sastre y  l a  acertada d i r e c c i 6 n  de L u i g i  Squarzina 
( . . . ) l a  o r i g i n a l i s i m a  y penetrante m ls ica  de Benedetto 
G h i g l i a  y  ( . . . ) 10s p r i n c i p a l e s  protagonis tas,  como Anna 
i l a e s t r i ,  L i s a  Gastoni e  I v o  Garrani .  A algunos c r i t i c o s  l e s  hu- 
b iese  gustado, s i n  embargo, una obra a l n  mds grotesca ( . . . ) 
( e l )  pesimismo de fondo de l a  obra ha s ido  muy subrayado por va- 
r i o s  c r i t i c o s ,  10s cuales a1 mismo tiempo reconocen que esta l e c -  
t u r a  s a s t r i a n a  de una Ce les t ina  amarga en r e a l i d a d  proyecta en e l  
t e a t r o  l a  v ida dura de l  a r t i s t a  'que nunca se dobleg6 a1 h o r r o r  y  
a1 vac io de l a  d ic tadura  f r a n q u i s t a .  ' ( . . . ) SASTRE, . . . 
af i rm6 que 'como en o t r o s  dramas precedentes, en es ta  obra, he 

quer ido moverme e n t r e  temas de m a n i f i e s t o  dmbi t o  p01 i t i c o  y  de r e f l e x i o -  
nes e x i s t e n c i a l e s  sobre l a  h i s t o r i a  y  l a  natura leza humana.' " . . . Con 
l a  Ce les t ina  preparada por CELA para l a  Compaiiia Lope de Vega de Madrid 
(.estreno en febre ro  de 1978), de i n s p i r a c i 6 n  m5s b ien  del  p rop io  t e x t o  de 
Rojas per0 tambi6n--por l a  escen i f i cac i6n- -cen t ro  de controvers ias,  ofre- 
ce e s t a  producci6n de Roma ev idencia de l a  contemporaneidad de l  genio 
r o j i a n o .  Sefialo, de paso, dos rec ien tes  apreciaciones de l a  ve rs i6n  de 
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Cela, puesta en escena por Jose Tamayo: Cuadernos hispanoamericanos, 
nfims. 337-338 (1978), 230-32, por  Sabas Mar t in ;  y  Razon y Fe, 197 (1978), 
318-22, por J .  Paul ino. . . . La f i l t ima n o t i c i a  que s61o mencionamos 
aqui  (aparece una resefia en o t r a  par te  de este n6mero) es e l  espec t i cu lo  
de l  est reno mundial de l a  dpera Calisto and Melibea (en i n g l 6 s )  en Davis, 
C a l i f o r n i a ,  mfisica por  Jerome Rosen y e l  l i b r e t o  por  Edwin Honig, es te  
6 l t i m o  conocido t r a d u c t o r  de l a  l i t e r a t u r a  espafiola. Esta ve rs idn  se debe 
no a LC de Rojas, s ino  a l a  t raducc i6n  ing lesa  de Mabbe (1631). 

CELESTINA EN EL CINE. Lejos estamos de l a  p e l i c u l a  que de LC h i z o  Cesar 
Ardavin ( v e r  LCDB 152 y tambi6n s201) en 1959, tan l e j o s  que estamos du- 
dando s i  hemos l e i d o  b ien  a l  l e e r  10s anuncios de una nueva versidncinema- 
t o g r i f i c a  de "Celest ina (10s p laceres del sexo)." Estrenada e l  4 de j u n i o  
de 1979 simul tdneamente en cua t ro  cinemas de Madrid ("Drugstore," " A l v i  ," 
"Concepcidn," y  "Pavbn"), l a  pe l  i c u l a  de Miguel Sabido f u e  protagonizada 
por I s e l a  Vega, L u i g i  M o n t e f i o r i  y  O f e l i  Guilmain. No reveld--acaso a fo r -  
tunadamente--el anuncio de E L  Pais ( 3  de j u n i o ,  1979) ninguna asociac idn 
con l a  obra de Rojas. Ofrecemos e l  t e x t o  ( s i n  comentario alguno) de o t r a s  
par tes de l  anuncio: "El d i a b l o  y  Ce les t ina  tentando a Mel ibea a caer en 
e l  para iso de l a s  pasiones carnal  es;" " iGrosera, descocada, soez! Nunca 
un f i l m e  mostrd tan ta  be l leza  bafiada en o rg ias  perversas."  S i  a lgu ien  ha 
v i s t o  esta p e l i c u l a  y  puede informarnos mis sobre e l l a ,  se 10 agradeceria- 
mos mucho. 

CELESTINA EN CUATRO TESIS. CARLOS RUBIO-LLAVE, qu ien ha pub1 icado en 
estas pdginas, "El juego de seducciones de LC: una e s t r u c t u r a  d r a m i t i c a  
(vo l .  2, n6m. 1: 13-23), defendid su t e s i s  doc to ra l  de l a  U. de Cal i f o r -  
nia-Berkeley, "Una l e c t u r a  semint ica de LC," hace unos meses. E l  d i r e c -  
t o r  de e l l a ,  CHARLES FAULHABER . . . Otra t e s i s  doc to ra l  de l a  misma 
univers idad,  d i r i g i d a  por  JOHN K. WALSH, era BARBARA ANN RISS. "Per0 Diaz 
de Toledo 's  Proverbios de Seneca: An annotated E d i t i o n  o f  MS S-11-10 of 
the Escor ia l  L i b r a r y . "  Lo que mis nos in te resa  de e l l a  es que en l a s  p i -  
ginas i x - x i  aparecen unos pasajes de LC que han s ido  sacados--palabra por  
palabra--de l a s  glosas que tuvo a b ien  poner Diaz de Toledo a 10s Prover- 
bios. Esperemos ver  impreso cuanto antes e l  c o t e j o  de 10s t rozos  re levan-  
tes.  . . . Hay dos t e s i s  en preparacibn en Estados Unidos, seg6n 
e l  n6mero mis r e c i e n t e  de Hispanic2 ( r e v i s t a  de l a  AATSP) y  son: MICHAEL 
DULICK, "LC and Chaucer's T r o i l u s :  A Comparative Study," d i r i g i d a  por  R.  
R. MAZZA de l a  St .  Louis  U n i v e r s i t y  ( ~ i s s o u r i ) ,  y  PATRICIA S. FINCH, "The 
Esoter ic  World o f  the  Celest inesque Novel ," d i  r i g i d a  por  BRUNO DAMIANI de 
l a  Ca tho l i c  U n i v e r s i t y  (Washington, D.C.). 

