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CELESTINESCA 19.1-2 (1995) 

NOTA DEL EDITOR 

We begin with a little old, and a little fresh, news. There have 
been unfortunate delays in getting volume 19 ready. You will notice that 
we are, for the first time, combining the usual two separate numbers in 
one issue (and it is likely that volume 20 will also be a single-mailing 
double issue). I would be hard pressed not to confess that, at least in 
part, this situation has been brought about by new increases in mailing 
costs and an almost doubling of paper prices in the past twelve months. 
These two plain facts, added to the unpredictable delays in editorial 
process, however, dictated the current solution. While I am still 
committed to keeping the costs of our enterprise within the reach of all 
committed and casual celestinistas, time is also a factor now. 

That said, this issue includes supplements for both the 
bibliography (now at over 800 new additions since the 1985 Madison, 
Wisconsin volume) and the Pregonero. And I would again remind all 
readers of Celestinesca that both of these sections are greatly enriched by 
items I receive. So, please keep up your good work! 

There are also four substantial studies, each of them mining a 
different area of Celestina studies, one review-article and a reseiia, plus 
the expected illustrations. 

Volume 20 is well-along as of this writing. It will include two 
items that I hope will prove useful. The first is a full twenty-year index 
to Celestinesca: just flipping through it now, electronically, convinces me 
that the cumulative statement it makes about Celestina studies in the last 
two decades will not fail to attract attention. 

The second will be the first installment in my new project (about 
which many of you will be receiving letters in the not-so-distant future, 
seeking your input). 1 have in mind a work that would offer, when fully 
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completed, detailed information about the early reading/reader history 
of Celestina. I have initially set the parameters of the project at 1499-1822 

, (this latter being the date at which - with the printing of the Lebn 
Amarita edition in Madrid - we may say that the modem period of 
Celestina studies begins). This chronological listing would include, in 
addition to the witness of editions, continuations, imitations, adaptations, 
and translations, the witness of remarks found in literary texts and non- 
literary writings (letters, documents, commentaries, iconographic re- 
workings,), and more. Said project is under sail but will get the intensive 
push it needs during an upcoming sabbatical year. 

At some point in the future, I hope to be able to publish a new 
version of 'Celestina' by Fernando de Rojas: An Annotated Bibliography of 
World Interest. The 1985 work represented a period from 1930 to 1985. My 
best hope is that the next step will expand in both directions (1899-1999) 
and be ready by the Fifth Centenary round of celebrations. And, just 
perhaps, a third and final version would take this back to 1822 and 
Arnarita, thus linking up with the new project.' Thus, I am aiming for a 
1499 to ZOO? survey of the vitality of this work so special to its many 
devoted readers. May I live so long. 

I will close by mentioning a week of study of Celestina in 
Valencia. The sponsor is the Universidad Intemacional Menendez y 
Pelayo in its Valencia headquarters, during the week of March 25-29. 
Students and scholars from Spain, Italy, England, the United States (and 
maybe other places) will gather under the rubric of ~Celestina: 
aportaciones interpretativas actualesn. The organizers include Rafael 
BeltrAn and JosQ Luis Canet of the University of Valencia's Departament 
de Filologia Espanyola. See you there? 

iQuedaos adios! 

P.S. Celestinesca now has a home-page. We can be found at: 
httpd/polyglot.cal.msu.edu/celestinesca.html 



VISUAL STRUCTURES AND 
VERBAL REPRESENTATION IN THE 

COMEDLA DE CALISTO Y MELIBEA (BURGOS, 1499?)' 

Isidro J. Rivera 
University of Kansas 

Melius enim oculis quae fiunt 
deprehendimus, quarn quae auditione 

colligimus. 

Isidore of Seville, Etym. I.xli.1 

The oldest printed version of the Comedia de Calisto y Melibea 
survives in an edition printed in the types of Fadrique de Basilea of 
Burgos.' The unique exemplar of this edition, now housed in the library 
of The Hispanic Society of America, in New York, contains seventeen 
illustrations specifically commissioned for this work and Fadrique's 

' I dedicate this essay to the memory of Brian Dutton who taught me to read 
Rojas's text and to see beyond the words. 

The precedence of the Burgos edition is still a matter of question. Norton 
(142-146) gives convincing arguments for accepting the Burgos edition as the 
earliest version of the Comedia. Penney (31-33) and Marciales (1:19-24) summarize 
issues associated with the dating of the Burgos edition. 



device with the engraved date 1499.3 The distribution of the seventeen 
illustrations coincides with the textual divisions of the Comedia. Although 
the mise en page of the woodcuts varies from auto to auto, the placement 
of the cuts in relation to the argumentos creates a distinctive feature in the 
text. In the Burgos 1499 each woodcut marks for the reader a switch 
point between the summary presented in the argument0 and the story 
proper which is developed in the auto. At one level, each woodcut 
constructs a version of the fabula and is intended to enhance the readers' 
experience of the text. Readers in turn process these nanativizations and 
fit them into the chronological and causal matrix of the larger narrative 
text. At another level, the woodcuts encourage the readers to engage in 
movements from image to word and back to image, thereby producing 
a dynamic actualization of the accompanying text. Each image, moreover, 
requires its readers to fit the pictorial into the larger context of the book 
in order to arrive at full understanding of what is printed on the page? 
The text/image relationship is a complex one. Davis has characterized 
that relationship as "a complex, mutual, temporally and spatially 
structured interaction between a spoken, written, or depicted image, 
produced jointly by a narrator, an author, and a reader/viewern (Masking 
the Blow 236-37). Bemdt Kelley has pointed out that "the woodcuts cannot 
be understood without the text" ("Mute Commentaries" 225). As a 

This exemplar is lacking A 1 and now begins on A 2 with the argument to 
the first auto. According to Norton (57), the printer's device is a modem facsimile. 
Whinnom's comments (27) conceming the device are also instructive. For an 
overview of the illustrations and their function in the text, see Bemdt Kelley's 
"Mute Commentaries on a Text." For more information conceming the 
iconography of this edition, readers should consult Joseph Snow's "La iconografia 
de tres Celestinas tempranas (Burgos, 1499; Sevilla, 1518; Valencia, 1514): unas 
observaciones." Marciales in the "ktroducci6n" to his edition (1:20-21) makes 
interesting observations conceming Fadrique's penchant for producing illustrated 
texts and adds that the artist for the 1499 edition may have been the same who 
executed the woodcuts for La carcer de amor, Johan Rosenbach, Barcelona, 1493. 

The relationship of the pictorial to the verbal in the Late Middle Ages and 
Early Renaissance is the subject of several important studies. Whitaker provides 
an overview of the current state of research on the interconnectedness of visual 
and verbal texts during the Late Middle Ages. Kolve, Hindman, Sherman, and 
Camille offer a superb studies of the complex relationships between pictorial 
program and the accompanying verbal text. I am indebted to Mary Carruthers's 
rich study of the cognitive structures that helped readers to understand a text. 
For a theoretical discussion of the function of narrative in pictorial representation, 
readers should consult the studies by Davis, especially Masking fhe Blow 201-55. 
James Parr offers an interesting discussion of links between Celestina and 
contemporary painting. See "Works Cited". 
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consequence, the reader gives meaning to the printed text through a 
"conjoint reading" of verbal and pictorial elemenb5 Ultimately this 
interaction influences how the reader experiences the printed texL6 

In the late fifteenth century, the rise of print technology brought 
about changes in the production and reception of books. Prior to 
printing, books were created manually and were often difficult to read 
because of inconsistencies in the script and illumination. The printing 
press forced redefinition of the relationship of word, image, and page. In 
this regard, Walter Ong has observed: "Writing moves words from the 
sound world to a world of visual space, but print locks words into 
position in this space" (121). The individual reader in the age of print is 
invited to focus on the words, to think about them, and to visualize what 
was read. Woodcuts, decorated initials, and other ornamental devices 
facilitated this new processing of "written signs." Woodcuts in particular 
provide a mimetic space which orients the reader to the verbal text? As 
a result, early printed texts allowed the reader to integrate word and 
image in order fully to comprehend what is being read.8 Michael Camille 
has suggested that this was possible because in the late fifteenth-century 
the split "between image and text" was less pronounced: "The print 

Sandra Hindman ("The Roles of Authors" 27-32) utilizes the term "conjoint 
reading" to describe a text-image relationship in which the pictorial helps the 
reader to imagine or picture what is being read. 

With reference to the analysis of "pictorial narrative," Davis ("Narrativity 
and the Narmer Palette" 52) observes: "As active, experientally primary processes 
operating at the level of the reader's reading or the viewer's beholding of the text, 
the image involves what we should properly call the viewer's 'fabulation,' 
'storying,' and narrative 'textualization,' his or her narrativization of the image." 

' I use the terms mimetic and mimesis to describe that which is made visible 
to the reader. The term when used to refer to narrative can describe "supposedly 
direct presentations of events and conversations, the narrator seeming to 
disappear (as in drama) and the reader being left to draw the conclusions from 
what he 'sees' and 'hears"' (Rimmon-Kenan 107). I use the terms diegetic and 
diegesis to refer to the telling or recounting of events. Each of the argumentos 
creates a diegesis because each one relates events from the Comedia. The 
woodcuts on the other hand engage in mimesis because they provide a direct 
presentation of some of those events. 

According to Roger Chartier ("Introduction" 5), one of the characteristics of 
print culture is its privileging of printed images: "The image was often a proposal 
or a protocol for reading, suggesting to the reader a correct comprehension and 
a proper meaning for a text." 
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medium creates less of a rift between image and text than occurs in 
manuscript illustration ...p recisely because the image has the same black 
and white structure as the word ..." ("Reading the Printed Image" 281-83). 
The reader as a consequence views pictorial and linguistic elements as 
integral units of the printed text. The images did not neutralize the 
power of the word. Rather they assisted readers in their comprehension 
of the verbal text. 

As reading progressively became more integrative, the 
illustrations included in early printed texts provided an internal reference 
network for the reader. Pictorial and verbal elements, story and images, 
were conceived as interrelated, dependent, and interwoven into the 
complex fabric of the printed book. Each woodcut in the Burgos edition 
reflects this cultural practice. A pictorial program, if present, was 
conceived as an integral part of a printed text. Other editions of the 
Comedia (Toledo 1500 and Sevilla 1501) lacked such a pictorial program, 
thus creating a different experience for the reader. The practice of linking 
pictorial and verbal elements ultimately shaped how the reader was to 
experience the printed text. In the Burgos edition, the pictorial program 
enriched the readers' experience of the narrative text. 

I. VISUALIZING THE TEXT 

In Auto 1 Fadrique de Basilea utilizes two woodcuts to illustrate 
selected episodes from the opening act of the Comedia? The first of these, 
printed in a full-page-width format occupies the top half of sig. A I1 recto 
and precedes the text of the "argumento del primer auto desta comedia" 
(Figure 1). The cut depicts the crucial meeting of Calisto and Melibea in 
the garden. The second cut, also the width of the full page, appears on 
the verso of sig. A I1 (Figure 2) at the conclusion of the "argumento del 
primer auto desta comedia." The second cut shows the arrival of 
Celestina at Calisto's house and corresponds to events mentioned toward 
the end of,the "argumento del primer auto." Taken together both cuts 

All citations from the Comedia are taken from the facsimile edition published 
by The Hispanic Society of America (New York). The illustrations from the 
Burgos edition are also taken from that facsimile and are reproduced courtesy of 
The Hispanic Society of America. In general, I have respected the orthography of 
that edition and have not added accents or modem punctuation. All 
abbreviations have been expanded. I have used "&" to transcribe the tironian sign. 
In the course of this essay, when necessary, I use the edition of Celestina by 
Miguel Marciales. References to Marciales will be followed by volume number 
and page(s). 



VISUAL STRUCTURES AND VERBAL REPRESENTATION 7 

illustrate significant moments from the first Auto and give the reader the 
opportunity to build expectations of what will occur. 

The first illustration, with its placement before the argumento del 
primer auto desta comedia, signals the beginning of the text proper and at 
the same time offers the reader a glimpse of events of the first auto. It is 
difficult to judge the exact relationship of the first woodcut to the whole 
of the printed text since the unique exemplar of the Burgos edition lacks 
the first folio. According to Marciales (1:24), this first folio may have 
contained a woodcut, a title, the Incipit, and Argument0 General.'' It is 
probable that these missing sections may have contributed to the readers' 
expectations concerning the Comedia. To all intents and purposes, the first 
cut marks the beginning of the text proper and fixes in the mind of the 
reader the garden meeting of the two protagonists, designating it as a 
key moment in the text. 

The woodcut (Figure 1) presents four stylized trees against 
almost no additional background detail. Melibea and Calisto, identified 
by rubrics above the frame of the woodcut, stand frozen in the center. 
The design includes a bird perched on a tree. At the left, the artist has 
inserted a building as if to suggest the enclosure of the garden or 
Melibea's house. The relationship of the image to the accompanying text 
is made explicit by the rubrics which identify the protagonists and by the 
words which appear below the cut: "Entrando Calisto vna huerta empos 
de vn falcon suyo y a Melibea de cuyo amor preso comenqole de hablar" 
(sig. A I1 recto). The verbal text immediately below the cut serves as a 
gloss to the illustration. The placement of the image in close proximity 
to the text it visualizes forces the reader to link the diegesis of the 
argumento to the mimesis of the woodcut. In doing so, the reader is free 
to engage in a combinatorial process which enriches the reading 
experience. Mimesis and diegesis come together on this page in order to 
give the reader a visual context for the encounter between the two lovers. 

The physical disposition of the page, in this printing of the 
Comedia, encourages the Comedia's readers to realize the text through a 
series of dynamic movements from image to word and back to image." 

'O Faulhaber (12) accepts Marciales's description of the contents of the first 
folio. Norton (145-46) describes a similar scenario. 

" The model I am proposing derives from Iser's observation that "the reading 
process always involves viewing the text through a perspective that is continually 
on the move, linking up the different phases, and so constructing what we have 
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Figure 1. Calisto and Melibea meet in the garden. Coincdin de Cnlisto y 
Melibea, Burgos, Fadrique de Basilea, 1499?, New York, The Hispanic 
Society of America, sig. A I[I?]r, as reproduced in facsimile (New York, 
1970). Courtesy of The Hispanic Society of America. 

called the virtual dimension" (The Implied Reader 280). 
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Figure 2. Calisto and servants receiving a visit from Celestina. Cornedia 
de Calisto y Melibea, Burgos, Fadrique de Basilea, 1499?, New York, The 
Hispanic Society of America, sig. A I[l?]v, as reproduced in facsimile 
(New York, 1970). Courtesy of The Hispanic Society of America. 



The juxtaposition of pictorial and verbal materials establishes a system 
for reading dynamically. The reader in fact is given the opportunity to 
activate those mechanisms of reading when Calisto begins his famous 
address to Melibea: "En esto veo Melibea la grandeza de dios" (printed 
on sig. A I1 verso below woodcut 2). The mise en page offers little context 
for what Calisto says. The woodcut immediately above Calisto's speech 
(Figure 2) does not correspond to those words. This disjunction should 
prompt the reader to move back and recall the image of Calisto gazing 
at Melibea in the garden (Figure 1). The opening speech of Calisto 
demands that the readers contextualize what Calisto has said. The first 
meeting of the two lovers becomes actualized through the dynamic 
process of re-reading the text. The garden woodcut in the Burgos edition 
by virtue of its placement at the beginning establishes a protocol for 
engaging the text and for realizing subsequent readings of the auto. 

The reader at the opening of the Comedia must pass from 
woodcut to argumento to woodcut and then to auto. The passage through 
the text is facilitated by the black and white aesthetic of the printed page 
which neutralizes the split between pictorial and verbal elements 
(Camille, "Reading the Printed Image" 281-83). The reader thus finds 
himself processing words and images and constructing meaning from the 
conjoint reading of these two codes. The synthesis of the text-image 
relationships enhances the meaning of what is being read. A reader's 
comprehension is the result of conjoint readings which change as the 
reader experiences the ongoing pictorial and verbal text. 

Readers of the 1499 Comedia had to construct meaning using the 
image of the garden and the printed text accompanying the woodcut. 
This combinatorial process often goes unnoticed by modem readers who 
interpret the text in a linear fashion without the assistance of the original 
pictorial program. Modem editors rarely reproduce these woodcuts in 
their entirety or, if they are present in a modern edition, the woodcuts 
are removed from their original printed context. Early modern readers 
received the 1499 Comedia text complete with its visual stimuli. These 
images were used to enhance the text or to elaborate the meaning of a 
given passage, creating an internal network of references which readers 
could use to intensify their response to the text. 

11. NARRATIVE IMAGES 

The woodcut which opens auto 4 (Figure 3) provides an example 
of how the processes of combining image and word are constantly at 
work in the Burgos 1499 printing. The woodcut, although based on the 
argumento, is placed in the middle of Celestina's monologue near the 
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Figure 3. Celestina's visit to Alisa's house. Coinedia de Calisto y Melibea, 
Burgos, Fadrique de Basilea, 1499?, New York, The Hispanic Society of 
America, sig. D Iv, as reproduced in facsimile (New York, 1970). 
Courtesy of The Hispanic Society of America. 



beginning of the auto proper. The immediate effect of this placement is 
to intrude on the monologue and to stop the progress of the story. As 
readers pause to view the full-page-width image, they are invited to 
contexualize the activity depicted in the woodcut. To make sense of the 
pictorial elements, readers will need to consider the cut as a visualization 
of some of the events which are to occur in the narrative text and which 
must be fitted into the chronology of events in the Comedia. 

