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CELESTINESCA 

"IADIOS PAREDES!": THE IMAGE OF THE HOME IN 'CELESTINA' 

Deborah E l l  i s  
Berkeley, C a l i f o r n i a  

iQu6 s6 y o  qui6n e s t 5  t r a s  l a s  puer tas 
cerradas? i Q u 6  s6 y o  s i  hay alguna t r a i c i 6 n ? l  

The paranoid wor ld  o f  La tragicmedia de CaZisto y MeZibea evokes a l l  
the  i n s e c u r i t y  o f  f i f t e e n t h - c e n t u r y  Spain. I n  i t s e l f  i t  i s  a new form, a 
h y b r i d  "novel i n  d ia logue"  whose tens ion  o f  form i s  matched by theytheme 
of c o n f l i c t  throughout t h e  book. Rojas most o f t e n  expresses t h i s  c o n f l i c t  
by a cons is ten t  imagery o f  t h e  d e s t r u c t i o n  o f  t h e  home. Th is  i s  a  m o t i f  
p e c u l i a r l y  app l i cab le  n o t  o n l y  t o  t h e  author, who observed h i s  changing 
s o c i e t y  from t h e  per iphera l  vantage-point o f  the  converso, b u t  t o  t h a t  so- 
c i e t y  as a whole, f o r  " . . . i n  Rojas'  Spain t h e  d i f f e r e n c e  between i n s i d e  
and outs ide,  between being prov ided f o r  and abandoned t o  chance, between 
s h e l t e r  and exposure was so g r e a t  as t o  be almost palpable."2 Rojas uses 
t h e  theme o f  the  destroyed house t o  u n i t e  t h e  wor ld  o f  personal i s o l a t i o n  
t o  t h a t  o f  s o c i a l  a l i e n a t i o n ,  and he prov ides an i n t r o d u c t i o n  t o  h i s  com- 
p l e x  i n t e r r e l a t i o n s h i p  o f  theme and n a r r a t i v e  p a t t e r n  i n  t h e  Toledo ed i -  
t i o n  o f  1500. The long  opening sentence o f  h i s  i n t r o d u c t o r y  "E1 au to r  a  
un su amigo" leads i n t o  a c h a r a c t e r i s t i c  l a b y r i n t h .  Untangled i n t o  some 
o f  i t s  component par ts ,  t h i s  sentence summarizes many o f  the  book's deep- 
e s t  concerns and prepares us t o  t r a c e  some o f  Rojas' cons is ten t  pa t te rns  
o f  imagery. 

Rojas begins h i s  ' l e t t e r '  w i t h  t h e  idea o f  e x i l e ,  so prominent 
throughout CeZestina, and he l i n k s  t h e  e x i l e  o f  t h e  desterrado t o  t h a t  of 
t h e  retrazdo. A l i e n a t i o n  can occur  w i t h i n  doors as w e l l  as w i thou t :  t h e  
e x i l e  o f  "10s que de sus t i e r r a s  ausentes se ha l lan"  becomes through a 
narrowing focus t h e  i s o l a t i o n  o f  t h e  author, " r e t r a i d o  en rni csmara, acos- 
tado sobre mi p rop ia  mano" (35).  House imagery i s  perhaps t h e  most con- 
s i s t e n t  and evocat ive background through which t h e  tmgicomedia i s  pro-  
jected,  and t h i s  f i r s t  sentence prepares us both t o  understand t h e  l a t e r  
s i g n i f i c a n c e  o f  C a l i s t o ' s  behavior  as another retraido en la ciimara, and 
t o  expect c l a r i t y  o f  pe rcep t ion  f rom t h e  var ious a l i e n a t e d  characters  i n  
t h e  book. For Rojas' main p o i n t  here i s  t h a t  d is tance a lone a l lows  a t r u e  
perspect ive.  . On both a l a r g e  and a small  scale, d i s tance  permi ts  t h e  
r e c o g n i t i o n  o f  t h e  o b l i g a t i o n s :  "Suelen 10s que de sus t i e r r a s  ausentes se 
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hallan, considerar ... [c6mo3 servir a 10s conterrdneos, de quien en algGn 
tiempo beneficio recibido tienen . .." (35); " . .. y viendo que legitima 
obligacidn a investigar 10 semejante me compelia para pagar las muchas 
mercedes de vuestra l ibre  liberalidad recibidas, asaz veces retraido en m i  
cdmara . . ." (35). Rojas goes further than establishing a simple connec- 
tion between distance and observation (ausentes . . . considerar; retraido . . . investigar); he t e l l s  us that perception, in the form of diagnostic c 

abi l i ty ,  i s  also a result  of exile. "Suelen 10s que de sus t ierras  ausen- 
tes  se  hallan, considerar de quC cosa aquel lugar donde parten mayor ino- 
pia o f a l t a  padezca . . ." This diagnostic abi l i ty  of exiles on a grand 
scale i s  transmuted i n  parvo: " ... retraido en mi cdmara ... me venia a 
l a  memoria no s6lo .. . l a  muchedumbre de galanes y enamrados mancebos que 
[nuestra comlin patrial posee, pera aun en particular vuestra misma persona ..." (35-36). The author picks his benefactor out of the crowd and iden- 
t i f  ies  his disease, much as his exiled countrymen had recognized and 
diagnosed their lost  country. B u t  then, having moved i n  two parallel 
l ines from his central assumption that distance allows perspective, Rojas 
circles around to  contrast the alien and mechanistic "grandes herrerias de 
Mildn" with the 'homely' (that i s ,  native and human) "claros ingenios de 
doctos varones castellanos" (36). The la t te r ,  not the former, provide the 
arms with which his young friend can defend himself from love. Paradoxi- 
cally, Rojas has prepared us t o  accept the idea that i l lness can be cured 
only when a proper distance has been established, and then has undercut 
that expectation by telling us that healing can come only from one's 
home.3 I t  i s  th i s  paradoxical juncture of within and without that con- 
ta ins  the major force of - the work, and.that provides t h e  key t o  Celesti- < 

nags character as she t r i e s  t o  merge casa and catte. 

B u t  before taking us into the Tmgicomedia proper, Rojas pauses again 
for a s e t  of introductory verses, containing an acrostic for his own name, 
and he follows those verses with the famous Petrarchan discussion of la 
contienda i n  l i fe .  As Gilman suggests, these verses reinforce the idea of 
alienation and distance that underlies the book as a whole. "El ambiente 
que rodea a1 hombre es ajeno y estmiio, nos dice Rojas en sus versos pre- 
liminares, y en 61 estamos expuestos a l a  destrucci6n."4 Rojas uses these 
two words to describe the newly winged ant, "El a ire  gozando ajeno y 
estraRo, / RapiRa es ya hecha de aves que vuelan . . ." As the proverb 
says, "Por su mal nacieron alas a la  hormiga." B u t  Rojas turns the pro- 
verb into something rich and strange, incorporating many of his symbolic 
motifs: the fa1 l ; fateful motion; the combination of belonging both to  
earth and a i r ,  and so t o  neither; and the idea of self-generating destruc- 
tion. In the course of Celestina a l l  of these ideas are expressed through 
house imagery, and most of them are associated with Celestina herself, who 
in t u r n  i s  the one character most identified with her house. 

~ o j a s  introduces birds of prey into his introductory essay as well : 
"Hasta 10s groseros milanos insultan dentro en nuestras moradas 10s domes- 
ticos pollos y debajo las alas de sus madres 10s vienen a cazar" (42).  
Houses, families (especially mothers), friends and society in general 
prove themselves inadequate refuges throughout Cetestina. Yet th i s  
image, precisely appl icable though i t  i s ,  does not compare in complexity 
t o  the parable of the ant, with i t s  multifold applicability to  Celestina. 
Celestina, as we shall see, transforms her home into a world half within 



CELESTINESCA 

doors, half on the  s t r e e t ;  threatened in both se t t ings ,  she can. f ind some 
security only in a combination of the two. Like the winged an t ,  she too ' . 

'brings on her own destruction a f t e r  an inexorable journey. And Celestina 
i s  associated with insects,  primarily the bee and t o  a l e s se r  extent the 
spider, throughout the Tragicomedia. By linking ant ,  bee and spider in a 
t radi t ional  medieval manner, we can approach a f u l l  appreciation of 
Celestina's complex relat ionship with her house. 

Cr i t ics  have long recognized the diabolical element in Celestina's 
character.5 What i s  perhaps l e s s  immediately s t r ik ing  i s  the  sol id  
grounding of t h i s  diabolical element i n  house imagery. Celestina i s  seen 
as poisoning and corrupting the houses she .enters ;  Alisa, .in a typical 
minimizing of-danger,  recognizes t h i s  when she t e l l s  Melibea, "A t r e s  ve- 
ces que ent re  en una casa, [Celestina] engendra sospecha" (162). Once 
they a re  corrupted, a l l  these houses are l inked together in to  Celestina 's  
web. There i s  more than a suggestion that  Celestina i s  not only a witch, 
but a s o r t  of gate-keeper of hell whose house ac ts  a s  a passageway t o  the 
devil. Her house i s  not only a fulcrum fo r  the corrupted houses around 
i t ,  and the  entrance t o  damnation f o r  Celestina's victims, but a lso  a . 
parasite thriving on those other houses, as though i t  were weirdly and in- 
dependently a l ive .  Celestina 's  relat ionship with her .house i s  complex and 
varied, but one, of i t s  c learer  elements i s  in t h i s  diabolical aspect, fo r  
Celestina 's  hechicerias work only within-doors. Rojas f i r s t  demonstrates 
t h i s  process in Celestina 's  i n i t i a l  approach to  Cal is to ' s  house. 

Cal is to ' s  relat ionship to  his house i s  a t  l eas t  mildTy perverted from 
the  beginning; he i s  almost always, fo r  instance, confined t o  one room, the 
c h a r a ,  and can function nowhere e l se  in the house. His bedroom i s  i t s e l f  
a shrine t o  heresy. All t h i s  makes his house an easy target  fo r  Celesti- 
na ' s  demonic captivation of i t .  There i s  a subtle transference of a t t i -  
tudes from her house t o  Cal is to ' s .  As Celestina leaves her own house, 
t e l l i ng  El i c i a  t o  shut the  door--all the dominant characters in  t h i s  book 
spend much of t h e i r  time bidding others to  open and close t h e i r  doors, 
commands as emblematic of social  power as of social  intercourse--she 
almost personifies the  house w i t h  her "iAdiBs, paredes!" (58). As soon as 
she and Sempronio reach Cal i s t o ' s  house, Sempronio copies her personifying 
a t t i tude:  "Callemos, que a l a  puerta estamos y como dicen, l a s  paredes han 
ofdos" (59). Although Sempronio l ives  in the house, he apparently has no 
keys and must demand entrance. His exclusion i s  underscored by Calisto 's  
unique endearment: " iQuG haces, l lave  de m i  vida? Abre" (64). Celestina 
herself ,  l i ke  Leonor Alvarez de Rojas, would no doubt a s  a "symbol of her 
authority" have carried a "great bunch of keys ... a t  her waist" and from 
the dialogue we can imagine Sempronio similarly equipped.6 Almost i m e -  
diately a f t e r  Celestina has entered his house, Calisto must assuage her 
doubts about payment by going to his coffer;  he t e l l s  Sempronio," . .. 
t r ae  l a s  l laves ,  que yo sanare su duda" (65). This inconsistency in 
characterization,  sh i f t ing  the  emphasis on Sempronio from exclusion t o  
control, seems l e s s  surprising i n  view of the f ac t  t ha t  those who associ- 
a t e  with Celestina eventually share her powers. After Celestina 's  death. 
AreOsa plays celestinesque t r i cks  and Elicia begins her own close identi-  
f ication w i t h  Celestina 's  house: "Q& a l l ? ,  hermana, soy conocida, a l l ?  
estoy aparrochada- . . . esos  pocos amigos que me quedan,- nb me saben o t r a  
morada" (203). 
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Sempronio, then, comes t o  share Celestina 's  power of easy entrance 
in to  houses. Celestina can go in and out of other people's houses l ike  a 
s p i d e r o r l i k e a  bee. Like the  spider, s h e i s  "arrinconada" ( I l l ) ;  l i ke  
the  spider  again, she i s  associated with thread and spinning: " ... tomaba 
estambre de unas casas, dbbalo a h i l a r  en o t ras ,  por achaque de en t ra r  en 
todas" (61). She enters  Melibea's house eas i ly ,  "Vender un poco de hila-  
do, con que tengo cazadas n6s de t r e i n t a  de su estado . . ." (109). And 
once she has entered Cal i s t o ' s  house, we can see her poison a t  work in  a 
magnified version of the  paras i t ic  at tack tha t  S ronio has alwady 
threatened: " . . . t ragrgela he hasta l a  cama . . ." (3. Pbrmeno recog- 
nizes ear ly  tha t  "en casa [de Calisto] habrin de ayunar es tas  franquezas 
[a Celestina]" (76), and each character i n  turn comes t o  recognize the 
same pa ras i t i c  relat ionship between the two houses as well as the  two 
people involved. Calisto indeed i s  the f i r s t  t o  t e l l  us tha t  t h e i r  houses 
a r e  a s  involved in the  s i tua t ion as are  he and Celestina: "Ve agora, mad- 
r e ,  y consuela t u  casa, y despu6s ven y consuela l a  mia, y luego" (73). 
This has an especially ironic texture since i t  follows immediately upon 
P8nneno1s "No hay pesti lencia 16s ef icaz ,  que e l  enemigo de casa para em- 
pecer" (73). Cal i s t o ' s  house, already weakened by i t s  owner's excesses, 
has f a l l en  victim t o  Celestina 's  corrupting influence, and there i s  a 
sense of complete f i tness  in Cal is to ' s  l a t e r  impatient exclamation t o  Ce- 
les t ina :  "iO, por Dios, toma toda esta casa y cuanto en e l l a  hay ... I" 
(113). I t  seems doubly plausible tha t  in converting (o r  rather sub- 
vert ing) PBrmeno, Celestina should use the  expression "A tuer to  o a dere- 
cho, nuestra casa hasta e l  techo" (69). f o r  even a t  t ha t  point in the  book 
the  two of them do, t o  some extent, share Cal is to ' s  house. Celestina 's  
l a t e r  ambitions and ultimate f a l l  stem from her f i r s t  evil  entrance into 
Cal is to ' s  house, more diabolical by f a r  than her f i r s t  approach t o  Meli- 
beaus  house despite a l l  the  l a t t e r ' s  "ConjQrote t r i s t e  Plut6n" overtones. 
By the  time Pirmeno raids Cal is to ' s  larder f o r  the party a t  Celestina 's  
house, the  parasitism and infection are  more than c lear ,  and Celestina 's  
fantas ies  do not need t o  include any gratuitous k i l l ing  off  of the host 
house: "[Calisto esl .. . hombre tan r ico ,  que con 10s salvados de su casa 
podria yo s a l i r  de lacer ia ,  segiin 10 mucho l e  sobra" (147). 

Celestina can always e l i c i t  some sympathy as a victim of ~ a c e d a ,  
even from Pbrmeno who knows her so well. Answering Sempronio's "Que no s6 
qui6n diablos l e  mostrb tanta ruindad," Pirmeno repl ies ,  "La necesidad y 
pobreza, l a  hanbre, que no hay mejor maestra en e l  mundo . . ." (143). B u t  
t h i s  aspect of Celestina 's  l i f e  does more than place her in a l i t e r a r y  
picaresque t radi t ion;  i t  a l so  humanizes her wickedness. I t  i s  t rue ,  f o r  
instance, tha t  Celestina (abetted by a corrupt society) pimps in the 
church: "Alli se  concertaban sus venidas a mi casa . . ." (151). B u t  her 
church-going i s  connected in an absolute way w i t h  her house and so with 
her vulnerabil i ty as well as with her diabolical quali ty.  "Cuando hay que 
roer en casa, sanos e s t in  10s santos; cuando va a l a  ig les ia  . . . no sobra 
el  corner en casa" (142). In an odd way, the roles of the church and 
Celestina 's  house are  reversed, as the  two become linked in Celestina 's  
city-wide net of buildings. I f  the church gives an opportunity f o r  pimp- 
ing, so Celestina's house ac ts  metaphorically to  give salvation through 
~ d e n t i t y .  Although she l ives  "en una casa media caida" on the outski r t s  
of town and thus seems the most peripheral character in the  book, she be- 
comes a defining center fo r  the town. Those who do not know her must be 
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. strangers: "En esta ciudad nacida, en e l l a  cr iada, manteniendo honra como 
todo e l  mundo sabe, iconocida pues, no soy? Quien no supiere mi nombre y 
mi casa, t e n l e  por  es t ran je ro "  (81). There i s  b l a t a n t  i r o n y  i n  t h i s  p i c -  
ture,  as w i t h  most o f  Rojas' references t o  honor, b u t  the re  i s  a lso  con- 
s is tency,  f o r  Celest ina i n  t h e  m ids t  o f  her  rov ings i s  a center  o f  s t a b i l -  
i t y  f o r  the  c i t i z e n s .  "A qu ien no me qu ie re  no 10 busco. De mi casa me 
vienen a sacar, en mi casa me ruegan . . . " (182). Th is  interdependence o f  
s t a b i l i t y  and wandering i s  what gives Ce les t ina 's  r e l a t i o n s h i p  t o  her  
house--a r e l a t i o n s h i p  t h a t  cont inues past  her  death-- i ts  specia l  q u a l i t y .  

Celest ina has an ambivalent r e l a t i o n  t o  s t r e e t - l i f e ,  y e t  on balance 
h e r  a t t i t u d e  towards the  s t r e e t  i s  one o f  more s e c u r i t y  than her a t t i t u d e  
towards her  own house. I t i s  t r u e  t h a t  i n  one o f  Rojas' g r e a t  s e t  pieces, . 
Phrmeno describes the  general uproar t h a t  greets  Celest ina 's  progress 
through t h e  s t r e e t s :  

S i  pasa por  10s perros, aque l la  suena su lad r ido ,  s i  
e s t i  cerca l a s  aves, o t r a  cosa no cantan; s i  cerca 10s 
ganados, balando 10 pregonan; s i  cerca l a s  best ias,  re -  
buznando dicen: ' iPuta v i e j a ! '  . . . Sino que, s i  una 
p iedra  topa con o t ra ,  luego suena: ' iPu ta  v i e j a ! '  (59- 
60 

On t h e  o t h e r  hand, i n  t h i s  same speech Phrmeno recognizes Celest ina 's  com- 
p l e t e  s a t i s f a c t i o n  i n  her  own rogue's progress: "Si ent re c i e n t  mujeres va 
y alguno dice: ' iPuta v,ieja! ' , s i n  ningdn empacho luego vuelve l a  cabeza y 
responde con a legre  cara" (59). And the  o ther  characters  a lso  recognize 
t h e  j o y  Celest ina takes i n  being on the  s t r e e t .  As she walks along i n  un- 
wonted medi ta t ion,  Sempronio asks her, " iQu i6n  jamds t e  v ido por  l a  c a l l e ,  
abajada l a  cabeza, puestos 10s o jos  en e l  sue10 no m i r a r  a ninguno como 
ahora?" (103). Although, as Gilman p o i n t s  out, '  'el mundo de LCI & t e e t i w  
. . . es td  caracter izado por  esa f a l t a  de techo o de r e f u g i o  . . ." (21). Ce- 
l e s t i n a  sees t h e  u l t i m a t e  f a i l u r e  o f  re fuge no t  w i t h i n  b u t  wi thout  doors: 
" iQu6 hare, cuitada, mezquina de mi, que n i  e l  s a l i r  a fuera es provechoso . . .? (86). Ce les t ina 's  panegyrics about Phrmeno's mother, the  on ly  f r i e n d  
she ever mentions, a re  f u l l  o f  proud memories o f  he r  f r i e n d ' s  a i r  o f  being 
a t  home on t h e  s t r e e t :  "En m'i dnima, descubierta se i b a  hasta e l  cab0 de 
l a  ciudad con su j a r r o  en l a  mano, que en todo e l  camino no o i a  peor de 
'Seiiora Claudina"' (82). This  i s ,  o f  course, an i r o n i c  echo o f  the "puta 
v i e j a "  speech, and y e t  i t  a l s o  conveys Ce les t ina 's  own confidence when ou t  
o f  doors. People i n  o ther  houses a re  dangerous, and they must be p lacated 
and deceived; t h e i r  very houses l i s t e n  t o  Ce les t ina 's  p l o t s .  Real neigh- 
bors a r e  n o t  those who l i v e  i n  nearby houses--after a l l ,  Aredsa's house i s  
v i s i b l e  f rom C a l i s t o ' s  window--and i n  f a c t  neighborhoods as such p rov ide  
o n l y  gossips, sp ies and i n v i d i o u s  comparisons: "... conozco y o  en l a  c a l l e  
donde e l l a  vive," says Aredsa o f  Melibea, "cuatro doncel las, en quien Dios 
m& r e p a r t i d  su g r a c i a  . . ." (145). The r e a l  neighborhood i s  def ined by 
t h e  s t r e e t .  Ce les t ina 's  i d e a l ,  as remembered o f  h e r  a l t e r  ego Claudina, 
i s  t o  wander through f r i e n d l y  s t ree ts :  "Si salfarnos p o r  l a  c a l l e ,  cuantos 
top5bamos .eran sus ahi  jados" (123). 

Yet i t  i s  a l s o  s i g n i f i c a n t  t h a t .  Ce les t ina 's  formula ic  expression o f  
f r i e n d s h i p  w i t h  Claudina i s  a double one: "En casa y fuera, como dos her- 
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manas . . ." (81). I t  i s  this mixture of house and s t ree t  that provides the 
most security, for  each alone i s  a vulnerable setting. Celestina i s  a l -  
ways aware of the physical dangers of the s t reet ,  and i t s  potholes take on 
soale of the force of personified evil that characterizes houses: "Nunca he 
tropezado como otras veces. Las piedras parece qw se apartan y me hacen 
lugar que pase" (87). Symbiosis rather than parasitism i s  what most 
characterizes the relationship of s t reet  and house. For Calisto, the 
house acts primarily as a stage in which t o  act out his role as a lovesick , 
youth. and the s t reet  acts as i t s  extension l' ... dejame i r  por las  calles 
con esta joya [el cord6nl por ue 10s que me vieren, sepan que no hay mis 
bienandante hombre que yo" 7116). Celestina urss the s t reet  t o  enhance 
her business pose, making s treet  and house work for  her in concert. As 
Rojas the law student has her point out, " . . . es  necesario que el buen 
procurador ponga de su casa algcn trabajo, algunas fingidas razones . . . i r  
y venir a juicio . . ." (80). Despite her pleasure in being outdoors--a 
>pleasure that  Elicia attacks with "Estas son tus venidas? Andar de noche 
es t u  placer .. . Nunca sales para volver a casa" (132)--she will not s t i r  
from her house without a business reason. Lucrecia cannot believe that  
Celestina would v i s i t  Alisa and Melibea for  old timest sake: "LA eso solo 
s a l i s t e  de t u  casa? Maravillome de t i ,  que no es esa t u  costumbre ni sue- 
les  dar paso sin provecho" (88). And we have Celestina's own words to  
prove Lucrecia's point: "De mi casa mi vienen a sacar . . ." (182). 

I t  i s  natural for Celestina and her heir, Elicia, to  link house and 
s t ree t  i n  their lives and work. Celestina knows she has succeeded with 

-Me1 ibea, fo r  instance, because she knows she can move freely between her 
s t ree t  and Melibea's house. "Buena [esperanzal se puede decir, pues queda 
abierta puerta para mi tornada" (197). She had admitted to  Meli bea that 
she had worried about her success, "as7 en el camino, como en t u  casa" 
(160). and Elicia a f te r  Celestina's death mourns with the same almost for- 
mulaic association, "Poco se vis i ta  m i  casa, poco se pasea mi calle" 
(208). In fact,  Elicia provides the clearest example of this  interaction 
among individual, house, and s t ree t  in her decision to  r id  herself of 
grief.  In a description that spirals inward from yard to  home to heart 
and back out through door and s treet ,  incorporating in one sentence the 
ent i re  world of CeZestina, she says, " . . . contare mis gall inas, hare mi 
cama, porque la limpieza alegra la corazbn, barrere m i  puerta y regare l a  
calle,  porque 10s que pasaren vean que es ya desterrado el dolor" (209). 
I t  i s  significant that Rojas uses one of his most evocative words--date- 
mudo--to characterize the grief that Elicia i s  too alienated t o  suffer. 
This l inking of s t reet  and house, then, provides as total a refuge as any- 
one can experience in Celestina while a t  the same time showing the u l t i -  
mate fai lure  of such refuge. 

' One typically complex way in which Rojas expresses th i s  ' ambivalence 
i s  in comparing Celestina to  a bee. In the Middle Ages as a whole, the 
bee was particularly ,associated with the formation and maintenance of a 
stable home: "They l ive in definite houses. They build their  homes with 
indescribable dexterity . . ."7 The early Middle Ages esteemed the bee not 
only or i t s  industry b u t  for i t s  chastity, associating i t  with the Virgin 
t4ary.g Francis Bacon s m e d  up.a long tradition of insect imagery in his 
comparison of insects w i t h  scientists:  
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The men o f  experiment are l i k e  t h e  an t :  they o n l y  
c o l l e c t  and use; t h e  reasoners resemble sp iders,  who 
make cobwebs o u t  o f  t h e i r  own substance. But t h e  bee - 
takes a middle course; i t  gathers i t s  m a t e r i a l  from t h e  
f lowers o f  the  garden and t h e  f i e l d ,  b u t  transforms and 
d iges ts  i t  by a power of i t s  own.9 

Rojas had a l l  th ree  o f  these i n s e c t s  i n  mind as he wrote ~ e l e s t i n a . 1 0  The 
a n t  prov ides a touchstone f o r  t h e  work as a whole, s ince i t s  a l i e n a t i o n  
and v i c t i m i z a t i o n  i n  t h e  p r e l i m i n a r y  verses foreshadow events i n  the  
T rag icmed ia .  Spiders a r e  i n d i r e c t l y  associated w i t h  Celest ina.  When she 
d r i v e s  Mel i  bea i n t o  a frenzy, she herse1.f remains "Arrinconada , encogida, 
ca l lando,  muy gozosa de su fe roc idad  . .." ( I l l ) ,  l i k e  t h e  sp ider  who.waits 
f o r  i t s  prey t o  become f u l l y  entangled. Spiders, l i k e  Celest ina, never 
s top working, a re  associated w i t h  doorways and corners, and seem never t o  
be adequately fed: "A Spider  . . . i s  p rov ided  w i t h  nourishment from t h e  a i r  . . . It never stops working . . . [It] minu te ly  and s k i l f u l l y  hangs [ i t s ]  
roomy webs i n  the  doorways . . . "11 Spiders a re  t r a d i t i o n a l l y  associated 
w i t h  weaving and thus w i t h  women: God "gave women the  knowled e o f  weaving 
and does n o t  leave even t h e  s p i d e r  d e s t i t u t e  o f  t h a t  wisdom."~2 Celest ina 
too  i s  s p e c i f i c a l l y  invo lved  w i t h  weaving and w i t h  thread.13 . Rojas asso- 
c i a t e s  Celest ina w i t h  cobwebs by t h e  technique i n  which one character  i n  
descr ib ing  another reveals  h imse l f ,  as when he has Ce les t ina  t e l l  Melibea: 
"No semejes l a  telaraf ia, que no muestra su fuerza s ino  con t ra  10s f lacos  
animfies" (98). But  Rojas i s  most e x p l i c i t  i n  comparing Ce les t ina  t o  a 
bee. 