NOTULAS: Estdn actualmente dando sendas as ignaturas l O S .  profesores J .  R. 
STAMM y NICASIC SALVADOR MIGUEL (Madrid) sobre LC y l a  l i t e r a t u r a  c e l e s t i -  
nesca . . . Nos g u s t a r i a  saber de o t r o s  l e c t o r e s  de es te  b o l e t i n  a lgo  
sobre l a  ensefianza de LC en o t r o s  paises, c6mo se hace, en qu6 con tex to (s )  
y  con que o r ien tac iones  y  f i n a l i d a d e s  . . . . JENNIFER GEHRT ( A u s t i n  
College, Sherman TEXAS), con su breve ensayo, "Celest ina como personaje y  
como persona," fue  premiada en t e r c e r  l u g a r  (secc ibn ensayo) por  e l  jurado 
para 10s Premios L i t e r a r i o s  1979 de l a  Sociedad National. H isp in ica ,  SIGMA 
DELTA P I .  Cornpitid en l a  ca tegor ia  para estudiantes norteamericanos (no 
socios) y  v i o  su t e x t o  publ icado en Entre Nosotros, X X X V I ,  no. 9  ( a b r i l  de 
1979), 18-19. 
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CELESTINA EN PUBLICACIONES RECIENTES. En l a  Co lecc ibn  L e t r a s  e  Ideas, - -  
14, aparece e l  t i t u l o  de e s t u d i o s  co lecc ionados de PETER RUSSELL (Ox fo rd  
U n i v e r s i t y ) ,  Ternas de 'LC' y otros estudios: del Cid a2 Quijote (Ba rce lo -  

e l ,  1978).  Cont iene 5  cosas d i s t i n t a s  ( p i g s .  241-375) que versan 
sobre  LC: dos a r t i c u l o s  pub l i cados  antes ,  dos a r t i c u l o s - r e s e i i a s ,  
y  un  i n E d i t o  con e l  t i t u l o ,  "LC y  10s e s t u d i o s  j u r i d i c o s  de Fer -  
nando de Rojas."  
Ha s i d o  agotado d u r a n t e  mucho t iempo e l  i n t e r e s a n t e  e s t u d i o  Amor, 
muerte y fortuna en 'LC' de ERNA BERNDT-KELLEY (Smi th  C o l l e g e ) .  
Ahora e s t 5  r e - e d i  t ada  p o r  Gredos, c o r r e g i d a  y a c t u a l  i zada  p o r  l a  
au to ra .  B ienven ido  sea. . 
De r e c i e n t e  a p a r i c i 6 n  es e l  a r t i c u l o  b i b l i o g r d f i c o  de ALBERT J .  
GERITZ (Hays S t a t e  Co l l ege ) ,  "Recent S tud ies  i n  John R a s t e l l  ," 
Literary Renaissance 8 (1979),  341-50. En E l  hay v a r i a s  cosas so- 

b r e  l a  obra  impresa p o r  R a s t e l l  ( y ,  s e g h  a lgunos,  de su mano tambien) ,  e l  
' i n t e r l u d e '  de CaZisto & MeZebea. En o t r a  p a r t e  de e s t e  ncmero, e l  mismo 
GERITZ ha preparado para  Celestinesca un panorama mds e s p e c i f i c o  a1 r e s -  
p e c t ~ .  Espero pueda an imar  mds e s t u d i o  de l a  t r a s m i s i 6 n  d e l  t e x t o  de Ro- 
j a s - - y  su verdadera i n f l u e n c i a - - s o b r e  l a  ob ra  impresa h a c i a  1525-1530 p o r  
R a s t e l l  . 

CELESTINA EN FUTURAS PUBLICACIONES. H. SALVADOR MARTINEZ (apa rece rd  en l a  
Hispanic ~ e v i e w ) ,  "Cota y Rojas :  Con t r i buc iBn  a1 e s t u d i o  de l a s  f uen tes  
y  l a  a u t o r i a  de LC. . . . J .  T. SNOW (para  l a  misma r e v i s t a ) ,  "An 
A d d i t i o n a l  A t t e s t a t i o n  o f  t h e  P o p u l a r i t y  o f  R o j a s ' s  Cha rac te r  C rea t i ons  
from an E a r l y  Seventeenth-Century MS." . . . Son t r e s  l a s  e d i c i o -  
nes que se e s t i n  preparando en l a  a c t u a l  i d a d  de LC: 1 )  NICASIO SALVADOR 
MIGUEL (pa ra  Ed. A1 hambra) ; 2 )  J. T. SNOW (pa ra  Ed. Almar,  . c o l .  P a t i o  de 
Escuelas;  y  3 )  DOROTHY S. SEVERIN ( p a r a  Tdmesis) . . . y ahora C l d s i c o s  
PLAYOR anunc ia  una c u a r t a  que con tend rd  una i n t r o d u c c i 6 n ,  no tas ,  una c r o -  
n o l o g i a  de l  per iodo,  una b i  b l  i o g r a f  i a ,  . v a r i o s  i n d i c e s  (onom5st ic0,  temd- 
t i c o ) ,  resumen de l a  obra  y un apEndice "con e l  d e s a r r o l l o  a  l a s  i n t e r r o -  
gantes fundamentales en t o r n o  a  . l a  s i g n i f i c a c i b n  y  e l  a n d l i s i s  de l a  
obra .  " . . . Comunica e l  p r o f e s o r  SALVADOR MIGUEL que p repa ra  unos 
a r t i c u l o s  sobre  l a s  resonanc ias  de LC en l a s  l e t r a s  d e l  S .  XVI, y  d e l  S .  
XVI I ,  y  que ahora d i r i g e  su a t e n c i b n  a  l a  n o v e l i s t i c a  de FRANCISCO DELICA- 
DO . . Hablando de Del icado,  es t5n  preparando ( con  l a  ayuda de 
RICHARD TYLER) l a s  p r o f e s o r a s  CATHERINE NICKEL y  PAMELA BRAKHAGE (Un iv .  de 
Nebraska),  una t r a d u c c i d n  a1 i n g l 6 s  de La Zozam andaluza. . . . Un 
a r t i c u l o - r e s e i i a  ex tensa (aparecerd  .en l a  Journal of Hispanic PhiloZogy, 
v o l .  111, n6m. 3)  sobre  e l  l i b r o - - y  l a  pol6mica s u s c i t a d a  p o r  61--de 
STEPHEN GILMAN, The Spain of Fernando de Rojas (1972) .  Au to r  de 61 es 
GEORGE SHIPLEY ( i l n i v .  de Glash ington-Seat t le ) ,  .tambi6n co r responsa l  de 
CeZestinesca. 