The woodcut of auto 4 consists of a two panel illustration which 
provides the readers with a visualization of two scenes from the 
narrative text. The left panel depicts Alisa departing the house. The right 
panel illustrates the meeting between Melibea and Celestina. In the center 
of the cut, the reader sees the figure of Lucrecia standing behind a 
column. This compositional scheme allows the artist to bring together a 
series of interrelated episodes in order visually to enhance the story. This 
technique was quite common in the art of this period. With reference to 
the ordering of space in pictorial narrative art, Lew Andrews has 
observed: "Episodes greatly separated from one another in space, and 
remote in time, come together on the surface of the image: they coexist 
in the picture plane and establish formal connections which become an 
important means of enriching the narrative" (85). In order fully to 
contextualize the events and their relationship to the images, the reader 
must draw on the information provided by the verbal text. The argumento 
provides the details necessary for understanding the context of the 
woodcut: "Viene vn mensajero a llamar a Alisa. Vase. Queda Celestina 
en casa con Melibea & le descubre la causa de su venida" (sig. D I recto). 
The words "Paje Alisa Lucrecia Celestina Melibea" above the woodcut 
identify the actors in the panels and invite the reader to establish links 
with the events narrated in the diegesis of the argumento. 

This woodcut is striking in other ways. The scene illustrated by 
the left panel of the cut foreshadows action which will begin only on sig. 
D I1 verso of the auto proper. The cut creates a series of expectations 
which readers can utilize in their visualization of the rest of the auto. On 
sig. D I11 verso, for example, Alisa's statements concerning the arrival of 
the messenger ("& tambien que viene su paje a llamar me que se le 
arrezio desde vn rat0 aca el mal") would prompt an attentive reader to 
recall the woodcut, thus actualizing a re-reading of the pictorial text and 
the auto. 

If the woodcut is read from left to right, it becomes clear that the 
designer has organized the image so that the readers see the action in 
stages roughly equivalent to the chronology in the diegesis. The 
progression unfolds laterally in two phases. The left panel illustrates the 
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Figure 4. Celestina's departs from Melibea's house. Alisa approaches. 
Comedia de Calisto y Melibea, B u r p ,  Fadrique de Basilea, 1499?, New 
York, The Hispanic Society of America, sig. H Vllr, as reproduced in 
facsimile (New York, 1970). Courtesy of The Hispanic Society of America. 



departure of Alisa. The right panel depicts a second event in the auto. 
The readers in this case view the interior of the house where Melibea 
stands before Celestina. As the readers' gaze moves laterally from the left 
panel to the right one, these readers experience temporal and spatial 
shifts which mirror the chronology presented in the diegesis of the 
argumento. 

In the right panel, however, the artist utilizes another device for 
moving from one position to another. The readers find themselves 
sharing Lucrecia's perspective of the room. Her placement in the 
woodcut is instrumental in controlling the readers' movement from the 
center toward the extreme right where Melibea stands up against a wall. 
The scene between Melibea and Celestina thus becomes the focus of 
attention (the readers' as well as Lucrecia's). Although the illustrator 
appears to be following the information from the argumento: "queda 
celestina en casa con melibea & le descubre la causa de su venida" (sig. 
D I recto), the scene is in fact drawn from the auto proper. The asides 
(sig. E I recto and verso) near the end of the auto suggest that Lucrecia 
is standing nearby, overhearing the conversation of the two women and 
witnessing the events within the house. Lucrecia focalizes that meeting 
of Melibea and Celestina, giving prominence to what transpires between 
them. This arrangement ultimately produces an effective visual narration 
which enhances the audience's experience of the narrative text?' 

The movement across the picture plane assists the readers in 
visualizing the events of the auto. The linear arrangement of the woodcut 
organizes the events into a series of movements which culminate in the 
confrontation between Celestina and Melibea in the house. The layout of 
the woodcut invites the reader to "see" the story, what Davis defines as 
"the particular arrangement of chronological successions and causal links 
in the narrative" (Masking the Blow 239). Reading entails a working out 
of mimetic codes in order to construct a story. Only when the reader 
returns to the verbal text (the argumento and auto, later on sig. D I11 
verso) is the reader able to comprehend the events depicted in the cut. 
The printed text stimulates cumulative re-processings and encourages the 

l2 Snow (262-63) has characterized the woodcut artisan's interpretation of the 
narrative text as a "dol?!e lectura": "Su conocimiento del texto es obvio y su 
colaboracidn representa, por 10 tanto, una doble lectura, una a1 absorber la accidn 
a la medida que va evolucionado (en pruebas preparadas para la imprenta o a 
base de una edicidn anterior sin ilustraciones, y otra a1 recordarla y fijarlar para 
siempre sobre madera. Es una gran aportacidn a la comprensidn del texto que 
todos le debemos." 
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reader to formulate a narrative, to adjust or modify events, and, in this 
case, to anticipate events. The interaction with the rkcit becomes dynamic, 
rather than passive. The woodcut provides a mimetic surface which 
complements the accompanying verbal text and enriches the reading 
experience. 

This woodcut provides insight into the ways in which the 
illustrator of the 1499 Comedia is able to utilize pictorial elements in order 
to enhance the reader's comprehension of the story. It is instructive to see 
how the illustrator utilizes with some variation the same motifs and 
pictorial scheme later in the Comedia. In auto 10, the text turns once again 
to the coming and going of the same five characters from auto 4. In the 
full-page-width woodcut accompanying the argumento (sig. H V11 recto), 
the artist utilizes the familiar two panel structure to retell selected events 
from auto 10 (Figure 4). In the left panel Melibea stands with Celestina. 
The right panel shows Alisa and the Paje approaching the house. 
Lucrecia, straddling both panels, occupies the central space of the 
woodcut. The pictorial organization of the woodcut effectively moves the 
reader from the interior of the house into the street. Celestina's and 
Melibea's gestures reinforce this movement toward the street while the 
placement of Alisa and the Paje functions as a counterpoint to that 
movement. As a result, the readers redirect their gaze toward the house 
and bring closure to the pictorial sequence. 

As in other woodcuts from the Burgos 1499, part of the argumento 
provides the basis for the pictorial narrativization: "Veen venir a alisa 
madre de melibea. despiden se den vno" (sig. H V1 verso). At one level, 
the cut seems to follow the indications from the argumento. A closer 
inspection of the cut reveals that the illustrator has taken some liberties 
with the diegesis of the argumento and the auto proper. The argumento 
makes no specific reference to the "Paje" nor to Lucrecia standing by the 
doorway. In the auto proper it is Celestina who alerts Melibea to Alisa's 
approach: "a dios que viene hazia aca tu madre" (sig. I iii recto). The auto, 
moreover, does not refer to the Paje. Yet the decision to show Lucrecia 
at the door and the Paje accompanying Alisa should not thwart the 
readers' experience of the Comedia. The disjunction encourages the 
readers to interact with the pictorial text. Given the protocols of conjoint 
reading which this essay has outlined, an attentive reader engaged in the 
reading of the 1499 Comedia would constantly make adjustments in his 
comprehension of the narrative text. The realization that the woodcut did 
not depict faithfully the diegesis would encourage readers to adjust and 
correct any discrepancies. Although the illustrator has effectively 
conveyed the story material through carefully crafted images, the readers 
must ultimately construct the narrative text in their minds through a 



dynamic process of conjoint reading. A reader, accustomed to moving 
from argument0 to image to auto, would find the visualization helpful in 
understanding the sequence of events within the auto proper. The 
pictorial program in this instance generates its own version of the fabula 
in order to facilitate the readers' comprehension of the narrative text. In 
the woodcut the reader witnesses these events spatially. This 
dimensionality becomes an important means of enriching the diegesis of 
the argumen to. 

111. "Oculos magis habenda fides, quam auribus." 
Erasmus, Adagia I, i, 100 

In addition to help they provide in the construction of narrative, 
the woodcuts allow readers to experience and comprehend emotional 
aspects from selected moments of the fabula. An instance of this occurs 
in the woodcut near the beginning of Auto 13 (Figure 5). The reader 
views the image of Calisto in his room while Tristh and Sosia stand 
outside. The rubric above the woodcut clearly identifies the characters 
depicted, thus connecting the image with the argumento: "Deespertado 
[sic] Calisto de dormir esta hablando consigo mismo. Dende vn poco esta 
llarnando a Tristan & a otros sus criados. Toma dormir Calisto. Pone se 
Tristan ala puer ta..." (sig. K V111 recto) The cut effectively translates 
"written codes" into visual signs, helping the readers in their construction 
of meaning. At another level, the woodcut creates an emotionally 
charged scene. The image of Calisto in his room - alone, isolated, and 
in darkness - captures the insecurity and alienation constantly afflicting 
Calisto.13 The tormented Calisto as envisioned by the illustrator is 
markedly different from the Calisto in the garden. In the woodcut from 
auto 13, the artist has made palpable the suffering and alienation which 
beset Calisto. 

A striking example of the affective power of the woodcuts occurs 
in Auto 14 (Figure 6). This woodcut occupies the full width of the center 
of sig. L I1 verso and depicts the death of Calisto. Part of the argumento 
once more provides the necessary context for understanding the scene: 

Acabado su negocio quiere salir Calisto: el qual por la 
escuridad dela noche erro la escala. cae & muere. 
Melibea por las vozes & lamientos de sus criados sabe la 
desastrada muerte de su amado. amortesce. Lucrecia la 
consuela. (sig. L I1 verso). 

'"eborah Ellis's comments on this topic (9-10) are instructive. 
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Figure 5. Servants talk while Calisto sleeps in his room. Coinedifl iir> Cfllisto 
y Melibea, Burgos, Fadrique J e  Basilea, 1499?, New York, The Hispanic 
Society of America, sig. K VIIIr, as reproducecl in facsimile (New York, 
1970). Courtesy of The Hispanic Society of America. 



The artist's interpretation of this part of. the argument0 is carefully 
orchestrated to match the chronological and causal logic of the narrated 
events. The action unfolds laterally from right to left and intensifies the 
spectacle of Calisto's death. In the lower right of the frame, Calisto, his 
corpse slumped on a sword, lies at the foot of a ladder. In the 
background the reader sees part of a garden wall with a crenellated, 
tower-like structure adjacent to the walls. The placement of Calisto near 
the ladder marks for the reader the start of the sequence. Immediately 
behind Calisto, Tristh raises his hands in a gesture of lamentation. 
Farther to the left Melibea, with arms gesturing toward the body, appears 
overcome by the scene. Both Lucrecia and Sosia provide comfort to their 
respective companions. As the events flow from right to left, each of the 
standing characters directs his or her attention toward the right so as to 
intensify the realization that Calisto has died. By shifting between left 
and right in the woodcut, the reader experiences a pictorial version of 
Calisto's death scene. The artist is exploiting this mimetic space in order 
to convey to the reader a story full of emotions. 

The selective placement of props - ladder, garden, and walls - 
organizes the pictorial narrative and provides an appropriate backdrop 
for the emotional reality of Calisto's death. These props at one level 
confirm information provided by the argument0 and give the reader a 
mimetic context with which to reconstruct the events narrated in the 
diegesis. By bringing these elements together, the artist encourages the 
reader/spectator to "see" a representation of the death of Calisto. Once 
the image is processed, the reader is capable of realizing an important 
hermeneutic principle: seeing is understanding, ultimately 
remembering.14 The cut in this instance invites the reader to visualize 
Calisto's death and to remember the emotions and human suffering 
associated with it. 

By negotiating the diegetic and mimetic elements of the Burgos 
1499, the reader arrives at a fuller comprehension of the narrative text. 
This is certainly the case when TrisMn recounts the death of his master: 
"Lloro mi gran mal. lloro mis muchos dolores. Cayo mi sefior calisto del 
escala & es muerto: su cabeqa esta en tres partes: sin confesion perecio" 
(sig. L IV verso). Because the printed text has already provided a 
visualization of that episode, the reader is able to link TrisMn's 
statements with some of the mimetic cues provided by the woodcut. By 
the same token, TristMs statements concerning the trauma to Calisto's 

l' For discussion of this topic, see the comments in Kolve 9-11 and in Solterer 
131. 
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Figure 6. Death of Calisto and lamentation scene. Coinedin de Cnlisto y 
Melibea, Burgos, Fadrique de Basilea, 1499?, New York, The Hispanic 
Society of America, sig. LIIv, as reproduced in facsimile (New York, 
1970). Courtesy of The Hispanic Society of America. 
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head and his death without confession alert the reader to information not 
depicted in the woodcut. TristAn's words have the effect of provoking the 
reader to modify his memories of this emotional episode. The attentive 
reader would most likely process those details and add them to his 
repertoire of information. In the 1499 Burgos, the interplay of pictorial 
and verbal elements allows the reader to arrive at a richer appreciation 
of the narrative text. The word-image relationship ultimately increases 
the reader's experience of the text. 

The spectacle of death which the reader witnesses in word and 
image is also emblematic of the larger theme of death which is pervasive 
in the final five autos of the Comedia?' Dorothy Severin recently has 
argued that all the characters in Celestina reveal a "consciousness of 
mortality" (84). This' woodcut becomes a visual confirmation of the 
preoccupation with mortality. The woodcut echoes the verbal text's 
referencing of death and creates a powerful image for the reader to hold 
in memory.16 

The thematics of death return some twelve pages later in the last 
auto of the Comedia (Figure 7). The woodcut positioned in the center of 
sig. L V111 recto depicts the parents standing near Melibea. The woodcut 
appears to combine two moments from the Comedia: Melibea's fall in auto 
15 and Pleberio's showing to Alisa Melibea's broken body in auto 16. The 
artist in this cut utilizes a dynamic compositional scheme to render both 
events. The action of the woodcut unfolds laterally from right to left. In 
the lower right of the cut, Melibea is seen gliding downward toward the 
ground. This image corresponds to the last moments of auto 15 when 
Melibea shouts "pon tu en cobro este cuerpo que alla baxa" (sig. L V111 
recto) as she leaps from the tower. On the left side of the woodcut, the 
reader sees Alisa and Pleberio standing with hands gesturing toward 
Melibea. The argument0 preceding the cut to auto 16 is instrumental in 
providing a context for this scene: "Pleberio tornado a su carnara con 
grandissimo llanto: pregunta le Alisa su muger la causa de tan supito 

l5 It should be noted that in the Tragicomedia, Pleberio observes in auto 16: "La 
muerte nos sigue y rodea, de la cual somos vezinos, y hazia su vandera nos 
acostamos, segiin natura" (Marciales 2:240). I am indebted to Sarah Misemer for 
bringing this passage to my attention. The classic study of this theme remains 
Ema Ruth Bemdt's book Amor, muerte y fortuna en "La Celestina". 

l6 This topic was a commonplace in the literature and art of fifteenth-century 
Europe. For an overview, see Huizinga. Additional images associated with death 
can be found in Levin. 
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Figure 7. Parents grieving at the sight of dead daughter. Coindin dr 
Calisto y Meliben, Burgos, Fadrique de Basilea, 1499?, New York, The 
Hispanic Society of America, sig. L VIIlr, as reproduced in facsimile 
(New York, 1970). Courtesy of The Hispanic Society of America. 



mal. Cuenta le la muerte de su hija Melibea: mostrando le el cuerpo della 
todo hecho pedaqos & haziendo su planto concluye" (sig. L V111 recto). 
The argumento, focusing attention on the parents' response to the 
discovery of their daughter's shattered body, invites the reader to move 
forward in the narrative and to infer events associated with Melibea's 
death. 

The ordering of the events and the placement of the characters 
in the woodcut transform the story material into a much richer narrative. 
The reader must interpret both scenes, contextualize a sequence of 
events, and unravel the outcome. The compositional scheme brings 
together these two crucial moments so as to assist the reader in the 
processing of a series of episodes causally related, but separated in time 
from one another. While the pictorial text is generating its own 
arrangement of the story, the argumento of auto 16 offers a 
complementing perspective which enhances the underlying pictorial 
narrative. The argumento provides information concerning the 
psychological states of the various characters. The references to 
"grandissimo llanto, supito mal, planto" create an affective register which 
suggests to the reader that the scenes depicted in the woodcut should be 
understood as an intense, emotional moment triggered by the death of 
Melibea. The conjunction of pictorial and verbal materials at the 
beginning of the auto invites the reader to anticipate cries of grieving and 
lamentation. Alisa's remarks in the auto proper reinforce this: 

Que es esto seiror pleberio. porque son tus fuertes alaridos. sin 
seso estaua adormida del p e w  que oue quando oy dezir que 
sentia dolor nuestra hija. Agora oyendo tus gemidos. tus vozes 
tan altas. tus quexas no acostumbradas. tu llanto & de tanto 
sentimiento en tal manera penetraron mis entrairas. (sig. L V111 
recto) 

The Burgos edition intensifies the experience of these emotions by 
fashioning a mimetic space which complements the readers' experience 
of the verbal text and which underscores the pathos of the scene. 