The sp ider  represents t h e  negative, des t ruc t i ve ,  house-hugging s ide 
o f  Celest ina:  she i s  so i d e n t i f i e d  w i t h  her  house t h a t  her po t ions  and 
webs do seem t o  come ' o u t  o f  he r  own substance.' Conversely, t h e  bee 
represents her  p o s i t i v e  side, l i n k i n g  outdoors and indoors and producing 
honey from t h e  garden. The i r o n y  here i s  t h a t  t h e  garden, be longing i n  a 
apian pun t o  Melibea, i s  v i o l a t e d ,  f o r  Ce les t ina 's  honey i s  poison. As 
PIrmeno complains, "A l a  v i e j a  todo, porque venga cargada de ment i ras como 
abeja ..." (113). L ies  are indeed what Celest ina harvests  and transforms. 
She h e r s e l f  r e f e r s  t o  h e r  c o r r u p t i o n  o f  Mel ibea as t h e  work o f  a bee: "La 
mayor g l o r i a ,  que a1 secreto o f ' c i o  de l a  abeja se da ... es que todas co- 
sas p o r  e l  l a  tocadas c o n v i e r t e  en mejor . . . De es ta  manera . . . su r i g o r  
[de Mel ibea] t r a i g o  conver t ido  en m i e l  . . ." (108). But i t  i s  i n  E l i c i a ' s  
lament f o r  Ce les t ina  t h a t  t h i s  bee imagery, transformed i n t o  p a r t  o f  Ro- 
j a s '  extens ive house imagery, becomes most potent .  

T i i ' t rabajabas,  y o  holgaba; t 4  s a l i a s  fuera,  y o  estaba 
encerrada; t G  r o t a ,  y o  vest ida;  t G  entrabas cont inuo 
como abeja por  casa, y o  des t ru ia ,  que o t r a  cosa no sa- 
b i a  hacer. (201) 

The comparison between bee and drone i s  c l e a r .  E l i c i a ,  though a c t i n g  as a 
wage-earner w i t h i n ,  never appears ou ts ide  t h e  house be fo re  Cel es t i na ' S  
death and i s  seen u l t i m a t e l y  as t h e  p a r a s i t i c  drone i n  the h ive.  C e l e s t i -  
na i s  t h e  p roduc t i ve  member o f  t h i s  c o r r u p t  soc iety ,  and h e r  powers depend 
on her  a b i l i t y  t o  go i n  and o u t  o f  t h e  house, t o  e s t a b l i s h  o t h e r  houses as 
hers, and t o  make an a l i e n  s t r e e t  i n t o  a welcoming refuge. She i s  most 
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deadly when using her sting t o  control others' gardens. 

Celestina i s  more identified with her house than the other characters 
are w i t h  theirs,  especially when i t  i s  considered in isolation, without 
the extra element of the s t reet .  ldhere the houses of Calisto and Melibea 
are deceptive refuges, Celestina's house i s  a real one--if not . fo r  her- 
s e l f ,  a t  least  fo r  others. Sempronio and P lmno  offer hospitality to  
their  lovers in her house, .and f lee to i t  when they are threatened (175). 
Elicia i s  completely protected there. I t  serves as a parody of the pro- 
tected garden, reflowering dozens of ex-virgins, just as comparing Celes- 
t ina t o  a bee parodies the medieval tradition. Celestina's house i s  in 
fact  a complete extention of herself. Every corner of i t ,  as Plrmeno 
suggests, i s  dev~ted t o  some aspect of her work: 

Y en su casa hacia perfumes, falsaba estoraques . . . 
tenia una clmara llena de alambiques . . . Aparejos para 
baRos, esto es una maravilla, de las hierbas y raices 
que tenia en el techo de su casa colgadas ... . (61) 

Yet Celestina i s  alienated from this complex expression of her work. She 
gives the impression that she knows every inch of her house, and that 
every room has a special purpose for her, b u t  Rojas undercuts this  im- 
pression imnediately. "Pues sube presto a1 sobrado a l to  de la  solana y 
baja acl  e l  bote del aceite serpentino que hallarls colgado . . ." (84), she 
t e l l s  Elicia, and with further precision, "Entra en la  clmara de 10s un- 
gilentos .. ." (85). B u t  Elicia 's reply i s ,  "Madre, no e s t l  donde dices. 
Jamds t e  acuerdas #a cosa que guardas" (84). In addition, Celestina i s  
most threatened in other people's houses: "Nunca me ha de fa l ta r  un diablo 
acl y acul l l ;  escap6me Dios de Plrmeno, y top6me con Lucrecia" (157). and 
her own home acts as a perverted home as well as a diabolical factory. 
There, as she says, ". . . tengo que mantener hi jas ajenas . . ." (88). Ce- 
lestina feels  isolated and threatened in a l l  houses. Even her l i e s  use 
th i s  theme, as when she protests t o  Melibea, "LMias [necesidadesl, seiiora? 
Antes ajenas, como tengo dicho; que las mias de m i  puerta adentro me las 
paso, s in  que las sienta la t i e r ra  . . ." (93). And again, when denying the 
chain to  Sempronio and Plrmeno, she t e l l s  them, "Entraron unos conocidos 
y familiares mios en aquella saz6n aqui; temo no l &  hayan llevado ..." 
(181). In Celestina's world, it i s  perfectly natural to assume that one's 
friends and a l l i es  have robbed one's own house; such people can be trusted 
only out in the s t reet ,  where the mock-family world of 20s ahijQdos has 
more val i di t y  . 

When Sempronio t e l l s  .Plnneno, ." . . . dCjala barde sus paredes, que 
despues bardarl las nuestras ;. ." (107). he i s  using Celestina's own frame 
of reference. Celestina's sense of reality centers in her house: "Habiame 
de mantener del viento? iHeredt5 otra herencia? iTengo.otra casa o viiia? 
iCon6cesme otra hacienda ... ?" (81). She constantly refers t o  houses in 
her metaphors and descriptions, often to  invoke a sense of wholeness: 
"Nunca t G  har& casa con sobrado" (129). That her own sense of wholeness 
and of integrity i s  expressed in her house appears most clearly in her 
death scene, where her outrage i s  for the simultaneous violation of her- 
self and her house. After she f a i l s  t o  conciliate Plrmeno and Sempronio, 
she defends herself within the limits of herown dignity: 
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... soy una vieja cual Dios me hizo, no peor que todas ... A quien no me quiere no l e  busco. De mi casa me 
vienen a sacar,  en m i  casa me ruegan ... Dejame en m i  :I  

fortuna. (182) 

As the threat  grows, Celestina 's  indignation a t  being attacked in her own 
house approaches frenzy: 

iQu6 es es to ,  qu6 quieren deci r  t a l e s  amenazas en mi 
casa? icon una oveja mnsa ten6is vosotros manos y 
braveza? icon una gal l ina  atada? icon una vie ja  de 
sesenta aEos? (183) 

In f ac t ,  of course, she is  "una vie ja ,"  very l ike ly  "de sesenta aiios" a t  
t h a t ,  but the paradox f i t s  i n to  the  scene as a whole. Celestina, who had 
never f e l t  comfortable in  her house, who always had t o  ask Elicia fo r  ad- 
mission, who spun her webs from i t s  corners and did not even own but rather 
rented the half-rotten building (203), nonetheless expected invulnerabil i ty 
within her house. Her sense of shock a t  the f a i lu re  of tha t  invulnerabil- 
i t y  resounds in her dying words, "i j u s t i c i a ,  j u s t i c i a ,  seiiores vecinos; 
ju s t i c i a ,  que me matan en mi casa es tos  rufianes!" (183). Her profound 
ident i f ica t ion with her house pers is ts  even a f t e r  her death. Our l a s t  
g1 impse of her i s  as " . . . llagada, tendida en su casa. llorbndola una su 
criada" (187). And t h a t  same criada, Elic ia ,  by taking over Celestina 's  
house t r i e s  t o  take over her ident i ty .  She knows, a f t e r  a l l ,  t ha t  "Jamis 
perderz aquella casa el  nombre de Celestina . . ." (203). 

The houses of Calisto and Melibea o f fe r  no more security to  t h e i r  
owners than Celestina 's  had, but Rojas develops th i s  theme on an ent i re ly  
different level with the two lovers. The ident i f ica t ion between Cal i s t o  
and his house i s  developed with simple irony. Calisto i s  always withdraw- 
ing in to  his bedroom, where he s e t s  up elaborate scenes to  express his 
lovelorn s t a t e .  He begins on a r e l a t ive ly  small scale:  "Cierra l a  ventana 
y deja l a  t i n i eb la  acompaiiar a1 t r i s t e "  (47) .  When he i s  not in self-im- 

, posed exi le  in his bedroom, someone e l se  will  send h i m  there: " . . . tdrnate 
a l a  camara y reposa, pues que t u  negocio en t a l e s  manos es tb  depositado" 
(74). Other parts  of the  house are  mentioned only insofar as Calisto can- 
not cope with them. He cannot f ind the  stableboy t o  get  h is  horse out of 
the s table ,  h is  la rder  i s  raided t o  supply Celestina 's  table ,  he enters the 
estrado only t o  f ind the  twi l ight  zone, "Que ni ha donnido ni e s t z  des- 
pierto" (138). As his a f f a i r  with Melibea progresses, h is  confinement to  
his bedroom takes on a more s i n i s t e r  aspect. The cionma had been since 
Act I a se t t ing  f o r  heresy, but there i t  had been an exuberant and fantas- 
t i c  heresy, expressive of the  fu ture  rather than the present: "Melibeo soy 
y a Melibea adoro ..." (50). B u t  once these boasts have become t rue ,  he 
renounces the outside world completely and opposes i t  t o  those two enclosed 
refuges, the bedroom and the  garden. "No quiero . . . o t ro  padre ni madre, 
no otros deudos n i  parientes.  De dia  es tare  en mi chmara, de noche en 
aquel paraiso dulce . . ." (195-96). The parallel  reversal of spending the 
day in the bedroom and the  night i n  the  garden l inks those two violated 
spaces: Me1 ibea's  huerto violated by Calisto,  and Cal i s t o ' s  oibnaM violated 
by Celestina. Cal is to ' s  para l le l  victimi'zation with Melibea's i s  suggested 
in his description as ". . . todos 10s- dias encerrado en casa . . . " (206). He 



CELESTINESCA 

has reversed  r o l e s  w i t h  Me1 i bea, who was never successful l y  encemada. 
C a l i s t o  becomes more and more a l i e n a t e d  f rom h i s  own house, and even tua l l y  . 
h i s  ent rance i n t o  i t  echoes Ce les t ina 's  f i r s t  s t e a l t h y  approach: "Entrad 
ca l lando,  no nos s ien tan  en casa" (193). While be fo re  he had wanted h i s  
se rvan ts  t o  be an audience f o r  h i s  postur ings i n  h i s  room, now h i s  s o l i -  
tude  i s  complete: "... y o  me qu ie ro  s u b i r  s o l o  a mi cimara ... I d  vosotros 
a vues t ras  camas" (193). As Ce les t ina 's  poison takes a deeper h o l d  on 
Cal i s t o ,  he--1i ke a1 l t h e  o t h e r  characters  she i n f l  uences--comes t o  resem- 
b l e  h e r  more and more, i n  t h i s  case by h i s  deepening paranoia and a l i e n a -  
t i o n .  The except ion t o  t h i s  r u l e  o f  general contagion i s  Melibea. A l -  
though she a l lows Ce les t ina  t o  c o r r u p t  her, she reta'ins more o f  .her o r i g i -  
n a l  i d e n t i t y  than do t h e  o t h e r  i n f e c t e d  characters .  A poss ib le  explana- 
t i o n  o f  t h i s  anomaly i s  t h a t  Mel ibea 's  r e l a t i o n s h i p  t o  her house never 
changes. She was always a l i e n a t e d  f rom it, because i t  always was n o t  her  
own b u t  r a t h e r  her  f a t h e r ' s .  It i s  i n  Mel ibea 's  house t h a t  we f i n d  the  
most coherent example o f  an aspect o f  house imagery dominant throughout 
Cetest ina,  t h e  house as a symbol f o r  des t ruc t ion .  

Rojas in t roduces t h e  theme o f  house as d e s t r u c t i o n  i n  h i s  p r e l i m i n a r y  
essay. He presents t h i s  idea on two l e v e l s :  a mock-heroic defense o f  t h e  
home ("Hasta 10s groseros milanos i n s u l t a n  dentro en nuestras moradas 10s 
domesticos p01 10s . . . " 42), and t h e  f a r  more f r i g h t e n i n g  casual destruc- 
t i o n  o f  b u i l d i n g s  by f i c k l e  humanity: " iqu i6n  explanara sus guerras ... 
Aquel mudar de t r a j e s ,  aquel d e r r i b a r  y renovar ed i  f i c i o s  . . .?" (42).  The 
d e s t r u c t i o n  o f  b u i l d i n g s  i s  l i n k e d  immediately by t h e  topos o f  m u t a b i l i t y  
and t h e  r h e t o r i c a l  dev ice o f  zeugma t o  t h e  l a c k  o f  proper  perspec t i ve  i n  
mankind. Rojas uses r h e t o r i c  and i r o n y  here t o  support t h e  i m p l i c a t i o n  of 
h i s  imagery: t h a t  chaos necessar i l y  invades b o t h  micro-  and macrocosm, t h e  
house and t h e  world. The house i n  CeZestina ac ts  throughout as a th ree-  
f o l d  metaphor l i n k i n g  t h e  f a i l u r e s  o f  home, fami l y ,  and soc ie ty .  Gilman 
apparen t l y  perceives t h i s  t r i a d  as one o f  i n c r e a s i n g l y  wide scope, w i t h  
t h e  house p r o v i d i n g  the  i n t r o d u c t i o n  t o  an a l i e n a t i n g  i n f i n i t y ,  when he 
r e f e r s  t o  Rojas'  " v i s i b n  de l  hombre en casa, en l a  sociedad y en e l  u n i -  
verso--del i n d i v i d u o  en p e l i g r o s o  enfrentamiento consigo mismo, con o t r o s  
y con l a s  dimensiones de tiempo y l u g a r  . . ." (8) .  Th is  c l e a r  p a r a l l e l i s m  
stops s h o r t  o f  cap tu r ing  t h e  f u l l  r o l e  o f  t h e  image o f  t h e  home as an em- 
blem o f  des t ruc t ion ,  f e r  Rojas has i t  bo th  ways. It i s  p r e c i s e l y  t h e  ten -  
s i o n  o f  crossed boundaries, when t h e  " v i s i 6 n  de casa" becomes t h e  "enfren- 
tamiento con otros," t h a t  makes t h e  house i n t o  such a powerful  symbol. 
The house thus serves both t o  d e f i n e  i n t e g r i t y  and t o  s igna l  co l lapse.  
I t s  under l y ing  paradoxica l  q u a l i t y  der ives from Rojas'  i n i t i a l  assumption 
t h a t  i s o l a t i o n  a l lows r e c o g n i t i o n  and a l i e n a t i o n ,  percept ion.  

Several v a r i a n t s  o f  t h i s  house-as-destruct ion theme have a l ready  be- 
come obvious. For  instance,  one cannot examine t h e  d i a b o l i c a l  aspect of 
C e l e s t i n a ' s  house w i t h o u t  recogn iz ing  t h a t  i n  some senses her  house ap- 
pears t o  p a r t i c i p a t e  a c t i v e l y  i n  s in ,  bo th  as p a r a s i t e  and as p rogen i to r ,  
as we see from Pitmeno's d e s c r i p t i o n  (p. 61). Again, i t  i s  c l e a r  t h a t  one 
symptom o f  C a l i s t o ' s  inc reas ing  a l i e n a t m n  and c o r r u p t i o n  i s  h i s  i n a b i l i t y  
t o  use t h e  house as a whole r a t h e r  than as a s e r i e s  o f  i s o l a t e d  rooms. 
And Rojas has a l s o  a l ready suggested the  f a i l u r e  o f  ad jacent  houses t o  be 
a l i g n e d  i n t o  any k i n d  o f  r e a l  neighborhood. This  theme, s t rong enough i n  
p e r i p h e r a l  suggestion, becomes almost overpowering as a c e n t r a l  mot i f .  
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Rojas i n i t i a l l y  se ts  up a d i f f e r e n t  atmosphere than had appeared i n  Act  I. 
There, t h e  o r i g i n a l  author  had befogged us as the  house appears i n  t u r n  as 
p e r s o n i f i e d  e v i l ,  an i n t r i c a t e  stage, an extens ion o f  s e l f ,  an inadequate 
refuge, and a se r ies  of d i s j o i n t e d  p a r t s  (we g radua l l y  assume a p i c t u r e  o f  
C a l i s t o ' s  house f rom the  door, s t a i r s ,  etc.) .  By Act 11, house imagery i s  
s t i l l  s t rong  b u t  has become more c o n s ~ s t e n t l y  t h a t  o f  des t ruc t ion .  P i r -  
meno, i n  dec id ing  t o  go along w i t h  Celest ina, says "Que s i  d i j e r e  comamos, 
yo tambien; s i  qu ie re  derrocar  l a  casa, aprobarlo; s i  quemar su hacienda, 
ir por  fuego" (78). Sempronio, i n  asser t ing  t h a t  i t  would be impossible 
"quemarnos con l a s  c e n t e l l a s  que r e s u l t a n  de es te  fuego de C a l i s t o "  (79). 
f i n d s  reassurance by comparing h i s  master t o  a t o p p l i n g  house, i n  a phrase 
o f  b r i l l i a n t  foreshadowing: "El tiempo me d i r 5  qu6 haga; que primer0 que 
caiga de l  todo dare seRal, como casa que se acuesta" (80). Ear l y  i n  Ce- 
Zest ina Rojas adds another dimension t o  t h i s  image. He j o i n s  t h e  assump- 
t i o n  t h a t  c o n t r o l  o f  one's home i s  c o n t r o l  o f  one's s e l f - - t h e  home: i n -  
t e g r i  ty equat ion t h a t  appears so c l e a r l y  i n  Ce les t ina 's  expectat ions-- to  
i t s  obverse, t h a t  l a c k  o f  c o n t r o l  over  one's home leads t o  the  des t ruc t ion  
o f  bo th  s e l f  and house. This dependent chaos i s  revealed most c l e a r l y  i n  
CeZestina through d iscuss ions o f  the  p1 i g h t  o f  servants. With master fu l  
i r o n y  o f  s t ruc tu re ,  Rojas shows a l i e n a t i o n  through the eyes o f  a l i e n a t i o n .  
Distance, he suggests once more, a l lows f o r  diagnosis, though n o t  a cure. 

Most o f  t h e  characters  i n  t h e  book s u f f e r  a l i e n a t i o n  and abuse i n  the  
homes o f  others, and t h i s  i n  f a c t  i s  a c h a r a c t e r i s t i c  expec ta t ion  o f  ser-  
v ice.  Celest ina p ra ises  C a l i s t o  by opposing him t o  o t h e r  masters who r e -  
j e c t  t h e i r  o b l i g a t i o n s :  "Que no es de 10s que dicen, 'V ive conmigo y bus- 
ca quien t e  mantenga'" (180). This  i s  Rojas a t  h i s  mast i r o n i c ,  f o r  n o t  
on ly  have Cal i s t o ' s  servants become the  r e a l  r e t a i n e r s  o f  Celest ina, b u t  
a l s o  C a l i s t o  h imse l f  has l e s s  n o t i o n  o f  h i s  o b l i g a t i o n s  than anyone else. 
His r e a c t i o n  t o  t h e  deaths o f  PSrmeno and Sempronio i s  adequately d i s -  
t raugh t  b u t  p u r e l y  s e l f i s h :  "veo l a  mengua de mi casa, l a  f a l t a  de mi 
se rv ic io ,  l a  p e r d i c i 6 n  de mi patr imonio, l a  in famia que t i e n e  mi per-  
sona . . ." (193). Here C a l i s t o  i s  o n l y  r e i t e r a t i n g  t h e  v iewpoint  o f  the  
o ther  m s t e r s  i n  t h e  book, who ( o f t e n  i n  absent ia)  make a r t i f i c i a l  con- 
nect ions between serv ice,  house and honor. T h e i r  connect ions are even 
more a r t i f i c i a l  when viewed aga ins t  t h e  - rea l  interdependence o f  those 
th ree  aspects o f  t h e  home, an interdependence as r e a l  f o r  t h e  servants as 
f o r  t h e i r  masters. The servants i n  CeZestina have t h e i r  own sense o f  
honor, mainta ined desp i te  t h e i r  a l i e n a t i o n  w i t h i n  another 's  house. 
Forged through a s u i t a b l y  Petrarchan c o n f l i c t ,  i t i s  thus s t ronger  than 
t h e  sense o f  honor o f  t h e i r  masters, which must be maintained through t h e  
appearance o f  an i n t e g r a l  home. And Rojas undercuts any such appearances 
by present ing us w i t h  t h e  servants '  p o i n t  o f  view. Phrmeno makes the ob- 
vious connect ion between domestic work and a1 i e n a t i o n  i n  h i s  comment, "... he andado p o r  casas ajenas h a r t o  tiempo y en lugares de h a r t o  t r a -  
bajo" (176). Ce les t ina  h e r s e l f  formulates t h e  escape from a1 i e n a t i o n  
t h a t  a l l  these characters  seek: v i v i r  reposado means ". . . a v i  v i  r por t i , 
a no andar p o r  casas ajenas . .." (121). I n  descr ib ing  maidservants a- 
bused by t h e i r  mistresses, E l i c i a  makes an unconscious comparison o f  t h e  
idea o f  h a r a . i n  these two classes. The mistresses, r a t h e r  than meeting 
t h e i r  ob l iga t ions ,  throw t h e i r  servants o u t  o f  the  house, "diciendo: 
' A l l h  i r h s ,  ladrona, puta, no d e s t r u i r h s  mi casa y honra"' (149). The 
servant, on the o t h e r  hand, f i n d s  t h a t  whatever se l f - respec t  she-has i s  
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no t  i n  the  r o t t e n  world o f  the upper classes, bu t  out on the s t ree t .  "La 
mejor honra que en sus casas tienen," says E l i c i a  i r o n i c a l l y ,  "es andar 
hechas ca l le je ras ,  de dueiia en dueiia, con sus mensajes acuestas" (149). 
This i s  t he  same houselstreet tension tha t  characterizes .Celestina , and i t  
i s  here widened t o  embrace a l l  those i n  her socia l  class; The perquis i tes 
o f  the  home--honor, secur i ty ,  ident i ty - -are  transmuted i n t o  the wor ld o f  
the s t ree t .  Rojas shows us only two roads o f  escape fmm the a l i ena t i on  
o f  serv i tude i n  anoaher's house. One i s  independence w i t h i n  one's own 
home: "Por esto me vivo sobre mi, desde que me s6 conocer . .. Por esto, 
madre, he querido mds v i v i r  en mi pequefia casa, exenta y sefiora, que no en 
sus r i c o s  palacios sojuzgada y cat iva" (149, 150). The other i s  by seek- 
i n g  refuge outside the house, e i t h e r  by combining s t r e e t  and house, as do 
Celest ina and the maids, o r  i n  the complete re jec t i on  o f  boundaries. It 
i s  a shor t  step f o r  Melibea from the garden t o  the outside world, fo r  any 
space outs ide of the house i s  equally d isor ien t ing :  "Si pasar qu is ie re  l a  
mar, con 61 i re ;  s i  rodear e l  mundo, lleveme consigo; s i  venderme en t i e -  
r r a s  de enemigos, no rehuir-6 su querer" (206). 