CELESTINA Y OBRAS "EN CAMINO": E l  p r o f e s o r  JAMES R. STAMM (New York 
Un i v . )  nos i n fo rma  que ha completado y a  c u a t r o  de 10s s e i s  c a p i t u l o s  p r o -  
yec tados de su l i b r o  sobre  LC y c i e r t a s  de sus i m i t a c i o n e s .  Los l l e v 6  a  
cab0 en I t a l  i a  d u r a n t e  un aiio sabd t i co .  . . - E l  p r o y e c t o  de ADRIENNE 
S. MANDEL ( C a l i f o r n i a  S t a t e  Un iv .  - N o r t h r i d g e )  es de comp le ta r  en 10 ve- 
n i d e r o  un e s t u d i o  sobre l a  h i s t o r i a  de l a s  i l u s t r a c i o n e s  a  LC. Sigue acu- 
mulando muestras e  i n fo rmes  p e r t i n e n t e s .  . . . . ESPERANZA GURZA 
(Puget Sound Uni v.  ) , au to ra -  d e l  l i b r o  , Lectura existeizziczlista de 'LC' 
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( v e r  LCDB, s125),  t r a b a j a  ahora e l  tema de l a  o r a l i d a d  de LC. Le concedi6  
una beca l a  N a t i o n a l  Endowment f o r  t h e  Humanit ies para pasar  e l  verano de 
1979, j u n t o  con o t r o s ,  en un grupo s e l e c t o ,  en l a  Un ive rs idad  de Pennsy l -  
van ia  ba jo  l a  d i r e c c i 6 n  genera l  de SAMUEL G. ARMISTEAD. A l l i  emprendi6 su 
es tud io ,  basdndose en l a s  i deas  de Wa l te r  J .  ONG sobre e l  poder y l a  p r e -  
senc ia  de l a  pa lab ra  d i cha  en una soc iedad o r i e n t a d a  hac ia  l a  exp res i6n  
o r a l - a u r a l .  L l e v a r d  mucho mds t iempo d i c h o  es tud io :  t a l  vez tengamos mds 
que o f r e c e r  en f u t u r a s  ed i c iones  d e l  Pregonero sobre e l  progreso de 10s 
es tud ios  de E. GURZA. Ya que mencionamos su p r i m e r  l i b r o ,  no podemos 
e v i t a r  d e c i r  que v iene  s iendo reseiiado mucho en 10s G1 t imos d i e c i o c h o  
meses. Sefialamos ocho resefias que hemos v i s t o :  

Ciudad de Dios, XCX ( l 977 ) ,  675-76, L.  P6rez Blanco; 
Estafeta L i terar ia ,  nGms. 618-19 (1977) ,  2918-19, L .  Landero Durdn; 
~ o l e t i n  de Za Academia CoZombiana, 27 (1977),  143-4, andn.; 
Hispania 6 1  (1978), 999, G. P .  Andrachuk; 
CeZestinesca 2, n th .  2 (1978),  39-47, C. Mor6n Arroyo ; 
Hispanic Review 47 (1979),  258-61, E. Berndt -Ke l  l e y ;  
SpecuZwn 54 (1979),  572-4, J .  F. Burke; 
EqZicaci6n de tex tos  l i t e rar io s  7 (1978-79), 214-15, T. Fonte. 

CELESTINA EN LOS CONGRESOS. "P icasso y LC" e r a  e l  t i t u l o  de una ponencia 
por  MARLYN MC CULLY ( P r i n c e t o n )  en e l  64' Congreso de l a  Co l l ege  A r t  
Assoc ia t i on  (Chicago, 1-4 de feb . ,  de 1976). Subray6 e7 i n t e r 6 s  d e l  p i n -  
t o r  en LC a t r a v 6 s  de 10s aiios, i n d i c a n d o  c i e r t a  e v o l u c i 6 n  en su t r a t a -  
miento  d e l  tema. . 
Mucho mZs rec ientemente,  l a  p r o f e s o r a  ADRIENNE MANDEL (Cal i f o r n i a  S t a t e -  
Nor th r i dge )  l e y 6  su "LC:  t e x t o  y c o n t e x t 0  s o c i o - c u l t u r a l  en l a  c r i t i c a  
contempordnea," en e l  s impos io  sobre E l  Ho r i zon te  H i s t B r i c o - C u l t u r a l  d e l  
V i e i o  Mundo en V i s ~ e r a s  d e l  Descubr imiento  de Am6rica (Cuenca, 21 de mayo, 
19%). . . Y cite mes, en l a  asamblea de l a  Midwest Modern Language 
Assoc ia t i on  ( Ind ianapo l  i s ,  13-15 Nov., 1979),  hubo o t r a  ponencia,  6 s t a  de- 
dicada a " S t r u c t u r e  and N a r r a t i v e  Technique i n  LC: The Asides,"  preparada 
por  ARTHUR C. OLDS (Mich igan S t .  U - ) .  La ses idn  f u e  convocada p o r  JERRY 
R. RANK y d i cha  ponencia contestada p o r  E. J .  WEBBER, e l l o s  a u t o r e s  de va- 
r i a s  c o n t r i b u c i o n e s  en e l  campo de l a  c e l e s t i n e s c a .  . . Fina lmente,  
una f u t u r a  ponencia es l a  de J .  R. STAMM ' (New York U.) ,  "LC: The Debate 
Ends," que 61 p resen ta rd  en una ses i6n espec ia l  (The A n t i f e m i n i s t  Debate 
i n  C a s t i l  i a n  L i t e r a t u r e )  d e l  congreso anual d e l  Medieval  I n s t i t u t e ,  
Kalamazoo, Mich igan en mayo de 1980. 