The artist's interpretation of Melibea's death scene reveals the 
importance of reading text and image together. This reading protocol 
constantly shapes the readers' experience in the 1499 Comedia. The 
woodcut cannot possibly show every single element of the story. The 
illustration of the last auto attests to the artist's ability to select important 
moments from the story material in order to underscore key thematic 
concerns of the text. In composing the images for auto 16, the artist has 
taken liberties'with the story in order to control the readers' experience 
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of the events. Disregarding the argumento's indication that' Pleberio has 
returned to the dmara, the artist places Alisa and Pleberio outside the 
walls of the house. This manipulation is consistent with the way in which 
the Burgos artist is frequently suggesting to the reader a protocol for 
comprehending the text. In this particular case, the artist chooses to 
depict Pleberio and Alisa gesturing toward the body - "mostrando le el 
cuerpo della todo hecho peda~os." The artist has crafted an image which 
avoids a graphic depiction of Melibea's injuries. This deviation from 
literal accuracy is intriguing since the careful reader, having processed 
the argumento's "todo hecho pedacos," is able to infer that Melibea's fall 
is fatal. The lack of accurate depiction of Melibea's fall should not pose 
an obstacle for perceptive readers since their comprehension of the 
pictorial text would be adjusted according to the indications of the 
accompanying verbal text. As in previous autos, the synthesis of the 
various textual codes ultimately allows the readers to reconstruct the 
narrative and to adjust the repertoire of information. In this instance, the 
interplay of words and images intensifies the pathos of this episode. For 
the reader the text of the 1499 Burgos edition of the Comedia is 
constituted by means of a complex interaction between verbal codes and 
pictorial elements. 

IV. 'The work, which was addressed to the ear as much as to 
the eye, plays with forms and procedures that subject writing 
to demands more appropriate to oral 'performance!" 

(Roger Chartier, The Order of Books 9) 

Marian Rothstein has suggested that illustrated books of the 
Renaissance served a dual function: "the reader of the text and the viewer 

.of the picture may not have been the same person at the same time. 
'Readers' may in fact have enjoyed separately the pleasures of the text 
they heard from those of the pictures" (115). It seems reasonable to 
assume that this was true of Spain. There existed a variety of readers, 
some incapable of reading a printed text.17 Readers able to negotiate 
words and images on their own processed the text far differently than 
those who were unable to read. The only recourse for the less skilled in 

" For an overview of the issue of literacy in Early Modem Spain, see the 
superb articles by Lawrance and Nall. With reference to literacy, Chartier has 
observed: "All who can read texts do not read them in the same fashion, and 
there is an enormous gap between the virtuosi among readers and the least 
skilled at reading, who have to oralize what they are reading in order to 
comprehend it and who are at ease only with limited range of textual or 
typographical forms" (The Order of Books 4). 



reading was to have someone else read the text aloud. Evidence from the 
early editions of the Comedia and the Tragicomedia suggests that the 
printed texts of Celestina were meant to be read aloud in small group 
settings, and not in silence and alone. Certain verses by Proaza, which 
first appear in print in the Comedia of Toledo 1500, describe how the 
vocalized reading of the text should proceed: 

Si amas y quieres a mucha atencih, 
Leyendo a Calisto mover 10s oyentes, 
cumple que sepas hablar entre dientes, 
a vezes con gozo, esperanqa y passi6n, 
a vezes airado con gran turbaci6n. 
Finge leyendo mil artes y modos, 
pregunta y responde por boca de todos, 
llorando y rlendo en tiempo y sazbn. 

(Marciales 2: 271) 

As evidenced by the verses attributed to Proaza, reading not only 
entailed oral delivery, but also expressive portrayal of each character. 
This type of reading is in accordance with Isidorian notions of theatrical 
performance (Jones 43-44). Lawrance has suggested that vocalized 
performances of this type were part of academic practices in Salamanca 
during the period of the genesis of the Comedia (84-85). Roger Chartier 
also deduces the same from Proaza's verses: "Like the Latin humanist 
comedies, the Celestina was written for a vocalized and dramatized 
reading, but nonetheless a reading for solo voice intended for a small 
and select audience" ("Leisure" 104). Printing may have changed the 
production and distribution of books, but it did not immediately 
transform reading into a silent experience. 

A second important reference to group read-aloud situations 
appears in the "Prblogo" accompanying the early editions of the 
Tragicomedia, (Toledo 1510-14, Sevilla 1511, and Valencia 1514). Rojas 
observes that "Assi que quando diez personas se juntaren a oir esta 
comedia, en quien quepa esta diferencia de condiciones, como suele 
acaecer, i q u i h  negari3 que aya contienda en cosa que de tantas maneras 
se entienda?" (Marciales 2:12). This passage alludes to the practice of 
gathering in small groups around a reader in order to listen to a text 
being read aloud. More important, Rojas stresses the active involvement 
of the group in the discussion of the text. This experience produced an 
environment of "sociability" which fostered a sharing of insights into the 
possible interpretations of the text (Chartier, "Texts" 158-59). This 
communitarian reading would also encourage what Susan Noakes labels 
"a more active approach to books" (27). In group read-aloud situations, 
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each member of the audience could have the opportunity to elaborate or 
comment upon the text: "In such circumstances the interpretation of the 
text developed by any single reader or listener was the product not of 
her or his understanding of the text alone but of a combination of 
questions and insights supplied by others" (Noakes 27). The community 
experience of reading results in the production of multiple interpretations 
which ultimately enhance each reader's understanding of a given text. 

While no documentary evidence exists for the group reading of 
the 1499 Comedia, it is not, of course, beyond the realm of possibility that 
Fadrique de Basilea, the publisher of the Burgos edition, was aware of 
the practices of group reading associated with humanist comedies. His 
printing of Rojas's text possibly sought to meet the requirements of this 
potential audience. With reference to the practices of 
booksellers/publishers, Chartier has pointed out: "Thus, the very 
structure of their books was governed by the way that book publishers 
thought that their target clientele read" (The Order of Book 13). Two 
physical features of the Burgos edition target the needs of its readership. 
First, the argumentos provide convenient summaries of each auto, assisting 
the reading public in its comprehension of events in the story. Rojas 
points to the printers' addition of that feature in the "Prblogo": "Que aun 
10s impressores han dad0 sus punturas, poniendo rtibricas o sumarios a1 
principio de cada auto, narrando en breve lo que dentro contenia" 
(Marciales 2:12).18 Second, the Burgos edition, because it has a rich 
pictorial program, offers its readership a mechanism for visualizing, 
recapitulating, or anticipating the narrative. Specifically, the illustrations 
create a series of mimetic structures which allow the audience to image 
what is occurring, to situate the pictorial narrative within time and space, 
and to assign meaning to the narrative text.lg The conjunction of verbal 
and pictorial materials assists the readers in their experience of the text. 
As a result, the readers, whether alone or in a group situation, would 
receive visible signs which provided reinforcement of the read discourse. 

lR Stephen Gilman has observed that the argumentos provoke the question 
"how was La Celestina read in 1499?" (212). Gilman also suggests that in the 
Burgos 1499 Fadrique may be following 
printing practices learned during his apprenticeship in Germany (212-13). 
Gilman's perceptive discussion of this passage is instructive. 

l9 Hindman has suggested that illustrations increase the reader's 
understanding of a text (Pen to Press 160). 



Within the context of group situations, a pictorial program would 
function as a complement to the verbal text. As this essay has tried to 
show, readers of the 1499 Comedia were invited to move from argumento ' 

to woodcut to auto. At each point of transition, readers were required to 
construct the narrative text, to engage in speculation concerning the 
story, and to adjust their expectations accordingly. In group situations, 
the pictorial and verbal components of the 1499 Burgos would induce a 
community of readers to interact with the text in various ways. The 
comprehension of the text rested on the confluence of "readings" and 
insights supplied by participants in the reading group. The text would 
continue to challenge the readers. What changes in such a group 
read-aloud situation is the number of participants reading and processing 
the text at the same time. Instead of a solitary reader, it is possible to 
conceive of a group assembled around a copy of the Comedia. This group 
could negotiate the mimetic and diegetic aspects of the narrative and 
give meaning to the whole text through a process of shared reading of 
pictorial and verbal texts. 

The pictorial components of the 1499 Comedia transformed Rojas's 
text into a book to be easily enjoyed by readers, spectators, and listeners. 
The illustrations assisted in the actualization of the text by the readers. 
It must be noted that these illustrations exist because they were designed 
and executed by artisans who were possibly familiar with the needs of 
their readership. Fadrique de Basilea's role in this enterprise is 
significant. Clive Griffin has remarked that the output of Fadrique de 
Basilea's press was "remarkable for its illustrated editions of popular 
literary works in the vernacular" (7). Many readers were accustomed to 
interacting with illustrated texts and may have expected printed books 
to contain images which accompanied the story. Courtly romances, books 
of exemplary fables, and translations of imaginative literature circulating 
in Spain during the incunable period contained picture-rich texts which 
enhanced the readers' capacity to see and understand the text before 
them?' 

Literary scholarship, however, tends to overlook the printer's 
contributions to the success of a work of ficti0n.2~ The reception of the 

m Lye11 in fact has suggested that the percentage of illustrated printed books 
in early modem Spain was higher than the rest of Europe (3). Griffin adds a note 
of caution to Lyell's claims (184). 

For insight into the printing practices at Base1 during Fadrique's formative 
years, see Gilly's study. 
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Comedia by its audience was in part determined by Fadrique's expertise 
in bringing together skilled artisans in order to produce a marketable 
version of Rojas's imaginative fiction. Fadrique's unique program of 
words and images ultimately created a Celestina which still remains 
vibrant, alive, and meaningful to its readership." 

22 The research for this article was supported by a Faculty Research Grant 
from the University of Kansas. Various colleagues gave of their time generously. 
I am especially grateful to Danny Anderson's critical observations at an early 
stage of the research. Sherry Velasco during an early version of this paper made 
instructive comments. Andrew Debicki provided supportive words during several 
conversations about Celestina. I owe a debt of gratitude to Diane Wright 
concerning orality in early modem Spain. I also wish to express my gratitude to 
Susan Rosenstein, Assistant Curator of Manuscripts at The Hispanic Society of 
America, for making my visit to that impressive institution very enlightening. 
Joseph Snow provided superb editorial comments. The outside reader for 
Celestinesca provided critical orientation. Finally, Cynthia L. Barnett very kindly 
read this essay and saved me from many infelicities. For those errors that remain, 
I alone am responsible. 
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CELESTINESCA 19.1-2 (1995) 

EL REFRANERO CELESTINESCO 

Fernando Cantalapiedra 
Jaen 

En un reciente articulo, Ricardo Castellsl discute mi propuesta 
sobre la autoria de la Celestina tornando como punto de mira mi articulo 
mAs breve. Para ello, analiza 10s datos que yo ofrecia, en la primera 
versi6n; sobre 10s refranes (tornados de la edici6n de CejadoP) en 
funci6n de su frecuencia por cada cien lineas - yo 10 hacia por actos y 
presentaba la contraprueba en funci6n de la relaci6n entre 10s refranes y 
el nlimero de pAginas, per0 esto liltimo 61 10 indica solamente en nota a 
pie de pAgina. Por supuesto, concluye afirrnando que no existen 
divergencias entre las distintas partes de la obra. Asevera, ademb, que: 

[e]n vez de usar las estadisticas s610 para cornprobar 
ideas que uno mismo ha aceptado "a priori," hay que 
tener en cuenta que las estadisticas y el d l i s i s  
numbrico tarnbibn sirven para examinar estas ideas con 
ojo critico, y de esta manera hacer resaltar sus posibles 
defectos. (20) 

' "Los refranes y la problemitica autoria de la Comedia de Calisto y Melibea," 
Celestinesca 16.1 (mayo de 1992): 15-23. 

"LOS refranes en la Celestina y el problema de su autoria", Celestinesca 8.1 
(mayo de 1984): 49-53. 

Femando de Rojas, La Celestina. Madrid: Espasa-Calpe, 1913 (1972), dos 
tomos. 
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Mi a priori nacib de un estudio similar a1 ofrecido por Castells: 
el engorroso y tedioso, e incluso inutil (en la rnayoria de las ocasiones) 
recuento de lineas y porcentajes: por replicas, apartes, monblogos, etc., 
aplicado a toda la obra: lineas y secuencias por actos, por secuencias 
narrativas, por personajes, por grupos de personajes, por espacios, por 
temporalidades, etc.; separe ademls, 10s datos de la Comedia de 10s de la 
Tragicomedia; datos que ocuparon las primeras 240 plginas de mi tesis 
de doctorado: y que curiosamente lleva en su titulo el nombre de 
Fernando de Rojas. En mi autocritica metodolbgica ya advertia por aquel 
entonces que "l'analyse quantitative: elle pose de graves problemes 
d'interpretation, puisque: a) tout rksultat numerique peut Gtre arbitraire 
par rapport au texte; b) ou, du moins, ce resultat numerique a besoin 
d'une interpretation, qui est, par definition, arbitraire et subjective" (436). 

Las lineas precedentes fueron redactadas entre 1977 y 1978, por 
10 que mal pudiera yo haber presentado el citado articulo como "el mls 
objetivo" (16). Los muestreos estadisticos no pueden nunca ser analizados 
en sus resultados individuales, es una norma blsica y elemental, sino 
que, caso de que signifiquen also, deben reflejar finicamente las 'tenden- 
cias'. En nuestro caso, las predisposiciones genericas consisten, creo yo, 
en las diferentes teorias sobre la autoria de Celestina y las posibles 
aportaciones textuales del (o de 10s) autor(es) a la obra. Por eso, separaba 
yo 10s datos del "Primer acto," 10s de la Comedia entera, 10s de la 
Tragicomedia, 10s de 10s "doce primeros actos," 10s de 10s "cuatro ultimos" 
y 10s del "Tratado de Centurio." 

Otra soluci6n, .much0 mis elegante, es la de tratar el problema - 
parerniolbgico, o de cualquier otro element0 sometido a estudio, divi- 
diendo la Comedia en tres partes narrativas: la presentacibn del conflicto, 
su desarrollo o nudo, y su desenlace. Pero esto evidentemente no 
afectaria a 10s planteamientos tradicionales sobre el problema de la 
autoria, aunque el desenlace trlgico si tiene mucho que ver con 10s 
ultimos cuatro actos de la Comedia. Otra posibilidad es la del estudio de 
10s refranes en funcion de sus referencias temhticas o a partir de 10s 
personajes que 10s emplean. Pero, en todo caso, nadie puede hablar de 
"objetividad" si antes no ha comenzado por el principio fundamental de 
definir con la mlxima exactitud posible 10s conceptos paremiol6gicos de 
"refrln," "proverbio," "frase hecha," "sentencia," "aforismo," "lugar 

"Pour une analyse Gmiotique de la Cklestine de F. de Rojas," Universidad de 
la Sorbona, Tesis de Doctorado. Enero de 1979, 484 piigs. (Tambih realice 
estudios lexicales mediante ordenador: por actos, por personajes, etc.; trabajos que 
abandone por falta de tiempo y de inter&). 
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comlin," "locuci6n popular o culta," etcetera. iC6m0, por ejemplo, se 
cataloga un re f rh  que a1 rnisrno tiempo figura corno sentencia? iFue 
antes la sentencia o el refrhn, el huevo o la gallina? 

En fin, 10s datos porcentuales, refranes por cada cien lineas, 
ofrecidos por Castells confirman la tendencia general de 10s datos que yo 
ofreci partiendo del trabajo de Cejador: primer acto: 3,4; doce primeros: 
4/56; cuatro liltimos: 1,5; Comedia: 3,s; 10s quince 
liltimos: 3,8: 

REFRANES POR CADA CIEN L~NEAS 
ACTOS:' 

I-XVI m 3 .8 (3,961 
11-XVI 3b (4,041 
I - 3,4 (3,611 
I-MI - 416 (4,251 
11-M - 415 (4,421 
MII-XVI I 1,5 (1,821 
TRATADO - 317 

(37 X 100: 999 lineas) 
ANADIDOS - 7,06 

(26 X 100: 368 lheas (I-XVI) 
............................................................................................................................................. 
TRASO 

15,7 
(14 X 100: 89 lheas) 

Lo cual es una buena prueba de que mi "distorsi6n en 10s 
procedirnientos" (18) no era taL6 Los datos ofrecidos por Cejador y 
Frauca en su indice de refranes y de frases proverbiales son harto 
discutibles, per0 siguen marcando una orientaci6n. Si a la lista de 6ste 
filtimo hispanista se afiaden 10s refranes y proverbios ofrecidos en las 
ediciones de Severin y Russell - unos 308 en total - la tendencia del 

El cilculo 10 he obtenido a partir del recuento de lineas, realizado por 
Castells, de la edici6n de D. S. Severin. De esta misma edicidn es el c6mputo de 
lineas del "Tratado" y del texto interpolado a 10s actos I-XVI de la Comedia. La 
segunda columna de porcentajes se ha calculado en funci6n del nuevo recuento 
de refranes, que ofrecemos en las piginas siguientes. Los datos separados por la 
linea de puntos se han obtenido calculando las lineas de la edici6n de M. Criado 
de Val y G.D.Trotter, por 10 que hay que diferenciarlos obligatoriamente de 10s 
anteriores. 

w e  hecho, el Continuador tiene tendencia, y esto ya se ha seiialado en 
varias ocasiones, a afiadir refranes preferentemente alli donde existen otros. 
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bloque formado por 10s Gltimos cuatro actos de la Comedia sigue siendo 
muy similar: I: 4,7%, I-XVI: 4,45%, 11-XVI: 6,45%, XII-XVI: 2,41%. M8s 
a h  todavia, De 10s casi sesenta refranes aiiadidos a la nbrnina de la 
Comedia, en las ediciones de Severin y Russell, sblo tres o cuatro afectan 
a 10s cuatro Gltimos actos, per0 otros tantos no son considerados como 
tales, sino como simples sentencias; como veremos despu6s. 