Cal i s t o ' s  lament f o r  h i s  servants--"veo l a  mengua de mi casan--con- 
j o i n s  every aspect o f  the upper c lass 's a l ienat ion  from t h e i r  homes. His 
f i r s t  confusions revolve around the d ispar i  t y  between secrecy and pub1 i c i  - 
ty t h a t  i s  h i s  version o f  the lower c lass 's casa/caZZe tension. This con- 
cern f o r  the opinions o f  others leads him na tu ra l l y  i n t o  a quest f o r  some- 
one a t  home i n  whom he might confide: 

iQu6 hare? iQuE consejo tomare? LA quit% descubrire 
mi mengua? iPo r  qu6 10 celo a 10s otros mis servidores. 
y parientes? Tresquilanme en concejo y no 10 saben en 
mi casa. S a l i r  quiero ... (194) 

Ca l is to 's  own process o f  thought has l e d  him t o  h i s  f i r s t  uneasy glimmer 
t h a t  h i s  best secur i ty  might be outside h i s  own house. " S a l i r  quiero . . .l1 

He begins t o  t r y  t o  extend h i s  domestic world outside h i s  own wal ls  and 
then immediately re t rea ts  from what he i m p l i c i t l y  recognizes i s  a departed 
wor ld o f  socia l  order and obl igat ions:  " Y  para proveer amigos criados 
antiguos, parientes y allegados, es menester tiempo . . ." (1947. He fo -  
cuses h i s  rage a t  the loss o f  t h i s  world against the judge who had sen- 
tenced Ptirmeno and Sempronio t o  death. " i O  cruel  juez, y quC mal pago me 
has dad0 e l  pan que de mi padre comiste!" (194). The judge, who by h i s  
very r o l e  i s  most important i n  holding the bonds o f  society t o  ether, 
paradoxical ly  appears t o  Cal i s t o  as the epitome o f  social anarchy .75 i n  
t y p i c a l  Rojas fashion, Cal is to by accusing another condemns himself: 
"Mirarbs que t i  y 10s que mataste, en s e r v i r  a mis pasados y a mi, ,Grades 
compafieros; mas, cuando e l  v i l  e s t i  r i co ,  no t i ene  par iente n i  amigo" 
(194). Having l o s t  PBrmeno and Sempronio, Cal is to has no one t o  t u r n  to, 
ne i t he r  companion, f r i e n d  nor re la t ion .  He has, as i n  the words o f  the 
proverb he himself quotes, created h i s  own demons w i th in  h i s  own walls: 
"del monte sale con que se arde y que c r i 6  cuervo que me sacase e l  o jo"  
(1 94). 

Ca l is to  moves pe r i l ous l y  close t o  a recogni t ion o f  h i s  own responsi- 
b i l i t y .  We rea l i ze  as he does tha t  he i s  once more alone i n  h i s  bedroom, 
i so la ted  and al ienated: 



CELESTINESCA 

iPero qu6 digo? icon qui6n hablo? . . . Cata que estds en 
tu czmara. iNo ues que el  ofendedor no es t6  presente? 

, icon quit% 10 has? Torna en t i .  (194) 

Rojas gives us a whole crumbling world in t h i s  b r i l l i a n t  sequence. Ulti- 
mately, Calisto i s  incapable of "tornar en s i "  because he refuses t o  re- 
cognize tha t  the offender i s  indeed present in  the room with him. .Only 
Calisto 's  c h m  can be the appropriate se t t ing  fo r  t h i s  edge and recoil 
from recognition. The bedroom i s  marginal to  the  house in the same way 
that  Calisto i s  marginal t o  his society. According to  Gilman, the conver- 
so "vivSa a1 margen: observaba desde fuera: tenia una perspectiva y una 
capacidad de evaluacidn c l in ica  . . ." (14).  Calisto,  inspired to  heresy by 
Melibea and converted t o  evil  by Celestina, becomes alienated. enough t o  
see c lear ly  from the periphery of events, but because he i s  ultimately en- 
tangled with and representative of the decaying social order in th i s  
world, he i s  denied the a b i l i t y  t o  understand what he observes. As he re- 
coi ls  from the edge of recognition, thus f ina l ly  denying himself heroic 
s ta tus ,  he moves fu l l  c i r c l e  to  t r y  and convince himself tha t ,  a f t e r  a l l ,  
perhaps the judge meant well. B u t  t h i s  e f fo r t  of imagination c a l l s  fo r  a 
complete reversal of the social order: ". . . antes l e  quedo deudor y obl i - 
gad0 para cuanto viva, no como a criado de mi padre, per0 como a verdadero 
humano" (195). From th i s  point on, Calisto can move only in the direction 
of increasing isola t ion,  expressed in terms of al ienation from his family, 
fr iends,  and not l eas t ,  his house. "No quiero . . . otro padre ni madre, 
no ot ros  deudos ni parientes. De dia estarC en mi czmara . . ." (196). 

Melibea. too reaches- the same point of isolation: " . . . ni quiero- ma- 
rid0 n i  quiero padre ni parientes . . ." (207. B u t  her isolation has taken 
a d i f ferent  route from Calisto 's .  He has changed his world ( tha t  i s ,  his  
house) in to  a threat  against himself; she has abused someone e l s e ' s  world 
( tha t  i s ,  her f a the r ' s  house) to  t r y  fo r  a deceptive freedom. Melibea 
part icipates in the "world turned upside-down" motif by becoming enslaved 
t o  love: 

. . ... hdcense siervas de quien eran seiioras, dejan e l  
mando y son mandadas, rompen paredes, abren ventanas . . . a 10s chirriadores quicios de l a s  puertas hacen con 

. . aceites usar su of ic io  s in  ruido. (83) 

Rather than becoming alienated from her house, as does Calisto, she ex- 
tends her original al ienation to  the point where the house helps her t o  
deceive her father.  In Melibea's home, her servant i s  envious and dis-  
contented, her fa ther  i s  trapped in the honor-family-house nexus, and her 
mother i s  completely ineffectual .  All these characterizations, particu- 
l a r ly  tha t  of the mother, continue expectations previously se t  up by Ro- 

?'as: From the  introductory essay, when "10s dom6sticos pollos" are hunted 
dejabo l a s  a las  de sus madres" (42),  mothers are  portrayed as useless re- 

fuges. They are  associated with perversion of the natural order--Melibea 
i s  described "as i  como corderica mansa que mama su madre y l a  ajena . . ." 
(166). Melibea does in fac t  f ind a "mdre ajena" in Celestina; t h i s  
transference i s  suggested by dialogue, f o r  a l l  the characters ca l l  Celes- 
t i ne  "madre!' or ,  .at  worst, " t ia ,"  and i t  i s  confirmed by Me1 ibea's  ac- 
tions.16 She confesses t o  her fa ther ,  "DescubrSa a e l l a  10 que a m i  
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quer ida madre encubrfa" (230). Yet Rojas suggests t h a t  t h i s  f i l i a l  per-  
v e r s i t y  i s  a t  l e a s t  as much as A l i s a ' s  f a u l t  as Mel ibea's, and he u l t i -  
mate ly  blames Pleber io .  Not on ly  does Al isa,  though knowing b e t t e r ,  
abandon Melibea t o  Celest ina 's  predatory v i s i t ,  an a c t  t h a t  "goes f a r  be- 
yond mere f o l l y , "  b u t  she i s  t o o  useless even t o  appear a t  her daughter 's  
death-scene.17 "Tu madre e s t i  s i n  seso en o i r  t u  mal: - No~pudo . v e n i r  a 
v e r t e  de turbada" (226). Even A l i s a ' s  stymied a c t i v i t i e s  here are t h e  
pass ive ones o f  hear ing and seeing. The g i f t  o f  diagnosis, l e t  alone o f  
cure. i s ,  denied A1 isa;  she i s  t o o  f a r  ou t  on the  margin of events. 

Mel ibea destroys her  home by dest roy ing her parents, and h e r  father's 
l o s s  i n  p a r t i c u l a r  i s  i n  t u r n  expressed through t h e  image o f  the destroyed 
house.18 Me1 ibea sums up a whole complex i n t e r r e l a t i o n s h i p  when she 
c r i e s ,  " iO mi padre honrado, c6mo he daiiado t u  fama y dad0 causa y l u g a r  a 
quebrantar  t u  casa!" (192). For  Melibea, i t  i s  always her  f a t h e r ' s  house 
t h a t  she has destroyed. " D i l e  [a C a l i s t o ]  entrada en t u  casa. Quebrant6 
con escalas l a s  paredes de t u  huerto . . .l' (230). She had i n  the  beginning 
of h e r  a f f a i r  w i t h  C a l i s t o  t r i e d  t o  s top him by asking i f  he wished t o  
"perder y d e s t r u i r  l a  casa y honra de mi padre" (96). P leber io  shares t h e  
same assumption; he asks Fortune, " i p o r  qu6 no quemaste mi morada?" (233) 
and " i Q u i 6 n  acompaiiari mi desacompaiiada morada?" (235). Only on a small 
sca le  does t h e  possessive pronoun change: " iQu6 hare, cuande e n t r e  en t u  
cdmara y r e t r a i m i e n t o  y l a  h a l l e  so la?"  (234). I t i s  t h i s  sharp c o n f l i c t  
between h i s  space and Mel ibea 's  t h a t  makes h i s  lament so poignant. Wi th in  
h i s  very wa l l s ,  h i s  own daughter had l i v e d  i n  " ... un l a b e r i n t o  de e r r o -  
res, un d e s i e r t o  espantable, una morada de f i e r a s  . . ." (233). -The sudden 
l o s s  o f  perspect ive i s  t e r r i f y i n g .  Yet P l e b i e r i o  i s  no more an innocent 
v i c t i m  than i s  any o ther  character.  I f  Rojas i d e n t i f i e s  him w i t h  house 
and honor and destroys a l l  th ree  together, i t  i s  because o f  the  i n t r i n s i c  
weakness o f  P leber io ' s  house. 

A l l  th ree  o f  the  women who l i v e  i n  t h i s  house--Alisa, Melibea and Lu- 
crec ia- -are deeply a l i e n a t e d  from any c o n t r o l  over  t h e i r  l i v e s .  The word 
ajeno, so f requent  throughout CeZestina, seems even more f requen t l y  t o  
charac te r i ze  marriage, and P leber io  and A l i s a  are the on ly  marr ied couple 
i n  t h e  book. The i r  d iscuss ion o f  marrying o f f  Melibea i s  among the  book's 
most i r o n i c  scenes, and n o t  on ly  because she i s  i n  e f f e c t  a l ready marr ied. 
P l e b e r i o ' s  d iscourse on marr iage moves w i t h  no sense o f  i n c o n g r u i t y  from 
grave t o  m a r i t a l  home: " ... todos estsn en sus perpetuas moradas ... De- 
mos nuestros hacienda a dulce sucesor . .. [Melibeal pa recer i  y a  mejor en 
su p r o p i a  casa que en l a  nuestra" (204). M e l i  bea does indeed p r e f e r  "su 
p rop ia  casa" but  n o t  s u r p r i s i n g l y  she i n t e r p r e t s  t h a t  home as t h e  grave. 
She does not ,  a f t e r  a l l ,  want " l a s  mar i ta les  pisadas de ajeno hombre" 
(206). And she has a good model f o r  disenfranchisement i n  her  mother, who 
i s  a l i e n a t e d  even from her  na tu ra l  o f f i c e  o f  matchmaker, l eav ing  a vacuum 
which n o t  P leber io  bu t  Celest ina must f i l l . 1 9  "Pero como es to  sea o f i c i o  
de 10s padres y muy ajeno a l a s  mujeres . . ." (204), A l i s a  says, contra-  
d i c t i n g  ( a t  t h e  l e a s t )  a long  t r a d i t i o n  o f  l y r i c  poetry.20 And P leber io  
g ives a f u r t h e r  h i n t  o f  the  s t a t e  of t h e i r  marr iage when he reminds an 
a b s t r a c t  Love, "Bien pens6 que de tus  lazos me habia l i b rado ,  cuando 10s 
cuarenta aiios toqu6, cuando f u i  contento con mi conyugal compaiiera" (235). 
There i s  considerably  more genuine sentiment, . fo r  a1 l i t s  parodic  over- 
tones, between Arecsa, the whore, and Pbmeno, soon t o  be a murderer. 
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Pleberio, as the only example of a r ich man with a family, belongs u l t i -  
mately to  the theme of the perverted house, i n  which the r ich man's rela- 
t ives  "no ven l a  hora que tener a 61 so l a  t i e r r a  y 10 suyo entre sus na- 
nos y dar le  a poca costa su morada para siempre" (91-92). I t  i s  perhaps 
significant tha t  in t h i s  sentence the e a r l i e r  reading fo r  morada was casa: 
Rojas seems t o  have increasingly separated one's  dwelling from one's home. 
f o r  the l a t t e r  i s  increasingly perceived as  an i l lusory refuge. 1 

Hilanderas, iQu6 h ic i s t e i s  o h i l a s t e i s ,  
s i  en rnarzo no curasteis? 
Fui a1 mar, vine del mar, 
hice casa s in  hogar, 
s in  azada ni azadbn, 21 
y sin ayuda de vardn . . . 

Celestina offers a rich and complex image bf the home; but i f  any one 
idea predominates, i t  i s ,  perhaps, t ha t  a woman alone has the ab i l i t y  t o  
create a casa or  an hogm, and only a woman can overcome the i l lusory re- 
fuges tha t  pass as homes in the book. Ce1es t ina . i~  a witch, Elicia and 
Arecsa are  whores and Melibea i s  a suicide,  but a t  l eas t  each of them con- 
sciously chose her own path. By contrast ,  Calisto, Pleberio, PBrmeno, and 
Sempronio seeml destroyed almost by accident, and none of them i s  able t o  
find security even in a transient  home. None of them i s  f lexible  enough 
t o  survive a world whose l imi ts  are disappearing and whose order i s  over- 
turned. Each character in the book i s  threatened by t h i s  changing world, 
but each perceives i t  on a different scale:  E l i c i a ' s  lament i s  fo r  Celes- 
t i na ,  Celestina's f o r  her house, Calisto 's  f o r  h is  ident i ty ,  Pleberib 's  
f o r  "his" world. Nothing could be fur ther  from Pleberio 's  "un desierto 
espantable" than Celestina's "Todo t iene  sus l imites,  todo t iene sus gra- 
dos" (150). Rojas creates a world of insecurity and destruction, b u t  in 
t h i s  one aspect a t  l eas t  i t  bears comparison with the more stable world of 
the e a r l i e r  Middle Ages. There too the  women put everything into the 
making of a home, even "sin3ayuda de varbn"; and there too i t  i s  those on 
the mar in of society who have the c leares t  vision and the most central 
roles.2 B 
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NOTES 

Fernando de Rojas, La Cetestina, ed. Dorothy S. Severin b d r i d :  
Alianza, 1969). p. 169. All quotations a r e m f m  th i s  edition and will be. 
designated by page numbers i n  parentheses a f t e r  the quotation. 

Stephen Gilman, The S p d n  of Fernmrdo de . Rajas (princeton: Univer- 
s i t y  Press, 1972). p. 425. 

For another perspective on the nature of healing i n  CeZestina, see 
George Shi pley, "Concerting through Conceit: Unconventional Uses of Con- 
ventional Sickness Images. i n  La Cetestinu," MLR. 70 (1975). 324-32. 

stephe" Gilman, Introducci6n. La beZestim, ed. Severin, p. 21. 
Subsequent quotations f r m  t h i s  prologue will  be designated by page num- 
bers in  parentheses a f t e r  the quotation. 

Notably Lida de Mal kiel , Russell., Deyermond and Sinchez. 

Quoted f mm Gi lman , The Spain if Ferncmdo de Rojas , p. 422. 

' T. H. White, 2% .Book of B$asts (London: Jonathan Cape, l954), p. 
153. 

Francis K1 i ngender, AnimaZs i n  A r t  rmd Thought t o  the .E)zd bf the 
&ddZe Ages (London: Routledge & Kegan Paul, l97l) ,  p. 153. 

Quoted in Klingender, p. 492. 

l 0  Rojas' use of insect imagery i s  another manifestation of his gene- 
ral familiari ty w i t h  bestiaries,  already discussed by ' Alan Deyermond i n  
"Symbolic Equivalence in Lu CeZestinu: A Postscript ," Cetestinesca, ,Z:l 
(May- 1978). 25-30). As George Shipley points out in a note to  th i s  a r t i -  
c l e ,  "Rojas i s  not hew alluding t o  a bestiary t a l e  (i .e. pointing out 
from tex t  t o  source) . . . The resultant image i s  not learned but part of an 
associational c lus ter  in Rojas' psyche" (n. 7, p. 29). 

l1 White, pp. 191, 213. 

White, p. 213. 

l3 See Alan Deyermond, "HiZado-CO&-Cab: Symbol i c Equivalence in 
k Cetestina, CeZestinesca, 1 :l (May 1977), p., 7. 

l4 George Shipley mentions the incongruity of associating Celestina 
with a bee in his unpublished paper, "Bestiary References in Fernando de 
Rojas' La Celest$n&:: The Ironic Undermining of Authority" (p. 7 of mi- 

' , meograph) . 
. l5  As P. E. Russell has pointed out -in  studios jurfdicos de Fernando 

de Rojas," in  Ternas de 'k CeZestina'. . . , esp. pp.. 336-37, the judge did 
in  f a c t  act 'unjustly. Calisto's reactions, however, depend ent i re ly  on 
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his own desires rather than on any factual observations. He i s  ent i re ly  
sel f-centered. 

l 6  For a discussion of Celesti.nals maternal aspect in the eyes of Me- 
l i bea and, especially, PLrmeno, see Jane .Hawking, "Madre Cel es t ina ,"  Anna- 
li d e l l r I s t i t u t o  Universitario O r i a t a l e  d i  NapoZi, Sezione .Romanza, 
9 (l967),  177-90. 

Deyermond , "HiZado-Cord&-Cadena . . . ", p. 7. 

l 8  On Melibea's destruction of her parents, see George Shipley's note 
to Deyermond, "Synbolic Equivalence ...", no. 10, p. 29. 

l 9  Earlier  medieval Spanish laws, codified in che early thirteenth 
century, establish the mother's t radi t ional  role in marr: ~ 5 e  negotiations. 
See Heath Dillard, "Women in Reconquest Castile: The Fueros of Sepiilveda 
and Cuenca," in h e n  i n  Medieval Socie ty ,  ed. Susan Stuard (Philadelphia: 
Univ. of Pennsylvania Press, l976), esp. pp. 79-80. 

20 See J .  G .  Cummins , The Spanish Traditional Lyric (Oxford: Pergamon, 
1977), pp. 54-57, 89-98. 

Cummins, p .  109. 

22 I wish to  thank Professors Dorothy S. Severin and Alan D. Deyer- 
mond, who read and commented on an early version of th i s  a r t i c l e .  I t  was 
originally presented as a paper to t h e i r  Medieval Spanish Research Seminar 
a t  Westfield College (London University), from which I received many help- 
ful suggestions. 
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ON TRANSLATING HUEVOS ASADOS: CLUES FROM CHRISTOF WIRSUNG 

KATHLEEN KISH and URSULA RITZENHOFF 
U. OF NORTH CAROLINA U. OF TENNESSEE 
(GREENSBORO) (KNOXVILLE) 

Translat ions,  w i t h  a l l  t h e i r  f laws and inaccuracies, can never the less 
p rov ide  va luable c lues f o r  dec ipher ing arcane passages o f  a  l i t e r a r y  work. 
True, a  t r a n s l a t o r  may, del i b e r a t e l y  o r  inadver ten t l y ,  d i s t o r t  the  mean- 
i n g  o f  h i s  source, bu t  h i s  i n t e r p r e t i v e  e f fo r t - -even  when i t  involves an 
obvious e r r o r  o r  a  suppression--deserves sc ru t iny .  PZrmenols cur ious ex- 
clamation about Celest ina 's  husband, which has prompted a v a r i e t y  o f  re -  
sponses by exegetes o f  the  Tragicomedia, from the  work 's  e a r l y  t r a n s l a t o r s  
t o  the. recent  a r t i c l e  by Miguel Garc i  -GBmez , "Huevos- asados: a f  r o d i  s iaco 
para e l  marido de Celestina," CeZestimsca, 5 : l  (mayo 1981), 23-24, o f f e r s  
a case i n  p o i n t .  Surp r i s ing ly ,  the  German t r a n s l a t o r  Chri s t o f  Wirsung , 
who shows no s i g n  i n  e i t h e r  o f  h i s  r e n d i t i o n s  o f  t h e  puzz l ing  phrase 
(1 520 and 1534) o f  having understood i t s  connection t o  aphrodisiacs, 
suppl ies, i n  a  c i r c u i t o u s  fashion,  support f o r  Garci-G6mez1 t h e s i s  t h a t  
Celest ina 's  husband consumed husvos asados ( " d r i e d  t e s t i c l e s " )  t o  r e a c t i -  
vate h i s  f l agg ing  l i b i d o .  

I f  Wirsung, who was an apothecary by t rade  and there fo re  q u i t e  know- 
ledgeable about aphrodisiacs, missed t h e  e r o t i c  p o i n t  o f  Pdrmeno's words 
here, he had good reason. The I t a l i a n  t r a n s l a t i o n  t h a t  was h i s  source . 
sa id  abso lu te ly  no th ing  about eggs, e i t h e r  i n  the l i t e r a l  o r  i n  the  f i g u r -  
a t i v e  sense. I n  f a c t ,  A l fonso Hordognez' ve rs ion  o f  the  phrase, which i s  
i n t e r e s t i n g  i n  i t s  own r i g h t , l  seems t o  have l e d  a t  l e a s t  one o ther  e a r l y  
t r a n s l a t o r  ast ray,  as the  f o l l o w i n g  cata logue demonstrates: 

Rojas: i O  qu6 comedor de huevos asados era su marido! 

~ o r d o ~ n e z  (1506, 1514, 1515, Venice 1519): 0 che coman- 
B dato r  de boni (1525, 1531, 1535, 1541 : o b i )  a r r o s t i  

era suo mari  to .  
- .  

Wirsung, 1520: Ach was g u t t e n  anschaf fers  vorausz, zu 
guten braten ,was jr man'. 

152.7 French t r a n s l a t i o n :  omi ts  t h e  passage 
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Rastell (?) ,  English adaptation, ca. 1530: omi.ts the 
passage 

U i  rsung , 1534: Ach was guten anschaf f e r s  sonderl ich z u  
brotessen was jr  man. 

Lavardin, .l 578: 0 quel fr iand de bons ros t i z ,  5 quet 
auaZZeur de bans. morcegux e s t o i t  feu son mary! 

. . 

Habbe MS, ca. 1603-1.1 : 0 what a devourer of rosted 
Egges was her husbande! , 

von Barth, 1624 : Qual'i S,  Di i boni, Zurco o v o m  assato- 
m e r a t  quondam maritus ejus! 

Mab.be, 1631: 0 what a deuourer of rosted egges was her 
husband? 

French translation,  1633: 0 quel grand aval leur d'oeufs 
f r i s  e s t o i t  son mary!2 

To judge from this l i s t ,  the early t rans la tors  o f fe r  almost no help 
f o r  understanding PBrmeno's cryptic exclamation. The l a s t  three merely 
follow the wording in the Spanish Tragicmedia. Unfortunately, von 
Barth's gloss on the problematic spot, "more plebis Hispanae" (p. 344) i s  
neither elaborated nor substantiated. Lavardin, who blended the  I ta l  ian 
and Spanish texts  ("bons ros t iz  . .. aualleur"),  makes no reference to  hue- 
vos, and h i s  expansion of the original phrase f a i l s  t o  shed l igh t  on i t s  
meaning. The f i r s t  French t rans la tor ,  who also had access to  both the 
Spanish and the I t a l i an ,  chose t o  omit the en t i r e  passage, as did the 
author of the  Interlude of Catisto avd Metebea. For his part ,  Wirsung, 
apparently d issa t i s f ied  with his attempt in 1520 a t  a l i t e r a l  translation 
of the  original  I ta l ian  reading, replaced "good roast" with "eating bread" 
in 1534. In short ,  i f  the  t rans la tors  spied an aphrodisiac i n  Pbrmeno's 
remark about Celestina's husband, they e i the r  kept t h e i r  own counsel on 
the matter, o r  e lse  the  key to  the i r  vocabulary code i s  no longer c lear  to  
the reader.3 

What a welcome surprise i t  is, then, t o  encounter in the German 
t rans la t ions  a passage added to  Pbrmeno's regis ter  of Celestina 's  ta lents  
tha t  does sharpen our understanding of her l a t e  husband's mysterious be- 
havior. This passage, which occurs a t  the very end of the  description of 
Celestina' S loboratorio, immediately before Cal i s to  impatiently puts an 
end t o  his servants' harangue: "Bien est5, Pbnneno; d6jalo para mLs opor- 
tunidad; asaz soy de t i  avisado" (Severin ed., p. 62). i s ,  t o  a l l  appear- 
ances, Wirsung's own invention.$ Without forgett ing to  have Parmeno cast  
doubt on Celestina 's  supposed powers, the pharmacist Wirsung has him indi- 
cate exactly how she treated sexual dysfunction i n  old men. Since the 
1520 and 1534 versions differ--and not ju s t  in content: Wirsung's second 
t ex t  shows marked l inguis t ic  and s t y l i s t i c  improvement--it i s  necessary t o  
quote both: 
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1520 TRANSLATION 

sy macht auch d i e  man vermugl ich 
i n  dem werck der, vnkewsch da 
t r e y b t  sy wGder m i t /  darzu braucht 
sy b i  b e r g a i l e n l  spatzi2 h i r n /  
w i rm le in  haissen cantar ides1 
- s t i n c i /  z i  beto/ vfi v i l  der  g l e i -  
chen sachen darumb sy von a l t e n  
narr5 o f f t ~ b e s u c h t  w i r t /  von denen 
sy grosz g e l t  viil k l a i n e  costung zu 
wegen b r i n g t l  wasz bemiie i c h  mich 
zusagen von j r e r  boszhai t  v i i  
a1 l erschnedesten d i  ngen dami t sy 
vmb get  a l s z  im grund f a l s c h  
e r d i  c h t  erstuncken vii e r1  ogen 
a l s o  h e r r  has tu  a i n  t a i l  doch 
den wenigsten e r z e l t  v8 j rem 
hantwerck (ciV) 

Vnd ob schon das a l l e s /  n i c h t s  
dann narrenweysz/ vnd e i n  be t rug  
were/ ... Noch e i n s  h e t t e  i c h  
sch ie r  vergessen/ das j h r  doch 
n i t  wenig nutz  t ruge/  sy macht 
e i n  vermischung/ d i e  a1 tenn b u l e r  
widder f r u t t i g  zu machen/ darumb 
s i e  von den a l t e n n  narren f a s t  
besucht ward/ denen s i e  auch der  
h a l f f t e r  am barn n i t  vergasz/ 
sonder s i e  schand d i e  a u f  das 
lebendig/ bracht  auch m i t  r i  ngem 
kostenn/ e i n  gute Summa g e l t s  von 
j n /  zu disem braucht s i e  Bibergay- 
l e n n l  Spatzenhiern/ s tendelwur t -  
zen/ Klayne vnd grUne k S f f e r l e n /  
Z ibeth/  S t i n c i  e i n  w h n l  i n  vnnd 
dergleichen/ was bemuhe i c h  mich 
zu sagen/ von j r e r  boszheyt vnnd 
btlberey/ darmi t  d i s e  a l t e  vmbge- 
het /  es wurde m i r  a i n  gantz j a r  
darzu n i c h t  genug sein. (Eir-EiV) 

She a l s o  makes men capable o f  un- 
chaste a c t i v i t y  again. She deals 
i n  t h i s ,  too. For t h i s  she uses 
beaver t e s t i c l e s ,  sparrow bra ins,  
l i t t l e  worms c a l l e d  cantharides 
[Spanish f l y ] ,  sk ink,  c i v e t ,  and 
many more such th ings,  on account 
o f  which she i s  v i s i t e d  o f t e n  by 
o l d  foo ls ,  from whom she gets  much 
money a t  l i t t l e  expense t o  h e r s e l f .  
But how can I r e l a t e  everyth ing 
about her  wickedness and the  v i l e  
th ings  w i t h  which she deals, which 
are completely fa1  se, made up, 
s t i n k i n g ,  and wrapped i n  l i e s ?  S i r ,  
I have t o l d  you something, even 
though t h e  l e a s t  p a r t ,  o f  her  t rade.  