AGRADECEMOS a 10s cor responsa les  de CeZestinesca su apoyo y ,  ademds de 
e l l o s ,  a v a r i a s  personas que han c o n t r i b u i d o  in formes para e s t a  secc ibn:  
J .  K. WALSH, W .  J .  SMITHER, D. W. MC PHEETERS, J. R. STAMM, G .  WEST, H. 
WOODBRIDGE, N. S4LVADOR WIGLIEL, J. R. RANK y V .  CANO. . . . Sol i c i t a m o s  
para 10s f u t u r o s  PREGONEROS l a  a c t i v a  p a r t i c i p a c i h  de nues t ros  s u s c r i t o -  
r e s  y amigos en e l  e n v i o  de l a s  cu r ios idades ,  sean s e r i a s  o jocosas.  
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CALISTO AND MELEBEA: A BIBLIOGRAPHY 

A1 b e r t  J. G e r i t z  
F o r t  Hays St .  U n i v e r s i t y  

I. STATE OF CRITICISM 

C r i t i c i s m  o f  C a l i s t o  and Melebea (hencefor th  C & M) i s  n o t  e a s i l y  
accessible, sca t te red  as i t  i s  throughout chapters of books, unpubl ished 
d i s s e r t a t i o n s ,  and j o u r n a l s .  Yet i t s  mention i n  numerous standard l i t e r -  
a r y  h i s t o r i e s ,  anthologies,  and jou rna l  a r t i c l e s  r e f l e c t s  i t s  secure 
s ta tus  as a minor, though s i g n i f i c a n t ,  Tudor i n t e r l u d e ,  i l l u s t r a t i n g  the  
r e l a t i o n s h i p  between Eng l i sh  and Spanish works. Some scholars ,  e s p e c i a l l y  
those w i t h  a penchant f o r  i l l u m i n a t i n g  a t e x t  w i t h  references t o  i t s  
au thor ' s  l i f e ,  have been o f t e n  d i s t r a c t e d  from the  l i t e r a r y ,  dramatic 
q u a l i t i e s  o f  C & M as t h e i r  searches f o r  i t s  author(s)  range from John 
Ras te l l  t o  h i s  son-in-law, John Heywood, from (an) unknown member(s) of 
Thomas More's C i r c l e  t o  one, perhaps severa l ,  o f  V ives '  s tudents.  Because 
the authorship quest ion i s  p r e s e n t l y  unresolved, o t h e r  c r i t i c s  have con- 
cerned themselves w i t h  C & M's r e l a t i o n s h i p  t o  k Celes t ina  (hencefor th  C), 
a  more wor thwhi le  approach i f  i t  does n o t  ignore  essen t ia l  d i f ferences i n  
the genres, purposes, i n t e n t i o n s ,  audiences, and auspices of both. Com- 
p l e t e d  and proposed s tud ies  o f  C & M have prov ided new m a t e r i a l s  ( w i t h  the  
promise o f  more) on i t s  employment o f  a  Spanish masterpiece i n  an i n t e r -  
lude combining the  q u a l i t i e s  o f  a  t rans la t ion /synops is  and a m o r a l i t y  p l a y  
t o  form a frame f o r  humanist ic v iewpoints  on often-debated, i r r e s o l v a b l e  
quest ions, such as the  "good and e v i l  p roper t ies "  o f  women, feminism and 
ant i- feminism, j o y f u l  pover ty  and cyn ica l  mater ia l ism,  youth and age, and 
idea l i sm and rea l i sm.  

I I. GENERAL STUD1 ES 

A. BIOGRAPHICAL. I f  John R a s t e l l  , t h e  v e r s a t i l e  b ro ther - in - law 'of 
Thomas More and p r i n t e r  o f  c & M, a l s o  wrote i t (see I V ) ,  A. W .  Reed's 
Far l y  Tudor Drama (1926) broke ground f o r  twent ie th-century exp lo ra t ions  of 
R a s t e l l ' s  career .  Reed emphasizes R a s t e l l ' s  importance as an innova to r  of 
m o r a l i t y  p lays  a n d  f r e e r  forms o f  imag ina t i ve  drama and a p t l y  epitomizes 
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h i s  e f fo r t s ,  saying few men " i l l u s t r a t e  more completely the  eager r e s t -  
lessness, the  v a r i e d  i n t e r e s t s  and the  t r a g i c  i r o n i e s  o f  the s i x t e e n t h  
century. "  Appendices prov ide essen t ia l  documents about More's journey t o  
Coventry i n  1506 t o  v i s i t  h i s  s i s t e r  E l i zabe th  ( R a s t e l l ' s  w i f e ) ;  R a s t e l l ' s  
house and stage i n  Finsbury F ie lds ;  h i s  a b o r t i v e  voyage t o  the newly-found 
lands i n  1517; h i s  self- imposed e x i l e  i n  I r e l a n d ;  and h i s  conversion . t o  
Protestant ism because o f  John F r i t h ' s  r e p l y  t o  h i s  purga to ry  t r a c t .  Some 
of Reed's i n s i g h t s  depend on those found i n  H. R. Plomer's "John Ras te l l  
and h i s  Contemporaries ," Bibliographica, 2 ( l896) ,  437-51, a study un- 
cover ing many f a c t s  about R a s t e l l ' s  London p r i n t i n g  career, some o f  which 
r e l a t e  t o  C & M .  The opening chapter,  "A Biographica l  Sketch o f  John 
Ras te l l , "  o f  Amos Lee La ine 's  "John R a s t e l l :  An Ac t i ve  C i t i z e n  o f  the  
Engl ish Commonwealth ," Diss. Duke (1972) incorpora tes  m a t e r i a l s  unava i l -  
ab le t o  Reed. 