Castells afirma, bashdose en el bajo indice de refranes del auto 
X, que a partir de ahi "no caben 10s refranes ni 10s rodeos verbales de 
Celestina" (19). Lo cierto es que alli donde Cejador anotaba tan s610 tres 
refranes (3 X 100: 318= 0,98 %) Russell-Severin encuentran seis refranes 
m8s (= 2,83%, porcentaje superior a1 de cuatro Gltimos actos de la 
Comedia: 2,41%, - aqui no se descuentan las sentencias que Cejador dio 
como refranes). Ahora bien, ~Tampoco caben refranes en la disputa 
rufianesca entre Celestina y 10s criados?, jni en la cobarde actitud de 10s 
criados ante la casa de Melibea?, p i  en el bajo mundo del Tratado? Pero 
ornite explicar por qu6 entonces el porcentaje relativo de refranes del act0 
XI1 es superior, por ejemplo, a1 del primer acto. (En realidad, son 
sirnilares, si se consideran 10s datos aqui revisados: I= 34 X 100: 996 = 
3,61%; MI= 18 X 100: 531 = 3, W%), y (4,71% vs 433, si se consideran 10s 
datos de Severin y Russell. Otro tanto cabe decir del act0 XI: 4,08%)? 

Por otra parte, el porcentaje de refranes por lineas y actos, 
tampoco es absolutamente vtilido; dad0 que la distribuci6n narrativa y 
temtitica, y la extensi6n textual de 10s actos son sumamente arbitrarias; 
y en esto esan de acuerdo la mayoria de 10s criticos (jQui6n dividi6 la 
obra en actos?). Por todo ello, 10 coherente, e insisto en ello, es tratar 10s 
resultados obtenidos por bloques; y el Tratado es un buen ejemplo, jo 
acaso es licito mezclar 10s diversos elementos textuales del Tratado y de 
la Tragicomedia con 10s de la Comedia? Cabe aqui recordar que Marciales 
demostr6,fehacientemente que la primera edici6n burgalesa de la Comedia 
ya contenia serias interpolaciones.' 

S e g h  Castells, tras reconocer que el porcentaje relativo de 10s 
tres Gltimos actos es muy inferior a la media de 10s anteriores: "si se usan 

' A1 final del articulo se ofrece a1 lector curios0 una serie de cuadros 
estadisticos. Pero a partir de aqui planteo la discusi6n en terminos mas 
filol6gicos. 

RCelestina. Tragicomedia de Calisto y Melibea. Fernando de Rojas. Introducci6n 
y edici6n critica de Miguel Marciales, a1 cuidado de Brian Dutton y Joseph T. 
Snow, Urbana and Chicago: U of Illinois P, 1985, 2 tomos. 
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menos refranes al final de la obra, es porque la trama de la obra ha 
tomado un rumbo nuevo, [el de la muerte sangrienta, aiiado yo] y desde 
luego no porque haya habido un cambio de autores" (19). 

Es m& que posible que tenga razbn. Pero entonces debe explicar 
por quC muchos de 10s refranes inte rjeridos en 10s primeros actos hacen 
precisamente mencibn a1 tema de la muerte, el asunto fundamental de 10s 
ultimos actos, de 10s cuales yo citaba diez. Tambih deberia aclaramos 
por quC la Tragicomedia no injerta nuevos refranes (siempre segh las 
notas de la ediciones criticas de Cejador y Frauca, de Severin y de 
Russell) precisamente a 10s cuatro ultimos actos de la Comedia, y por qu6 
no esthn presentes en la primera escena de la huerta, ni en la primera 
aparicibn de Pleberio (acto XII), ni interpolados en 10s actos V1 y X (10s 
que tienen indices mhs bajos de la primera parte). Tampoco comenta 
nada sobre las diferentes tecnicas estilisticas utilizadas en la introduccibn 
de 10s refranes: el "como dicen ...," de 10s primeros actos, frente a1 "no 
digan por mi ...," de 10s postreros; la tercera persona de la comunicaci6n 
frente a la primera, etc. 

Celestina, Parmeno y Sempronio - tal y como se muestra en 10s 
cuadros finales - acaparan aproximadamente mds del 80% de 10s 
refranes de la Comediu, pero tambien pronuncian m& del 60% de su 
discurso. Dado que el interpolador o continuador se limita a colocar un 
refrhn a continuaci6n del ya existente, otorga a esos tres personajes 24 
de 10s 26 refranes afiadidos (92,29%). El problema radica en que, a pesar 
de la muerte de esos tres personajes "refraneros," la obra sigue su curso 
con nueve actos &S, o si se prefiere casi un 24% &S de texto: y casi 
un 31% de aumento en su refranero. Cejador ya llamb certeramente la 
atencibn sobre la incongruencia de muchos de 10s refranes interpolados: 

a) "Para endilgar estos refranes pus0 el corrector semejantes frialdades 
como las que siguen" (11, 75); 

b) "Es repetir 10 que el autor dira ahora mismo" (11, 101); 

c) "Y notese que el corrector no suele citar 10s refranes con la 
puntualidad que el autor 10s citaba antes. Por mas que quiera 
irnitar en encajarlos, no le vienen a la cabeza las f6rmulas 
tradicionales. (11, 139) 

1311 lineas en la edici6n de Criado de Val y G. Trotter (Tragicomedia de 
Calixto y Melibea. Libro tambikn llamado la Celestina. Madrid: CSIC, 1970), y 1367 en 
la de Severin. 
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Hasta tal extremo pierde la cabeza el Continuador (~Rojas?) que Tristh 
aconseja a Sosia que cante 10s refranes en el establo (11, 176, 4). En 10s 
cuatro Gltimos actos de la Comedia, acontece algo similar a lo ya apuntado 
por Cejador sobre 10s refranes interpolados: 

1) El refrh de Melibea (W): "dice cada uno la feria, se@n le va 
en ella," lo retoma su padre Pleberio en estos terminos: "a quien las 
ventas e compras de tu engaiiosa feria no prbsperamente sucedieron" 
(XVI). Dudo que este dtimo tenga valor de refrh. Ni Severin'' (338), 
ni  uss sell" (598) lo seiialan como tal. No obstante, dad0 que el lamento, 
la ~ui ta , '~  de Pleberio se realiza ante "las gentes que venis a rni 
d~lor , " '~  podia haber recordado uno de estos dos refranes:14 

a) "Feria, no me aias grado, ke kuita haze merkado" (339); 

b) "iGuai de la negra [infeliz] ke la kuita la haze feria!" Ke va kon 
nezesidad a vender a la feria; i de 10s ke venden fuera de su 
saz6n i tienpo por nezesidad, i son perdidosos. (344) 

Absurdo por absurdo, la ironia es preferible al mal trobado refran 
plebkrico. 

2) No creo tampoco que sea refran la frase de Pleberio "a 10s 
flacos corazones el dolor les arguye" (acto XV), sino simple sentencia 
tornada, como apunta el mismo Cejador, de Virgilio; asi lo seiialan 
tambikn Severin (330) y Russell (581). Lo Gnico que falta en este pasaje 

"'Fernando de Rojas, La Celestina. Ed. de Dorothy S. Severin. Madrid: Cdtedra, 
1987. 

l1 Fernando de Rojas. Comedia o Tragicomedia de Calisto y Melibea. Ed. de Peter 
E. Russell. Madrid: Castalia, 1991. 

l2 Covarrubias: "Acuitarse: afligirse y dolerse llorando y lamentando (385). 
Cito por la edici6n de Martin de Riquer, Covarrubias, Tesoro de la lengua castellana 
o espafiola. Barcelona: Alta Fulla, 1989. 

13Russell (595) seiiala: "el monologo de Pleberio, pues, se pronuncia ante un 
public0 de condolientes que van llegando para asistir a1 plantus o conquestio." 

l4 Gonzalo Correas, Vocabulario de refranes y frases proverbiales (1627). Ed. de 
Louis Combet. Burdeos: Institut &Etudes Iberiques et IbBro-Ambricaines de 
llUniversite de Bordeaux, 1967. 
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- en donde se alude a "yerbas, piedras, palabras, cuerpos de animales" 
- es que Pleberio llame a la doctora-hechicera Celestina. 

3) Se puede argumentar que el estilo del dudoso refrin sefialado 
en el apartado 1) s.e debe a la situaci6n triigica de Pleberio y de su 
discurso moralizante, argument0 anulado por el uso de su refrin popular 
"nuestro gozo en el pozo" (acto XXI). Este refriin es tan absurdo, en el 
contexto trfigico, como el empleado por Sosia en el Tratado, ante el 
cadaver de su seiior: "iA esotra puerta! (#que ksta no abre - cuando no 
responde un sordo U otros - (acto XIX). Severin seiiala en nota: 

De nuevo, como en el caso de la muerte de Calisto, una 
situacibn dramiitica se ve alterada por una expresibn que 

, resulta casi risible dad0 el contexto. (339) 

Y, en la nota en donde comenta las palabras del criado: 

Sosia responde con expresiones que resultan casi risibles 
frente a 10 triigico de la escena. (327) 

Russell asi 10 reconoce y 10 intenta justificar en estos terrninos: 

N6tese que pozo, para un public0 de latinistas medieva- 
les, podia sipificar sepulcro. (594) 

Ahora bien, la fuerza literaria, su literaridad, de Celestina reside 
precisamente en su sabor castellano, no en su perfume latinista. (Pleberio 
utiliza la palabra 'sepulcro' tres lineas mis abajo). No obstante 10 dicho, 
cabe aqui recordar, en honor a la verdad, el proverbio glosado por 
Sebastifin de Horozco:" 

'El salto peligroso / por enqima del pozo': Quandoquiera 
que alguno haze o dize alguna cosa contra alguno y en 
su presenqia que le puede quitar la vida o hazer otro 
notable dafio se dize, "Dar salto peligroso por el qima del 
pozo," donde puede caer y morir. Y a este propbsito 
alega este proverbio Plutarcho y su traductor en nuestro 
vulgar en el Libro de 10s morales, en el titulo, "De amigo," 
a las fojas 138 [...l De otra manera llamamos por aci 
vulgarmente el salto peligroso, aquel que el ahorcado da 

, , 

l5 El libro de 10s proverbios glosados. Edicidn del manuscrito, introduccion y 
notas d e  Jack Weiner. Kassel: Reichenberger, 1994, 2 tomos. 
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en la horca desde la escalera abaxo que por otro nombre 
dizen salto en vago porque salta y no cae en el sue10 ni 
llega alli ..." (169) 

4) Otro tanto cabe comentar del refrh utilizado por Melibea, 
precisamente en el moment0 de tomar su trigica decisi6n de quitarse la 
vida, "No digan por mi: a muertos e a idos ..." (acto XX, #pocos amigos#). 
Este refrin rompe la tensi6n dradtica.  El texto sin el refrhn quedaria 
como sigue: 

Su muerte combida a la mia, combidame e fuerza que 
sea presto, sin dilaci611, muestrame que ha de ser 
despeiiada por seguille en todo. I...] E asi contentarle he 
en la muerte, pues no tuve tiempo en la vida. 

Castro Guisasola16 (1924, 74) cita este pasaje como un posible recuerdo 
de Metamorfoseon (4, 15U, de Ovidio. Pero 10 mAs llamativo es el fuerte 
oximoron - (muerte) sin vida / con-vida -, se@n la etimologia 
ofrecida por Covarrubias: 

Cornbite. Latin convivium, de con y vivo; porque el 
juntarse 10s amigos a entretenerse y holgarse honesta- 
mente, es vivir unos con otros. 

Su f6rmula introductora, 'no digan por m", no es comun en la primera 
parte de la obra. Ahora bien, el pasaje de Melibea y su refrin obedecen 
a1 mismo estilo que el mostrado en el parlamento de Areiisa en el act0 
XV del Tratado: 

... la esperanza de otro tal, aunque sea cierta. Pero ya 10 
hecho es sin remedio e 10s muertos irrecuperables. E 
como dicen: mueran e vivamos. 

Lo que recuerda a Melibea: "... sus sesos quedaron repartidos por las 
piedras e paredes ... cortaron mi esperanza, ... a muertos e a idos" (acto 
XX). Palabras estas que conectan a su vez con el refriin interpolado a 
Pirmeno: " ... una lanzada en el calcaiiar, que le saliesen mis sesos que 
de la cabeza" (acto 11). 

l6 0bservacione.s sobre las fientes literarias de "la Celestina". MaddRevista de 
Filologia Espaiiola, 1973 (reimpresih). 
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Severin se lirnita a sefialar el refrhn; mientras que para Russell: 
"El uso de un refrh en un discurso tan solernne y cuidadosamente 
trabajado ilustra el respeto de 10s doctos de fines del siglo XV para con 
estos dichos populares" (589). Es posible que 10s "doctos" respetaran 10 
popular (antes respetaban 10s "latinismos"), per0 no el sentido narrativo, 
ni el comh,  ni la obra an6nima. 

5) El refrh de Alisa, "un dolor sac6 a otro, un sentimiento otro" 
(acto XVI), estB directamente inspirado en una sentencia petrarquista 
pronunciada por Celestina: "un clavo con otro se espele e un dolor con 
otro" (acto X).17 iDe qu6 dolor habla Alisa? idel de su esposo, del de su 
hija, del de su hermana - la mujer de Cremes - o del suyo?. En todo 
caso, no son sufrirnientos intercambiables, el uno no puede curar a1 otro. 
Es, adem& la 6nica frase, aparentemente, correcta en el parlamento final 
de Alisa, quien "Sin seso estaba adormida del pesar que hube cuando oi 
decir que (...) ." Ante tal disparate, Russell cambia el verbo 'adormida' 
por el de 'aturdida', y 10 explica asi: 

Todas las ediciones ponen 'adormida', que hace poco 
sentido [...l Convence la sugerencia de Marciales (11: 261, 
n.l), de que se trata de una mala lectura de copista o 
cajista. (594) 

 LOS artesanos o Rojas? Lo curios0 es que Russell ya ha habia observado 
algo extraiio en las pBginas anteriores: 

Tu madre estli sin seso ... : a primera vista, bastante 
contradictono parece el caracter de Alisa en LC. Descrita 
por su hija como mujer briosa e impaciente, y 
c o m p o r ~ d o s e  asi en el act0 XVI, l", aqui se desmaya 
con ansiedad sin saber ni siquiera de qu4 tip0 de 
enfermedad sufre Melibea [...l. (580) 

La frase anterior de Pleberio, " j Q d  dolor puede ser, que iguale con ver 
yo el tuyo?', llam6 la atenci6n de Severin: "Se trata de un eco de la 
canci6n que interpreta Calisto en el primer act0 (jCuB1 dolor puede ser 
tal / que se iguale con mi mal?)" (330). Severin observa asimismo que, 

" Sebastian de Horozco (207) explica detenidamente este 'proverbio': "...Mas 
por 10 que ordinariamente se dice este proverbio es porque un amor con otro se 
quita y olvida." En Correas se lee "Un amor saka a otro." Komo: "Un klavo saka 
a otro." 



40 FERNANDO CANTALAPIEDRA 

a1 utilizar el refrhnl8 "Quebrar el ojo y untar el casco," [ell estilo 
altamente ret6rico del lament0 de Pleberio cae de pronto" (339). Estamos 
ante un absurd0 mris, jquien aliviarh "floja y tibiamente"19 la muerte de 
Melibea? 

6) El refrhn juridico utilizado por Calisto en act0 XIII, "creerlo he 
seglin derecho" #dos testigos matan a un hombre#, enlaza precisamente 
con otro interpolado a Celestina: "un testigo solo no es entera fe" (acto VII). 
Calisto recurre otra vez a1 refrh juridico en el act0 XIV del Tratado: 
"hacientes e consintientes merecen igual pena." Pero en este Wimo caso se 
emplea un conector inusual a 10 largo de la Comedia: "responderia que ...." 
En todo caso, dicho refrhn sufre un desplazarniento temhtico, de 10 
juridico, condena a muerte, hacia 10 amoroso; y se sittia a d e d s  en una 
especie de contradicci6n narrativa, si Calisto busca a 10s testigos de su 
gozo jPOr que llama entonces a Tristanico? jquien es este? ide d6nde 
sale? Llegados a este punto, cabe recordar, una vez mhs, las perspicaces 
obsemaciones de Russell: 

Alguna justicia se haze: el mucho ruido y vocerio que oye 
Tristh indican que el castigo de Sempronio y Pkmeno 
fue presenciado por una nutrida muchedumbre, 10 que 
contradice 10 sugerido por Calisto en su famoso solilo- 
quio (Acto XIV, 7": 'por no esperar a que la gente se 
levantasse y oyessen el preg6n ... 10s mand6 justiciar tan 
de maiiana.' (489) 

El origen de tal contradicci6n esth en las mismas palabras de Tristhn: "o 
madrugaron ..." j Q d  pintan aqui 10s toros? jcorridas mafianeras? jo era 
el dia de San Fermin? 