1534 TRANSLATION 

And'euen i f  a l l  o f  t h a t  were naught 
b u t  f o o l i s h  t r i c k s  and f r a u d  ... 
Another mat ter  I almost fo rgo t ,  
which indeed brought her  n o t  a l i t t l e  
p r o f i t .  She made a m ix tu re  which 
makes decrep i t  l overs  a c t i v e  again, 
f o r  which reason she was v i s i t e d  
o f t e n  by o l d  f o o l s  whom she l e f t  
noth ing,  bu t  r a t h e r  skinned a1 ive,  
e x t r a c t i n g  a goodly sum o f  money 
f rom them a t  small expense t o  her- 
s e l f .  For t h i s  m ix tu re  she uses 
beaver t e s t i c l e s ;  sparrow brains; 
sa ty r ion ;  small, green beet les ; 
c i v e t ;  s k i n k , a  small  w o n ;  and - 
t h e  l i k e .  But how can I r e l a t e  
everyth ing about her  wickedness 
and t h e  v ic ious  deeds w i t h  which 
t h i s  o l d  woman deals? A whole 
year  would n o t  be enough t ime f o r  
me t o  do t h a t .  

The ing red ien ts  i n  these two p resc r ip t ions ,  i d e n t i c a l  except f o r  t h e  
a d d i t i o n  o f  s a t y r i o n  i n  t h e  second--"small green beet les"  (1534) are t h e  
equiva lent  o f  "cantharides" (1520)--were .among those t h a t  t r a d i t i o n  cred-  
i t e d  w i t h  aphrodis iac p roper t ies .  Oddly, none o f  them f i g u r e s  i n  t h e  p a r t  
o f  Ce les t ina 's  l a b o r a t o r y  where she kept  those t h j n g s  necessary "para re- 
mediar amores y para se querer  b ien"  (p. 62), unless one wishes t o  view 
her "cabezas de c o d ~ r n i c e s ' , ~  as a mere v a r i a n t  o f  Wirsungls "sparrow 
bra ins.  "5 Since, however, Phneno 'concludes h i s  l i s t  o f  Ce les t ina 's  l o v e  
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po t ions  and cures w i t h  an i n c l u s i v e  "y o t r a s  m i l  c ~ s a s ' ~  (p. 62), we cannot 
go f a r  wrong i f  we extend her  stock o f  e r o t i c  remedies by t h e  standard 
i tems named i n  t h e  two Wirsung p resc r ip t ions .  One o f  these, aZgaZia ' c i -  
v e t ' ,  can be incorporated i t h o u t  quest ion: Celest ina had i t  on hand t o  
prepare perfumes (p. 61) .1 There i s  no t roub le ,  e i t h e r ,  w i t h  i n c l u d i n g  
two others,  sk ink  and sa ty r ion ,  because t h e i r  widespread use i n  amatory 
medicine i s  confirmed by none o ther  than Rodrigo Cota, who had Love imply  
t o  t h e  o l d  man whom he i s  t r y i n g  t o  tempt t h a t  he can be re juvenated wi th- .  
o u t  recourse t o  such a ids :  

S in  daiio de la salud 
puedo, con mi s u f f i c i e n c i a ,  
c o n v e r t i r .  e l  impotencia 
en muy potente v i r t u d  
s i n  c a l i e n t e s  confaciones, 
s i n  comeres muy abastos , 
s i n  conservas n i  pii iones, 
est incos,  sater?ones, 
a t i n c a r  n i  o t r o s  gastos. 7 

If, f i n a l l y ,  we accept t h a t  Ce les t ina 's  amatory arsenal could n o t  have 
f a i l e d  t o  con ta in  the  ub iqu i tous  cantharides ( c f .  Garci-Ghez, p. 25 and 
p. 31, n. 8), we have accounted f o r  a l l  b u t  one o f  t h e  ing red ien ts  i n  t h e  
p r e s c r i p t i o n s  f o r  impotent o l d  men t h a t  Pdrmeno r e c i t e s  i n  the  German Ce- 
Zestina t r a n s l a t i o n s .  

Th is  ing red ien t ,  beaver tes t i c les - -wh ich  i s  impor tant  enough t o  :hold 
f i r s t  p lace  i n  both the  1520 and the  1534 prescr ip t ions-- represents our  
c r u c i a l  miss ing l i ' nk .  If we can e s t a b l i s h  t h a t  it, o r  some' c l o s e l y  re -  
l a t e d  i tem, was as l i k e l y  t o  have been recmmended by Celest ina as t h e  
o t h e r  aphrodis iacs named by t h e  Spanish Pdrmeno's German cousin, then 
Garci-G6mez1 reading o f  the  huevos asados l i n e  becomes more than merely 
p l a u s i b l e .  To do t h i s ,  we need t o  take i n t o  account t h e  c lues supp l ied  by 
C h r i s t o f  Wirsung i n  h i s  p ro fess iona l  capac i t y  as pharmacist.  

When Wirsung pub1 ished, i n  1568, the weighty compi la t ion o f  medicinal 
remedies known as h i s  Artzneybuch, which was t o  earn him a l a s t i n g  i n t e r -  
n a t i o n a l  repu ta t ion ,  he inc luded  i n  i t mate r ia l  gleaned from years o r  p r i -  
vate s tudy as w e l l  as from attendance a t  medical conventions i n  h i s  n a t i v e  
Augsburg, which r e g u l a r l y  played hos t  t o  doctors from many nat ions.  To 
secure t h e  conf idence o f  h i s  publ ic--he possessed no medical degree--he , 

had t h e  book examined and approved i n  advance by a q u a l i f i e d  physician.8 
Th is  means f o r  us t h a t  h i s  medical advice should be seen n o t  as t h a t  o f  an 
e c c e n t r i c  o r  a quack, b u t  r a t h e r  as represent ing what was a t  the  t ime con- 
s ide red  b o t h  customary and sound.. 

It i s  i n  t h i s  l i g h t  t h a t  we must examine the  r e l e v a n t  p o r t i o n s  o f  t h e  
s e c t i o n  o f  Wirsung's htzneybuch e n t i t l e d  "Was Mannl i c h e i t  mehre und .for.- 
dre," "What increases and ,augments potency." Here we read, f o r  example. 
t h a t  " the  generat ion o f  the  seede i s  h indred .-. . (amongst d iuers  o t h e r  - 
causes) o f  age a lso"  (p. 294). When we scan the  remedies proposed f o r  t h i s  
c o n d i t i o n  i n  an e f f o r t  t o  f i n d  beaver t e s t i c l e s ,  we d iscover  t h a t  they . . 
occur  o n l y  i n  ointments. A t y p i c a l  rec ipe  fo l lows :  
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One may vse outwardly Waxe made t o  an Oyntment, 
w i t h  o y l e  o f  Beuercod. O r  take Beuercod, Marierom gen- 
t l e ,  o y l e  o f  Costus, o f  each a l i k e  much, p u t  the re to  
a l i t t l e  Muske o r  Zibeta, and therew i th  annoynt the 
yarde, w i t h  o t h e r  places adioyning vnto i t. I f you 
w i l l  haue a s l i  h te r ,  then take  the  g a l l  o f  a  Beare 
[ s i c ]  ,g (p. 2957 

Did Celest ina concoct such a preparat ion f o r  her aging husband's use?  Per- 
haps, b u t  even i f  we imagine t h a t  she did--and t h i s  would mean that we would 
have t o  p o s i t  the  ex is tence o f  several a d d i t i o n a l  i ng red ien ts  i n  her labo-  
r a t o r y  ( o f  those named i n  t h i s  p r e s c r i p t i o n ,  o n l y  musk and c i v e t  are men- 
t i oned  i n  the  Spanish Tragicmedia)- -we a re  s t i l l  l e f t  wondering about her  
husband's d i e t a r y  regime. 

The p i c t u r e  b;comes at .once c l e a r e r  and mark confused when we look  a t  
some of the products t h a t  the ~ r t z n e y b u c h  recommends t h a t  a  man s u f f e r i n g  
from impotence inges t :  

But i n  gen.eral1, these t h i n g s  a re  good f o r  the  i n -  
crease o f  humaine seede, and t o  recouer t h e  losse  
thereo f  againe, t o  w i t ,  Egs, M i l ks ,  Rise d r e s t  i n  
M i l  ke, Sparrowes bra ines,  yea t h e  whole b i rds .  Also 
t h e  stones o f  these Beasts fo l l ow ing ,  v i s .  as o f  Buls, 
Cocks, Bucks, Rams, Bores, and a l l  t h e i r  p i s s e l s .  
(p .  .294) 

Th is  passage i s  vexing: on t h e  one hand, s ince i t  prescr ibes animal! t e s t i -  
c les  as a r o u t i n e  t reatment  f o r  sexual dysfunct ion,  i t  s t r o n g l y  suggests 
t h a t  Celest ina t h e  apothecary counted them among her  amatory remedies; on 
t h e  other, s ince  i t  a l s o  mentions eggs i n  t h e  same context ,  i t  f a i l s  t o  
s e t t l e  t h e  i ssue  o f  j u s t  what Pgrmeno meant when he s a i d  t h a t  Ce les t ina 's  
husband used t o  consume huevos asados. There i s ,  however, one f u r t h e r  b i t  
o f  i n fo rmat ion  i n  the Ar tzneybmh t h a t  appears t o  t i p  the  scales i n  favor  
o f  Garci-GBmez' i n t e r p r e t a t i o n  o f  t h i s  phrase. It reads as f o l l o w s :  - 

And aboue a l l  o t h e r  th inas  i s  the  c o n f e c t i o n  Diasa- 
t y r i a  commended, f o r  i t  ;trengtheneth t h e  stomacke. 
(P. 294) 

Leaving as ide the  i m p l i c a t i o n s  o f  t h e  second p a r t  o f  t h i s  comment 
(except t o  observe t h a t  the  long-su f fe r ing  p a t i e n t  would c e r t a i n l y  need a 
s t rong stomach t o  be ab le  t o  t o l e r a t e  some o f  the mixtures made up f o r  him 
by h i s  would-be healer) ,  l e t  us consider  what .  went i n t o  the  confect ion 
d i a ~ a t ~ t ' i o n , . ~ 0 , .  I t s  c h i e f  i ng red ien t ,  the s a t y r  orch id,  has long been cred- 
i t e d , w i t h  aphrodis iac power, as i t s  name-suggests. Most orch ids,  i n  f a c t ,  
were_ 1i.kely 'candidates f o r  such  a d i s t i n c t i o n  because o f .  t h e  shape o f  t h e i r  
tubers'; the-  very word .o rch id .  .der ives from t h e  Greek word f o r  t e s t i c l e . 1 1  . 
Diasatyrion., ,though, d i d  n o t  r e l y  f o r  i t s  e f f e c t  on t h i s  suggest ive p l a n t  
alone. , I t 7 a l  so conta ined another potent  ingredient ;  "Test iculorum nu1 - 

. . p i  S. , ,;.: .> . . . . 
-.; , ,  " . -  ,..- ' . . '  .. ' . . . .. .<. . . 
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Summarizing t h e  c i r cumstan t i  a1 evidence prov ided by  Chri  s t o f  Wirsung, 
we see t h a t  i t  po in ts  t o  Garci-Gbmez' reading o f  Parmeno's exclamation 
about Ce les t ina 's  husband, desp i te  the  g a r b l i n g  o f  t h i s  l i n e  i n  both German 
Celes t im t r a n s l a t i o n s :  

1. Wirsung adds a passage i n  each t r a n s l a t i o n  t h a t  shows Celest ina 
as an e x p e r t  i n  deal i n g  w i t h  t h e  sexual problems o f  o l d  men. 

2. The mix tu re  she prepares t o  t r e a t  these e l d e r l y  c l i e n t s  cons is ts  
o f  s tandard aphrodisiacs. 

3. The f i r s t  i n g r e d i e n t  i n  both p r e s c r i p t i o n s  i s  beaver t e s t i c l e s .  

4. Although t h i s  i n g r e d i e n t  i s  designated e x c l u s i v e l y  f o r  ex te rna l  
use i n  t h i s  chapter o f  Wirsung's Artzneybuch, the  t e s t i c l e s  o f .  o ther  an i -  
mals a r e  t h e r e  named among the  foods use fu l  f o r  combatting impotence. 

5. Eggs, though.mentioned i n  t h i s  same l i s t ,  p a l e  i n t o  i n s i g n i f i -  
cance when s e t  a longside t h e  most h i g h l y  tou ted  remedy f o r  t h i s  cond i t i on ,  
d iasa ty r ion .  

6. Th is  con fec t ion  contained two powerful  aphrodisiacs: t h e  t e s t i -  ' 

cle-shaped tubers o f  t h e  s a t y r  o r c h i d  (which Wirsung, i n t e r e s t i n g l y ,  added 
i n  1534 t o  t h e  l i s t  o f  i ng red ien ts  i n  the  m ix tu re  t h a t  PSrmeno claims t h a t  
Ce les t ina  prepared t o  re juvenate doddering 01 d men) and f o x  t e s t i c l e s .  

Adding t h i s  assembly o f  f a c t s  t o  t h e  ana lys is  by Garci-GBmez o f  the  
con tex t  (bo th  l i t e r a r y  and e x t r a - l i t e r a r y )  i n  which Pirmeno's famous remark 
occurs, i t  seems now even more l i k e l y  t h a t  i t s  author meant t o  imply  t h a t  
C e l e s t i n a ' s  aging husband was i n  t h e  h a b i t  o f  consuming aphrodis iac pot ions 
c o n t a i n i n g  animal t e s t i c l e s .  Perhaps, we might  conjecture, h i s  w i f e  was 
k i n d  enough t o  admin is ter  h i s  medicine i n  the  form o f  d iasa ty r ion :  o f  t h e  
s a t y r  o r c h i d  we read "Sein geschmack i s t  etwas s issz"  (Brunfe ls ,  p. XXXIX), 
" I t s  t a s t e  i s  somewhat sweet." 

One f i n a l  note. Garci-GBmez ' asser t ion:  " i~uevo;  t e s t i c u l o s ?  A l a  
mayor p a r t e  de 10s l e c t o r e s  de CeZastinu no se h a b r i  escapado l a  asocia- 
c i6n"  (p. 27) , . i s  apparent ly  n o t  borne o u t  by t h e  t r a n s l a t o r s  o f  t h e  Tragi-  
comedia. Nevertheless, i t  i s  undoubtedly t r u e  t h a t  a t  l e a s t  some, readers 
have jumped t o  t h e  same conclus ion t h a t  Garci-G6mez so thoroughly  docu- 
ments. L e t  us mention j u s t  one case i n  p o i n t .  During the d iscuss ion o f  a 
paper on Hordognez' CeZestina t r a n s l a t i o n ,  one member o f  t h e  audience 
suggested t r a n s l a t i n g  huevos asados as " p r a i r i e  oys te rs . " l3  It may be t h a t  
some o f  those present thought he was r e f e r r i n g  t o  t h e  d r i n k ' c o n s i s t i n g  o f  
a raw egg, seasoned and swallowed whole, whose purpor ted r e s t o r a t i v e  power 
has made i t  a b e s t - s e l l e r  from New Orleans ( e s p e c i a l l y  dur ing  Mardi Gras) 
t o  B e r l i n .  The more d iscern ing  l i s t e n e r s ,  however, were sure t o  have r u l e d  
o u t  t h i s  p o s s i b i l i t y ,  s ince t h e  huevos consumed by Ce les t ina 's  husband were 
n o t  raw, b u t  asados. The o n l y  p r a i r i e  oysters  t h a t  make sense i n  t h i s  con- 
t e x t  a r e  those de f ined  as "the. t e s t i c l e s  o f  b u l l  ca lves used as food." l4 

" P r a i r i e  oyster," o r  i t s  v a r i a n t  "mountain oys te r "  ' t h e  t e s t i s  o f  a 
ca l f ,  sheep, pig, etc., used as food ' ,  cou ld  even be recommended t o  some 

--. 
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f u t u r e  Eng l i sh  t r a n s l a t o r  o f  CeZestina as an i d e a l  s u b s t i t u t e  f o r  the hue- 
vos asados mentioned by Plrmeno--accompanied by a scho la r l y  note, o f  
course. 15 Both o f  these terms, l i k e  t h e i r  Spanish forerunner., connote an 
aphrodis iac (oys te rs ,  t o  t h e  Engl ish-speaker, being a t  l e a s t  as c l e a r  an 
e r o t i c  a l l u s i o n  as huevos t o  t h e  speaker o f  Spanish), and a l l  th ree  are de- 
c ipherable as euphemist ic expressions f o r  animal t e s t i c l e s :  the a l l - impor -  
t a n t  element . i n .  t h e  German Cel e s t i n a ' s '  t reatment o f  "decrep i t  l o v e r s "  and, 
t o  judge from t h e  a v a i l a b l e  evidence, a  s t a p l e  i n  the  d i e t .  o f  her Spanish 
coun te rpar t ' s  l a t e  husband. 16 

%- 
NOTES 

l- Whenever poss ib le ,  references i n  these notes w i l l  be t 6  author and 
Snow number o n l y  [=LCDB, i n  Hispania, 59 (1976), 610-60, and i n  the  supple- 
ments publ ished t o  date i n  CeZestinesca ( these numbers are preceded by an 
S) ] .  

I n  r e f u s i n g  t o  accept t h e  I t a l i a n  t r a n s l a t i o n  o f  CeZestina as an au- 
t h e n t i c  t e x t u a l  witness, Garci-G6mez may be e r r i n g  on t h e  s ide o f  caut ion 
(see h i s  a r t i c l e ,  pp. 30-31, n. 7) .  Dis t inguished scholars who have taken 
the  opposi te  view inc lude  Emma Scoles, LCDB 521-22, and J .  Homer H e r r i o t t ,  
LCDB 56. It should be remembered t h a t  the  Rome 1506 e d i t i o n  o f  the  I t a l i a n  , . 
t r a n s l a t i o n  appears t o  be t h e  o l d e s t  ex tan t  vers ion o f  t h e  Tmgicomedia, 
t h a t  i t  was w r i t t e n  by a Spaniard, and t h a t  i t  i s  genera l l y  accurate. Hor- 
dognez was no t ,  o f  course, i n f a l l i b l e ,  and h i s  r e n d i t i o n  o f  the  huevos asa- 
dos passage may we l l  have been erroneous. The comedor -+ comano?dator t rans -  
format ion as ide (Garci-~6mez minimizes i t s  importance), the re  remains t h a t  
of huevos -+ boni ( co r rec ted  t o  obi i n  some l a t e r  e d i t i o n s ) .  Perhaps Hor- 
dognez read, o r  thought he read, buenos r a t h e r  than huevos i n  h i s  Spanish 
source. If, on the  o t h e r  hand, Hordognez" wording c o r r e c t l y  r e f l e c t s  t h a t  
o f  h i s  model (an ear l y ,  l o s t  ~ r a ~ i c o m e d i a ) ,  t h e  chapter o f  CeZestina c r i t i -  
c ism on huevos asados may need t o  be expunged and replaced by one on *bue- 
nos asados. 

T h i s .  i n fo rmat ion  has been assembled us ing  the  f o l l o w i n g  ed i t i ons :  

Rojas; ed. Dorothy S. Severin, LCDB 176, p. 60 (and p. 247, n. 
62); - 

Hordognez, ed; 'Kathleen V. Kish, LCDB 242, p. 62 (and pp. 20-21, 
n:' ~ 1 4 ) ;  and Denis' L. Drysdal l ,  ed. Lavardin, LCDB 221, p. 28; 

.. . " . . . .; 
Wirsljng . ' (~ugsburg:  Grimm & 'Wirsung , l52O), Bv i  i V; 

. . . .  

1 5 2 7 - ~ r e n c h  t r a n s l a t i o n ,  ed. Gerard J. Brau l t ,  LCDB 220, p. 38 
(and .p."247, 'n. 25) ; . . 
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Wirsung (Augsburg: Steiner,  1 534), ~ i j i ~ ;  

Lavardin, ed. Denis L;  ' ~ rysda l l  , L ~ D B  221, p. 61 ; 

Mabbe MS, ed Guadalupe Martlnez Lacalle, LCDB 238, p. 134;. 

von Barth (Frankfurt : Typis Wechel ianis apud Danielem & Dauidem 
Aubrios & Clementem Schleichium, 1624), p. 27; 

Mabbe (London: J[ohnl B[ealel and sold by Robert Allot, l 63 l ) ,  p. 
15. 

The reading of the French 1633 translation is given by Brault, p. 247, n. 
25. We have not yet  examined the Flemish translation ( f i r s t  ed. 1550). 

There is some evidence tha t  readers in former times might have re- 
cognized huevos asados as an aphrodisiac. In a "notable dietary for  those 
who have weak backs . . . composed by a nameless English poet about the year 
1597" we read: 

An oyster pie & a Lobsters thighe 
hard eggs we1 l drest  in Marow 
This will ease your backes disease 
and make you good Cocksparrowe. 

See Norman Douglas, Paneros; Some Words a Aphrodisiacs and the Like (New 
York: Robert M. McBride & Co., 1932). pp. 40-41. In t h i s  connection, i t  i s  
in teres t ing  to  note tha t  the most recent German CeZestim t rans la t ion ,  LCDB 
205.1, p. 27, employs the phrase "many a hard egg" when rendering the  huevos 
asados passage: "Ihr Mann hat manches harte Ei herunterwurgen mllssen. " 

Lorenzo Gonztilez Agejas, who spotted t h i s  interpolation in the  1520 
edi t ion ,  included a Spanish translation of i t  (inaccurate in some de ta i l s )  
in "La CeZestinu. iEst5 completa s e g h  hoy l a  conocemos? Una traducci6n 
alemana de 1520. Pasajes nuevos que contiene," k Esp& Modem, 6 ( j u l i o  
1894). 78-103, a t  p. 96. Considering i t  j u s t  one more piece of evidence fo r  
h is  theory of a l o s t ,  more "complete" CeZestina, he offered no observations 
on i ts  content. 

Douglas reports tha t  "brains . . . have been acclaimed a precious 
ichor f o r  increasing the geniture" (p. 33) and c i t e s  an aphrodisiac recipe 
containing "the brains of love-loving sparrows" (p. 74). Modesto Laza Pala- 
cios,  LCDB 58, pp. 108-09, reports Ger6nimo de Huertas' commentary, in his 
"Anotacibn a1 capftulo XXIII del l i b ro  X de Plinio," on quails ,  "estas aves 
tan fa laces  y luxuriosas. " A versa t i le  medicinal source, the  quai l ,  whose 
applications were many, including the following: i t s  brain was used in a 
remedy f o r  epilepsy; i t  was one of the  ingredients i n  an ointment t o  cure 
s t e r i l  i ty ;  and 

Untando 10s testfculos con 10s huevos de es tas  aves cau- 
San delectaci6n, y bebidos, estimulan l a  Venus y causan 
amor; y para e l  mismo efecto hace Kuesnero, d d i c o ,  un 
liniment0 de su unto mezclado con elebro. (p. 109) 
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Laza Palacios, a f t e r  quoting Laguna (who notes tha t  civet  "despierta 
la facultud genital ,  y . . . da increible dele i te  en e l  act0 ven6reo s i  se 
untan 10s dos competidores con e l l a " ) ,  concludes tha t  "con seguridad Celes- 
t i na  sugerir ia a su dirigidos que se  frotasen bien con algalia y verian" 
( P .  94). 

Di?ilogo ent re  e l  Amor y m viejo, ed. El isa Aragone ( ~ i  renze: Fe1 ice 
l e  Monnier, 1961). pp. 89-90, 11. 207-15. Of the items named here by Cota, 
Celestina 's  laboratory contains only one, pigones (p. 62), which she used, 
Pineno says, t o  prepare "aceites . . . para el  rostro" (p. 61). Note, 
however, tha t  Laguna indicates tha t  they a lso  "aumentan l a  esperma, despier- 
tan l a  virtud genital" (Laza Palacios, p. 169). Similar virtues were a t t r i -  
buted t o  estincos, sa ter imes ,  and atincar; see these terms in Laza Pala- 
c i o ' s  "Glosario" and the  comments of Aragone, ed., p .  90, n .  t o  l .  314. 

See Julius Wilde, "Christophorus Wirsung, der bedeutendste Apotheker 
des 16. Jahrunderts ," Sddeutsche Apotheker-Zeitung, 77. Jahrgang , Nummer 
76 (22. September 1937), 737-39; and our a r t i c l e ,  LCDB S396, p. 15, n. 11. 
In preparing the present a r t i c l e ,  we have used the f i r s t  edition of the 
Artzneybuch and the f i r s t  edition of i t s  English t rans la t ion ,  pr&s Medi- 
cinae vniuersaZis; Or A genera22 p rac t i se  of Physicke, t r .  Iacob Mosan (Lon- 
don: Edmund Bollifant ,  1598), the source of the parenthetical page refer-  
ences in our text .  Plate 1 shows the t i t l e  page of the 1592 German edit ion.  