B. GENERAL INTERPRETATIVE STUDIES. I n  The S i r  Thomas More Circle: 
A Program of  Ideas and Their I q a c t  on SemZar Drama (1959), Pearl  
Hogrefe discusses the  educat ion o f  women, love,  and marr iage when she 
tu rns  t o  c & M and compares t h e  Engl i s h  adaptat ion t o  C .  She examines 
the  amount o f  m o r a l i z i n g  i n  the  Eng l i sh  v e r s i o i ~  and be l ieves  the  play, 
"when compared w i t h  i t s  source and w i t h  the comments o f  More, Erasmus, and 
Vives on women, love,  and marriage, seems a d e l i b e r a t e  p iece  o f  propaganda 
f o r  the  beauty and p r o p e r t i e s  o f  women." Concerning i t s  authorship,  
Hogrefe advances the unusual suggest ion t h a t  th ree  hands may be detected 
i n  i t. David M. Bevington 's  From "Mankind"toMar~owe (1962) places the  
humanist C & M i n  the  l a r g e r  con tex t  o f  popular  drama i n  Tudor England. 
Though such humanist dramas con ta in  c e r t a i n  popular  m o t i f s  and p rov ide  
dramatic entertainment, they i n t e n d  t o  teach audiences moral and secu la r  
lessons. I n  Tudor Drama and Pol i t ics  ( l968) ,  Bevington considers C & M 
as a mani festo o f  contemporary soc ia l ,  p o l i t i c a l ,  and economic movements i n  
which a r i s t o c r a t i c  id leness i s  contrasted w i t h  v i r t u o u s  pover ty .  Often 
d isagreeing w i t h  Hogrefe and Bevington 's  i n t e r p r e t a t i o n s ,  Richard A1 l e n  
Pacholski  ' S  "The Humanist Drama o f  the S i r  Thomas More C i rc le , "  Diss. Uni- 
ve rs i  t y  o f  Wisconsin ( l969) ,  examines C & M and f o u r  o t h e r  i n t e r l u d e s  i n  
an attempt t o  q u a l i f y  c r i t i c a l  commonplaces about e a r l y  Tudor drama being 
" themat i ca l l y  humanist ic,  t h e a t r i c a l l y  d u l l ,  and a e s t h e t i c a l l y  mediocre" 
(see 111). J .  E. Bernard 's  The Prosody of the Tudor Interlude (1939) con- 
t a i n s  d e t a i l e d  char ts ,  showing the  percentages o f  var ious meters, rhymes, 
and rhythms used i n  C & M and o t h e r  dramas o f  t h e  per iod.  The s tag ing  of 
c & M ,  e s p e c i a l l y  how i t s  l i n e s  i n d i c a t e  dramatic entrances, e x i t s ,  and 
a c t i o n  and how some o f  i t s  techniques a re  f a r  i n  advance o f  i t s  t ime,  i s  
discussed i n  Richard Southern's The Staging of Plays Before Shakespeare 
(1973). 
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. An Introduction t o  Tudor Drama ( 1933) . 
Br ink,  Bernhard Ten. History of English Literature (1889). 



CELESTINESCA 
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m 111. DETAILED INTERPRETATIVE STUDIES 

C & M has long e l i c i t e d  c r i t i c a l  disagreement. On the  one hand, 
A. W. S. Rosenbach's "The In f luence o f  'The C' i n  Ear l y  Eng l i sh  Drama," 
Jahrbuch der deutschen Shakespeare-gesellschaft, 39 ( 1903) , 43-61, argues 
t h a t  t h e  b r e v i t y  o f  C & M improves i t s  s tag ing,  makes i t s  characters  more 
forcefu l ,  and b r i n g s  i t s  theme i n t o  sharper focus. I n  Foreign Influences 
i n  Elizabethm Plays (19231, F. E. S c h e l l i n g  f i n d s  i t s  c l e a r l y  d i s t i n -  
guished characters, l i v e l y  dialogue, t i g h t  s t ruc tu re ,  and r e a l i s t i c  p l o t  
unusual consider ing the  s t a t e  o f  Eng l i sh  l e t t e r s  a t  i t s  composition. On 
the  o t h e r  hand, James Fi tzmaur ice-Kel ly  condemns i t s  happy, moral i s t i c  
ending, which he claims a l t e r s  the  o r i g i n a l  ' S  t r a g i c  conclusion, and i t s  
clumsy arrangement and d ia logue i n  The Relations Between Spanish and 
English Literature (1910). He a l s o  comments on the i n t e r l u d e  i n  h i s  
e d i t i o n  o f  James Mabbe's 1631 t r a n s l a t i o n  o f  c ( l894) ,  c a l l i n g  i t  "a 
wretched and l y i n g  p iece o f  work [ t h a t ]  f e l l  dead i n  t h e  town", a  remark 
r e v e a l i n g  h i s  c r i t i c a l  " imaginat ion," s ince no th ing  i s  known about how the  
p l a y  was o r i g i n a l l y  received. The i n t r o d u c t i o n  t o  H. Warner A l l e n ' s  An 
Interlude of C & M (For the First  Time Accurately Reproduced from the 
Original Copy), Printed by John RasteZZ, c. 1530. C or The Tragi-Comedy 
o f  C & M, Trans. from Spanish by Jwnes Mabbe, anno. 1631 (1908) s t r i k e s  a 
balance between the  views o f  Rosenbach, Schel l ing,  and Fitzmaurice-Kel l y  
(see V). Doubting Ras te l l  o r  Heywood's authorship,  advancing t h e  i n f l u -  
ences of Vives, and speculat ing on i t s  composit ion by one o f  V ives '  Oxford 
s tudents anxious t o  please h i s  master, A l l e n  p ra ises  the  Eng l i sh  a u t h o r ' s  
r e s o l u t i o n  o f  the  problem a l l  a r t  must so lve,  t h e  f u s i o n  o f  i d e a l i s m  and 
real ism,  and sees the  t i t u l a r  characters  as prototypes o f  Romeo and 
J u l i e t .  While laud ing  i t s  use o f  r e a l  r a t h e r  than a l l e g o r i c a l  characters ,  
t h e  u n i t i e s ,  and t h e  essen t ia l  S o f  " r e g u l a r  drama," A l l e n  concedes some 
shortcomings, which make i t  o n l y  a r e f l e c t i o n  o f  t h e  o r i g i n a l .  Pacholski  
(see 11. B )  views C & M ,  t h e  s h o r t e s t  dramatic product ion o f  the More 
c i r c l e  and the most dependent on i t s  source, as t h e  most d ive rse  i n  i t s  
i n t e n t i o n s ,  being simultaneously a t rans la t ion /synops is  o f  C, a  drama 
c u r r y i n g  t o  popular tas te ,  a  c o u r t l y  i n t e r l u d e  w i t h  soph is t i ca ted  verbal  
devices, and a moral exemplum aga ins t  the  e v i l s  o f  c o u r t l y  love.  Taking 
issue w i t h  Hogrefe's n o t i o n  (see 11, B) t h a t  Melebea i s  the  " i d e a l  maiden" 
t r i c k e d  by the  bawd, Celest ina,  and t h e  c o u r t l y  l o v e r ,  Ca l i s to ,  Pacholski  
demonstrates Melebea knows f u l l  w e l l  t h e  i m p l i c a t i o n s  and consequences of 
the  seduct ion C a l i s t o  in tends.  H. D. P u r c e l l ' s  "The C and the  Interlude 
of C & M," BHS, 44 (1967), 1-15, attempts t o  determine t h e  exact  r e l a t i o n -  
s h i p  between C and C & M and suggests a French redac t ion  o f  the Spanish 
work may have been i t s  source. C a l l i n g  the  i n t e r l u d e  an adaptat ion and 
n o t  a  "mere t runcated t r a n s l a t i o n , "  P u r c e l l  p ra ises  i t s  compression of 
t ime  and i t s  con t rac t ions  o f  a c t i o n  and character  mot i va t ion ,  w h i l e  he 
p o i n t s  o u t  images o n l y  an Eng l i sh  audience cou ld  recognize. 