, 7) El refrhn "de muy alto grandes caidas se dan," dictado por 
Calisto en el act0 XIII, ya fue empleado, con mayor elegancia, por sus 
criados, Sempronio ("quien con mod0 torpe sube en 10 alto, mhs presto 
cae que sube" [acto 1111) y Phrmeno ("quien torpemente sube a 10 alto, 
mhs aina cae que subib" [acto I]). Los criados, a1 igual que Gonzalo 
Correas, aluden a la torpeza, no asi su sefior. El conector utilizado por 
Calisto es mucho mris pomposo que 10s empleados por sus criados: 
"Proverbio es antiguo," frente a 10s simples enlaces 'que' y 'pero'. Aqui 

lR Cejador (11, 205) no dice que sea refrBn, per0 indica su posible relaci6n con 
un pasaje de Cota. 

l' Covarrubias (986). 
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Rojas, o quien fuere, comete una torpeza mhs, a1 pretender enlazar el 
tdpico con la tragica muerte de 10s tres personajes; pues el refran alude, 
y casi siempre se utiliza en este sentido, a1 cambio de estado de 10s 
sujetos, la rueda de la diosa Fortuna, y casi nunca a la muerte por caida 
desde 10 alto.20 Algo similar ocurre con dos de 10s refranes afiadidos a 
Celestina: "no da paso seguro quien cove por el muro" y "aquel va mris sano 
que anda por el llano" (acto XI);  aqui se alude a1 'peligro de accidente 
mortal': "MS quiero ensuciar mis zapatos con el lodo que ensangrentar las 
tocas y 10s cantos," rnientras que Celestina hacia simplemente alusidn a 
la 'dific~ltad'~' de su empresa,: "cada camino descubre sus dafiosos e 
hondos barrancos" y "a cada cab0 hay tres leguas demal quebranto" ["de 
mal kamino"] (acto IV).Z2 El peligro, seiialado machaconamente por 10s 
refranes afiadidos, enlaza con la frase de Melibea, en el contexto de 10 
seiialado en el epigrafe 4): "no vido bien 10s pasos, puso el pie en vacio 
e cayd." De todo esto se burla irdnicamente Centurio a1 rnandar a Traso, 
jel cojo!, a dar un "repiquete de broquel ... a pasos seguros. " Ahora bien, todo 
10 dicho sobra. Pues Russell, una vez mhs, nos ofrece el dato pertinente: 

Proverbio es antigo ... : en realidad, en las tres frases que 
siguen, se incorpora, per0 separada en dos partes 
distintas y dividida por un comento personal, unaacita 
de Petrarca (...) ." (495) 

8) TristAn pronuncia un refran (acto XIV) incomprensible en el 
contexto narrativo; empleando, adem& un conector pospuesto, also que 
no acontece nunca en el resto de la Comedia: "Viviendo con el Conde, que 
no matase a1 hombre, me daba mi madre por consejo." (#En el hot0 - 
'en confianza' - del conde no mates a1 hombre, que morira el conde y 
pagarhs el hombrdt). Se insiste una y otra vez en la idea de la muerte 
trAgica, a1 igual que acontece con la mayoria de 10s refranes interpolados. 

%ebastidn de Horozco (1994: 167, 327 y 358) explica en tres ocasiones 
distintas este proverbio, dindole tres sentidos principales regidos por la mudanza 
de la Fortuna: degeneraci6n sexual, soberbia, y caida politica seguida de muerte. 
Tampoco alude Horozco a la torpeza: "Quien mds sube mds deqiende," "A mayor 
subida / mayor caida," "Quanto es mayor la subida / tanto es mayor la caida." 

21 Covarrubias (891): "Quebrar: ... quebradero de cabeza. I...] Quebrantado, 
cansado; quebrantamiento, cansancio; quebranto, el dolor y aflici6n. Proverbio: 
"Dddivas quebrantan peiias." 

22 Quiz6 Celestina est4 pensando en el refrdn "Kien no anda, no gana" 
(Correas, 394). 
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9) El otro refrh de TristAn (acto MII) presenta cierta relacibn 
tematica con otro afiadido a Parmeno (acto VIII): 

Parmeno.- iluego locura es amar [e yo soy loco e sin seso? Pues si la locura 
fuese dolores, en cada casa habria voces]. (11, 10) 

Tris th-  No se que me diga de tan grandes voces como se dan. [...l En 
alguna tabema se debe haber revolcado [Sosia]. E si mi amo le 
cae en el rostro, mandarle ha dar dos mil palos. Que aunque es 
algo loco, la pena le hara cuerdo. (11, 107) 

De la locura amorosa se'pasa a la locura etilica y a las "grandes voces." 
Se nos presenta a Sosia como a un borrachi de tabemas, cual Celestina; 
enlazando ademis con la frase proverbial afiadida a Parmeno: "tres veces 
dicen que es bueno (beber)" (acto I X ) .  Se nos descubre, por ende, a un 
Calisto que apalea a sus criados; 10 cual, en el entomo narrativo de LC, 
es ya el colmo de 10s colmos. A1 comentar este parlamento, Severin 
indica: "este es uno de 10s casos en que, de forma excepcional, un 
personaje da informaci6n que usualmente no daria" (277). 

Ahora bien, el citado refran de Tristh plantea un problema 
mucho mas serio, pues el dicho se aplica, s e g h  Sebastian de Horozco 
como escarmiento a 10s delincuentes y sirve de ejemplo a 10s buenos: 

[...l Y segund este entendimiento literal el loco con la 
pena que se le da en curallo se toma querdo. Mas en 
realidad de verdad este proverbio no se dize por esto 
sino por el hombre malo y acostumbrado a cometer 
delitos que por la pena que por sus delitos la justicia le 
impone se haze bueno y querdo y dexa de delinquir. Y 
de esta manera alega este proverbio la ley primera en el 
titulo 2 del primer libro del Fuero Real [...l. Y no 
solamente por la pena que rqibe el malo se haze bueno 
mas tambien por la pena que vee dar a otros aviendo 61 
miedo de 10 mismo porque la pena de uno suele ser 
exemplo y miedo de muchos otros. (22) 

Rojas nos ofrece pues otro de sus refranes juridicos. Este criado - 
borrachin, delincuente y apaleado - parece no conocer a la 
trotaconventos, ni 10s negocios que mantenia con su sefior. Dice: "Una 
mujer era que se llamaba Celestina," en vez de responder con un simple 
"Celestina." Si esto es asi, entonces su presencia ante el cadaver de la 
'Madre,' en la casa de &a, carece de toda 16gica narrativa y ficcional. 
Todo ello es coherente con el refran que Sosia dicta en el act0 XVII del 
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Tratado: "que me tresquilen a cruces," o esth solicitando la misma infamiaZ3 
que su seAor (Tresquflanme en concejo y no 10 saben en mi casa, act0 XV), 
o bien estA pidiendo que le llamen, segtin Correas, tonto: "Treskilado a 
kruzes, ik6m0 reluzes! Del ke es tonto, porke ansi 10s suelen treskilar." 
En todo caso, estos dos 6ltimos refranes nada tienen en comh,  ni en 
estilo, ni en sentido, con el de Sempronio: "no vayas por lana y vengas 
sin plurna" (acto 111). 

Pleberio, siguiendo las palabras de Juvenal, retoma el engarce 
'vocesdelincuentes': "... como caminante pobre que sin temor de 10s 
crueles salteadores va cantando en alta voz" (acto XXI). La hija en 
pedazos, la mujer desvanecida - jmuerta?-, 10s posibles salteadores en 
el cementerio, y Pleberio "sin temor" se pone a cantar. La codiciada 
Areusa a h  10 tiene peor, pues en el Tratado debe vivir de la "caridad," 
segdn explicaci6n de Gonzalo Correas: 

Mueran i bivamos, kon salud 10s enterremos, sus 
haziendas les komamos en karidad. Palavras son de 10s 
pobres ke andan por 10s lugares a pedir i gozar de la 
karidad ke se rreparte en entierros, onrras i memorias; i 
vienen bien aplikadas a 10s kuras. (561) 

Elicia sufre;en la Tragicomedia, un retoque similar a1 acordarse de 10s 
"tesoros de Venecia, (acto VII), cuando su alusi6n a la 'manilla de oro' era 
un simple contrapunto simbdlico a la 'cadena de oro' (acto XI), y quiz6 
aluda a1 refrh:  "Esperanza en Dios, manillas de oro. A esperanzas mui 
rremotas."" 

Es posible que el veinteafiero Rojas fuese un excelente jurista, a1 
menos conocia 10s refranes de su profesibn, pero olvid6 que a 10s criados 
les debiera haber esperado la famosa "cuerda del ahorcado" de Celestina 
y de la madre de PBrmeno. Russell seiiala 10 siguiente: 

Quedan degollados: degollar: [...l 'En Castilla condenan a 
degollar a1 noble'. El glosador an6nimo [...l estaba tan 

23 He aqui la nota de Severin: " ... era un castigo infligido a 10s blasfemos y 
judios. ~~Esto se tenia pm grande infamia, y tan grande que entre nobles se 
equiparaba a la muerten, Covarrubias, 977" (312). [A 40 y a 44. Veanse tambien 
las p6gs. 227, a24; 345, b40.1 

24 Correas, 150. Este refr6n se halla entre "Esperan 10s servidores galard6n, i 
sakan bald6nW y "Esperanza larga, aflige el koraz6n i el alma," iambibn empleados 
en Celestina. 
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convencido de que s610 degollaban a nobles que 
suponia, contra toda probabilidad, que 10s dos criados 
debian pertenecer a esa clase social. [...l Con todo, hacer 
ejecutar a 10s criados por un m6todo reservado para la 
aristocracia debia haber dejado at6nitos y perplejos a 10s 
primeros lectores de LC, aparte de 10s latinistas 
enterados de que la degollacibn era forma de castigo 
normal en el mundo antiguo. (490) 

Lo apuntado en 10s epigrafes anteriores muestra que 10s raros refranes, 
y su entorno discursivo, de 10s cuatro liltimos actos de la Comedia, tienen 
mhs puntos en comun con 10s del "Tratado" y 10s "aiiadidos" que con 10s 
de la primera parte de la obra. En la Comedia, por supuesto, tambi6n se 
reiteran algunos refranes, per0 sin cambio de estilo, ni de tono. He aqui 
algunos ejemplos: 

1. Celestina: "la fortuna ayuda a 10s osados" (acto I), y "iO buena fortuna, 
c6mo ayudas a 10s osados, e a 10s timidos eres contraria!" (acto 
V). La vieja reafirma asi su 'querer-obrar.' 

2. Celestina: "[Lla que las sabe las taiie" (acto I) y "quien las sabe las 
taiie" (acto V). Se insiste, antes y ahora, en el saber-hacer de la 
alcahueta. 

3. Celestina: "ella volverh la hoja" (acto VI). Phrmeno: "no vuelvas la hoja 
e..." (acto XII). En ambos casos se indica la transformaci6n 
actancial de un personaje clave en la trama narrativa. 

4. Celestina: "A tuerto o a derecho, nuestra casa hash el techo" (acto I); 
Calisto: "Que por disfamar a la vieja, a tuerto o a derecho" (acto 
11). Ambos refranes aluden a la retribuci6n de Celestina. 

5. Sempronio: "con que mude el pelo malo" (acto I); Calisto: "aunque 
mude el pelo malo la raposa, su natural no despoja" (acto XII). 
Sin embargo Rojas, o quien fuera, aiiade estos dos refranes: 
Celestina: "rnlidanse costumbres con la mudanm del cabello e varia- 
cidn" (acto VII), y Elicia: "mudar costumbre es a par de muerte" 
(acto XV). Toda la mahipulaci6n que padece la Comedia esth 
siempre orientada a reforzar y a justificar la tragedia final; es 
decir, 10s cuatro actos aiiadidos por Rojas. 

6. PBrmeno: "Quien torpemente sube a 10 alto, mhs aina cae que subio 
(acto I); Sempronio: "Quien con mod0 torpe sube en 10 alto, m b  
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presto cae que sube" (acto V). Ambos, como ya hemos seiialado, 
coinciden en sefialar la torpeza. 

7. Celestina: "a tal perra vieja" (acto 111); Sempronio: "A perro viejo no 
cuz cuz" (acto XII). El refriin tiene sentido estricto en boca de la 
astuta vieja, pero no mucho en caso del criado, a no ser que se 
nos quiera indicar - a1 final del act0 XI1 y de su vida - que 
Sempronio es tan viejo como Celestina. Tampoco eso es 
dernasiado e x t r ~ o ,  si consideremos que momentos antes 61 
mismo emplea el refrh:' "No digan por mi que dandome un 
palmo pido cuatro"; es decir, seglin Correas (40 y 45): "A1 xudio 
dalde un palmo, i tomara kuatro," y "A1 villano, dalde un palmo 
y tomar5 kuatro." jSempronio, viejo y judio? Observese que kste 
emplea precisamente el mismo introductor refranero que Melibea 
antes de suicidarse: "No digan por m': a muertos y a idos." j L ~ s  
judios, "muertos o idos"? 

No podemos obviar el problema planteado por el primer acto. 
.Marciales, con su buen y atinado juicio critico, deslinda las sentencias de 
10s refranes. No obstante, no nos ofrece sus listas, y no siempre sefiala en 
sus notas las sentencias y 10s refranes; estos son sus datos: 

Parte Sentencias Refranes (Lineas) 

a) Esbozo de Cota 103 20 (780) 
b) Continuaci6n 161 164 (3.442) 
c) Gran Adici6n 56 38 (398) 
d) "Tratado" + 

"auto de Traso" 12-14 49 (628) 

TOTAL 332 272 [271] j(4326)? [5248] 

Marciales 10s interpreta asi: "0 sea, que las adiciones de todo tipo (c) 
emulan e igualan la proporci6n de sentencias que hay en el Esbozo 
[primer act0 y primera escena del segundo], sin poder llegar a1 nivel bajo 
de 10s refrane~."~~ 

Efectivamente, segun sus datos (el recuento de lineas 10 hace a 
partir de F [Zaragoza, 15071, la Gran Adicibn contiene 14,07 sentencias 
por cada cien lineas, y el Esbozo 13,2. El problema se presenta cuando se 
observa que la Continuaci6n rojana - del I1 a1 XVI - sblo alcanza el 

Marciales, Celestina. Ver 1:82. 
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4,70% de las sentencias, y el Tratado, con el Auto de Traso, estB entre el 
1,9% y el 2,22%. Es decir, s610 existe cierta similitud en 10s porcentajes 
entre el Esbozo y el texto interpolado. Por todo ello, tan vBlido es el 
indicio de la diferencia entre el Esbozo y la Continuaci6n como el dato 
de la similitud entre el Esbozo y la Gran Adici6n. Para poder emitir un 
juicio critico, se necesita contar con las listas de sentencias y de refranes, 
per0 desgraciadamente Marciales no las ofreci6. 

Marciales manej6 en su estudio 184 refranes para la Comedia, o 
sea, veinte menos que 10s ofrecidos por Cejador y Frauca. Esto en si 
mismo carece de toda importancia. Ahora bien, se da la paradoja de que 
16 de esos veinte refranes de diferencia, en el c6mputo realizado por 
ambos hispanistas, afectan precisamente a1 Primer Auto [Marciales: 20 vs 
Cejador: 361. Mientras tanto, ambos coinciden en seiialar una cifra muy 
similar de refranes para el resto de la Comedia [l64 frente a 1681, y 
coinciden asimismo en 10s datos referentes a1 Tratado; dad0 que unos 
doce de 10s contabilizados por Marciales pertenecen a1 llamado Auto de 
Traso. Russell acepta 10s datos ofrecidos por Marciales y advierte que: 

Hay una marcada diferencia con respecto a esto [los 
refranes] entre el Acto I y 10s d e d s  actos. E1 primer 
autor, comparado con Rojas, se interesa poco por 10s 
refranes. Se han podido identificar s610 unos veinte en el 
entero Acto I. (125) 

Seiiala, sin embargo, en el primer act0 de su excelente edicibn, la 
presencia de un refrh ("corno dicen, el esperanza luenga aflige el 
coraz6n") y de una frase proverbial ("que muchos con codicia de dar en 
el fiel, yerran el blanco") que no 10s recogia Cejador. Severin ofrece en 
sus notas unos 30 refranes y proverbios. 

Refrh arriba o refr6n abajo. Hay un hecho incuestionable: 
Celestina (su mayor nGmero de refranes 10s dicta en el primer acto, 10 
cual contradice un poco las palabras de Russell, y las de Marciales), 
Sempronio, PBrmeno y Calisto siguen recurriendo, a 10 largo y ancho de 
la Comedia, a1 manejo de 10s refranes en la misma proporci6n y en el 
mismo orden cuantitativo entre ellos. Tampoco encuentro cambios 
estilisticos ni de tono en el uso del refrln entre el llamado Esbozo de 
Cota y la Continuaci6n, tal y como se ha seiialado en las plginas 
anteriores. Tomemos como ejemplo 10s refranes que aluden a 'yerro': 

Pairmeno: (I) "Yerro es no creer e culpa creerlo todo" y 
"Muchos con codicia de dar en el fiel, yerran el blanco" 
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(acto 1);"Nunca yerro vino desacompaiiado" (acto 11); 
"Quien yerra y se enrnienda, etc." (acto VII). 

Celestina: "Extremo es creer a todos e yerro no crew a 
ninguno" (acto I); "El perd6n sobraria donde el yerro 
falta" (acto IV). 

Melibea: "Tanto mayor es el yerro, cuanto mayor es el 
que yerra" (acto MI). 