The l a s t  word here appears t o  be a typographical er ror ;  the German 
original specifies eber 'boar' ( ~ r t z n e ~ b u c h ,  p. 260). 

l0 The prefix "dia" i s  explained in The Ozford Dictionary of Ehgtish 

"ymO "Ys ed. C. T. Onions e t  a l .  (1966; rev. 1969; rp t .  Oxford: Clarendon 
Press, 976) as follows: 

In Gr. medical terms d i6  with a genit ive pl .  was used to  
denote the composition of medicaments, as d i2  tri& pe- 
per&% ph&akon drug made of three peppers, d ih  tessg- 
r%, dia' pe'nte of four, f ive  ingredients. Many of these 
were combined into single words by Latin physicians, 
whence DIAPENTE, DIATESSF.:.ON; the  formation of some be- 
came obscured through apprehending Gr. -& ( W )  as  -m 
(ov), which was lat inized as -wn, as in DIACHYLUM. 

The Ozford Dictionmy of English Etymotogy entry has orchid " f .  
orchid-, wrongly assumed stem of L. orchis - Gr. 6rchis t e s t i c l e . "  Orchids, 
part icularly satyrion, have continued t o  rank high on the l i s t  of aphrodi- 
s iacs .  Wirsung's contemporary Otto Brunfels, the noted botanist whose mug- 
nwn opm was i l l u s t r a t ed  by Hans Weiditz ( the  a r t i s t  fo r  the German CeZestina 
t rans la t ions) ,  begins his account of Stendelwurtz 'satyrion'  with the remark 
"das es d ie  man freydig macht vnnd wolaerilst," " that  i t  makes men active and 
we1 l armored" ; Catrafayt  mi i terbuch { ~ t r a s s b u r ~ :  Hans Schotten, 1 532), p. 
XXXVIII--a translation of the Latin f i r s t  ed., 1530, whose t i t l e  page we re- 
produce, Plate 2. For a seventeenth-century i l l u s t r a t ion  and a capsule de- 
scription,  in verse, of t h i s  same plant (which was a lso  'known, among other 
things, a s  Knabenkraut) see Plate 3, reproduced from Joh. Joachim Becher, 
Pmassus ~ e d i d k 6 . s  (Ulm: Joh. G6rlin, 1663). I t  i s  worth noting that  the 
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t u b e r ' o f  t h e  .broad-leaved ' b r c h i d  i s  l i s t e d  i n  ~ a b l e . 1 3 - 4 , .  "Plants Used as 
Aphrodisiacs," o f  a recent  t e x t b o o k  as "very va luable as r e s t o r a t i v e ,  ton ic ,  
and aphrodisiac; taken w i t h  m i l k  as n u t r i t i v e  dr ink" ;  see Walter H. . Lewis 
and Memory P. F. E l  vin-Lewis, Medical -Botany; Plants Affecting Mm's Health 
(New York: John Wiley & Sons, 1977), p. 330. 

l2 See Laza Palacios, "~onfac iones,"  where the  source f o r  t h i s  informa- 
t i o n  i s  g iven  as "un cddigo semi -o f i c ia l ,  l a  Famacopea Valent ina"  (p. 118). 
Under t h i s  same en t ry , ' t he  author  suppl ies the  f o l l o w i n g  general i n fo rmat ion  
about confect ions:  

Confaci6n d e r i v a  de l  verbo l a t i n o  conf icere,  que s i g -  
n i f i c a  acabar o per fecc ionar ,  y con es ta  palabra se de- 
signaban, seg6n Palacios, d i f e r e n t e s  medicamentos com- 
puestos de simples e lectos,  reducidos en polvos y con- 
f i n g i d o s  con mie l ,  o az6car ... 

l3 An a b s t r a c t  o f  t h i s  psper, by .Kathleen Kish, appeared i n  t h e  South 
A t h t i c  Bulletin, 37 (1 972), 87-88. 

l4 Funk & WagnaZZs Standard College Dictionary, t e x t  ed. (New York: 
Harcourt,  Brace & World, Inc., 1963). Th is  usage i s  apparent ly  r e s t r i c t e d  
t o  t h e  Un i ted  States and Canada. 

The d e f i n i t i o n  o f  "mountain oyster," w i t h  a cross-reference t o  
" p r a i r i e  oyster , "  i s  g iven i n  The Random House Collegs Dictionary, rev. ed. 
(New York: Random House, 1975). 

l6 The research f o r  t h i s  a r t i c l e  was c a r r i e d  ou t  a t  the  Herzog August 
Bib1 io thek,  WolfenbUttel , West Germany, i n  the  summer o f  1981. F inanc ia l  
ass is tance from t h e  f o l l o w i n g  sources i s  g r a t e f u l l y  acknowledged: the  Pen- 
rose Fund o f  the )American Phi losophica l  Society; the College o f  L i b e r a l  A r t s  
o f  the  U n i v e r s i t y  o f  Tennessee, Knoxvi l le ;  and the  Research Council o f  the  
Graduate School o f  t h e  U n i v e r s i t y  o f  Nor th  Caro l ina a t  Greensboro. We wish 
t o  thank a l s o  Professors Henry Kratz  and John Osborne, o f  t h e  Department of 
Germanic and S lav ic  Languages o f  the  U n i v e r s i t y  o f  Tennessee, Knoxvi l l e ,  f o r  
numerous h e l p f u l  suggestions. 
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l Despu6s de doce aiios y' cinco meses de 'espera 

Los restns de Fernando de Rojas redbieron 
digna sepultura en la Golegiata de Talavera 

TOLEDO (Lub Momno Nkto, comsponsal). Exactamante doce aft- y dnco 
m m  han erperado loa rest01 daf autor de .La Cclestlna. a reclblr dlgns ~ p u l t u r a  
Estaban depodtadoa derde el dla 50 de mayo de 1968 en el despecho ollclal del 
alcalde do Talavera de b Rdna AI fln han sido Inhumadoa en un nkho 8 b W  -re 
d muro lateral derecho dal dawtro ojlval de Ia mlegiala tahverana de Santa Haria, 
fundada en e slglo X l l l  por el csrdenal J Idnez de Rada. El cadhver de Fernando ds 
RoJu hm beputtado a n i x  de W muerle, el 8 de abrO del aRo 1541. junto a1 allar mayor 
de la Igleala del wnrento & Madre de D W ,  convent0 exllnguldo en 1930, tua en 
m n o  de 1936 cuando d cdmul de Espaha en Nwva OrWna, Lub & CarUSgP Echc- 
varda. ldentHlc6 los feat01 an p r d a  do varlor ~.dOmlsor de I8 Lengua y de I8 
Hbtofh. 1 . 1 %  . 

El traslado de 10s huesos del bachiller 
Fernando de Rojas tuvo 'lugar, solemnemen- 
te. desde el Ayuntamiento a la cercana igle- 
sia colegial, con asislencia de personalida- 
des del mundo literario. representaciones de 
10s Ayuntamientos de Madrid y la Puebla de 
MontalMn. diputedos, corporacibn municipal 
y millares de tabwranos. Oficlb et clero local 
presidido por et arcipreste. Hablan sldo- de- 
posihdos en una pequefia uma de cer&nlca 
de medio metro de anchura OVas dos wms 
semejantes con 10s restos de su esposa y de 
uno de sus hijos fueron depositados en el 
. mlsmo nicho cubiarto con una placa tamblh 
de cerhica y motivoa ornamenhles talave- 
ranos en la que ss lee: 4 q u l  yam el bachl- 
.ller. Fernando de:Roj+ que compwo la CO. 

medla y traglcomedia de =Callsto y Melibea.. 
Y fue nactao en h Puebla de MontalbBn 
(Talavera de la Relna). 1541-1980.- 

El alcalde de Talavwa, Pablo Tello Dlar. 
pronunclb un discurso exaltando h flgura 
del genial escritw y aludlendo a las v~clsl- 
tudes que expltcan. aunque no Justifiquen, 
10s suceslvos aplazamtentos de la inhuma- 
cldn. El act0 fue prologado la vispera por 
DBmaso Alonso que pronuncl6 una conferen- 
cta sobre el presente y el futuro da la Lengua 
espafiola en el mundo. El Ayuntarnlento tala- 
verano ha querido enmarcar el aconteclmien- 
to denlro de una sermna cultural en la que 
hub0 proyecciones de la pellcula .La Celes- 
tlna.. representaciones teahales de la obra. 
conciertos muslcales, concurso llterario. etc. 

D I a O N '  GEMANAL AEaBA DE ABC.. MMRID,  6 DE NOVIEMBltE DE 1983. PAG. .U , 
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EL. CONCEPT0 DE LA MASCARA E N  L A  CELESTINA 

R E N ~  P. GARAY 
PRESBYTERIAN COLLEGE 

El estudio del personaje de ficci6n a veces queda supeditado a1 inte-  
r6s por o t ras  estructuras l i t e r a r i a s .  Por ejemplo, l a  disposicidn de 10s 
nikleos narrativos o 10 que llamamos trama, cobra mayor inter6s por se r  l a  
unidad orientadora del texto.  Vista de es ta  manera, l a  caracterizacidn 
del personaje se oculta bajo l a  primacia del movimiento narrativo; conver- 
tiendo a1 agente de l a  acci6n en mera figura ret6rica y ,  a l a  vez, res- 
tindole la hondura psicol6gica que s i  empre r e f l e j a  una visi6n mis, acabada- 
y ,  por 10 tanto,  mis verosimil del mundo f i c t i c i o .  

Sin embargo, no propongo un  estudio psicoldgico d e ' l a  obra l i t e r a r i a ,  
menos tratilndose de una obra COM 1.a ~ezes t ina-- tan  ajena a 10s procedi- 
mientos de Freud. Lo que si.me interesaria destacar, antes de seguir con 
nuestro asunto mis inmediato, es l a  estrechez intima y necesaria que exis- 
t e  entre l a s  llamadas "funciones cardinales" que distribuyen l a s  acciones 
de base en el  discurso y l a  caracterizaci6n verosimi l en el  di bujo de, 10s 
agentes que informan esas acciones. La verosimilitud, en e s t e  sentido, se  ' 

ref iere  a l a  habilidad t h i c a '  y a r t i s t i c a  de crear un  mundo f i c t i c i o  en 
el  cual se  impulsa en l a  s in taxis  de l a  acci6n y s e  in ter ior iza  en 10s 
agentes narrativos l a  pol6mica entre el  individuo y c ier tos  valores ideo- 
16gicos de su sociedad. Es impreccindible, a menos por razones pedagbgi- 
cas,  atenerse a . u n  concept0 normativo y universal de l a  actividad humana. 
Me ref iero  especificamente a1 estado de tensi6n que.siempre se  produce-- 
en u n  context0 histdrico dado, cuan'do el impulso i 'nstintivo del subcons- 
ciente,  choca contra 10s valores consagrados de l a  -conciencia, colectiva. , 

Por consiguiente, u t i l i za r6  l a  palabra "psicologia" y su correspondiente 
adjetivo "psicolbgico, -au siempre que se  quiera desjgnar esa in ter ior iza-  
ci6n' dinirica de 10s confl ictos univei-sales que se  presentan artisticamen- 
t e  en . l a  . obra l iter'aria, . . cbmo;motor de' l a s  acciones. ..., 

S . .  . . 

~ s t a '  profundidad psico16~ica- 'del  'se? f i c t i c i o  s j e l e  conkiderarse pcco 
consistente con l a s  convenciones l i t e r a r i a s  del medievo aunque podriamos, 
sin erbargo, enuaerar algunos personajes f i c t i c i o s  .de es ta  6poca que timi- 
damente se  desprefd;ri',d~~ .l-a':acostjmbrada carac,terizaci6n, r i t q r i ca .  Tal es 
el caso de Criseida; apasionada hero'ina de'.Chaucer;"y de Helena que f i y r a  
en el septimo ..cttento del ochavo'dia del Deemeron d e  Boccaccio. -Es inte-  
resante que es tas  mujeres participan de l a  misma frustraci6n que notamos 
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en Melibea; frustracidn universal que resulta del choque entre e l  i n s t in to  
femenino y l a  in jus t ic ia  perjudicial del cddigo vigente. En l a  l i t e ra tu ra  
espaiiola hallamos uno de 10s primeros intentos de r e t r a t a r  una realidad 
mds compleja con Juan Rul'z, el  arcipreste de Hita en su Libro de buen 
amor. Con e l  uso de l a  contraposicidn en e l  enfoque narrativo para l a  
descripcidn de l a s  serranas y tambiCn con 10s desl izes del ' protagonista 
(Don Melbn), e s t e  autor logra t razar  unos personajes menos estdticos que 
s e  res is ten  a l a  interpretaci6n unilateral .  

Sin embargo, no alcanzams una representaci6n verdaderamente di ndmica 
del. personaje en l a  peninsula IbCrica hasta 1499 con l a  primera edicidn de 
l a  Cmedia de CaZisto ~ e 2 i b e a  de Fernando de Rojas. En es ta  obra l a  mo- 
t ivacidn psicolbgica que mueve y detennina l a  trayectoria de 10s caracte- 
res se  di buja con t a l  a r t i f i c i o  que muchos c r i t i cos  han optado por refutar  
e l  concepto de "caracteres" a favor de tCrminos mds dindmicos. Stephen 
Gilman muy atinadamente ha ins is t ido  en l lamarlos "vidas" para expresar 
ese sesgo v i t a l  que caracteriza a 10s personajes de e s t e  obra. En efecto, 
e l  dinamisrno de l a  obra se  da a consecuencia de su condici6n dialdgica en 
l a  que s e  observa con mayor realce l a  dialectics entre  e l  tii y el  yo en un 
movimiento de espacio y tiempo dramdtico. "This tension between past and 
future,  the  theatrical  'present moment,' i s  what gives t o  ac ts ,  s i tua-  
t i ons ,  and even such constituent elements as gestures and a t t i tudes  and 
tones, the  peculiar intensity known as 'dramatic qua l i ty ' .  "l Si  l a  CeZes- 
t i n a  s e  nos acerca mtis y mds a 10s procedimientos novelisticos contempord- 
neos, no por esto e s  novela. Hay que investigar hasta qu6 punto s e  valen 
estos procedimientos novelisticos de l a  tdcnica t ea t r a l  (Alain Robbe- 
Gr i l l e t ,  Manuel Puig, e t c . ) .  En todo caso, e l  "perpetual present moment" 
de l a  CeZestina s e  basa en una tCcnica consistentemente equivoca que no da 
lugar a1 ju i c io  paralizado de l a  tercera persona: el "ella" o e l  "61" fo- 
togrtif ico  y narrativo. 

Esta tecnica se  vale de otro concepto igualmente equivoco o arbi t ra-  
rio--1a mdscara. E l  concepto de "m6scara" o "persona", segfin l a s  ddfini- 
ciones de Car1 Jung y el  socidlogo Erving Goffman, nos f a c i l i t a  una pene- 
tracidn mds aguda de 10s rasgos variables en cada personaje de l a  obra. 
Aparte del re t ra to  externo, adentramos tambiCn en 10s aspectos psiquicos 
que mueven a estos individuos. 

Las especulaciones socioldgicas de Goffman sobre l a  interaccidn so- 
c ia l  s e  fundamentan sobre l a  metdfora cldsica del teatro mundi o del mun- 
do como escena para l a  representacidn humana. Por ejemplo, l a  accidn to -  
t a l  de una situacidn dada e s ,  segOn Goffman, l a  representacidn o "perform- 
ance"; aquellos individuos que no tienen ningOn papel en l a  representaci6n 
son 10s espectadores o "audience" y l a  regidn vedada a1 auditorio es el  
"backstage" o la parte detrds del teldn t ea t r a l .  Con l a  habilidad drsmati- 
ca que simboliza e l  uso de l a  mdscara o mkcaras, el  individuo puede en- 
carar  10s problemas diarios que l e  serfan imposibles enfrentar con entera 
sinceridad. Jolande< Jacobi 
guiente: 

'By 'persona' Jung 
tude tha t  mediates 

en su l ib ro  Mrrsks of the Soul nos dice 10 si- 

understands a psycho-physical a t t i -  
between the inner and outer worlds, 
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.. a kind of mask we develop to  maintain a relat ively 
consistent front to  the outside world, through which 
those we meet may re la te  to us f i t t i ng ly .2  

Esta postura dramatics de l a  conducta humana en general, se  integra en l a  
realidad del individuo y ,  a la vez, determina l a  interaccidn de 6ste con 
10s otros que 10 rodean. En l a  CeZestina 10s caracteres o "vidas".son en- 
tes  que se  rigen por es te  marco f i c t i c i o  que l e s  impone su sociedad. Es- 
t a s  nociones de Goffman y Jung sobre l a  realidad humana se representan en - l a  CeZestina con una tecnica l i t e r a r i a  equivoca y arbitraria--1a ironia y 
en desdoblamiento t ea t r a l  de 10s personajes. 

No solamente notamos e s t a -  tecnica en l a s  situaciones dramiticas--en 
que 10s personajes asumen una postura f ic t ic ia- -s in0 tambiPn l a  observamos 
a1 .nivel comunicativo o sea el uso de simbolos l inguist icos.  En e s t e  ! iI l-  
timo caso, advertimos l a  astucia de Rojas a1 oponer repetidamente 10s e l e - .  
mentos del cl5sico antagonism0 ent re  SER y PARECER; representados en l a  
obra por l a  frecuente yuxtaposicidn de 10s verbos "encobrir" y "desco- 
bri r" . 

Si enfocamos es t e  aspect0 m6s detenidamente, podremos explicar l a  
erudicidn en l a  CeZestina como product0 de l a  necesidad a r t i s t i c a  del tex- 
to  sin negarle, par es te  motivo, l a  importancia de l a  erudici6n humanisti- 
ca en el  context0 social de l a  obra. Desde es ta  perspectiva puramente ar-  
t i s t i c a ,  l a  erudicidn en l a  CeZestina s e  podria ver como el  medio dad0 a 
10s personajes para urdir y elaborar sus correspondientes miscaras. Asi- . - 
vemos que l a  doblez linguistics de la obra se relaciona a1 ampZificatio de 
l a  ret6rica cldsica;  o sea, l a  ornamentacidn e s t i l i s t i c a  s i rve  para di1.a- 
t a r  l a  narracidn de un  hecho. Lo que aparentemente no han notado 10s c r i -  
t icos  que censuran es te  proceso revelador (por f a l t a  de "decorum") es que 
10s didlogos ampulosos de estos caracteres reflejan el juego insincero de 
l a  miscara a1 nivel verbal. 

Cuando Celestina y Sempronio parten para l a  casa de Calisto en el 
primer acto,  el l a  perci be l a  postura enmascarada que asume su acompaiiante: 
"Abrevia e ven a1 hecho, que vanamente s e  dice por muchas palabras 10 que 
por pocas se puede entender."3 Esta fdrmula verbal que Ernst Curtius l l a -  
ma e l  "brevitas formula" se  contrapone en la obra a l a  engaRosa amplifica- 
t i o .  0 sea, 10 breve se  consideraba mds sincero por descartar 10s exce- 
sos de l a  verbosidad: "The good poet expresses himself br ief ly ,  so brevis 
and bonus approach one another in meaning. "4 La originalidad de l a  CeZes- 
t ina reside en l a  tgcnica de t ras tornar  estos valores equivocas; valores 
de una sociedad en conflicto con el pasado. Este procedimiento arbi t rar io  
ref le ja  ese mundo for tu i to ;  "sin orden ni concierto" que Pleberio resume 
en el  Iltimo. acto. El in ter& .de Fernando de Rojas por el  conflicto huma- 
no se  presenta desde el  inicio:  "Sin l i d  y ofensi6n.ninguna cosa'engendrd 
l a  natura, madre de todo," nos dice en el  prdlogo (pbg. 40). En t6rmitnos 
de l a palabreria c r i t i ca  . conternporinea, podriamos observar que l a  ZSgica 
semioZSgica del.  discurso-il:a,selecci6n, l a  organizacibn y l a  disposicibn 
de 10s signos..comunicativos--esth en perfect0 acuerdo con l a  ZSgica ideo- 
Z6gica.que informa a1 texto. . 

. . . . .  . '. I . . .  . . . 
.,. : . . . . . .  , ,.. . - G . ,  . . . . . > 

. - .  
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Una de l a s  escenas m8s ejemplares de l a  situacidn dramdtica e s  l a  del 
encuentro ent re  Celestina y Sempronio con Elicia y Crito en el  primer ac- 
to .  Lo que acontece resulta se r  una.situaci6n jocosa--c6mica por l a s  !en- 
marafiadas maneras en que t ra tan  de persuadir a Sempronio; per0 es tambien 
lamentable por 10s medios i l i c i t o s  con ,que a1 f in  logran disuadirlo de su 
intento.  En es ta  escena notamos el cinismo inmoral de estas mujeres ac- 
tuando con plena conciencia de su papel t e a t r a l .  

Celestina in ic ia  l a  primera mentira cuando l e  dice a Elicia "Dile due 
viene t u  primo y mi familiar" (56) y el  drama que se desenvuelve a pa r t i r  
de es tas  palabras es uno de 10s mds eficaces de l a  obra. Elicia t r a t a  de 
despistar  a Sempronio con su mdscara de enfado a1 g r i t a r l e :  "iu! iMld i to  I 

seas,! i t raidor!" (57). Luego, cuando Sempronio oye l a s  pisadas de Crito 
a r r iba ,  e l l a  l e  jura que son l a s  de su enamorado; o sea, miente con l a  
verdad. Elicia asume una mdscara protectora con esta postura de enfado; 
ejemplo cltisico de l a  tecnica equivoca y arbi t rar ia  que he referido. 'Pero 
Sempronio ins i s t e  y s61o Celestina con sus muchas mafias, siendo dueiia del 
desdoblamiento dramtitico, consigue aplacar su aparente i r a .  Elicia y Ce- 
les t ina  resultan se r  maestras de l a  improvisaci6n t ea t r a l .  Luego volver6 
a surgi r  e s t a  actuaci611, como ya 10 ha notado John Reynolds: "To me i t  i s  
unquestionable tha t  ' t he  g i r l  who was awaiting the c l e r i c '  . . . [in ac t  I1 
i s  the  same 'mo~a '  mentioned in ... [act 1111, tha t  i s  to say, a subter- 
fuge t o  avoid naming ~ r i t o . " 5  Esto es un ejemplo clave de 10 que Goffman 
llama dramaturgical discipline. No solamente actu6n aqui con plena con- 
ciencia del papel que representan, sino que despues surge una s i  tuaci6n 
parecida en l a  cual l a s  "actrices" desempefian el mismo papel ; val iendose 
de l a  misma m&scara: 

I refer  to  the f ac t  t ha t  while the performer i s  osten- 
s ib ly  immersed and given over t o  the ac t iv i ty  he i s  
performing, and i s  apparently engrossed in his actions 
in a spontaneous, uncalculating way, he must none the 
l e s s  be effectively dissociated from his presentations 
in a way that  leaves him free  to  cope with dramaturgi- 
cal contingencies as they ar ise  [. . .l  A performer who 
i s  disciplined, dramaturgically speaking, i s  someone 
who remembers his part  and does not commit unmeant 
gestures or  faux pas in performing i t . 6  

La s i tac idn referida por Goffman es una circunstancia que en ot ro  ensayo 
suyo 61 ha llamado "face-work."7 Elicia en esta ocasi6n se  encuentra en 
un estado precario ("out of face") y con l a  ayuda de Celestina, quien des- 
via e l  argumento, recobra su compostura. 

Celestina siempre estd "in-face", inclusive cuando se  encuentra sola.  
El conjuro diab6lico del te rcer  act0 saca a luz el  problema de su condi- 
ci6n de bruja. La polemica entre 10s que creen en su poder mdgico y 10s 
que 10 rechazan me parece u n  poco absurda--fuera del mundo f i c t i c i o  el  
problema queda s in  resoluci6n. Lo importante en l a  obra es que s e  presen- 
t a  el  mundo sobrenatural como m6vil de l a s  acciones humanas. Por o t ro  l a -  
do, es de suponer que Celestina cree sinceramente en su poder mtigico s i  
sus actividades de alcahueta merecen estimaci6n para e l l a  y para 10s otros 
en l a  obra. En l a  representacidn diar ia  pocas veces nos preguntamos s i  l a  
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mascara que usamos es  o no es sincera; es to  equivale a l a  destruccidn de' 
t a l  . postura por se r  obviamente inquietante para el  individuo: 

Society actually requires tha t  an individual have a 
category into which he can be f i t t e d .  I s  he a doctor, 
lawyer, working man? Is he amiable, harsh, re l iable?  
Society requires these easy c lass i f ica t ions ,  and the 
individual in his t u r n  seeks to  crea te  a mask to  make 
such a satisfactory c lass i f ica t ion.  The mask then 
becomes the conscious ideal of his personality, by 
which he seeks t o  represent himself in his social re- 
la t ions  on the most favorable t e n s  .8 

Repito, 10 interesante y esencial para una apreciaci6n del a r t e  de 
Rojas en e s t e  segment0 diab6lico es el hecho de que Celestina se crea ca- 
paz de su poder sobrenatural. Ya se  ha mencionado que l a  caracterizaci6n 
es ta t ica  ( i e s  o no es bruja?) no encaja en esta obra por su condici6n dia- 
16gica. Mejor se r i a  reconocer que en esta s i  tuaci6n o " r e p r e s e n t a ~ i 6 n ~ "  
vemos a Celestina ejerciendo su poder n6gico que l a  eleva a un  nivel auto- 
r i t a r i o ,  motivando as i  sus acciones consecuentes de una manera verosimil; 
consistentes con su manera de ser .  Maria Rosa Lida de Malkiel c r i s t a l i za  
es ta  opinidn cuando nos dice: "Visiblemente, Celestina se  acomoda a cada 
interlocutor para dominarle; su maniobra, i d h t i c a  en l a  intenci6n aunque 
diversa en l a  forma, esta en perfect0 acuerdo con su caracter."g A Celes- 
t ina  l e  es imprescindi ble continuar a solas el  papel que representa para 
10s otros.  En es ta  escena sobrenatural de l a  acci6n dramdtica no hay que 
f ing i r ,  puesto que no hay espectador del acontecimiento, pero sin embargo, 
s i  exis te  l a  obligaci6n y necesidad psicol6gica de continuar a solas l a  
imagen que constituye su identidad. No obstante, tan convincentes han s i -  
do los poderes infernales de Celestina (o mejor dicho l a  habilidad a r t i s -  
t i c a  de Rojas) en esta representaci6n que algunos c r i t i cos  han vis to ,  de 
hecho, el  efecto de su magia. Otis Green, por ejemplo, razona que fue es-  
t e  poder sobrenatural 10 que transforma l a  fu r i a  de Melibea en el  desmayo 
a1 o i r  el  nombre de Calisto! No not6 l a  suspicacia de Melibea en es ta  
escena. 10 

Son es tas  mascaras sin embargo l a s  que definen a 10s personajes; por 
ende resultan se r  sumamente ir6nicas l a s  palabras de Calisto cuando l e  d i -  
ce a Celestina: " . . . , por l a  filosomia [fisionomTal es conocida l a  virtud 
in ter ior"  (phg. 64) .  En f i n ,  Celestina representa l a  ac t r iz  m5s acer- 
tada en e s t e  desdoblamiento t ea t r a l  que se  fracciona en el  drama in te r io r  
de un  confl ic to  humano universal --l a sinceridad. Es ahi precisamente don- 
de s e  encuentra l a  verdadera dramatizaci6n en l a  CeZestina, y e l l a -  (per- 
sonaje principal en que converge l a  acci6n dramatics) su mejor alcance. 
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UNOS MOMENTOS EN LA VIDA DE FERNANDO DE ROJAS 

Manuel Ferrer-Chivi t e  
University College, Dub1 in 

Leyendo el  trabajo de Orlando Martinez-Miller, kz St ica  judia y Lc. Ce- 
les t ina  cmo alegoria,l e l  l ec to r  s e  encuentra a1 l legar  a l a s  pigs. 154 y 
s igs .  con c ier tos  curiosos comentarios a l a  carta de "El auctor a vn su 
amigo" de Rojas; y dentro de 10s mismos una peculiar interpretacidn de 
unos momentos en l a  vida .de ese autor. Son esos momentos en que 

. . . assaz vezes retraydo en mi camara, acostado sobre mi propia 
mano, echando mis sentidos por ventores y mi juyzio a bolar, me . . I . . . . I . venia a l a  memoria .....-. l a  necesidad que nuestra comun patria 
t iene de l a  presente obra , . .2 . - . .  