h I V .  AUTHORSHIP 

Authorship problems w i t h  C & M (as suggested i n  I, 11, A & B) a r e  
most perp lex ing.  Although some scholars  i n s i s t  C & M remains anonymous, 
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many a u t h o r i t i e s  g i v e  i t  t o  R a s t e l l .  Because Ras te l l  o f t e n  func t ions  as 
author, t r a n s l a t o r ,  e d i t o r ,  and p r i n t e r ,  i t  i s  d i f f i c u l t  t o  determine h i s  
r e l a t i o n s h i p  t o  some works from h i s  press, and the  ambiguous L a t i n  
colophon of C & M has long  obscured i t s  a t t r i b u t i o n .  I n  "John R a s t e l l ' s  
Dramatic A c t i v i t i e s , "  W, 13 (1916), 557-60, C. R. B a s k e r v i l l  uses 
p a r a l l e l  passages i n  C & M t o  demonstrate i t  i s  a product  o f  t h e  au thor  o f  
The Four Elements, R a s t e l l .  A. W .  Reed's "John R a s t e l l ' s  Plays," Library, 
37 ( l g l g ) ,  1-17, places C & M i n  R a s t e l l  ' S  canon. I n  h i s  Anglo-Spanish 
Relations i n  Tudor Literature ( l956) ,  Gustav Ungerer considers C ' S  i n -  
f luence i n  c & M a t  l eng th ,  notes c e r t a i n  word choices and p a t t e r n s  o f  
usage c h a r a c t e r i s t i c  o f  R a s t e l l ' s  o t h e r  works, and u t i l i z e s  those t r a i t s  
t o  subs tan t ia te  R a s t e l l ' s  authorship.  The not ions t h a t  R a s t e l l  may have 
co l labora ted  w i t h  o thers  o r  n o t  been invo lved  i n  t h e  composit ion o f  the  
p lay  a t  a l l  a re  o f t e n  overlooked, though conclus ive evidence t o  substan- 
t i a t e  these c la ims ( j u s t  as t h a t  necessary t o  prove R a s t e l l ' s  authorship)  
i s  unavai lab le.  

1 
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A l l e n  (see 111) provides the  best  t e x t  o f  C & M (1908). Taken from 
the  o n l y  s u r v i v i n g  copy o f  the  ed i t io  princeps preserved i n  the  Bodle ian 
L i b r a r y ,  i t  inc ludes  va luable notes. Robert Dodsley, I (1744), W. Carew 
H a z l i t t  ( l 874) ,  and John S. Farmer, Early English Dramatists, I (1905), 
a l so  e d i t e d  it; W. W .  .Greg and Frank Sidgwick p r i n t e d  a f a c s i m i l e  of the  
edi t io  princeps (1908) . 
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SEXTO SUPLEMENTO 

J. T. Snow 
U n i v e r s i t y  o f  Georgia 

I .  PALABRAS PREYIAS 

A1 presentar  es te  suplemento, cuyo i n t e n t o  es i g u a l  a1 de todos sus 
predecesores, es d e c i r ,  de documentar e l  ' i n t e r &  en LC en e l  mundo de hoy, 
me parece o t r a  vez no tab le  l a  gran d ive rs idad  de l a s  ac t i v idades  e r u d i t a s  
y t e a t r a l e s  que, como es n a t u r a l  , abarcan siempre nuevas traducciones , 
edic iones y adaptaciones. Muchos de 10s nombres que aparecen en e s t e  su- 
plemento son nuevos en e l  campo de l a  celest inesca;  o t r o s  son c o n o c i d i s i -  
mos. Entre e l l o s ,  l a  marcha con t inQa y e l  i n t e r &  en LC sigue renovsndose 
con 10s mis variados resul tados.  A pesar de todo 10 que se ha d icho  sobre 
l a  obra de Rojas, no s e l a  ha sondeado todavia.  Pero donde una puer ta se 
c i e r r a ,  o t r a  se abre. Ser ia  bueno s i  en e l  f u t u r o  abriesemos mas l a  puer- 
t a  81 todav-ia muy ferti l y no demasiado labrado campo de l  lenguaje de 
Rojas, en todas sus face tas .  

Q u i s i e r a  agradecer l a  bondad .de c i e r t a s  personas quienes me i n d i c a -  
r o n  estudios (o me 10s mandaron) que se reseiian en este suplemento: D. W. 
McPheeters, D. Hook, E. Naylor,  P. T. Johnson, N. V a l i s  y R. Anderson. 

# 11. SUPLEMENTO 

1 Estudios monogrdficos: 

S280. Mart inez-Mi l  l e r ,  Orlando. La Ztica' judia y 'La CeZestina' como 
aZegom'a. ColecciBn Polymi ta., Miami : Ediciones Universa l  , 
1978. 280 p igs .  

Un es tud io  sobre l a  i n f l u e n c i a  de c i e r t o s  e s c r i t o s  6 t i c o s  en l a  
formacidn de Rojas y ,  por consiguiente,  de LC. Por no querer 
Rojas p u b l i c a r  su judaismo, hay que d e s c i f r a r  t a n t o  10 que no se 
d i c e  en su obra maestra cuanto 10 que s i  se d ice.  Poc ende, y 
con l a  ayuda de un resumen de var ios  e s c r i t o s  6 t i c o s  de casta 
j u d i a  que pudo haber l e i d o  Rojas--en p a r t i c u l a r  e l  l i b r o  AZrne- 
m a  de Za Luz de Isaac Aboab (muerto en 1492)- -Mart inez-Mi l ler  
ana l i za  e l  ca r5c te r ,  l a  moral,  l a s  ideas, 10s temas y e l  aspec- 
t o  a legdr i co  de LC a l a  l u z  de dichos e s c r i t o s .  

La b ib1 i o g r a f i a  que o f r e c e  a1 f i n a l  r e f l e j a  poco conocimiento de 
l a  c r i t i c a  opuesta a esta f o m u l a c i 6 n .  

a. Celestinesca 3, i i , ( l979) ,  25 - 26 , K. Whinnom. 
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1 Ediciones e s t u d i a n t i l e s :  

S281. Rojas, Fernando de. LC. Barcelona: Mundo Actual de Ediciones, 
1977. 385 pbgs. 