Es decir, ocurren en 10s actos I, 11, TV, VII, y XII, per0 no en 10s finales en 
donde precisamente no se cumple el refrh "10s ierros por amores dinos 
son de p e r d ~ n a r . " ~ ~  

El breve Auto de Traso ofrece una disparatada acumulaci6n de 
refranes, unos d ~ c e ; ' ~  de 10s cuales la mayoria estiln tornados tanto de 
la Comedia como del texto a ella atladido: 

Acto I: Calisto: Valiera mPs solo, que mal acompMado. \, 

Centurio: [Por mejor tengo ir solo que rnal acompafladol (11: 296). 

Acto MV: Calisto: Tresquilanme en concejo y no 10 saben en mi casa. 
Traso: [Por ti se diria: tresquilenme en concejo y no 10 sepan en mi casal (11: 

297). 

Acto 111: Celestina: A ese tal dos alevosos. 
Tiburcia: [A un traidor dos alevosos,l (11, 299). 

Acto V: Celestina: y la experiencia y escarrniento hace a 10s hombres 
arteros. 

Terencia: [De 10s experimentados, como suelen decir, se levan tan 10s arterosl 
(11: 300). 

Acto VII: Celestina: [que mientras mds moros, nuis ganancias;] 
Traso: [porque, como dicen, a m& moros m& ganancias] (11: 296). 

Acto 111: Sempronio: A dineros pagados, brazos quebrados. 
Traso: [a dineros contados, brazos quebradosl (11: 296) 

Correas, 222. 

"He omitido involuntariamente de 10s c6mputos el r e f r h  "a mm6s moros mm6s 
ganancias," interpolado a Celestina, act0 W, y presente en el act0 de Traso. 
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Acto HI: Sempronio: no tema cera en el oido. 
Centurio: [no le dejan cera en la orejal (11: 297) 

Acto IX: Elicia: sino que hay ojos, que de lagaiia se agradan. 
Traso: [Mas no st qut te diga, salvo que ojos hay que de lagafias se enamoranl 

(11: 297). 

Acto XVII: Sosia: [que me tresquilen a mi a cruces]. 
Centurio: [saben bien tresquilar a cruces1 (11: 297). 

Otros refranes tienen cierto eco con 10s de la Comedia: 

Acto 111: Sempronio: No se le cuece el pan. 
Acto MV: Sosia: con su pan se 10 coma. 
Traso: l y  que pan ajeno poco engordal (11, 298). 

Acto VII: Celestina: "el mur, que no sabe sino un horado" (presto 10 toma 
el gato]. 

Terencia: lgato maullador nunca bum cazadorl (11, 299). 

Acto VIII: Sempronio: "el apercebimiento resiste el fuerte combate" 
Acto XII: Calisto: [porque como dicen: el hombre apercibido, medio 

combatido]. 
Traso: [porque ya sabes que hombre apercibido, medio combatid01~~ (11: 296). 

La Tragicomedia omite la frase de Parmeno: "Ve, seiior, bien apercibido, 
ser& medio combatido" (acto XII); eco de las palabras de Sempronio (acto 
VIII); ambos se refieren, directa o indirectamente, a la labor ya realizada 
por Celestina para conseguir el encuentro entre Calisto y Melibea. Las 
interpolaciones apuntan m& bien hacia el conflict0 armado, e incluso da 
la ligerisima impresi6n de que las aiiadiduras afectan a1 contenido 
semhtico del refran, "de medio vencedor a medio vencido": "... no en el 
dafio que resultara de su negligencia (..J ." 

Es evidente que el Auto de Traso parodia, precisamente mediante 
el uso abusivo de 10s refranes, tanto la Comedia como el propio Tratado. 
Es decir, salvo un refrh ("Del rio manso me guarde Dios" [11, 299]), 
todos 10s demas estan practicamente copiados del texto anterior. 

2RCito 10s refranes del Auto de Traso por la edici6n critica de Miguel 
Marciales. Covarrubias (131) explica el refrdn asi: " ... que puede hacer cuenta ha 
pasado y sobrepujado la mitad del combate." 
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Concluyendo, si es que se puede concluir en temas celestinescos, 
10s filtimos cuatro actos de la Comedia contienen, en tanto que tendencia, 
un indice muy bajo de refranes, varios de 10s cuales ni tan siquiera 
merecen tal apelativo, 10 cual se puede explicar como se quiera. Pero 
sigue siendo un indicio de algo. Ahora bien, 10 que ya no tiene 
explicaci6n alguna es la absurda e incompetente utilizaci6n, sefialada por 
muchos criticos, de dichos elementos paremiol6gicos en 10s actos finales; 
10s cuales, en sus formas y en el estilo de su utilizaci6r-1, son coincidentes 
con 10s 'injertados' y con 10s del Tratado y absolutamente divergentes 
con 10s empleados en el transcurso de 10s primeros actos de la 
C ~ m e d i a . ~ ~  

-La muerte de Celes- 
tina, ilustraci6n tomada de Fer- 
nando de Rojas, Tragicomedia 
de Calisto y Melibea (La Ce- 
lestina) (Sevilla, Jacobo y Juan 
Cromberger, 1525). 

" Concluido mi razonamiento, recuerdo a1 lector otros tres de mis a priori: 1) 
en 1990 publiqu6 "El iilfanzdn de Illesuzs" y las comedias de Claramonte (Kassel, 
Reichenberger), en donde se decia que Claramonte era el autor de dicha 
comedia. Dos aiios despubs, Alfredo Rodriguez Lbpez-VBzquez en el "anejo a la 
quinta edici6n" de El burlador de Sevilla (Madrid, CBtedra), anunciaba "el 
descubrimiento del manuscrito aut6grafo de Claramonte con la primera versi6n 
de El infanwn de Illescas" (77); 

2) en un anslisis del poema "que bien s6 yo la fonte," de San Juan de la 
Cruz, afirmaba, contradiciendo las fechas de 10s manuscritos de Sanl6car de 
Barrameda [CA] y de Ja6n [CB], que "el manuscrito de Ja6n ofrece la primera y 
mejor versi6n del poema" (Actas del Congreso International Sanjuanista [Avila, 23-28 
de Septiembre de 19911, Junta de Castilla y Ldn,  1992). Pues bien, en dichas 
Actas se informa, en una nota a pie de pBgina, de la reciente aparici6n de un 
nuevo manuscrito de Ja6n fechado en 1593 (el CB es de 1670); 

3) y creo que pocos podrBn dudar de la seriedad y objectividad de mi 
libro El Teatro de Claramonte y "la Estrella de Sevilla" (Kassel: Reichenberger, 1993), 
en donde, siguiendo 10s pasos de Leavitt, se demuestra que AndrCs de Claramonte 
fue el autor de dicha obra. 
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APENDICE 

LOS REFRANES EN EL TRATADO DE CENTURIO. 

TRATADO XIV 
I 

Lucrecia - Calisto 
I 

Aredsa I 

7 

Melibea 

Alisa I 

X 

Pleberio ( 

Tristdn I 0 / '1 

Centurio I 

XV XVI XVII XVIII XIX TOTAL 

TOTAL 
lineas 

% 

X: Personaje presente en el act0 pero que no recurre a1 uso de refranes. Realizo el 
recuento de lineas por la edici6n de D.S. Severin. Los asteriscos indican 10s datos 

obtenidos de las ediciones de Severin y Russell. 

7 / '8 
167 

4.19% 
*4,79% 
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REFRANES POR PERSONAJES Y ACTOS. 

X: Personaje que estando presente en el act0 no recurre a1 uso de refranes; (...)'Refra 
basa en la edici6n de D.S. Severin, el texto interpolado en la Tragicomedia esta 
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COMEDIA, MAS INTERPOLACIONES. 

nes interpolados. El recuento de lineas es el ofrecido por Castell, el cual se 
descontado del c6mputo. * TEXTO: Lineas interjeridas en la Comedia. 
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REFRANES POR PERSONAJES Y ACTOS. COMEDIA, 

X: Personaje que estando presente en el act0 no recurre a1 uso de refranes; (...) 
basa en la edici6n de D.S. Severin, el texto interpolado en la Tragicomedia esti 

( R E F R ~ N  ) 

TOTAL 

~f NEAs 

% 

47 

996 

4,7 
2 

1 

12 

172 

6.98 

19 

213 

8.92 

1 

30 

521 

5,76 

1 

16 

132 

12.12 

13 

409 

3.18 

12 

30 

478 

6.28 
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MAS INTERPOLACIONES. (CEJADOR, SEVERIN Y RUSSELL) 

Refranes interpolados. El recuento de lineas es el ofrecido por Castell, el cual se 
descontado del c6mputo. * TEXTO: Lineas interjeridas en la Comedia. 



PARTES Comedia Tragicomedia TOTAL TOTAL 

PERSONAJES L ~ N E A S  
REFRANES l- 

l 

Celestina 3 2 , 9 5  

Sempronio 1 1 4 , 4 8  

I 

Lucrecia 1 . 7 6  

I 

Sosia 0.93 

Centurio I - 

TOTAL ( 99,97' 
I 

*: Crito = 0,018. Dato; 

1 I I 

REFRANES L~NEAS ARADIDOS TRATADO AAADIDOS TC 

0,49 0 ,37  2,17 - - -- 10,8  8 .16  6 .34  5 . 1 2  1 . 8 7  

8 . 1 0  6 . 1 2  4,76 3,84 1 . 1 2  

99,97 99 .94  9 9 , 9 8  9 9 . 9 7  96 ,52  99.94 1 0 0  99,94 9 9 . 9 5  1 0 0  

obtenidos a partir de la edici6n de M.Criado de val y G .D. Trotter. * Datos obtenidos 
de las ediciones de Cejador, Russell y Severin). 



CELESTINESCA 19.1-2 (1995) 

EL AUTO IX Y LA DESTRONIZACION DE MELIBEA 

Fran~oise Maurizi 
Universite de Caen - Basse Normandie 

"Aquella graciosa y gentil Melibea,"' frase que podria ser irrelevante 
dentro del dielogo de Celestina, cobra en boca de Sempronio una 
resonancia tan notable que la reacci6n que provoca en las rameras Elicia 
y Areha llega a ser incongruente. Prorrumpe aquella en exclamaciones 
indignadas pronto respaldadas por esta que nos ofrece un retrato poco 
grato de la hermosura de la amada de Calisto. Extrma tanto la violencia 
de la diatriba como la fealdad exagerada de la mujer asi pintada. Para S. 
Gilman el objeto del act0 IX, que anticipa el act0 X, es "quitar a Melibea 
todo pre~tigio."~. M. Bataillon achaca tales denuestos a "des jaillissements 
de jalousie, des debordements d'envie qui tous eclaboussent M61ib6e."3 
J. A. Maravall habla de "odio" y de "resentimiento social que anida en 
ambas rno~as."~ 

No se puede negar la validez de tales dicthenes y en estas 
lineas no se trata ni mucho menos de ponerlos en tela de juicio. La 
pregunta que aqui se hace es la siguiente: ipor que tanta invectiva, tanta 

' La edicidn que aqui se utiliza es la de P. E. Russell, Comedia o Tragicomedia 
de Calisto y Melibea, Cliisicos Castalia, 191, Madrid: Castalia, 1991. La cita se halla 
en la piig. 406. De aqui en adelante, la pigina iri en el texto entre parhtesis. 

Stephen Gilman, La Celestina, arte y estructura (Madrid: Taurus, 1974), p. 158. 

Marcel Bataillon, La Ce7estine selon Fernando de Rojas, (Paris: Didier, 1961), p. 
156. 

' J.  A. Maravall, El mundo social de la Celestina (Madrid: Gredos, 1981), p. 106. 



violencia verbal precisamente en este auto y no antes? La lectura que 
aqui se propone inscribe el discurso dentro de una semi6tica camavalesca 
tal como la define M. Bajtin5 y permite explicar por qu6 las dos rameras 
pueden desahogarse a1 esbozamos, entre otras cosas, el retrato de una 
Melibea horrorosa, antitesis de la mujer idealizada de Calisto. 

La destronizaci6n de Melibea. 

Las dos descripciones de Melibea que se cotejan a continuaci6n: (1) la 
que da Calisto y (2) la que nos proporcionan las dos rameras, tienen un 
punto en comcn, el de no ser objetivas. iC6m0 es realmente Melibea 
fisicamente? A 10 largo de la obra es imposible llegar a saberlo. El retrato 
de la protagonista responde a unos criterios que nada tienen que ver con 
la ~bjetividad.~ Son el t6pico meramente ret6rico de la dama en el que 
entran 10s juicios hiperbdlicos del enajenado Calisto, en el primer caso, 
y en la segunda, la descripci6n denigrante y sumamente selectiva de un 
contrarretrato? 

1 
Comienco por 10s cabellos iVees 
iii las rnadejas del oro delgado 
que hilan en Aravia? MAs lindas 
son y no resplandqen menos; 
su longura hash el postrero 
asiento de sus pies; despues 
crinados y atados con la delgada 
cuerda, como ella se 10s pone, 
nos ha mAs menester para 
convertir 10s hombres en 
piedras. 

2 
Las riquezas las hazen a 6stas 
hermosas y ser alabadas, que no 
las gracias del cuerpo. Que assi 
goze de mi, una tetas tiene para 
ser donzella, como si tres vezes 
hoviesse parido; no parescen 
sino dos grandes calabacas. El 
vientre, no se le he visto, per0 
juzgando por 10 otro, creo que 
10 tiene tan floxo como vieja de 
cincuenta aiios. 

M. Bajtin, L'oeuvre de Fran~ois Rabelais et la culture populaire au Moyen age et 
sous la Renaissance (Paris: Gallimard, 1970); idem., La poe'tique de Dostokvski (Paris: 
Edition d u  Seuil, 1970). 

Ver el estudio de  Robert Hathaway, "Concerning Melibea's Breasts," 
Celestinesca 17.1 (mayo 1993): 17-32. 

Edici6n de  Russell: la primera se encuentra en pp. 230-231; la segunda en 
408. 



Si el retrato que nos da Calisto de la dama corresponde a1 
arquetipo de la mujer idealizada s e g h  el canon medieval de la belleza 
sin que nada en ella llegue a llamar la atencibn, el segundo retrato dista 
mucho .de ofrecemos esta impresi6n: Ciertas partes del cuerpo de 
Melibea parecen tomar una dimensi6n fuera de 10 normal, rayando en 10 
grotesco. 

La descripci6n de Areiisa focaliza la atenci6n sobre las tetas de 
Melibea y su vientre. Es 10 h i c o  que queda del detallado retrato de 
Calisto. Se hace caso omiso de 10 demAs, pues "aquella hermosura por 
una moneda se compra de la tienda," asevera Elicia. Y "si algo tiene de 
hermosura es por buenos atavios que trae. Poneldos en un palo, tambih 
direis que es gentil," exclama a continuaci6n (407). 

A la ampl@atio del prolijo y embelesado Calisto sustituye, pues, 
la brevitas de Areiisa, como si hablar de "las gracias del cuerpo" de 
Melibea se resurniera con estas dos partes. Asi es como las tetas 
pequefias y redondas descritas por el amante se vuelven "unas 
tetas ... como si tres veces hubiese parido; no parecen sino dos grandes 
calabazas" (408). Y 10 que ni Calisto ni Areiisa han visto, o sea las partes 
ocultas o "secretas" de su cuerpo - otro t6pico del retrato literario - , 
per0 que, "juzgando por 10 otro," idealizan o desvalorizan, llega a ser un 
vientre "tan flojo como vieja de cincuenta afios" (408). Han venido abajo 
la hermosura y juventud de la todavia virgen Melibea a travbs de la 
hiperbole y la antitesis. Es la visi6n de una mujer vieja, fea. La 
idealizaci6n del amor cortCs, que transparentaba a travbs de un c6digo 
formulario estereotipado, parece someterse a una parodia sisterdtica. 
Pero aqui son hicamente dos rasgos del retrato de la d a m  10s que 
sufren una distorsidn radical. 

Aparentemente el desfase entre la primera descripci6n y la 
sepnda se ha de encajar dentro de una problerdtica que se caracteriza 
por la diferencia social. Y dentro de este marco se desarrolla el 
rebajamiento del ideal cortbs. Bien 10 recuerda Areiisa: " Las riquezas las 
hazen a bstas hermosas ..." (408). 

Varias veces la cntica ha subrayado el aspect0 par6dico de la 
obra y en particular la parodia del amante cortCs que sbbvierte el 
personaje de Calisto.' Pocas veces, que yo sepa, se ha hablado de 10s 
elementos del retrato de la mujer ideal reelaborados de forma par6dica 

Cf. Alan Deyermond, "The Text-Book Mishandled: Andreas Capellanus and 
the Opening Scene of La Celestina," Neophilologus 45 (1961): 218-221. 



(aunque Pierre Heugas hace hincapit! sobre el particular en un excelente 
articulo9) y nunca del contexto en que semejante descripcibn nace.1° 

Melibea tiene, pues, la facultad de ser, para Calisto, la dama en 
su jardin, pura, bella, seductora: la sin par. Dotada de todas las gracias 
para el hombre - no olvidemos que el mismo Sempronio alaba "aquella 
graciosa y gentil Melibea" - se metamorfosea en una como vieja fea en 
la descripcibn que dan de ella las mozas de Celestina. Semejante 
transformacibn no deja de evocar el irnaginario medieval poblado con 
seres femeninos fanthsticos de naturaleza hibrida que saben seducir a 10s 
hombres. En particular recordamos las creencias populares en las 
criaturas selvhticas que, segun las circunstancias espacio-temporales y 
quien las mira, pueden cambiar de apariencia." 