. . 

Momentos claves y definit ivos tanto para el  autor como para su creacidn ya 
que t r a s  e l los  se  puede adivinar l a  genesis de esa su obra. A e s t e  res- 
pecto comenta Martinez-Miller: 

LNo resulta extraiio que Rojas sea tan :ciudadoso en describir  l a  
f o n a  en que concibid k Cetestina? iPor qu6 tuvo que s e r  acos- 
tado en l a  cama, deta l le  que a nadie l e  interesa? Rojas pudo : 
haber el  iminado deta l le  t an ,  superfluo a no ser  que tenga alguna 
signif  icacidn de importancia . 3  

Tambi6n'a m 5  he ha solido llamar l a  atencidn l a  aparente superfluidad de- 
esa postura y e l .6nfas is  que parece poner e l  autor en e l l a ,  y aun como 
Martfnez-Miller he sospechado que l a  t a l  tuviera alguna significacidn de 
importancia. . . 

Ahora bien, admitido que ese e s t a r  L.. assaz vezes retrayado en mi 
camara, acostado sobre mi propia mano . . . " no es una intrascendente infor- 
macidn s in  u l t e r io r  significado, ocurre que mi interpretaci6n de esa pos- 
tura d i f i e re  de l a  de Martinez-Miller, y as? me voy a permitir echar mi 
cuarto a espadas en el  asunto. Entiendase aqui que.mi interpretacidn no . ha de se r  v is ta  como ataque a o exclusi6n de l a  suya; aunque l a  de 61 pue- 
de verse como suficientemente esoterica y discutible,  discutible podri pa- 
recer tambien l a  m'ia, siquiera por aquello de que s i  sus comentarios pue- 
den ca l i f icarse  de e jerc ic io  en e s o t e r i s m ,  10s mfos; ya se  verb, son uno 
en irnaginacibn. De cualquier fonna, tan vblida puede resul tar  su inter-  



p r e t a c i 6 n  como l a  mia y aun pudieran perfectamente complementarse. 

Una d i s t i n t a  v i s u a l i z a c i 6 n  de l a  postura de Rojas aparece a l a  base 
de mi disensi6n. Para Mart inez-Mil  l e r .  

Acostado sobre su p rop ia  mano i n d i c a  con 10s codos puestos sobre 
l a  cama y l a s  manos sujetando su cabeza, pos ic i6n  t i p i c a  del  que 
l e e  en l a  cama acostado boca abajo. (LU Ztica,  p. 157) 

Personalmente, consider0 es ta  v i sua l  i zac i6n  un poco excesivamente forzada. 
Ese e s t a r  "con 10s codos puestos sobre l a  cama" y "acostado boca abajo" en 
e l l a ,  no corresponde con e l  "acostado sobre mi p r o p r i a  mano" de Rojas; de 
haber pretendido e l  mismo presentarse en esa pos ic i6n  de decdbito prono, 
nos hubiera dicho "de bruces," "boca abajo" o expresidn s i m i l a r ;  claramen- 
t e  d i c e  "mano" en s ingu la r ,  y no "mis p ropr ias  manos," con 10 que es mucho 
16s seguro v i s u a l i z a r  a Rojas en l a  cama, apoyado sobre su cod0 y con l a  
m e j i l l a  en l a  palma de l a  mano; en o t r a s  palabras, l a  t i p i c a  postura de l  
pensador y / o  sofiador que t a n  magni f ica secuela va a t e n e r  en representa- 
ciones l i t e r a r i o - i c 6 n i c a s  d e - s i g l o s  posteriores,4 y que Covarrubias en su 
Teeoro y a  nos i n f o n a  que se d e f i n i a  como cubare, a cubitu en su glosa de l  
vocablo acostar; 10 que importa aqui, ahora, son 10s comentarios que e l  
mismo Covarrubias proporciona para e x p l i c a r  l a  razdn de es ta  espec i f i ca  
postura; d ice:  

ten iase  por  Losa fea s i  ningfin soldado ... se echase a dormir  a ,  
p i e r n a  tendida, y 10s mhs ciudadosos d o n i a n  puesta l a  mano en 
1 s  mex i l l a ,  r e c l  inado e l  cod0 sobre alguna cosa, y esto se l l a -  . . 
mava cubare, a cubitu. 

El hecho de qu& Covarrubia? aun l a  r e c o j a  a p r i n c i p i o s  de l  ' XVII' mucho nos 
d ice  d e l  v a l o r  y r e l i e v e  que esta p r d c t i c a  m i l i t a r  debid t e n e r :  en sus 
tiempos anter iores,  tiempos en que, a no dudar,' habrd que i n c l u i r  esos 
d l t imos  aRos del  X V  con sus cont inuas y sefialadas guerras .de Granada, y ,  
no menos., 1as.inmediatamente contempordneas de I t a l i a .  

A s i  l a s  cosas, s i  ese "echando mis sent idos por  ventores y mi j u y z i o  
a b o l a r "  nos presenta un pr imer  y obvio s i g n i f i c a d o  de esa postura como l a  
de un Rojas pensador-soRador ["auteur-songeur" para B a t a i l l o n l  siguiendo a 
Covarrubias, i habrh  que presumir que t r a s  ese "acostado sobre mi p r o p r i a  
mano" se esconde un u l t e r i o r  s ign i f i cado ,  e l  de un. segundo Rojas, un Rojas 
guerrero,  s i  no en p ro fes idn  y obras s i  en e s p i r i t u ?  Quizh, s i ,  aunque 
s61o sea considerando e l  pr61ogo de l a  ed ic idn  de 1502, en que t r a s  c i t a r  
--corn0 sabemos--ese "Omnia secundum l i t e m  f i u n t "  de Herhc l i to ,  a f i rma que 
es "Sentencia a mi ve r  digna de perpetua y recordable memoria," que pocas 
dudas de ja  respecto a su op in i6n  personal.  

Se me permi t i rh ,  pues, ve r  en esa postura a un Rojas l e t r a d o  ba jo  e l  
que subyace una d e f i n i d a  veta de guerrero, de un guerrero en potencia que 
nunca l l e g 6  en c r i s t a l i z a r .  En t e n i n o s  modernos, se podr fa ver  en l a  
misma una freudiana expresien de una tendencia, mis  o menos conscientemen- 
t e  repr imida,  de l a  mani festac idn de un anhelo que l a s  c i rcunstancias so- 
c i a l e s  han impos ib i l i t ado ,  pero que l a s  mismas han alimentado de un modo u 
o t r o .  
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No olvidemos e l  momento h i s t d r i c o  que l e  tocd v i v i r .  Y en este mo- 
mento h i s t d r i c o  hay que hacer un minimo de hincapi6, porque, en mi o p i -  
nidn, son l a s  constantes soc ia les de ese momento l a s  que ayudan a entender 
mejor esa postura. 

No voy a dec i r - -no puedo deci r - -a  es te  respecto, mucho mis de 10 que 
y a  han dicho--y b ien  dicho--Gi lman y Maraval l .5 Me l i m i t a r e ,  puesto que 
en t re  l e t r a d o s  y guerreros, o le t rados-guerreros anda e l  juego, a1 t a n  co- 
nocido topos de l a s  armas y l a s  l e t r a s .  Cuando Don Q u i j o t e  10 recoge en 
su famoso d iscurso  esa f i g u r a  de l  guerrero l i t e r a t o  e ra  ya, mis que o t r a  
cosa, una nos ta lg ica  f i g u r a  s i n  soporte r e a l  comQn en l a  v ida co t id iana .  
Muy por  e l  c o n t r a r i o  o c u r r i a  a l l 5  por  1 0 s  afios j u v e n i l e s  de Rojas. La 
personal idad combinada de hombre de armas y l e t r a s  era mds que s u f i c i e n t e -  
mente conocida, y modelos seiieros de e l l 0  son, por  ejemplo, Jorge Manri- 
que, su t i o ,  Lope de Stc i i iga y un l a r g o  e tce te ra  que se a d v i e r t e  con s61o 
acud i r  a l a  n6mina del  cancionero de Hernando de l  C a s t i l l o .  Es dec i r ,  que 
a 10 l a r g o  de esos afios esa comunidn de l  agenda y scr ibenda c las icos  f l o -  
taba en e l  ambiente, e ra  h a b i t u a l  v a l o r  reconocido y sent ido por  10s miem- 
bros de esa sociedad cas te l lana .  

Y me detendre ahora, p o r  10 que a m i :  exposic idn in te resa ,  en o t r o  
ejemplo que s i  b i e n  menor--0 nulo, quizd--en cuanto a su r e l i e v e  h i s t 6 r i c o  
respecto a esos Manriques y a ese l a r g o  etcetera, es, en cambi.0, enorme- 
mente sugest ivo como magni f ica representaci6n p l i s t i c a  de esa mental idad. 

Cualquiera que haya v i s i t a d o  l a  catedra l  de Siguenza h a b r i  contempla- 
do con admiracidn una de l a s  mds excelsas obras de l a  escu l tu ra  cas te t lana  
de f i n a l e s  del  XV:  "obra maestra de l a  escu l tu ra  funera r ia  del Q l t i m o  t e r -  
c i o  de s i g l o "  l a  l lama Jimenez ~ l a c e r . 6  Hablo del  famoso y a s i  . l lamado 
DonceL de Sigtienza, sepulcro elevado a l a  memoria de l  c a b a l l e r o  de Santia- 
go. Mar t in  Vizquez de Arce a l rededor  de 1490 t r a s  su muerte en e l  cerco de 
Granada en 1486 (vease l a  i l u s t r a c i 6 n  en l a  p i g i n a  s igu ien te )  .7 

Recordemos su postura; e s t e  Dance2 se nos presenta rec l inado  en su 
lecho, acostado sobre su cod0 derecho que reposa en un c o j i n  de l a u r e l e s  y 
sosteniendo con ambas manos un l i b r o  a b i e r t o  en e l  que l e e  con un a i r e  
en t re  melanc6l ico y n o s t i l g i c o - - s u s  ojos--y apacib le  y sonriente--sus l a -  
bios; su esc lav ina  con l a  cruz de Santiago y bajo e l l a  su cota de ma l la  
evidencian a1 guerrero; su espec i f  i c o  acodarse, rasgo que 10 d i s t i n g u e  
f r e n t e  a o t r a s  escul turas funerar ias,  10 confirma--recuCrdese a Covarru- 
bias. Hombre de armas, s i ,  e s t e  Dome2 . . . pero, ihombre de l e t r a s ?  Evi -  
dentemente, no; a1 menos no en cuanto autor-pensador. Le jos este Dome2 
de equipararse a Rojas en esto, ya que nada sabemos de que Vizquez de Arce 
profesara en l e t r a s ;  n i  , por  o t r a  par te ,  como pensador-sofiador; se l i m i t a ,  
sirnplemente, a l e e r .  S i  a lgo  de hombre de l e t r a s  t i ene ,  es como asiduo y 
quiz5 i n f a t i g a b l e  l e c t o r ,  s i  hemos de atender a l a  d e f i n i t i v a  postura que 
10 ha inmor ta l i zado  para l a  etern idad,  como guerrero que aprovecha l a s  
treguas b e l i c a s  y- sus oc ios  campamentales demorindose complacido en c i e r -  
tas  paginas f a v o r i t a s ,  y aun, posiblemente, y corn Don Q u i j o t e  harb mis 
tarde, alimentando e l  rec6nd i to  deseo de t m a r  l a  pluma para jseguir 10s 
pasos de un S a n t i l l a n a  o de un Mena. 

S i  antes he suger ido un Rojas hombre de l e t r a s  f rus t rado  hombre de 
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armas, en l a  misma l i n e a  imaginat iva b ien  se puede con je tu ra r  un Vdzquez 
de Arce hombre de a n a s  f rus t rado  hombre de l e t r a s ,  y q u i z i  l a  d is tanc ia  
e n t r e  ambos se s i n t e t i c e  en l a  que hay e n t r e  una mano que sost iene una me- 
j i l l a  f r e n t e  a o t r a  que sost iene un l i b r o .  Sea es to  como sea, 10 c i e r t o  
es que, de a lg4n modo, ambos se nos presentan como complementarios en 
cuanto a 10 que l e s  f a l t a  a 10 que l e s  sobra, y hasta es muy probable que 
l a  d i f e r e n c i a  que c imienta y p o s i b i l i t a  esa complementareidad sea, en 41- 
t imo termino, l a  misma que d iv ide ,  aunque s i n  so luc i6n  de continuidad, una 
6poca h i s t 6 r i c a  que muere de o t r a  que surge, o, en suc intas palabras de 
Maraval l ,  " l a  conciencia de c r i s i s  de l  s i g l o  XV," como s u b t i t u l a  e l  cap. I 
de su  obra. 

En e l l a ,  Maraval l  ve esa c r i s i s  desde l a  apropiada y necesaria pers- 
pec t i va  que l e  in te resa :  l a  de 10s personajes de Lu Celestina, y muy jus -  
tamente nos sei iala que 

E l  r i c o  ha desplazado a1 noble de r a n c i o  l i n a j e  . . . Bajo .este 
aspect0 nos aparecen ya 10s r i c o s  del  mundo s o c i a l  de l a  Oeles- 
t i n a  . 

Mis concretamente destaca a1 personaje de l  mercader--simbolizado en Ple- 
ber io ,  y a  sabemos--coma uno de 10s elementos soc ia les provocador y repre-  
s e n t a t i v o  de esa c r i s i s . 8  Y dig0 como uno de 10s elementos porque o t r o  
corresponde t e n e r  en cuenta a estas a l t u r a s .  

P leber io  e l  mercader, personaje de Rojas, representay-  por  un lado, 
esa c r i s i s ,  per0 por  e l  o t r o  serh Rojas, personaje de s i  mismo, no de su 
obra, qu ien l a  represente y simbol ice; s i  l a  p ro fes i6n  de mercader acredi -  
t a  a P leber io  como p r o t o t i p o  de l a  t a l  c r i s i s ,  su p ro fes idn  va ld rd  tambi6n 
para e l  caso de Rojas: su p ro fes i6n  de j u r i s t a ,  de le t rado .  

C ie r to  es que e l  t i p 0  del  mercader es personaje c lave para esos c r i -  
t i c o s  momentos de l a  segunda m i t a d  del  XV, pero no 10 es menos, y b ien  10 
saben quienes a l g o  conocen de l a  h i s t o r i a  s o c i a l  de esos tiempos, e l  de l  
l e t rado .  Venga a cuento una c i t a  cuya extens idn se perdonard por  10 im- 
por tante:  

When t h e  nobles abandoned t h e i r  e a r l i e r  r o l e s  as na t iona l  p o l i -  
t i c a l  leaders, t h e i r  places were q u i c k l y  f i l l e d  by equa l l y  am- 
b i t i o u s  and newly p r e s t i g i o u s  profess ionals- - the le t rados.  AS 
t h e  l e t r a d o s  inc reas ing ly  gained c o n t r o l  over  the  C a s t i l i a n  mon- 
archy 's  p o l i t i c a l  p o l i c i e s ,  they a l s o  assumed t h e  , i n t e l l e c t u a l  
leadership o f  C a s t i l i a n  soc ie ty ,  s u b s t i t u t i n g  t h e i r  own theor ies  
and values f o r  those o f  t h e  cabal leros.  The change i n  p o l i t i c a l  
leadership became apparent a t  the Cortes de Toledo i n  1480 when * 

Fernando and Isabel  . .: changed t h e  s i z e  and composit ion of t h e  
consejo r e a l ,  which previ,ously had a m a j o r i t y  o f  cabal leros.  so 
t h a t  hencefor th  seven o f  i t s  twelve members were t o  be letrados.. 
The c m e j o ' r e a l ,  which had t r a d i t i o n a l l y  been dominated by t h e  
m i l i t a r y  a r i s toc racy ,  would now be dominated by t h e  l e g a l  p ro -  
fession.9 

Tambien nos 10 c o n f i n a  o t r a  h i s t o r i a d o r a ;  
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Le letrado e s t  de loin l e  criado l e  mieux remuned. En 1488, i l  
r e ~ o i t  de 50.000 mrs. 2 100.000 par an. C'est 1: un signe des 
temps; l e  savoir rapporte davantage que l ' a r t  de combattre, ce 
qui annonce l a  grande 6poque des letrados, l e  XVI s i i c l e .  Cette 
ca r r i e re  qui s 'avsre  s i  avantageuse commence 3 a t t i r e r  fortement 
l a  noblesse. 

En efecto,  e l  Doncet, guerrero que l ee  y l ee  quiz6 porque ya presiente l a  
importancia y predominio que esa naciente carrera acabara teniendo (luego, 
poco despu&, vendrdn 10s Conchillos, 10s Cobos, 10s Galindez de Carva- 
j a l ) ,  s e  i rd  viendo desplazado y susti tuido por ese Rojas que con l a  mano 
en l a  meji l la piensa, sobre todo piensa, y no necesita ya mucho de l ee r  
porque como buen letrado--recordernos l a  inmediata etinmlogia--tiene ya 
suf ic ientes  l e t r a s ,  plbulo para su pensar y su crear.  

Y aun cuando necesitara l ee r  m6s o quisiera hacerlo, quiz6 ot ras  mls 
se r i a s  cui tas  vendrfan a impedirselo; las  sintet izadas en esa postura y 
que podemos desmenuzar en sus t r e s  componentes: por un  lado, esas d i f icul -  
tades,  hostilidad e ingrati tud con que va a enfrentarse su obra como sefia- 
l a  Bataillon; por otro,  esos mismos temores y dificultades pero aqui no a 
nivel de creacidn artistica--como simple creador--sino, en d s  amp1 io  c i r -  
culo, a nivel de hombre t o t a l ,  de plena proyecci6n de su personal idad como 
joven converso que, inevitablemente, t iene que ingresar de l leno en esa 
dura, hos t i l  y c r i t i c a  Espaiia que l e  toca v ivi r  y que bien ha v is to  Gil- 
man; y ,  por Oltimo, y en plano todavia mls generico, como espafiol que ha 
adquirido completa conciencia de esa c r i s i s  de sus aiios histdricos--vuelve 
aquf Maravall--y en l a  que no puede dejar de pensar. 

Y para acabar con "mis mal doladas razones" que d i r i a  Rojas, un 41ti- 
mo e je rc i c io  en imaginaci6n. Si de Rojas es vtilido afinnar que no l e e  en 
esos momentos--su mente en soiiador vuelo o dolorosa congoja--del Doncei! s i  
sabemos que lee y aun muy atentamente, y conviene preguntarse, iqu6 es 10 
que lee? 

No 10 sabemos, per0 s i ,  en cambio, sabemos--0 hay quien afirma saber- 
10--10 que 61 mismo ha leido en.su lecho .de muerte y lo  l e  han 1eido.a un  
famosisimo converso, el  obispo Alonso de Cartagena. De su sepulcro de . c .  
1480 en l a  catedral de Burgos dice Muller: 

A t  t he  fee t  of the recumbent effigy of the bishop the sculptor 
has placed his acolyte holding open the pages of a bible.11 

Y sabemos tambien que dentro del r i tua l  judaico uno de 10s mmentos deci- 
sivos en que debe rec i tarse  l a  shemu es ,  precisamente, en el  lecho de 
muerte; y as5 mismo es sabido que por 10 que respecta a esa Shema no hay 
gran diferencia ent re  Biblia y Torah puesto que blsicamente dicha S h a  
consiste de t r e s  porciones del Pentateuco, dos del Deuteronomio y una de 
NGmeros; Pentateuco comtin a Biblia y Torah.12 

Lfcito es ,  pues, sospechar que 10 que l e  han leido o 61 mismo, Alonso 
de Cartagena, ha leido, es l a .%mu r i tua l  judaica secretamente d is f  razada 
--si necesario fuera--bajo apariencia de Biblia cr is t iana ,  y as5 s e  nos 
aparece simb6l icamente inmortal izado en' ese monumento. 
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Conviene recordar  aqui  que e l  a u t o r  de ese sepulcro es G i l  de S i l o 6  
del que se ha supuesto con muchos v isos de seguridad s e r  jud io ,  t r a i d o  a 
Espaiia p o r  ese mismo Cartagena y haber cembiado "su nombre de Abraham por  - 
e l  p in to resco  y extraf io de G i l  de S i loe"  s e g h  a f i rma Jim6nez ~ l a c e r . 1 3  
Contra 61, no considero n i  extrai io n i  p in to resco  ese Si lo6;  es, simple- 
mente, l a  adopcidn de l  nombre de l a  p i s c i n a  en que un ciego de nacimiento 
recobra l a  v i s t a  lavdndose a l l 5  por  mandato de ~ e s i k , l 4  10 que, para mi, 
conf irma esa su condic idn de jud io ;  sorprende, por  o t r a  parte, e l  que este 
G i l  de S i l o 6  sea tambi6n e l  e s c u l t o r  de o t r o s  t r e s  sepulcros--cf.  l b s .  
156b, 157a y 157b en M i l l e r - - e n  que, de un modo U o t ro ,  tambi6n 10s repre- 
sentados aparecen claramente como l e c t o r e s  en ese t rance f i n a l .  iEs ese 
rasgo una simple pecu l ia r idad  a r t i s t i c a  de S i l o 6  s i n  o t r a  trascendencia, o 
e s c u l t 6 r i c a  proyeccidn de su obsesiva necesidad de perpetuar  en p iedra  ese 3 

c a r a c t e r i s t i c o  r i t o  juda ico  de l a  Shma? No 10 s6, pero sea como sea, a l -  
go se esconde t r a s  e l l o ,  y a  que esa pecu l ia r idad  a r t i s t i  ca se presenta co- 
mo rasgo prdct icamente exc lus ivo  de l a  escu l tu ra  de un per iodo- - f i na les  
s i g l o  XV--y de una regidn--Cast i l  la--muy espec i f i cos ,  como puede compro- 
barse con s d l o  o j e a r  l a s  ldminas de l a s  dos obras sobre a r t e  que vengo c i -  
tando. Quede es to  para p o s t e r i o r  t r a b a j o  con mds tiempo y datos. 

Volviendo, ahora, a1 DonceZ, i l e e  tambi6n.6ste l a  Shema como e l  ob is -  
po Cartagena?;lo que equiva le a preguntarse, i f u 6  tambi6n converso Vdzquez 
de Arce, y aQn, qu i  zd , a1 bora i  CO? Desgraci adamente no puedo documentarl o 
por  ahora, per0 s i  puedo, en cambio, se i ia lar  un in te resan te  i n d i c i o .  