S282. . LC. Col. c l b s i c o s  universa les de l a  l i t e r a t u r a  espa- 
f iola, Londres/Madri d: S .A. de Promocidn y E d i c i  ones, 1978. 
256 pbgs. 

Encuadernado en ' p i e l .  

S283. . LC. Barcelona: Ed. Argos-Vergara, 1979. 456 p igs .  

S284. . LC. Col. c lbs icos ,  Barcelona: Producciones Ed i to -  
r i a l e s .  1979. 320 pbgs. 

l .Adaptaciones 1 t raducciones: 

S285. Rojas, F. de, y Camilo Jose Cela. LC. Ancora y D e l f i n ,  540, Barce- 
lona:  Dest ino, 1979, 263 p igs .  + 1 h. 

La ve rs i6n  en castel1,ano moderno que levemente re toca  l a  obra 
o r i g i n a l  y l a  que l lama Cela "cuaderno de t r a b a j o . "  Era base 
es ta  ve rs i6n  de l a  r e p r e s e n t a c i h  de LC [s197] d i r i g i d a  en 1978 
por JosP Tamayo en Madrid. 

S286. Rojas F. de. La CeZestina, comentada por  Enrique L love t .  Spanish 
L i t e r a r y  Masterpieces, LM-6, New York: Simon and Schuster, 
1970. 

Una c i n t a ,  30 d i a p o s i t i v a s  y un f o l l e t o  b i l i n g u e  con 16 pags. 
In t roducc i6n  pa.ra nuevos a1 umnos. 

S287. CaZisto and MeZibea. Mirsica de Jerome Rosen. L i  b r e t o  de Edwin 
Honig. 

Opera cantada [en i n q l 6 s ]  en t r e s  actos y 16 escenas, tuvo su 
est reno mundial en l a  Univers idad de Cal i f o r n i a - D a v i s  e l  31 de 
mayo, 1979, ba jo  l a  d i r e c c i 6 n  de Jan Popper. Se present6 8 
veces en una temporada especia l  de dos semanas. Figuraban en 
e l l a :  P a t r i c k  Neve, en C a l i s t o ;  Lenore Turner, Me1 ibea; G l o r i a  
Blackburn, Celest ina;  Stephen Valent ino, Sempronio; Jeanet te  
Mont ine r i ,  E l i c i a ;  C h r i s t i n e  Moore, Lucrecia; Mark M a r r i o t t ,  
~ r i s t i n ;  y Ron Schuver y Bruce Turner, como dos a l g u a c i l e s .  

a. Davis E n t e ~ r i s e  (1 j u n i o  1979), A. Juncker; 
b. CeZestinesca 3, ii (nov., 1979), 2 7 -  30 , R. Anderson. 
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S288. Rojas F. de. LC. Traducida a1 5rabe por Mahmud Sobh. C l i s i c o s  
Hispanos, 4 ,  Madrid: I n s t .  hi spano-Arabe de Cul tu ra ,  1977. 
xvi, 148 p igs.  

No es es ta  una t raducc idn  de l a  obra de Rojas s in0  l a  de una 
adaptacidn escgnica, de Escobar y Perez de l a  Ossa (LCDB 197.11, 
publ icada en 1959. Hay una breve in t roducc idn  en lengua espafio- 
l a  por  F e l i s a  Sastre Serrano. 

1 Estudios monogr i f  i cos  , a r t i c u l o s  , n e :  

S289. Custodio, A. "LC como exper ienc ia t e a t r a l . "  Celestinesca 3, 
(1979), 33-38. 

Notas preparadas despues de haber d i r i g i d o  en Los Angeles ver-  
siones en espafiol e i n g l e s  de LC. Discurre sobre l a s  d i f i c u l -  
tades de montar l a  obra y l a  reacc idn de l  p i b l i c o  a1 t e a t r o  c l i -  
s i co .  

S290. Forcadas, A. M. " 'Mi ra a Bernardo' es a lus idn  con sospecha." 
CeZestinesca 3, i (1979), 11-18. 

Reanuda sus argumentaciones, i n i c i a d a s  antes ( v e r  LCDB 382) per0 
luego reba t idas  por  e l  c r i t i c 0  E. M. G e r l i  (CeZestinesca I, ii 
[1977], 7-10), en apoyo de l a  i d e n t i f i c a c i d n  d ~ !  'Bernardo' como 
e l  santo de Claraboya. Demuestra que e l  context0 de LC en que 
e l  nombre aparece es un l u g a r  comdn de l  medioevo y excluye a 
Bernat de Cabrera ( e l  candidato de Gerl i )  de consideracidn. I n -  
s i s t e ,  po r  l a  ev idente ambivalencia textual - -sobre s i  San Ber- 
nardo apoyaba o negaba l a  Inmaculada Concepcidn de Maria--que 
dicha a l u s i d n  puede considerarse judaizante.  

S291. Gulstad, Daniel  E. "Mel ibea 's  Demise: The Death o f  C o u r t l y  Love,'' 
La Cor6nica 7 (1978-79), 71-80. 

Razona G., a base de unas percepciones sobre l a  i r o n i a  y e l  pre-  
sagio a r t i s t i c 0  de Rojas, que l a  es t ruc tu ra  c l i s i c a  de 10s mi tos  
de Hero, T isbe y Dido--en que l a s  heroinas se su ic idan  despues 
de desaparecidos 10s heroes--da una p i s t a  a l a conceptual i z a c i d n  
de l a  Comedia. Segdn su parecer, l a  ca ida de Me1 ibea .(comienzo 
t e m i t i c o )  l e  da a Rojas l a  pauta de l a s  o t r a s  caidas, todas r e -  
lacionadas con una moral. Por todo 10 que Melibea v iene a sim- 
b o l i z a r ,  a medida que l a  t r a m  se desenreda hacia su cl imax, su 
v o l u n t a r i o  despefiamiento de l a  t o r r e  de su padre (=caida de l a  
do- de su pedesta l )  sefiala l a  muerte de 10s va lo res  encareci-  
dos por l a  l i t e r a t u r a  cortesana. 

S292 Gut ie r rez  de l a  Solana, A lber to .  " L i t e r a t u r a  y cr iminal idad:  Yago 
y Celest ina ," C~rmcZo: Revista de Cultura, 7 (19781, 81-95. 