El contexto espacial suele explicar tales transformaciones. Las 
mhs de las veces la metamorfosis obedece a una convencibn retbrica que 
estriba en la oposicibn lugar ameno / lugar h ~ s t i l . ' ~  Sin embargo estamos 
en un contexto urbano y no rural. El lugar ameno de Calisto, o sea la 
huerta de Melibea, no se ha convertido en un lugar hostil. Aqui no es el 
espacio el que pesa sobre la convencibn retbrica sino la mirada que se le 
echa a1 otro. La hostilidad procede de las rameras y 10 convierte todo en 
negativo. Es Melibea la que "se ruraliza" y, a1 adquirir las caracteristicas 
corporales de la vejez y de la fealdad, se asemeja a estas larnias: "agrestes 
feminae quas silvaticas vocant" que tambien se identifican con las brujas. 
Bernheimer en su magistral estudio sobre el hombre salvaje precisa: 

P. Heugas, "Variation sur un portrait: De Melibbe 21 Dulcinee," Bulletin 
Hispanique 71 (1969): 5-30. Subraya Heugas 10 paddico que es el retrato de 
Melibea que da Calisto a traves de la intervenci6n de Sempronio. 

l0 Con la agudeza que le caracteriza, M. Bataillon, hablando de la diatriba de 
Areusa, escribe: "Par un abus - trop frequent - le morceau de bravoure a et6 
retranche de son contexte vivant," (158, art. cit. en n3). Hace hincapie en el lugar 
a1 que llama "le bouge" sin percibir la importancia del act0 en que se inscribe la 
escena. 

l1 Vease en particular Jacques Le Goff, L'imaginaire mdikval ,  Paris: Gallimard, 
1985. 

l2 Ver, en este sentido, Michel Zink, La pastourelle: P&sie et folklore au Moyen- 
Age (Paris: Bordas, 1971) y el excelente trabajo de Monique de Lope, Traditions 
populaires et  textualitk: El 'Libro de b u m  amor' (Montpellier: CERS, 1983). 



Originally both lamiae and striges are demons only. It 
was through the acceptance by the ecclesiastic authorities 
of the popular notion that such demons could incarnate 
themselves in human beings.13 

La mujer en efecto tiene la capacidad de dar de si una visidn totalmente 
antitktica, gracias a su carBcter diabdlico: 

It is true, that the wild woman behaves, when she meets 
a man, as if she were a volatile transient figure of dream. 
She changes appearance with rapidity, transforming her 
monstrosity into a semblance of glamourous youth ... the 
wood damsel has a way of appearing to charcoal burners 
and hunters as a beautiful and tempting maiden?4 

El pobre de Calisto, al encontrar a Melibea en un locus amoenus, 
no puede verla sino como la misma belleza. Las mozas que ven a la 
doncella por la calle no tienen el mismo enfoque. Sin embargo la 
di~lectica fealdad/hermosura no estriba hicamente en la oposicidn 
hombre/mujer y jardin/calle sin0 que tambikn puede estribar en la 
seducci6n diabdlica de Melibea por Celestina. Es una lectura que no se 
debe rechazar. No olvidemos que ya ha tenido lugar el primer encuentro 
entre ambas mujeres, y que en este mismo Auto IV la alcahueta ha 
aojado a la joven. Sus hechizos surten efecto, prueba de ell0 es la Ilegada, 
durante la comida, de Lucrecia y 10 que 6sta exclama a1 finalizar la 
escena: "iAssi te arrastren, traydora! iT6 no sabes quk es? Hace la vieja 
falsa sus hechizos y vase; despuks hiizese de nuevas" (423). MBs aiin, 
Elicia y Areiisa estiin a1 tanto de 10s enredos que se van tejiendo. 

Tras la visi6n de una Melibea embrujada por la vieja se 
vislumbra la figura de las endemoniadas y de la mujer salvaje cuyos 
rasgos va adquiriendo la doncella. El parentesco entre la mujer salvaje y 
la serrana ya queda demostrado. Por eso no extrafia el paralelismo que 
ofrecen 10s dos retratos ya citados de Melibea con 10s de la mujer ideal 
que Don Amor, por una arte y, por la otra, la cuarta serrana, presentan 
en el Libro de Bum amor. 19 

l". Bemheimer, Wild Men in the Middle Ages. A Study in Art, Sentiment, and 
Demonology (Cambridge: Haward UP, 1952), p. 36. 

" Bernheimer, 34-35. 

l5 Libro de Bum Amor, estrofas 431-435 y 1019. 



Hay que subrayar sin embargo que el tbpico de la mujer fea es 
tan tradicional en la literatura medieval como el de la sin par. Los 
discursos denigrantes de las dos rameras no dejan de traemos a la 
memoria el capitulo IV de la segunda parte de la Reprobaci6n de Amor 
titulado: "Cbmo la mujer es envidiosa de cualquiera m& fermosa que 
ella." Remonta a la misma tradicibn que la serrana, a1 hibridismo ya 
citado que hace de la mujer un ser monstruoso con caracteristicas 
animale~cas?~ 

S610 cotejare aqui las tetas de la dama de Calisto "como si tres 
vqes oviesse parido, que no parescen sino dos grandes calabaqas," con 
(1) las de la 6ltima serrana del Arcipreste de Hita: 

Traia por el garnacho las sus tetas colgadas; 
dtivanle a la ~inta,  pues qu'estaban dobladas; 
ca estando sencillas darl'yen so las ijadas: 
a todo son de qitola andarian sin ser mostradas. 

(estrofa 1019) 

y (2) las del Corbacho: "las tetas luengas como de cabra." 

No creo que exista una influencia directa de las obras de ambos 
Arciprestes sobre esta descripcibn de Melibea, aunque semejante asercibn 
se puede matizar para el segundo caso?' M& bien opino que 10s 
retratos obedecen a una convencibn descriptiva. Reflejan en particular a 
traves de una fealdad exagerada de la feminidad el car6cter malbfico, 
satanico, que se confiere a1 personaje descrito. Por eso la misma 
exageracibn hiperb6lica se hace tan presente en la Celestina como en el 
Libro de Bum Amor o en la Reprobacibn. La mujer es bella cuando se 
idealiza, fea si hay intencibn parbdica. 

El rebajamiento de la dama del amor cortbs se lleva a cab0 a 
traves de esta parodia, aunque concisa, reconocible, del canon medieval 
de la belleza. A traves de su inversibn humillante en un ser que se 

l6 Si en el Libro de buen amor y el Corbacho hay animalizaci6n de la mujer, se 
trata m6s bien de cosificaci6n en Celestina. 

l' Basta con referirse a1 texto del Arcipreste de Talavera para darse cuenta de 
que a todas luces Rojas conocia la Reprobacio'n de amor. Hay un paralelismo 
evidente en el uso de las palabras o sintagmas y hasta en el manejo del dicho 
"ojos ay que de lagaiia que se agradan." 



podria asemejar a la mujer salvaje, o a una serrana por su fealdad, 
Melibea se presenta bajo el aspecto de su doble destronizante. Por otra 
parte el rebajarniento estriba en la agregaci6n sistemAtica de la hermosura 
de la sin par, cifras que expresan el poco valor que hay que otorgarle. 
Asi es como "aquella hermosura por una moneda se compra"; "conozco 
yo en la calle donde ella vive qwtro donzellas en quien Dios mih reparti6 
su gracia que no en Melibea"; "todo el afio se estA encerrada con mudas 
de mill suciedades"; "unas tetas tiene ... como si tres veces oviesse parido"; 
"el vientre ... le tiene tan flojo como vieja de cincuenta silos" (407-409). 
Tambien la adjetivaci6n, y a veces se le adjunta un simil denigrante o 
una comparacibn, tiende a insistir para mejor rebajar: "dos grandes 
calaba@'; "tan Joxo como vieja"; o la personificaci6n: "si algo tiene de 
hermosura es.por buenos atavios que trae; poneldos a un palo, tambien 
direis que es gentil" (407). L a  ret6rica y en particular el uso del bnfasis 
e s t h  al servicio de una sola intenci6n: destronizar a Melibea. 

Bajtin pone de realce en sus estudios sobre Rabelais y 
Dostoievski una semi6tica camavalesca de la que es el realismo grotesco 
parte esencial. Precisa que "son estas tradiciones del realismo grotesco las 
que inspiraron en el Quijote numerosos rebajamientos de la ideologia y 
del ceremonial de la caballeria": asi es como la parodia viene a ser una 
de las formas privilegiadas de este realismo grotesco que consiste en 
"trasladar todo 10 que es elevado, espiritual, ideal y abstract0 a un nivel 
material y corporal ..." (ver 29, n5). 

El discurso hiperb6lico y sacro-profano de Calisto que se origina 
en el amor cortes y halla sus mejores representantes en la poesia 
cancioneril es aqui objeto del rebajamiento. A traves del "loco 
enamorado," portavoz de la nobleza y de sus conceptos, es a la ideologia 
dominante a la que se apunta. Con las dos mozas, el cuerpo de Melibea 
viene a ser descrito con un realismo grotesco que privilegia la parte baja: 
"tetas" y "vientre," o sea las partes sexuales mAs eminentemente 
parodiables. 

En la deificaci6n por Calisto de la mujer amada: "Melibeo so y 
a Melibea adoro y en Melibea creo y a Melibea amo" (220) y "Por Dios 
la creo, por Dios la confieso y no creo que ay otro soberano en el cielo" 
(222)) se puede leer - sigo a Bajtin - "el rebajamiento de 10 sublime" 
(30). En el estudio sobre Rabelais, Bajtin explica 10s dos principios con 
10s que funciona el realismo grotesco e incluso la parodia medieval: " 10 
alto" y "10 bajo." La destronizac6n de Melibea es la consecuencia l6gica 
e ineluctable de esta deificaci6n. El retrato ideal de la dama lleva en si un 
movimiento antitktico de inversi6n par6dica que la precipita hacia 10 
bajo. No es de extrafiar que en este movimiento de rebajamiento llegue 



a adquirir la amada de Calisto unos rasgos que la puede emparentar con 
la mujer diabolizada de las creencias populares. Evidentemente, el peso 
de la ret6rica desernpeiia un papel predominante. 

La semi6tica del banquete. 

El segundo discurso sobre Melibea se inserta en el Auto IX  en la 
festiva escena del banquete, cuya esencia carnavalesca es perfectamente 
legible. Se@n Bajtin, "las imlgenes del banquete se vinculan 
estrechamente con las del cuerpo grotesco" y un poco rnAs abajo precisa 
que aquellas "se vinculan con la palabra." 

Ahora bien, el Auto I X  se prepara bajo el signo del corner. El 
dillogo entre Sernpronio y PBrmeno (auto VIII) remite el futuro 
inmediato a1 convite que se va a celebrar en casa de Celestina. Se puede 
notar a 10 largo de las escenas del Auto IX  una semlntica recurrente de 
la comida. Sus diferentes s ipos  se enumeran en el orden en que 
aparecen: 

Es hora de que vamos a corner 
Assenternonos a comer 
Para assentar a comer 
Comamos agora 
A todos nos sabe bien comiendo y hablando 
Mal provecho te haga 10 que comes 
Tal comida me has dad0 
pudiesses comer de asco 
Que por reverencia de la mesa dexo de dezir 
que te tomes a la mesa 
con tal que reventasse comi6ndolo 
havia yo de corner 
ven, hermana, a comer 
levantarme he yo de la mesa 
no ve la hora que haver comido 
mientra a la mesa eskiys 
no derribb la mesa 

La ultima frase de Sempronio: "Alcese la mesa. Yrnos hemos a 
holgar y t13 dar6s respuesta a essa donzella que aqui es venidaM(422), 
clausura el banquete y deja a Celestina a solas con Lucrecia. Aqui 
tenninan 10s insultos y las diatribas vehementes. 

A1 signo 'comer' vienen asociados otros dos, tradicionales dentro 
de la temgtica camavalesca del symposium grotesco: son 'hablar' y 'reiiir.' 



Asi es que Sempronio, cuyo inter& primer0 es comer, quiere insertar 
durante el moment0 en que e s t h  sentados el tema predilecto y vigente: 
" Tia senora, a todos nos sabe bien comiendo y hablando, porque despues 
no habra tiempo para entender en 10s amores deste perdido de nuestro 
amo y de aquella graciosa y gentil Melibea" (406). Lo cual desencadena 
las palabras injuriosas de Elicia y luego de AreGsa sobre Melibea, como 
10 vimos arriba. 

La rina que amenazaba estallar entre Elicia y Sempronio desde 
el principio y que se achacaba a1 retraso de 10s criados ya se precisa. El 
"despues reiiiremos, cornamos agora" s610 aplaza la contienda que esM 
pendiente. El valor que se puede asignar a esta rina entre Sempronio y 
Elicia es arnbiguo. Bien 10 recuerda Celestina a1 finalizarse la segunda 
escena cuando siguen todos sentados: "Mientras a la mesa estdys, de la 
cinta arriba todo se perdona. Quando seays aparte, no quiero poner 
tassa ... Bendigaos Dios. iC6m0 10 reys y holgays, putillos, loquillos, 
traviessos. iEn esto avia de parar el nublado de las questioncillas que 
aves tenido? Mird  NO derribes la mesa!" (414). 

'Corner,' 'hablar' y 'refiir' son preludios a1 amor. La rii'ia verbal 
que busca Elicia adquiere dentro de la semi6tica del banquete su sentido 
er6tico. Para Sempronio "reiiir" viene despues de comer. Y efectivamente 
"las questioncillas" cuyo objeto era la hermosura de Melibea desembocan 
en un "no derribes la mesa." La rifia se va haciendo cada mhs fisica y a1 
llamar Lucrecia a la puerta, exclama Elicia: "el solaz es derramado" y 
terminara Sempronio por las frases ya citadas: "Alcese la mesa. Ymos 
hemos a holgar." Dentro del sistema carnavalesco bajtiniano la semi6tica 
del banquete entrai7a esas satisfacciones fundamentales de "10 bajo" 
material y corporal. Los dichos de la sobremesa desempefian dentro de 
la semi6tica del banquete un papel relevante. Sus caracteristicas son la 
familiaridad y la obscenidad, y un espiritu libre y socarr6n 10s rige 
(173)" Ya Celestina habia dad0 el tono a1 recibir a 10s criados con unos 
discursos risuefios que encaminaban la escena venidera hacia 10 er6tico: 
"0 mis enamorados, rnis perlas de oro" y m8s abajo: i...que estAn aqui 
dos hombres que me quieren forcar!" (404). 

Por otra parte, segun la Ibgica bajtiniana, el simposio grotesco 
rebaja "10 alto" y 10 disfraza de manera paraica a traves de 10s dichos 
de sobremesa. Asi es como el cuerpo grotesco y sus imagenes llegan a 
predominar a traves de la temhtica de las injurias y de la risa 
eminentemente vinculada con la del banquete (Bajtin, 173). El 

lR Vease tambibn eel capitulo sobre "el banquete." 



rebajamiento a travCs de las injurias ha llegado a ser un t6pico. Bajtin 
recuerda en su andlisis de la cultura popular que todos 10s discursos 
destronizantes se expresan dentro de esta semi6tica camavalesca: 

Las injurias desnudan la otra cara del injuriado, su 
verdadera cara. Las injurias le despojan de sus aderezos 
y de su dscara :  las injurias y 10s golpes destronan a1 
monarca. Las injurias representan la muerte, la juventud 
ya pasada que se ha vuelto vejez, el cuerpo vivo ya 
caddver. (199) 

Melibea, a1 ser una de aquellas sefioras a quienes sirven las 
criadas como Lucrecia, no puede ser sino objeto de cntica por representar 
el grupo dominante. Su destronizaci6n a traves de las idgenes  
humillantes la despojan de su belleza. Sin atavios Melibea ya no es d s  
que un palo. 0 sea un objeto liso y sin forma sobre el que basta poner 
unas cuantas ropas y adomos para conseguir una figura humana, un 
bulto. La doncella "graciosa y gentil" destronizada por 10s denuestos 
viene a ser una figura de camaval, un espantapdjaros, un pelele objeto de 
las burlas del pueblo que'lo puede dejar maltrecho verbal y fisicamente. 
La imagen de Melibea-pal0 encaja perfectamente dentro de la semi6tica 
del camaval bajtiniano. Por otra parte Caro Barojalg hace de este 
mui'ieco una victirna propiciatoria, 10 que no deja de ser interesante, pues 
acabamos de ver que no es precisamente a Melibea a quien se apunta, 
sino a la vez a la mujer ideal del canon medieval y a esas sefioras, o sea 
a las que pertenecen a1 grupo dominante, contra las cuales Areusa dirige 
su diatriba. 

Por ciltimo, la comparaci6n de las tetas de Melibea .con "dos 
grandes calabazas" es sumamente camavalesca, no s61o por ser una 
figura de la exageracidn del cuerpo grotesco, como ya 10 vimos, sino por 
ser la calabaza un objeto que pertenece a1 mismo period0 de camaval. 
Asi es como se utilizaba particularmente para hacer ruido sonando mejor 
que cualquier utensilio de cocina. Correas registra un refrh con relaci6n 
a este tiempo festivo: "Mds vale el ruido de las cacerolas que el de las 
calaba~as."~~ El fruto vacio sirve, pues, de instrumento, como puede 
servir de recipiente. Lo que tenemos que privilegiar aqui es la vacuidad 
de las calabazas o sea del cuerpo de Melibea dentro de la descripci6n que 

lY J. Car0 Baroja, El Carnaval, Madrid: Taurus, 1979. 