- 
Cuando se consu.ltan l a s  re lac iones-que Berndldez o Alonso de Palencia 

o Santa Cruz, por  ejemplo, dan en sus c r h i c a s  de l  suceso b 6 l i c o  en que 
perd io  l a  v i d a  es te  guerrero, s61o tenemos someras descripciones en l a s  
que no se c i t a n  nombres; en l a  H i s t o r i a  de Za Qrden de Santiago de l a  Pa- 
r r a  que se interrumpe i n  1488, es dec i r ,  dos aiios inmediatamente despu6s 
de ese suceso por  10 cual se debe c o l e g i r  que 61 mismo estaba f resco  en l a  
memoria de esos autores, a1 hablar  de l  t a l  suceso, tampoco se l e  menciona, 
10 que r e s u l t a  mds i n t r i g a n t e  s i  se recuerda que Vdzquez de Arce era caba- 
l l e r o  de Santiago.15 Y en cambio, y muy curiosamente en mi opinidn, sera 
Hernando de l  Pulgar  quien en su Cr6nica nos d6 nombres prec isos;  dice: 

Murieron en aque l la  pelea dos caua l le ros  p r inc ipa les ;  e l  vno se 
llamaua e l  comendador Mar t in  Vazquez de Arce, e e l  o t r o  llamauan 
Juan de Bustamante, e o t r o s  algunos de 10s c r i s t ianos .16  

destacando de modo c l a r o  a esos dos cabal leros por  su nombre--y Vdzquez 
de Arce e l  pr imero-- f rente a esa inmediata indetenninac i6n de "e o t ros  a l -  
gunos de 10s c r i s t i a n o s . "  

N i  q u i t o  n i  pongo rey, pero, i n o  es eso sugest ivo s i  recordamos l a  
confesada condic idn de converso de e s t e  c ron is ta?  S i  a s i  fuera, s i  ese 
Dome2 fue ra  l a  inmor ta l i zac i6n  en a labas t ro  de un converso a lbora ico  que 
r e c i t a  su Shema en su lecho de muerte para merecerse, as i ,  e l  para iso de 
Abraham, l a  postura andloga de o t r o  converso--Rajas--, ademds de s i g n i f i -  
carnos sus sueiios, pensares y penares y abn e l  t r d n s i t o  c r i t i c o  de una 6- 
poca a. o t ra ,  vendr ia  a r e s u l t a r  tambien-una prueba de l a  i d e n t i f i c a c i d n  de 
ambos en l a  f e  de sus mayores y que e l l o s  en esos momentos estdn alimen- 
tando y recreando; y e l  e s p e c i f i c o  l u g a r  en que se produce e s a ' i d e n t i f i c a -  
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ci6n--1echo de muerte, cama de v ivo--Wit0  de recogimiento, tanto para 
e l l o s  como para otros tantos correligionarios suyos, en donde poder a is -  
l a r s e  para dedicarse a esa recreacidn, a esa afirmacidn interna de su f e  
of i c i  a1 y externamente rechazada. 

Y de se r  as5 l a  hipdtesis de Martinez-Miller de que 

Todo hace indicar que Rojas estaba recitando l a  Semah, debido a 
que era  l a  iinica forma viable ara 61 de practicar su verdadera 
l i g i n  . (h %mJ p. 1577 

0, dicho de otro modo, que Rojas recitaba su S h a  en algunos de 10s 
interwales en que no pensaba o sofiaba o s e  acongojaba, s e  veria confirma- 
da. Claro estd que todas estas coincidencias y relaciones que he destaca- 
do como puntos de partida para mis ejercicios imaginativos bien pudieran 
se r ,  perfecta y simplemente, productos puros de un azar, pero no olvidemos 
que d s  de una vez se  ha dicho--y Borges es tes t igo  de ello--que e l  azar 
es el  nombre que damos a 10 que desconocemos. 

NOT AS 

Miami: Ed. Universal., 1978. 

Cito por l a  ed. de Criado de Val y Trotter  (Madrid: CSIC, 1970). p. - 

As4 10 vio ya Bataillon dando, a l a  vez, l a  interpretacidn m6s ob- 
via y cldsica;  l a  del autor que medita " ... sur  l a  hardiesse de son en- 
t e rp r i se ,  sur l e s  d i f f i cu l t& qu' i l  affronte,  sur  l ' ingrati tude ou l 'hos- 
t i l i t 6  qui l e  guettent." (cf .  M .  Batail lon. La CzZestine seZm Fernando 
de Rojas [Paris, Didier, 19611 p. 209), y ahi ya recuerda l a  imagen que a 
s5 mismo se  aplica Cervantes en e l  prdlogo a su b i j o t e ,  y a l a  que 
me permitire aiiadir, por ejemplo, el conocido capricho goyesco de "El 
suefio de l a  razdn produce monstruos", l a  famosa escultura "Le penseur" de 
Rodin, y aun l a  copl i l la  que A. Machado asest6 a Kant, dicigndole: !Tar- 
t a r in  de Koenisberg!/Con el  pufio en l a  mejillaltodo 10 llegd a saber. (no. 
LXXVI I de sus Proverbios y cantares). 

Stephen G i  lman. La ~sp&a d .  ~ernanda de Rojas (Madrid:. Taurus, 
1978) y J .  A. Maravall. El mundo social de "La CeZestinan (Mddrid: Gre- 
dos, 1968). 

F. JimEnez Placer. Historia del  arte esp&oZ (Barcelona: Labor, 
1955). vol. I ,  p. 411. 

' E l  sepulcro " . . . was in course of construction i n  1488", dice T. 
Mill l e r .  Sculpture i n  the ~etherlcmds,  Cermcmy, France and Spain:  1400 t o  
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1500 (Middlesex: Penguin Books, 1966) p. 146; para su muerte, c f .  H. del 
Pulgar. &&&a de Zos Reyes CatGZicos, ed. Mata Carriazo (Madrid: Espa- 
sa-Calpe, 1946), vol. 11. p. 238: 

Maravall , E l  mundo socia2, cap. 11, passim; ci t a  en p. 40: . 

Helen Nader. The Mendoza FamiZy i n  the Spanish Renaissance: 1350 . 
t o  1550 (New Brunswick, N. J . :  Rutgers Univ. Press, 1979), c f .  cap. VI, 
passim; ci.ta en p.  128. 

l o  H. Claude Gerbet. h rwbzesse drm. Ze Royme b CartiZZe (Paris:  
Univ. de Paris-IVY 1979), p. 338. 

l1  Miller, S c u ~ ~ t L e ,  p. 152. El monumento sepulcral en lamina no. 
155. . 

l2 Cf. h'ncyctopedia Judaica (Jerusalem. Keter Pub1 . House, 1971 ) , v01 . 
X I V ,  col. 1370 para composici6n Shema; col .  1372 para r i tua l  de r e c i t a c i h ;  
y col .  1371 para razones de ese r i t u a l .  

l3 Jimhez Placer, Ristoria.  deZ arte esp$oZ, p.  41 5 para c i t a  e in- 
formaci6n. 

l 4  Cf. Evmg., Juan 9; a observar ahi l a  fascinante doble connotaci6n 
del episodio: para el  escultor l a  del lodo que da v i s t a ,  barro que recrea 
una vida; para e l  converso, ciego que recobra l a  vista;  i d  est ,  personae 
que supera su ceguera judaica adquirendo una nueva fe;  .y, por f i n ,  era 
t ip ica  adopci6n de u n  toponimico como nuevo nombre suficientemente cono- 
cida ent re  c ier tos  converses. 

l5 Pedro de Orozco y Juan de l a  Parra. Eis tor ia  de Za Orden de Sm-  
t iago; MS del s ig .  XV publicado por e l  Marques de Sieteiglesias en Bada- 
joz, Diput. Pmv., 1978; para.ese a60 1486, cf .  f .  117v. 

l6 Pulgar, &&i& (ve r ' a r r iba ,  nota 7 ) ,  v.  11, p; 238.. 
. . 

CecLo 

meberio y Alisa conternplan e l  
cuerpo despedazado de Melibea. 
Auto 159 ~ B u ~ ~ o s ,  1499? 
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THE GUILLAUME CHAUDI~RE EDITION OF JACQUES DE LAVARDIN'S CELESTINE 

D. L. DRYSDALL 
UNIV. OF WAIKATO 

(NEW ZEALAND) 

........ - .-- ............... -. 

L A 
C F  i SrT'kJc 
+u_clL/  -- -.*-.L2 

.F1 D E L L E  h.1 E . N  7' 
R E - P V R G E F ,  ET .N'Is.E' 
:cn mciilrnr: forme ? R C  I A C ~ E S  
C :  L .\ 1- .n X n : S, E:?c:.c:.Sr.i- 

: 'gn+:da Plc13is 3ourrot c11 Ton- 
rain:. 

A lucky  chance, f o r  which 
I have t o  thank M. P i e r r e  
Aqui lon o f  the  Centre diEtudes 
SupCrieures de l a  Renaissance 
a t  Tours, makes i t  poss ib le  t o  
con f i rm the  ex is tence o f  t h i s  
h i t h e r t o  unproven e d i t i o n  . l  
A Chaudiere . e d i t i o n  was i n  
f a c t  quoted by the  contempo- 
r a r y  Du Verd ie r  f o r  the year  
1578. It was a l s o  repor ted  by 
Nico las Antonio, who gave the  
date as '1598'--when t h e  Rouen 
e d i t i o n s  appeared--and by S t  
Venant, who gave '1576'--when 
Chaudiere publ ished Lavard in 's  
Histoire de Georges Castriot. 2 
Miss C. L. Penney repor ted  a 
copy o f  a Chaudiere e d i t i o n  o f  
1578 i n  t h e  B ib l io thkque  de 
1 'Arsenal $ 3  a1 though the  cop- 
i e s  I have seen i n  the l i b r a r y  
(8' BL 16051 and Re 6553) a r e  
o f  the  Robinot e d i t i o n  ( f o r  
d e s c r i p t i o n  see, the  c r i t i c a l  
e d i t i o n ,  pp. 31 - 32). The 
ChaudiPre e d i t i o n  the re fo re  
remained unconfirmed. However, 
the  l i b r a r y  o f  t h e  MusCe CondC 
a t  C h a n t i l l y  does own a copy 
(shelf-mark X I .  F. 56), t h e  
t i t l e  page o f  which i s  repro- 
duced here. Wi th the  excep- 

t h e  same as t h a t  o f  G i l l e s  Ro- t i o n  of Chaudi2reis i m p r i n t ,  t h e  e d i t i o n  i s  
b i n o t  (1578, 16", 12 unnumbered and 284 numbered f o l i o s ) ,  whose name a lone 
appears i n  t h e  p r i v i l e g e  on t h e  verso o f  t h e  t i t l e .  Robinot was t h e r e f o r e  . probably t h e  main p a r t n e r  i n  a shared e d i t i o n .  The ms. ex libris a t  t h e  
foot  o f  the  page reads: 'Jean H e l l e r  de Strasbourg'. 
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' I n  a c r i t i c a l  edit ion (~amesir ,  1974). p .  24) 1 incorrect1:y stated 
there was no, such edition. 

Du Verdier, BibZiothkque de . . . (Lyon, 1585), p.  608; i n  theRigoley 
Q Juvigny edit ion (1772-3), IV, 288. M. Antonio, BibZiotheca hi5pquz nova . . . (Rome, 1672), 11, 212 (Madrid, 1783-8), 11, 263-4. R.. Barrd de St  
Venant, Dictionmire . . . du ven&o<s . .. (Blois, 1913-15), 11, 260. 

me. Book caZZed 'CeZestinu' . .: (New York, 1954). p. 117. 
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KEITH WHINNOM 
UNIVERSITY OF EXETER 

Miguel Marc ia les i s  dead. A f t e r  s u f f e r i n g  f o r  two years from chronic  
renal  d i s func t ion ,  which p u t  him i n t o  h o s p i t a l  tw ice  and then i n t o  a wheel- 
cha i r ,  he d ied  on 23 December 1980, s t i l l  conduct ing h i s  classes and pur-  
suing h i s  research. The copious t r i b u t e s  which have appeared i n  t h e  Vene- 
zuelan press, no tab ly  on t h e  occasion o f  t h e  u n v e i l i n g  o f  a plaque t o  h i s  
memory i n  h i s  Universidad de 10s Andes, describe a man o f  immense charm, 
g rea t  modesty, enormous e rud i t i on ,  and man i fo ld  t a l e n t s :  a  poet, a  polymath 
and p o l y g l o t  (La t in ,  Greek, Sanskr i t ,  Engl ish, French, German, I t a l i a n ,  
Russian, Arabic, Japanese), and a b r i l l i a n t  l e c t u r e r  and conversa t iona l i s t .  
I n  M6rida, Venezuela, he was a phenomenon; t o  t h e . v a s t . m a j o r i t y  o f  Hispa- 
n i s t s ,  and even t o  ce lest ina-scholars ,  t o  whom i n  the  no t - too -d is tan t  f u -  
t u r e  h i s  name must su re ly  become a household word, he i s  as y e t  unknown. 

Marc ia les began h i  S academic career  as a c l a s s i c i s t  (and remained Head 
o f  the  Department o f  L i t e r a t u r a  ClSsica),  b u t  ranged over a v a r i e t y  o f  d i s -  
c i p l  ines , producing, f o r  instance, a  massive Geografja h i s t S r i c a  y echomi -  
ca d e l  n o r t e  de Santrmder (sc. Columbia) (BogotS, 1943), and from 1965 on 
devoted h i s  energies t o  Rojas and CeZestina. The f r u i t s  o f  these labours 
a re  a c r i t i c a l  e d i t i o n  o f  Cetestina, h i s  Car ta a t  profesor G i h a n  sobre 
problemas de la 'Ce lest ina '  (Mgrida, 1975; see CeZestinssca, I, 1, p. 28, 
S6), and a c r i t i c a l  e d i t i o n  o f  the  anonymous Spanish t rans la t ion  of P iccolo-  
m i n i ' s  H i s t o r i a  & duabus mcmtibus, which Marc ia les be l ieved  t o  be the  
work of Rojas. Whether t h i s  l a t t e r  e d i t i o n ,  o f  which I have a carbon copy 
of a  d ra f t ,  w i l l  ever  see the  l i g h t  o f  day, must be doub t fu l  ; the  Carta a2 
profesor GiZman, now i n  the  press (Universidad de Mgrida), has already 
reached var ious i n t e r e s t e d  readers i n  i t s  dup l i ca ted  format; b u t  i t  i s  now 
imperat ive t h a t  the  e d i t i o n  o f  Ce les t ina  be publ ished i n  t h e  form i t  de- 
serves. For p a t r i o t i c  motives, which some may f e e l  were misguided, Mar- 
c i a l e s  was determined t h a t  the  work should appear i n  Venezuela, b u t  shor t -  
age of funds has g r ievous ly  delayed i t s  pub l i ca t ion ,  and the  stop-gap cy- 
c l o s t y l e d  ve rs ion  (1977) i s  a v a i l a b l e  o n l y  t o  a handful o f  people. There 

p are, f o r  instance, j u s t  two copies i n  Great B r i t a i n :  mine and P. E. 
Russe l l ' s .  And t h e  o n l y  o ther  r e c i p i e n t s  whose names are known t o  me a re  
Marcel B a t a i l l o n ,  Stephen G i  lman, and Miros lav Marcovich. 

The work m e r i t s '  a  f i f t een-page  review, bu t  I conf ine  myself t o  a b r i e f  
desc r ip t ion .  This EdiciBn C r i t i c a ,  e n t i t l e d  Comedia o T r a g i c m e d i a  de Ca- 



CELESTINESCA 

l i e t o  y Melibea, consists  of f ive  fo l io  volumes, densely typed (one-and-a 
half spacing, no margins). Vol. IV C123 pp.) contains the Texto Crit ico,  
including the Auto de Traso. The ac ts  are divided in to  scenes, and a com- 
plex system of numbering (dividing long speeches, lumping fragments of 
rapid dialogue) permits uick reference t o  any passage in the  work. Within 
t h i s  typescript  text ,  un 3 er l in ing,  double underlining, dotted under1 ining, 
square brackets, and oblique strokes indicate precisely how the edi tor  has 
modified his base texts .  Where there i s  unrnanageably great variat ion,  the  
t e x t  is printed in  parallel  columns. Vol. V ,  Aparato Crit ico (135 pp.) ,  
records variants from fourteen early edit ions,  with occasional reference to  
l a t e r  edi t ions ,  and t o  the I ta l ian  and Latin translations of Ord6Rez (c.  
1505) and Barth (1624); i t  includes some explanation and ' t rans la t ion '  of 
the most d i f f i c u l t  passages; and i t  ju s t i f i e s  not only the emendations b u t  
the  retention of peculiar early readings by copious reference t o  other 
f i f teenth  and sixteenth-century writers. Although it may not prove im- 
possible t o  take issue w i t h  Marciales on some of his choices of readings, 
the  evidence and reasoning are there f o r  a l l  t o  see,  and i t  can scarcely by 
disputed t h a t  t h i s  i s  simply the best edition of Celsstina so f a r  produced. 

In a sense, however--and I am forcibly reminded of Alan Deyennond's 
printing his  edition of Mocedades as an appendix to  his Epic Poetxy and t h e  
C l e w  (London, 1968)--this invaluable edition i s  a mere postscript  t o  vol- 
umes I ,  11, and I11 (over 310 pp.--lettered insert ions,  99a, e t c . ,  make 
computation d i f f i c u l t ) .  This Introducci6n, which could r u n  t o  a thousand 
normal printed pages, addresses i t s e l f  not to  l i te rary  cr i t ic ism (except 
tangential ly) b u t  t o  the  perennial fundamental problems : the a f f i l i a t i o n  of 
the t ex t s ,  the  ident i ty  of the authors, and the biographies of Rojas and 
other hypothetical contributors. I t  i s  a t  once sensational and near-indi- 
ges t ib le ,  demanding months of patient  study. Marciales writes w i t h  t r e -  
mendous verve and s ty le  ( ' e se  don de creaci6n verbal que me recuerda a 
nuestro Rabelais' , wrote Batail lon) , leading the eager reader on, only t o  
force him t o  stop and go back, to  attempt properly t o  assimilate some 
essential  point i n  the  coherent and densely-woven argument. Some self-con- 
tained theses may be mare eas i ly  arasped: that  Cota wrote the 'esbozo' , 
t ha t  Rojas was not a student when he wrote the Comedia, tha t  he was the 
t rans la tor  of Piccolomini ' S  e ro t i c  t a l e  (of t h i s  I remain scept ica l ,  b u t  
the detailed evidence was t o  have formed part  of another work), tha t  most 
of the TMtado de Cmturio was composed by someone e lse ,  probably Sanabria, 
that  Rojas was mayor of Talavera before his documented taking over, tempo- 
r a r i ly ,  as an ex-mayor, of the post l e f t  vacant by the death of the elected 
alcalde,  and so  forth.  Some of these appear in the copious 
supporting evidence, in his Carta a2 profesor CiZman. That book, described 
as 'impresionante' by our edi tor ,  Joseph T. Snow, i s  i n  f ac t ,  in comparison 
w i t h  his Introducci6n, as a book-review to  a book. 

Although eminent colleagues have responded to  my printed references t o  
Marciales' work by demanding to  know who and what he was, he did not work 
wholly in isolation.  I f  he was no conference-attender, he was a Visiting 
Professor in Michigan and Miami, was a p ro l i f i c  and generous correspondent, 
and was i n  contact w i t h  ( to  nv knowledge) Raymond Moloney, Robert Herron, 
J .  Homer Herriott ,  Lesl i e  Byrd Simpson, Stephen Gilman, the  invaluable To- 
m5s Magalldn, Dennis E. Rhodes, R. J. Norton, Dalmiro de l a  VBlgma, Marcel 
Bataillon, P. E. Russell, and, primarily because of review of Herriott 
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(he accepted n e i t h e r  of our  schemes o f  a f f i l i a t i o n ) ,  myself .  But i t  i s  
t r a g i c  t h a t  he d i d  no t  rece ive  be fo re  h i s  death, no t  f rom a handful o f  
scholars  b u t  from the  academic H i s p a n i s t  comnunity a t  l a rge ,  the  recogni- 
t i o n  due t o  someone who, p o s t  mortem, must i n e v i t a b l y  be acknowledged t o  be 

, one o f  t h e  g rea tes t  Cetest ina-scholars  o f  o u r  t ime.  . 
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RESEMS 

UNA CELESTINA R W A  Y FRANCESA 

Ya el  puro trazado ge&trico del teatro antiguo de Vaison-la-Romaine L 

dibujaba un espacio donde la  razbn reprime las pasiones m& locas. En 
aquella noche del 29 de julio de 1981, Celestina te j ia  otra vez su tela de 
araRa y hacia correr un a i m  de azufre sobre e't 29" festival de mCsica, 
baile y teatro de la ciudad provenzal. Pero la  araiia era cartesiana (mZs 
que todas las  de su especie) y el diablo no aparecib. La nueva adaptacibn 
de l a  Tmgicomedia por Pierre Laville, quien present6 una primera versidn 
en 1975 a la Comedie Francaise, parecia ser escrita por un  epigono de Mo- 
l isre  y Marivaux a la vez. El espectador que conocia el  texto de Rojas no 
podTa echar en cara del adaptador una traicibn de contenido. Todos 10s 
temas esenciales de la obra original estaban presentes con alguna que otra 
insistencia sobre aspectos de moda como la reivindicacih feminista. Tam- 
biCn 10s trazos l i r icos han sido interpretados con mucha sensibilidad y 
elegancia, no s6 s i  por contact0 con el sue10 patrio del amor cort6s. La 
traicibn, pues , era espiritual . La reduccidn, que cualquier representa- 
cidn escenica de CeZestina supone, realzaba 10s papeles de la  alcahueta y 
de Sempronio. Quiz3 ese enfoque se debia a1 juego de 10s dos extraordina- 
rios comediantes que encarnaban a 10s personajes. A1 lad0 de Judith Ma- 
gre, toda contraste, y Francois Clavier, todo truculencia, 10s dembs acto- 
res casi se  esfumaban. 

Algunas inversiones en la  trama (asesino de Celestina como remate de 
l a  pieza, t ras  la  muerte de 10s amantes), junto con supresiones delibera- 
das (10s padres de Melibea, Centurio, Sosia), instauran una ldgica, un  
cursus dramaticus ajenos a Rojas. Choca tambiCn la visidn que tiene 
Pi e rw  Lavi l l e  de personajes como Lucreci a convertida en n j e r  sexualmente 
frustrada, histerica y hasta necrbfila. 

No creo que l a  r i  ueza de la obra de Fernando de Rojas permita ta les  
desvibs y recreaciones ? l ) ,  per0 queda confirmado que Celestina sigue ha- 
blando a los creadores y p0bl ico contemporbneos. Lo que dice y cdmo lo 
dice cambia generacidn t ras  generacibn. Esta peroqrullada no deja de fas- 
cinar a1 "celestinesco." 

Jacques JOSET 
Universidad de Amberes-U.I.A. 

N.B. SegGn 10s peribdicos franceses, la versidn de Pierre Lav'ille tambien 
se represent6 en Carcassonne 10s 25 y 27 de julio y en Sarlat 10s 9 y 10 
de agosto de 1981. 

(1) "Ce qu'elle [= ' la  obra] d i t  au premier degrd es t  souvent pCrim6. Mais 
ce qu'el l e  pemet de recreer par ses arrieres p1 ans [sic], es t  d'une 
grande richesse." (Pierre LAVILLE, texto del programa) 

W 
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THREE POEMS INSPIRED BY ROJAS' CELESTINA 

That the re  i s  i n  t h e  t e x t  o f  Rojas'  CeZestina an i n h e r e n t l y  poe t i c  
l e v e l  seems ev iden t  t o  i t s  readers. Almost s ince t h e i r  f i r s t  appearance, 
the imag ina t i ve  sweep o f  t h e  l o v e r s '  entanglements and t h e  profoundly  human 
c h a r a c t e r i z a t i o n s  w i t h  which Rojas a r t i c u l a t e s  h i s  p e c u l i a r ,  o r  ra ther ,  
i n d i v i d u a l  view o f  Spanish r e a l i t y  have been t r a n s l a t e d  i n t o  poe t i c  form. 
Th is  poe t ry  i s  both se r ious  and s a t i r i c a l  and i t s  h is to ry - -as  a genuine 
aspect of Za l i t e r a t u r e  cetest inesca--has y e t  t o  be w r i t t e n .  When i t  i s ,  
t h e  f o l l o w i n g  t e x t s  w i l l  need t o  be evaluated. The f i r s t  two, by a young 
Spaniard named Joaquin Ben i to  de Lucas who belongs t o  the  "Generaci6n del 
70", f i r s t  appeared i n  a l i t e r a r y  review from Murcia, T r b s i t o  (no. 7, 
1980). The t h i r d ,  u n t i l  now i n i d i t o ,  i s  by a young Spaniard f rom Gal i c i a ,  
and now a s tudent  i n  t h e  Un i ted  States, Angel Loure i ro .  These poems are 
presented f o r  t h e  enjoyment o f  a1 l ceZestinSfiZos. CEd.1 

DOS POEMAS DE AMOR 

c CALISTO - 
iVes e l  p a i s a j e  de l a  o r i l l a  izquierda,  

su verdor  en l a  ta rde ,  e l  mar de juncos 
y  mis l e j o s  10s Slamos temblando? 
Pues as7 t iemb lo  yo cuando a t rav ieso  
e l  puente y  m i r o  t u  balc6n, t u  cuerpo 
s i  estas en l a  azotea o s i  t e  asomas 
a l a  ventana para ver  l a  ta rde  
caer rosada como t u s  m e j i l l a s .  

Con 10s vencejos que de puente a puente 
i m i t a n  en e l  a i r e  un r i o  de a l a s  
e n t r o  en t u  casa, a i r e  y  fuego juntos,  
buscando e n t r e  t u s  joyas  mi recuerdo, 
en t u s  baf i les ropas que me llamen, 
por  de t ras  de t u  espejo mi r e t r a t o .  
Y s61o encuentro r e s t o s  de verano, 
pa isa jes  amar i l l os ,  breves mik icas  
hechas de duras notas y de l i g r i m a s  
que se vencen desnudas hacia e l  mar de l a  noche. 
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HELIBEA 

Estas tapias que ves, las de mi kuerto, 
son de m i  corazbn. Vivo encerrada 
sin ver el sol ni respirar .el a i re  
que t rae perfume de palabras tuyas. 
Vivo encerrada en c5rcel es de p1 uma, 
con ventanas que dan a un mar de-plata 
donde t u  voz apenas llega como una brisa. 
Y desde esta prisi6n, acariciando 
las rejas que l a  espuma ha levantado, 
t e  contemplo pasar dulce y remoto 
por el. fondo azulado de mis pupilas ciegas. 

JOAQUIN BENITO DE LUCAS 

CALIXTO EN EL JARDIN DE MELIBEA 

Te reclama el palpi t a r  
silencioso de la t ierra .  

Te sientes como exceso y buscas 
en la  noche el reposo 
de un l echo 
de limo y l i r i o s  entre circulos de piedra 
donde hallas el consuelo del rumor 
reconocido del mar 
vastisimo de su corazdn: 
a la sombra de un suefio de cipreses 
hundes 
t u  luz impura en u n  abismo 
de abiertas azucenas. 