En 10s anales de l a  c r i m i n o l o g i a  l i t e r a r i a ,  Ce les t ina  es mis 
humana, s i m p i t i c a  y mucho menos innatamente perversa que e l  Yago 
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de Shakespeare. El a n d l i s i s  aqui  presentado de l a s  dos f igu ras ,  
que apoya es ta  t e s i s ,  pretende derrumbar l a  opuesta y muy c i t a d a  
op in i6n  de MenPndez y Pelayo (de su es tud io  en ~ A g e n e s  de Za 
~ o v e  La). 

S293. Hook, David. "The Genesis o f  t h e  Auto de Traso. Jownal of 
Hispanic PhiZoZogy 3 (1979), 107-20. 

Exposicidn esmerada y a c l a r a t o r i a  de v a r i o s  aspectos de l  Auto de 
Traso, a saber: su h i s t o r i a  t e x t u a l  (con un apendice de var ian -  
tes,  y l a  stemma constru ida sobre e l l a s ) ;  E (en t re  o t r a s  obras) 
como fuen te  de su e s t r u c t u r a  y e s t i l o  verbal ;  10s pos ib les  (y  
convincentes) motivos que pudo tener  e l  au to r  an6nimo en compo- 
ner lo ;  y su papel en l a  t r a d i c i 6 n  t e x t u a l  de l a  obra de Rojas. 

S294. L i  hani , John. ~ a r t o l o n ~ z  de Torres Naharro. Twayne's World Author 
Series, 522, Boston: G. K.  H a l l ,  1979. 

Alude v a r i a s  veces a l a  i n f l u e n c i a  de LC sobre l a  i n v e n t i v a  dra-  
mdt ica de Torres Naharro [ver  e l  ' I n d i c e ' ] ,  y sobre todo en l a  
Comedia Ymenea (110-13) y l a  Comedia AquiZana (141-44). 

S295. Monge, F61 i x .  "Celest ina:  La seduccidn y e l  lenguaje," en Orbis 
Medievalis: MzZanges . . . o f f e r t s  h Reto RaduoZf BezzoZa, ed. 
G .  GUntert e t  a1 (Berne: Francke, 1978), 269-80. 

Monge, a1 considerar  e l  empleo y manipulaci6n l i n g u i s t i c a s  de 
Ce les t ina  y Gerarda (de La Dorotea de Lope), concluye que 6sta,  
por no ser  s61o alcahueta de o f i c i o  emplea un lenguaje mds 
f l e x i b l e  que e l  de Celest ina,  observaci6n respaldada por  l a s  
ins tanc ias  tex tua les  en La Dorotea de l a  c r i t i c a  l i n g u i s t i c a .  
Gerarda, mds b ien  que r e f l e j a r  un t i p 0  resuci tado,  corresponde a 
10s gustos renovados de l a  6poca y a l a  f i c c i 6 n  en que act i la.  
En cuanto a su h a b i l  idad en l a  seducci6n verbal ,  es to  s i  10 
hered6 de Celest ina.  

S296. Rodriguez, Fermin. "Las t6cnicas de avance y ret roceso en Di6Zogo 
entre eZ amor y un v ie jo  y La CeZestina." ~xpZicaci6n de tex tos  
Ziterar-ios 7 (1978-79), 151-55. 

Breve exposici6n--con ejemplos tex tua les - -de l  tema t i t u l a r ,  o de 
c6mo e l  V i e j o  y Me1 ibea se r inden, respectivamente, a1 Amor y 
Celest ina.  La t k n i c a  es semejante per0 l a  r e a l i z a c i d n  a r t i s -  
t i c a  es d i s t i n t a .  

S297. Smyth, P h i l i p .  "Two Cont ras t ing  Adaptat ions o f  LC t o  the  Stage," 
Language Quarterly (Tampa, F l o r i d a )  17, Nos. 3-4 ( l979) ,  29-30. 

Las dos son l a  de E r i c  Bent ley (LCDB 231)--mis b ien consc iente 
de l a  t r a d i c i 6 n  t e x t u a l  de LC--y l a  de H. Claus (LCDB 224.1)-- 
mis b ien  experimental y que aprovecha LC para f i n e s  personales. 
No es un es tud io  de e l l a s ;  son notas de un l e c t o r ,  breves y des- 
c r i p t i v a s .  
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9 9 8 .  Snow, Joseph. "LC: document0 b i  b l  i o g r i f  i co .  Q u i n t o  suplemento." 
Celestinesca 3, i (1979), 45-54. 

Unos 39 nuevos t i t u l o s  en e l  campo de l a  ce les t inesca  ( t e s i s ,  
l i bros, ediciones, a r t i c u l o s ,  notas b i b l i o g r b f i c a s ) ,  l a  mayor 
p a r t e  de e l l o s  con un comentario. 

S299. Snow, Joseph. "LC o f  F e l i p e  Pedre l l  . "  Celestinesca 3, i (1979), 
19-32. 

Presenta l a  h i s t o r i a  de LC que compuso Pedrel l, una 6pera de 
1903 que hasta l a  fecha no se ha l l evado  a l a  escena en.Espa6a. 
Comienza con su fasc inac i6n  desde n i f io  con l a  obra y 10s pasos 
que l e  l l e v a n  a ponerle mSsica, y acaba con e l  o l v i d o  en que l a  
obra y su au to r  habian caido cuando Pablo Casals toc6 una se lec-  
c i 6 n  en 1921 en Barcelona. Inc luye  un resumen de l a  acc idn del  
l i b r e t o  que Pedre l l  mismo adapt6 de l  t e x t o  de Rojas. 

S300. West, Geoffrey. "The Unseeml iness o f  Cal i s t o '  S Toothache." CeZes- 
tinesca 3, i ( l979) ,  3-10. 

E l  d o l o r  de muelas, que viene a s u s t i t u i r  l a  pasi6n amorosa de 
C a l i s t o  en e l  encuentro en t re  Ce les t ina  y Melibea (Acto I V ) ,  
t i e n e  una l a r g a  asociac i6n l i t e r a r i a  con l a  pena de l  amor carnal  
f rus t rado ,  l a  cual  viene generosamente e jemp l i f i cada  en este es- 
t u d i o .  Importantemente, Rojas reve l  a su penetrac i6n s i c o l d g i c a  
en e l  ca rdc te r  de Melibea: su presta d i s p o s i c i 6 n  a aceptar l a  
f i c c i 6 n  de Celest ina nos r e v e l a  c u i n  deseosa e l l a  es de encon- 
t r a r  un remedio a sus propias pasiones. 

Celest ina.  De l a  portada de l a  
adaptaci6n escgnica de Luis 
Escobar y Huberto P h e z  de 

Madrid, 1959. 
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