Derrumbe 
inexorable de 10s astros 
la  noche se despeRa 
por la escala 
que el tiempo 
tiende entre un  r io 
de sombras y el lugar 
sin nombre 
de la  l uz. perpetua. 

ANGEL LOUREIRO 
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P R E G O N E R O  

. . . 10s bienes, so no son 
Comunicados, no son bienes." 

CELESTINA , auto 1 

Since the l a s t  number of Celestinesca, we have received the news-'of:the 
death of two Latinamerican scholars,  each of whom worked with CeZestina. 
We a r e  a l l  saddened by the passing of Prof. FRIDA WEBER DE KURLAT of Argen- 
t ina ,  long associated with the work of Buenos Aires' Ins t i tu to  de .Filolo- 
gia. And a lso  by the demise of Prof. MIGUEL MARCIALES of Venezuela (see 
the note by K. Whinnom elsewhere in  t h i s  i ssue) .  

Retirement of PETERE. RUSSELLfromOxford. Inan t i c ipa t ion  of the 
o f f i c i a l  retirement of Peter RUSSELL from the Oxford Chair of Spanish, which 
he held f o r  twenty-eight years,  i n  October of 1981, a group of h is  fr iends 
and colleagues gathered in July a t  a seven-course banquet to mark the 
occasion and t o  render homage to  his impressive achievements as teacher and 
scholar. 

Presented to  Russell on the f e s t ive  evening was a special collection 
of papers in the  form of a fee tschr i f t :  MEDIEVAL AND RENAISSANCE STUDIES ON 
SPAIN AND PORTUGAL. The f i f t een  studies are mostly by former students of 
Russell , and three of them re f l ec t  his  abiding in t e res t  in Rojas' CeZesti- 
m. Each of them i s  an important contribution to our understanding of Ro- 
jas ,  the world he l ived in and the a r t  of the  CeZestim, as t h e i r  t i t l e s  

I suggest : 
l 

l Douglas J .  GIFFORD contributes "Magical Patter:  The Place of Verbal 
i 
I Fascination in LC." The a r t i c l e  of Nicholas G .  ROUND deals expertly with 

the theme of "Conduct and Values in LC," while Keith WINNOH of fe r s  a t ru ly  
provocative study on "Interpreting LC: The Motives and the Personality of 
Fernando de Rojas." I t  i s  a handsome volume and a dignified t r ibu te  to 
Russel l who--in Spring of 1982--wil l be Visiting Professor a t  the Universi- 
ty of Virginia (and teaching a course on celestinesque l i t e r a t u r e ) .  The 
edi tors ,  Profs. Hodcroft, Patt ison,  Pring-Mi l l and Truman, have done a 
splendid job. 

NEW STUDIES'ON CELEST~A: In addition to  the three studies included in 
the-above notice,  the following have appeared since the ninth supplement to 
my Ce les t im bibliography ( I  wil l  provide annotations i n  my now-in-progress 
survey of CeZestina studies:  1930-1 980) : 

ARBEA, G .  "Una fuente l a t i n a  ignorada del tuicidio de Me1 ibea," Revista 
c h i l e m  de l i t e r a t u r a ,  no. 14 (1979), 55-73 (On H. Pisani de Parma's 
Phi Zogenial . 
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CORONADO, Juan. "Celest ina: imagen de una b a t a l l a  en campo de plumas," 
P t m Z ,  no. 118 (1981). 28-31 (Eros t r iumphant) .  

DIAZ-SOLIS, Radn.  Tarde en ESP&: de LC y otros r e d e n t e s  (Bogotd: 
Tercer  Wundo, 1980). 201 pp. (This wi  l 1  be reviewed i n  the May 1982 
CeZeatinesca. ) 

GALLARW, Jose Lu is .  "Hacia una i n t e r p r e t a c i h  ' o t r a '  de X," Botetin Mi- 
l l a res  Carlo 1 (June, 1980), 167-78 (Semiot ics) .  

GRIFFIN, J u l  i a  O r t i z .  "Class s t r u g g l e  i n  LC," Homenuje a Hwnberto %;?era 
(Madfid: Playor, l979), 187-95. 

HUGHES, John B. "Orfgenes de l a  novela picaresca: LC y La lozmza cmdalu- 
za, La picaresca: &genes, textos y estructuras (Madrid: FundaciBn 
Univ. EspaRola, 1979). 327-34. 

LEMARTINEL, Jean. "Sobre e l  supuesto judaismo de LCJrf Homage des hispa- 
n i s t e s  frangds N. SaZomon (Barcelona: Laia, l 979) ,  509-16, (Rojas'  
converso s t a t u s  i s  super f luous t o  an understanding and apprec ia t ion  o f  
t h e  work). 

MCCORMICK, Robert. "New Approaches i n  L i t e r a r y  C r i t i c i s m .  Maei tu 's  Don Qui- 
jote,  Don Juan y La CeZestimz and Psychohistory," Basque A r t i s t i c  
Eqress ion 2 (1981) (no t  seen). 

MCPHEETERS, D. W. "La 'du lce  ymaginaci6n1 de Cal is to , "  Actas del Sexto 
Congreso InternacionaZ de Hispmistas (Toronto : Uni V. o f  Toronto, 
Dept. o f  Spanish & Portuguese, 1980), 499-501 (an ana lys is  o f  Cal i s -  
t o ' s  a c t  14 s o l i l o q u y ) .  

MONTARES FONTENLA, Luis ,  "Un a n b l i s i s  b i  b l i o g r a f i c o  de l a s  modernas ed i  - 
c iones de LC, E2 l ibro espa?iol, no. 270 (June 1980) and no. 271 ( J u l y  
1980) (on 28 modern e d i t i o n s  f rom 191 2 t o  1977). 

MORO, Donate l la .  "El BuscBn de Quevedo a l a  l u z  de Lc y de E t  LazariZZo," 
La picaresca (see HUGHES en t ry ,  above), 689-704. 

SAMONA, Carmelo. "Una remin i  scenza del l a Celestina n e l  l ' Auto de 20s des- 
posorios de Joseph, " Aspetti e problemi del le  let terature iberiche: 
Studi o f f e r t i  a F .  MeregalZi, ed. Giuseppe Be1 l i n i  (Rome: Bulzoni  , 
1981), 353-58 ( p a r a l l e l s  and verbal echoes o f  P leber io  and A l i s a ' s  
p a r e n t a l  conversat ions about Me1 ibea)  . 

SEVERIN, Dorothy S. "Parodia y s a t i r a  en LC," Actas (see McPheeters en- 
t r y ,  above), 695-97 (h igh and low l e v e l s  of humor i n  L C ) .  

. " A r i s t o t l e ' s  Ethics and LC," La cor6nica 10: l  (1981-82), 54-8. 

NEW DOCTORAL DISSERTATIONS: Two new 1981 d i s s e r t a t i o n s  on CeZestina 
have been f i n i s h e d  and f o r  our  readers t h e  abs t rac ts  f o l l o w .  The f i r s t ,  by 
P a t r i c i a  S. FINCH, was completed a t  Ca tho l i c  U n i v e r s i t y  (Washington, D. C.) 
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under the d i rec t i on  o f  Bruno Damiani. It i s  t i t l e d :  MAGIC AND,WITCHCRAFT 
I N  "CELESTINA" AND ITS IMITATIONS: 

"What d i f f e ren t i a tes  Celestina from previous l i t e r a r y  f igures such as 
Trotaconventos i s  her unique re la t ionsh ip  w i th  the wor ld o f  the occult.  
One o f  the constant elements t h a t  runs l i k e  a  thread from the Celestiniz 
through a l l  o f  i t s  im i ta t ions  i s  the recourse by the characters t o  magic 
and wi tchcra f t .  This d isser ta t ion  takes up the question o f  how' magic 
funct ions i n  the CeZestinu and seven o f  i t s  im i ta t ions :  Segunda CeZestina 
by Fe1 ic iano de S i l va  (1534), Tercera CeZestinu by Gaspar GBmez de Toledo 
(1 536), Lisandro y ~ o s e z i a  by Sancho de . MuiiBn (1  542). Tmgedia PoZicimur 
by Sebastisn Ferndndez (1547), Comedia SaZvaje by Romero de Cepeda (1554.), 
Lozmur Andaluza by ,  Francisco Del i cad0 ( l  528), and -La Dorotea by Lope de 
Vega (1631). 

'!As a  prelude t o  the examination o f  magic and wi tchcra f t '  i n  the CeZes- 
tim and i t s  im i ta t ions ,  Chapter I provides an h i s t o r i c a l  survey o f  the na- 
t u re  and soc ia l  and p o l i t i c a l  s ign i f i cance o f  magic and wi tchcra f t  i n  
c lass ica l  a n t i q u i t y  and i n  the Middle Ages, and i t s  ass imi la t ion  i n  Spanish 
Renaissance and Baroque l i t e ra tu res .  This provides a  perspective on the 
re l i g i ous  and socia l  c l imate and the l i t e r a r y  t r a d i t i o n  i n  which the Celes-. 
ti nesque works were produced. 

"As an authent ic  brqja, Celestina i s  a  servant o f  Satan,but she i s  a l -  
so a  Chr ist ian,  and supposedly a  servant o f  God. Chapter I 1  includes a  de- 
f i n i t i o n  of  -magic. and takes up the d is t inc t ions-  be-Menmagic and re1 ig ion .  
The instances o f  r e l i g i o n  and magic i n  the e igh t  works are discussed as t o  
t h e i r  v a l i d i t y  as "pure" magical o r  " re l ig ious"  acts. It was found tha t  
what appear t o  be " re l ig ious"  acts, as performed by Celestina, are i n  f a c t  + as "magical" as her prac t ice  o f  magic. This symbiotic re la t ionsh ip  be- 
tween magic and r e l i g i o n  i s  another o f  Rojas' strokes o f  genius which sets 
h i s  work apart  from i t s  successors. 

"The soc ia l  funct ion o f  magic and w i t chc ra f t  i s  studied i n  Chapter 111, 
which examines the many occupations o f  the wi tch i n  Renaissance Spain and 
the soc ie ta l  a t t i t udes  toward w i tchcra f t ,  inc lud ing t h a t  o f  the Inqu is i -  
t ion .  

"The es thet ic  func t ion  o f  magic and w i t chc ra f t  i s  examined i n .  Chapter 
I V :  i t s  p a r t i c i p a t i o n  i n  the causal re la t i ons  o f  the p lo t ,  . i t s  use. t o  
characterize and t o  j u s t i f y  otherwise implausible character changes, i t s  
re la t ionsh ip  t o  s t y l e  and, f i n a l l y ,  the use o f  magic f o r  achieving aobnira- 
t i o  whi le re ta in ing  a  tenuous hold on ve r i s im i l i t ude .  It i s  c l ea r  t ha t  Ro- 
j a s '  use o f  magic ant ic ipa tes  .a 'standard Renaissance prescr ip t ion  , fo r  the '  
achievement o f  acbnimtw within.  the bounds o f  ve r i s im i l i t ude ,  and tha t  the 
ambiguity as t o  the. e f f i cacy  o f  Celestina's conjure provides an almost per-. 

- f e c t  reconc i l i a t i on  o f  these..two opposing . a r t i s t i c  goals. 
r .  ' 

. S  

: "The l a s t  chapter deals w i t h  the : moral func t ion  o f  magic and -wi tch--  
c r a f t .  It takes up the questions. o f  the e f f i cacy  o f  the Celestinas' magic 
andLthe.al  t e rna t i ve  explanations..for the changes i n  the' ch'aracters. ' In the 
appraisal o f  the d idac t i c  i n t e n t  o f  the author,. the uest ion . .o f  .whether 
the w i t chc ra f t  i s  viewed as e f f i cac ious  and e v i l  !the demonic) o r  a i  



CELESTINESCA 

essentially frui t less  and perhaps comic (sat i re  and ridicule) i s  taken up. 
In contrasting the comic works with the tragic ones i t  becomes evident that 
only in the la t te r  works, where the magic i.s taken seriously, i t  i s  a sig- 
nificant element in the moral lesson." 

The second new dissertation , i s  by Olga DELLA CHIODI and i t  was done a t  
UCLA under the direction of Enrique Rodrfguez-Cepeda. I t s  t i t l e  i s  PASADO 
Y FUTURO EN LOS PERSONAJES DE LC: CAUSA Y EFECTO and the abstract i s  as 
follows: 

"The present study focuses on two important aspects of LU Cetestim. 
First,  the past of the characters and i t s  influence on their present be- 
havior and secondly, the manner these two phases of their lives relate to  
the pri nci p1 e of causal i ty . 

"To a greater or lesser extent, a l l  the main drcratis personae are con- 
cerned about their past histories. However, the reactions t o  and interpre- 
tation of past events s t r ic t ly  depend on the idiosyncrasy of the indivi- 
dual. In this respect Sempronio's atti tude has to be defined as entirely 
negative. In his opinion, only the present moment can be viewed as valua- 
ble since a1 l occurrences, whatever their magnitude, are divested of their 
importance and relegated to total oblivion by the passage of time. 

"Celestina's point of view in this matter opposes that of Sempronio's. 
For the old bawd, the usefulness she derives from her past i s  two-fold. On 
the one hand, she manipulates her own memories and those of PBrmenols moth- 
e r ,  Claudina, to partly subjugate the young man's wil l-power and assure 
herself of his cooperation while she manages Calisto's love affair.  On the 
other hand, her past can also be a haven where remembrances of the happi- 
ness and prosperity of times long past act as a protective device against 
the dreariness and impecuniosity of her present-day l i fe .  

"As for  Pdrmeno, he establishes a correlation between past and present 
and views the former as a source of knowledge from which to  gain a better 
understanding of the la t te r .  He considers i t  a learning tool which proper- 
ly used can successfully guide the decision-making process. 

"A high degree of pessimi sm distinguishes Fernando de Rojas' work from 
beginning to end. And i t  i s  reflected in the world he has created for his 
personages to live in. I t  i s  a place ridden by injustice and deceit and 
arbi t rar i ly  ruled by laws of cause and effect that seem to l i e  beyond human 
comprehension. Within this framework, the characters of the !&agicomedia 
se t  about the almost impossible task of understanding reality in order to 
take advantage of every propitious occasion that might bring forth positive 
results.  They a l l  have in common the desire for personal success, whether 
represented by money or love, and will stop a t  nothing to attain i t .  
Ironically, such a highly developed sense of self-realization leads to a 
highly developed individual ism which in t u r n  tends to  accentuate their 
feelings of isolation. In k CeZestina, l i f e  has become synonymous with 
s t r i f e  and Calisto and Melibea as well as Celestina and her a l l i es ,  are 
combatants engaged In an ever losing struggle. They are destined to  fa i l -  
ure, for  even death--a possible escape--offers no solution since i t  entails 
the destruction of their own identities. 
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"This. f a i l u r e  part ly stems from t h e i r  i nab i l i ty  to  fully understand the 
world; change ac,cording t o  the circumstances and accept the consequences of 
t h e i r  actions.  For those who do (El ic ia  and Areusa), there i s  a gleam of 
hope; f o r  the others,  u t t e r  soli tude;  a s  Pleberio says, "in hac lachryma- 
rum- valle." 

CELESTINA O N  STAGE. In June and July of t h i s  year, Pierre Lavi l le ' s  
Celestinu was presented to  audiences i n  the garden of Par is '  Petit-P.alais 
(see a review of t h i s  production by Jacques Joset  elsewhere in t h i s  i ssue) .  
Lavi l le ' s  version i s  new, based on the one directed by Narcel Marechal 
e a r l i e r  (and produced fo r  the Comedie-Frangaise [l 9751. I t  was directed 
by Jean-Claude Amyl with se t s  by Jean-Guy Lecat and Hortense Guillemard, 
the l a t t e r  of whom also  designed the costumes. The performance,of Judith 
Magre as Cel es t ina  was widely acclaimed. Others appearing were Michel 
Robbe (Cal i s t o ) ,  Monique Brun (Melibea), Frangois Clavier (Sempronio), 
Emmanuel Dechartre (Pdrmeno), Catherin Hubeau (AreBsa), Sylvie Orcier (Eli-  
c i a )  and EmnanuSle Stochl (Lucrecia). After the Paris performances, the 
production travelled to  the summer f e s t i v a l s  a t  Sar la t  and Carcassonne. 

An additional note on the CELESTINA of Alfonso SASTRE, reported on 
e a r l i e r  in  PREGONERO and in the bibliographic sections of t h i s  boletin.  In 
a wide-ranging interview printed in Hisponia 64 ( l98 l ) ,  he comments on his 
adaptation, which debuted in Rome. Here i s  the relevant excerpt: 

QUESTIONER: LPor qu6 t ienes in ter& en La Celestine? 

A.  Sastre:  LC a mf es uno de..los., l i b ros  en ese proceso de reconsideraai6n 
con l a  l i t e r a t u r a .  . . . Deslumbr6 sobre todo su prosa, ya que su estruc- 
tura  drambtica es una estructura bien complicada. 

Q.: iLa consideras una obra drambtica, principalmente? 

AS.: Sf. Ya s6 que sobre eso hay grandes discusiones, y ahora alguien di jo  
que en l a  Universidad del Sur de California un  profesor Sackett estd traba- 
jando sobre 10 que 61 llama l a s  novelas dramatizadas. Pone "novela" como 
sustantivo y " d r a d t i c a s "  como adjetivo--1as novelas dramdticas. . . . El 
sustantivo para mf estd en que son dramas, dramas de estructura muy com- 
ple ja ;  per0 me parece que Rojas se  adelanta genialmente a l a s  concepciones, 
por ejemplo, de Bertolt  Brecht, cuando habla de un t ea t ro  narrativo. Un 
drama narrativo estd hecho en La Celes t im,  y c laro ,  yo encuentro que es 
una obra maestra, una de l a s  grandes obras de nuestra l i t e r a t u r a .  

Q. : Estabas hablando de t u  in ter& en La CeZestina, y fue, d i j i s t e  por el 
lenguaje, y no por l a  estructura.  

AS.: Sf', e l  lenguaje. La estructura en !el sentido de que era una estructu- 
ra l i b r e ,  no tanto en que fuera una estructura bien conseguida, en l a  medi- 
da en que no es fdci l  bien determinar d6nde empieza y termina l a  obra de 
Rojas . . . Hay un autor colectivo en c i e r to  mdo aparte de Rojas; hay 
unos tratamientos posteriores,  unas interpolaciones de e s t e  de Proaza, y 
una s e r i e  de cosas que hacen ,que el  texto reaparezca corn demasiado abiga- 
rrado. . . . Desde e l  punto de v is ta  t ea t r a l  podrfa hacerle a uno pensar 
en hacer una adaptacidn de La Celeetina. . . . Y era  sobre todo eso. Y 
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tambien 10s caracteres,  no tanto 10s caracteres . . . CORK) e l  carsc ter  de 
l a  Celestina--gran descubrimiento, e l  personaje. Yo estaba as?  cuando en 
I t a l i a  me encargaron hacer una versidn de La CeZestim. "iPor quC no hace I 

Ud. una versidn de La CeZestina?" Entonces, yo di je :  "Creo que s f " ;  porque 
c laro ,  yo tenfa mucho honor. Pero a1 estudiarla,  l lego a1 punto de que me 
gusta mucho, prscticamente todo, menos l a s  interpolaciones. . . . Me daba 
mucha pena hacer un  t rabajo que consist iera en una reduccidn del texto,  que 
es 10 que generalmente se  ha hecho con La CeZestim. Hacer una nueva ver- 
sidn no me pareci6 un proyecto interesante.  Entonces yo estuvo a punto de 
deci r  que no, y despuCs pens6 que podrfa muy bien hacer l a  cosa, y era--de- 
j a r  La CeZestina t a l  como es ,  no tocarla . . . hacer o t r a  obra a prop6sito 
de La Cetes t im.  Una CeZestina mfa . . . en l a  que Calisto es un sefior 
bastante viejo;  Melibea es una jovencita. Calisto es un  f r a i l e  que se  ha 
sa l ido del convento; es u n  hereje, discfpulo de Miguel Servet, que estd 
perseguido por l a  Inquisicibn. Todo es un invento. Entonces, a1 venir de 
l a  Inquisicidn, l e  consiguen que 10 acepten en un convento de monjas para 
e s t a r  refugiado a l l f ,  en Salamanca. . . . Entonces Calisto conoce en el  
convento a l a  madre abadesa del convento, que es Melibea. Es una mujer que 
ha sido pros t i tu ta ;  s e  arrepiente hoy y entra en l a  rel igi6n.  Ella e n t d  
en l a  re l ig ibn cuando 61 s e  hab'ia salido de l a  rel igidn por su here j ia .  
Pero son dos mundos incomunicab1es;el amor e s  imposible. Hay una razdn mu- 
cho m& fue r t e  en es ta  obra para que e s t e  qmor sea imposible que en l a  obra 
de Rojas, quien no nos dice por quC, ni siquiera en forma de clases.  . . . 
En algunas momentos hay unas c i t a s  l i t e r a l e s  de La CeZestina, porque yo 
pongo l a  acci6n un s ig lo  despues de l a  accidn de La Ce tes t im de Rojas; y 
es tos  dos personajes yaxonocen la. obsa de Rojas. . . . 

CELESTINA ON THE PROGRAM OF PROFESSIONAL MEETINGS. In a former PREGO- 
NEW, I inadvertently omitted a paper on CeZestina read a t  the 16th In ter -  
national Conference on Medieval Studies (Kalamazoo, May 1980) : i t  .was 
"Evaluative Point of View in LC," by Antonio C.  M. Gil. of the Ohio S ta t e  
University. The paper dea l t  with the we1 l -known perspectivismo of CeZesti- 
nu and the  need to  understand the l i t e ra ry  technique in order t o  appreciate 
Rojas' f ine  ironical sense. 

More recently, Anthony Cdrdenas presented his "The Arcipreste de Tala- 
vera 's  'complisiones de onbres' and the Males of the CeZestina," a t  the 
31st Mountain In te r s t a t e  Foreign Language Conference a t  Eastern Kentucky 
University, October, 1981. 

A t  the  Modern Language Association of America meetings in  New York, 
December 27-30, 1981, the following presentations a re  scheduled: in session 
79 (Spanish Sentimental Romance), Patricia E.  Grieve will  be reading her 
study, "'Nunc Scio Quid S i t  Amor': Love as  Destroyer in G h e Z  y MirabelZa 
and LC," a t  8:30-9:45 a.m. in Royal B (Sheraton) on December 28th; l a t e r ,  
i n  session 199 (Spanish Medieval Language and Literature) i n -  the  Regency 
Foyer (Sheraton) a t  1:45-3:00, a lso  on the 28th. Marfa Eugenia Lacarra of 
Occidental Col1 . (California) wi l1  present "LC: El fracas0 del amor cor tes  
en l a  sociedad mercantil y urbana. " 

CELESTINERIA~ A few issues back, our col league Hensley WOOBRIDGE 
(Southern I l l i n o i s  Univ.) wondered how deeply the impact of LC had been on 
the Spariish language? By f a r  and away the  most pervasive noun has been the 
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name of the bawd, as in  "el l a  es una celest ina." Woodbridge contributed 
"celestineo" which he'd r u n  across in a 1972 t ex t  by F. Bravo Morada [see 

@ Celestinesca 4:2 (1980), 41-42]. Another noun t o  be found in Miquel Herre- ' 

ro Garcia, Estimaciones t i terarias del s igto  X V I I  (Madrid: Voluntad, 1930) . 
i s  ' c e l e s t ine r i a '  : "G6ngora sorprendid tambien es t e  matiz [ la  mentirosa re- : 
l i g i ' h  de l a s  mujeres] de l a  ce les t iner ia"  (p. 45).  

To i l l u s t r a t e ,  I located two seventeenth-century strophes which, while 
not ostensibly modeled on CeZestim, do present v.ivid images of the cetes- 
t ineria  t ha t  went on i n  her l i t e r a r y  wake. The f i r s t  one i s  an octavo from 
Jos6 de Valdivieso's very long poem Sagrario de Totedo (1616) which de- 
scribes the worldly temptations facing the young (San) Ildefonso: 

Ha116 del plazer torpe l a s  terceras 
Que perturbaron l a s  honestas casas, 
Y l as ya. descartadas hechi zaras. 
fuel l es que 'enci enden dormi tadas brasas : 
De sus cuerpos no escasas l a s  rarneras, 
y del dinero incasto siempre escasas 
con e l l a s  l a s  lascivas dapcadoras 
de venereos engaiios inventoras. 

The second i s  an "epitafio",added to  the th i rd  printing of Alonso JerBnimo 
de Salas Barbadillo's Et sagaz Estaeio: 

Escoride e s t a  t i e r r a  f r f a  
una muger bi en lograda, 
de sus amigas arnada, 
aunque a todas vendia. 
A 10s o l l e ros  y o l l e ra s  
muy Gtil a s e r  vendr5. 
que es l a  t i e r r a  que aquf estd 
buena para coberteras. 



Medina de l  Campo, 1530-1540(?) 
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H O J A  T A L O N A R I A  

El a& de expiracidn de l a  suscripcidn aparece en la e t iqu ta  de envfo 
Por favor ,  si Vd. es td  a1 dfa  o adelantado en su suscripcidn, tenga l a  
bondad de psar e s t a  hoja a o t ro  aficionado ce les t inbf i lo .  Gracias. 

Nombre I 

Direccidnr 

El precio international p r a  un aFio de CELESTINESCA es:  

$US 3.00 (individuos) $US 6.00 (bibliotecas y o t ra s  
ins t i tuc iones)  

Es e l  precio corr iente  para 10s tomos 3 a 7 [l979 a 19831. 
LOS tomos 1 y 2 [l977 y 19781 son a precio de: 

$US 4.00 (individuos) $US 8.00 (b ib l io tecas  y o t r a s  
i n s t  i tuc iones)  

He indicado 10s tomos deseadoss 

tomo 1 (1977) 

torno 2 (1978) 

tom0 3 (1979) 

tomo 4 (1980) 

torno 5 (1981) 

torno 6 (1982) 

tom0 7 (1983) 

He inclufdo l a  suma de (o e l  equivalent8 de) $US 
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