G. Correas, Vocabulario de frases y refanes proverbiales (Madrid: R w .  de 
Archivos, Bibliotecas y Museos, 1924), p. 296b. 



da de 61 Are6sa. Lo flojo de su vientre como 10 vacio de sus tetas hacen 
de este cuerpo algo in6ti1, estbril, marchito. Dentro de la lbgica 
camavalesca bajtiniana, de Melibea no puede proceder nada positivo; por 
otra parte, reaparece con la imagen del pelele, del pal0 vestido con 
atavios, que ya vimos. 

Es interesante recordar tambien 10 que registra Covarrubias en 
su Tesoro: "suele crecer en cantidad desmesurada. La que esth tendida por 
el sue10 10s latinos llaman plebeya y la que esth enhiesta que se arrima 
o a Arbol o a estaca o parral sube todo 10 que se levanta su apoyo; y assi 
es simbolo del que con arrimo y favor de otra persona poderosa crece y 
toma loqania y sobervia, el qual falthdole o pasando por el otofio del 
disfavor se viene a secar."" A continuaci6n precis que hasta se hizo 
un emblem con la calabaza que queria competir con el pino. 

El valor simbdlico de esta fruta deforme y desmesurada aclara la 
comparaci6n. La sin par ya se equipara con "la plebeya" de 10s latinos. 
Ha caido de su pedestal sin sus afeites y atavios y no es mhs que una 
mujer fea, una cualquiera. La dama del amor cortbs aqui destronizada 
por un rebajamiento sistemhtico responde a una visibn del mundo ya 
caduca. ~Significa por eso que el Cinico amor valedero es el de las 
rameras? La frase que clausura el discurso de Arerisa sobre Melibea 10 
podria dejar suponer: "No .& qu6 se ha visto Calisto, por que dexa de 
amar otras que d s  ligeramente podria haver y con quien m6s 61 
holgasse ..." (408). Sin embargo, es imposible tomar en serio las palabras 
de la moza. A1 insertarlas dentro de la temhtica de las injurias, 
estrechamente relacionada con la semibtica del banquete, pierden su 
valor. Los dichos de sobremesa son licitos durante el tiempo reducido 
que concede el banquete. S610 se puede afirmar, dentro de este contexto, 
que forma parte de la percepci6n camavalesca del mundo. 'Comer' y 
'beberl son unos momentos privilegiados en 10s que 10s insultos, 
agravios, exageraciones y abusos de toda clase no se pueden reprender, 
que sea en tiempo de Camaval propiamente dicho o en su sentido m& 
amplio, tal como 10 define Bajtin. 

Termino con dos observaciones, la primera sobre la visi6n 
camavalesca de Elicia vomitando a Melibea y la segunda sobre la risa de 
Sempronio a1 oir c6mo las mozas tratan a la dama gentil y graciosa de 
Calisto. 

21 Sebastih de Covarrubias, Tesoro de la lengua castellana o espafiola, ed. M .  de 
Riquer (Barcelona: Horta, 1943), p. 263. 



Ese objeto de asco que representa Melibea para Elicia - y que 
sera desarrollado por su prima - hace de la amiga de Sempronio un 
cuerpo grotesco cuya boca abierta esta derrarnando cuhnto tietie en el 
est6mago. El tema del v6mito tambien forma parte del symposium 
grotesco. Ahora bien Elicia no habra comido mucho ya que s610 empieza 
la comida; la violencia de su reacci6n se debe 6nicamente a 10 de "aquella 
graciosa y gentil Melibea," a la dificultad que tiene para ingerir unas 
palabras y no alimentos. Esta boca que 'vornita' injurias es surnamente 
dinamica. Primero, en un movimiento de inversi6n que precipita a 
Melibea hacia "10 bajo," y luego - enfocada en un movimiento de vaiven 
que corresponde a cada frase vomitada - nos da de la rarnera un 
aspect0 c6mico cuya consecuencia es que sus denigrantes exclamaciones 
parecen exageradas y no se pueden tornar en serio: provocan a risaZ2 
La reacci6n de Sempronio corrobora esta lectura. Lejos de levantarse 
contra 10s juicios ernitidos por las dos mozas se expresa con tranquilidad 
y termina rikndose: "jHe,he, he!" (410). 

Las violencias verbales de Elicia y Areha, colocadas en su 
contexto, el del banquete con sus dichos de sobremesa, se desvalorizan. 
Parece una como farsa con muecas de asco y palabras injuriosas. Tal 
juego no engafia a Sempronio ni a Celestina. Por eso, dichos discursos 
correctamente enfocados desde el punto de vista de una circunstancia 
festiva precisa, el del banquete, resultan pervertidos. El contexto del 
enunciado es tal que no se puede considerar con seriedad. "La shtira 
grotesca" es existente per0 es ambigua: rebaja a Melibea y el ideal de 
belleza asi como el ideal del loco amor del grupo dominante; sin 
embargo dista mucho de ensalzar el de las rameras de quienes tarnbib 
tenemos una visi6n camavalesca. El rebajamiento de la ideologia de la 
nobleza a traves de la parodia se debe leer dentro de un realism0 
grotesco que alcanza a todos. 

S l o  la semidtica carnavalesca del banquete que 10 abarca todo 
a 10 largo del Auto IX permite interpretar este desahogo verbal (el linico 
en toda la obra) de las "hijas" de Celestina. En efecto se podria extender 

22 iQu6 cara pondra el recitante a1 leer ante 10s oyentes este trozo? No 
olvidemos que en el mismo discurso se inscriben las acotaciones. Ahora bien, 
segun Alonso de Proaza : 

Si amas y quieres a mucha atencibn 
leyendo a Calisto mover 10s oyentes 
cumple que sepas hablar entre dientes, 
a vezes con gozo, esperanqa y pasibn, 
a vezes ayrado, con gran turbacibn. 
Finge leyendo mill arte y modos ... . (613-614) 



esta lectura hasta la diatriba de Arelisa contra "estas que sirven. a 
seiioras" (414-417). La critica, que yo sepa, nunca ha destacado 
suficientemente la vehemencia verbal de la ramera que se dice "libre" de 
mod0 tan conveniente. Por eso le ha otorgado un valor descomedido, 
considerando s610 el contexto social de fines del siglo XV, a este 
"morceau de bravoure" como dice Bataillon. Pero, 10 mismo que para la 
transformacidn de "aquella graciosa y gentil Melibea" en una mujer de 
partes deformes, marchitas, es el contexto del enunciado el que se debe 
tener en cuenta, el cual hace que el discurso aqui no surte mucho efecto. 

Ilustraci6n (BartolomC Liarte) a1 act0 Ix. 
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-Hija mta, Melibea, i q d  haces allt arriba sola? iQuC quieres de- 
cirme? iQuieres que suba? 

Ilustracih (Luis Joved a1 act0 xx. 



FROM LYRICISM TO DRAMA: THE EVOLUTION OF 
FERNANDO DE ROJAS' EGOCENTRIC SUBTEXT 

Peter Cocozella 
State University of New York at Binghamtom 

The critics and literary historians that deal with the Spanish 
secular theater of the late Middle Ages have not come up yet with a 
satisfactory account of that theater's distinctive developments. Still 
unexplained remain the specific traits of the autochthonous literary 
tradition that came to a head in Femando de Rojas's acclaimed 
masterpiece, commonly known as Celestina. A case in point is the 
monumental La originalidad artistica de 'La Celestina',' in which Maria 
Rosa Lida de Malkiel leaves no stone untumed in a painstaking 
reconstruction of Rojas's artistic background. It is fair to point out that, 
in privileging foreign influences, Lida de Malkiel does not resolve the 
ultimate question as to how Rojas's authentic Hispanic sources came to 
be integrated into his own ingenious transformation of the comedia's 
Terentian, "elegiac," and humanistic phases. 

Lida de Malkiel's impressive spadework finds a fitting 
complement in those recent studies - Ronald E. Surtz's The Birth of a 
Theater: Dorothy S. Severin's Tragicomedy and Novelistic Discourse in 
'Celestina',3 Charles Fraker's 'Celestina': Genre and Rhetoric: among other 

' Buenos Aires: EUDEBA, 1962,1970'. 

' Madrid: Castalia, 1979. 

Cambridge: Cambridge UP, 1989. 
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- which, in the wake of Stephen Gilman's epoch-making The Art of 'La 
Celestina'? offer fresh insights both into Spanish medieval theater in 
general and into the theatrical strategies - the nonpareil manipulation 
of dialogue, for example, and the innovative mise en scPne - that in 
Celestina acquired a dynamism all their own. In this essay, while 
pursuing the trend of current criticism, I intend to venture into an 
investigation of Rojas's self-consciousness as a writer. To avoid the 
pitfalls attendant upon an exploration of such a nebulous, uncharted 
territory, I will reexamine some key statements proffered by none other 
than Rojas himself. There is no doubt that the very uniqueness and 
laconic brevity of these declarations bring to light their paramount 
significance. Indeed, as I hope to demonstrate, they are fraught with 
metatextual reflections and implications, which can provide invaluable 
clues for the definition of Rojas's creative enterprise. 

I should like to introduce the concept of egocentrism in order to 
denote the psychic space that one can envisage at the heart of Hispanic 
lyricism, prevalent in the cancioneros of the fifteenth century. Arguably, 
that space is an integral part of the legacy from the troubadours: 
precisely from the troubadours the cancioneristas and their Catalan 
counterparts inherited an abiding interest in the definition of the self. 
They developed, in their own right, an existential stance in unison with 
an evolving sense of subjectivity - the same subjectivity that Sarah Kay 
perceptively anatomizes in her recent study, Subjectivity in Troubadour 
F 'oe t~ .~  The issues that, as Kay demonstrates, are raised by an in-depth 
study of subjectivity lie outside the scope of the present discussion. Here 
the focus is on egocentrism, the inwardness or self-centeredness of 
subjectivity, which, in the historyof Hispanic letters of the quattrocento, 
mutates, as I hope to show, from a lyrical to a dramatic mode and, 
ultimately, to a theatrical phenomenon. 

As is well known, in 1500 Pedro Hagenbach printed in Toledo 
one of the earliest extant texts of the sixteen-act version of Celestina, 
specifically entitled Comedia de Calisto y Melibea. In the preface to this 
publication, under the .heading of "El autor a un su amigo," Rojas 
included some vague references to "estos papeles" - a codex, that is, of 

hndon: Tamesis, 1990. 

Madison: U Wisconsin P, 1956. 

Cambridge: Cambridge UP, 1990. 
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unspecified length? In the acrostic coplas de arte mayor, which also 
appeared in the 1500 edition, Rojas elaborated upon the aforementioned 
prefatory statement in many details, including the provenance of the 
nondescript papeles: "Yo vi en  Salamanca la obra presente" (39). In an 
entire stanza (the sixth, to be exact), h e  compared, with self-deprecatory 
modesty, his own additions to the work of the alleged first a u t h ~ r . ~  H e  
extolled the merits of that work h e  claimed to have chanced upon: "su 
primor, s u  sotil artificio, su fuerte y claro metal, s u  mod0 y manera d e  
labor, su estilo elegante, jam& en nuestra castellana lengua visto n i  oido" 
(36). In such model of elegant style and  profound insight he saw clear 
signs of "10s claros ingenios de doctos varones castellanos" (36). 

The editio princeps of the Comedia is by Fadrique de Basilea (Burgos, 1499). 
Miguel Marciales provides a full description of this and other basic texts of 
Rojas's masterpiece. (See Introd., Celestina: Tragicomedia de Calisto y Melibea, by 
Femando de Rojas, ed. Miguel Marciales, Illinois Medieval Monographs, 1, I 
[Urbana and Chicago: University of Illinois Press, 19841, 5-60.) Marciales's 
extensive list includes under the label "C" the following essential details 
pertaining to the edition I refer to above: "Toledo. 1500. Pedro Hagenbach. 
Ejemplar thico en la Biblioteca Martin Bodmer, ColognyCinebra. Localizado en 
1929. Reproduccidn facsimilar hecha por la Biblioteca Martin Bodmer (Cologny- 
Ginebra, 1961). Contenido igual a B, pero la octava-colof6n modificada Toledo en 
lugar de Salamanca" (I:6). 

Marciales's painstaking analysis of C's distinctive characteristics is found 
on pp. 30-41. As for "B ,  Marciales highlights the following data: "Salamanca, 
mayo/junio 1500. Juan Gysser (?). Perdida. Primera edici6n "acabada," es decir con 
Titulo, Subtitulo, Carta a un amigo, once octavas acrbsticas, Incipit, Argumento 
General, Argurnentos para cada auto, 16 autos, seis octavas finales de Proaza" 
(1:s). 

Apropos of the textual problems attendant upon both the Comedin and 
the Tragicomedia by Femando de Rojas, particularly useful is the handy overview 
found in Mor6n Arroyo Sentido yfirrma de La Celestina, 2" ed. (Madrid: Estudios 
CBtedra, 1984), pp. 13-17. 

Throughout this essay for my quotations from and references to the text of the 
Comedia I make use of D. S. Severin's edition (2' ed., El libro de bolsillo 200 
[Madrid: Alianza Editorial, 19711). For "El autor a un su amigo" see pp. 35-37. 

The copla reads as follows: 
Este mi deseo, cargado de antojos 
Compuso tal fin que el principio desata: 
Acordd de dorar con oro de lata 
Lo mAs f i o  oro que vio con sus ojos. 
Y encima de rosas sembrar mil abrojos. 
Suplico, pues, suplan discretos mi falta. 
Teman groseros y en obra tan aka 
0 vean y callen o no den enojos. (38) 
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Evidently, Rojas wasted no effort in identifying the "docto va rh"  in 
question. A little further on, in a variant integrated into a later edition of 
Celestina, he added sparse details, enticing but inconclusive, about the 
latter: "el cual, seglin algunos dicen, fue Juan de Mena, y se@n otros, 
Rodrigo Cota" (36). 

It will surprise no one that such an enigmatic attribution should 
fan, as, indeed, it has done, the fires of controversy among the critics. For 
decades hispanists have debated whether Rojas actually did find the 
dialogue he purports to have used as the first act of Celestina? If we take 
Rojas's words a1 pie de la letra, we are faced by another query: Who is, 
then, the individual that Rojas in another instance calls "antiguo autor" 
(37)?1° Even those critics who marshal compelling arguments concerning 
the identity of that author would agree, I believe, that it is very difficult, 
if not altogether impossible, to coax from Rojas's "El autor a un su 
amigo" or from the concomitant acrostics a clear answer to these 
fundamental questions." 

In this respect Rojas's indications are very precise: "Y porque conozclis 
d6nde comienzan mis maldoladas razones, acord6 todo 10 del antiguo autor fuese 
sin divisi6n en un auto o cena incluso, hasta el segundo auto, donde dice: 
gHermanos miosn, etc. Vale" (37). 

l0 In the "Prblogo" proper Rojas refers to the "primer autor" (43). 

" For a concise survey on the current status of this controversy, see M o r h  
Arroyo, Sentido y forma, pp. 17-21. As for the authorship of Celestina, see, also, 
the reexamination and updating of the question in Luis Rubio Garcia, Estudios 
sobre La Celestina (Murcia: Departamento de Filologia Romlnica, Universidad de 
Murcia, 1985), pp. 9-22, 25-31, 245-252. After observing that "Hoy no existe 
documentaci6n segura para dar conclusiones definitivas" (Sentido y forma, p. 17), 
Mor6n Arroyo acknowledges the possibility of Cota's authorship (Sentido yforma, 
p. 20) but finds more plausible the attribution of the papeles to a cleric such as the 
Arcipreste de Talavera: "El primer act0 parece obra de un eclesiistico. Alguien 
que sentia hondas afinidades con el Arcipreste de Talavera y supo encamar en 
un dillogo vivo dolores e intereses humanos interpretados y valorados desde un 
precis0 esquema escoldstico" (Sentido y form, p. 21). 

The additional data adduced by Michael Gerli ("Celestina, Act I, Reconsidered: 
Cota, Mena ... or Alfonso Martinez de Toledo?," Kentucky Romance Quarterly, 23 
[1976], 29-46") and Anthony J. Cardenas ("The 'conplisiones de 10s onbres' of The 
Arcipreste de Talavera and the Male Lovers of the Celestina," Hispania, 71 [1988], 
479-491) corroborate the argument in favor of the Arcipreste's authorship of the 
auto in question. By a rigorous analysis of the internal philological evidence and 
by a meticulous re-evaluation of the archival data available, Marciales (pp. 30-41, 
269-279) builds up, for his part, an impressive case in favor of Cota's authorship 
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Ironically, by virtue of its immediate, startling repercussions, 
Rojas's statements have been diverting attention from the pivotal issues 
they might have raised from the very start. In the light of the available 
evidence, the controversy revolving around the search for the docto varbn 
comes to a dead end. Confronted with the cul-de-sac, we should find it 
useful to consider the possibility of a new approach to Rojas's 
extraordinary confession. Doubtless, Rojas raises the issue of who's who. 
We suspect, though, that he cannot be primarily interested in the identity 
of an individual, whose name, to paraphrase Cervantes, he does not wish 
to remember, anyway. After all, for reasons critics still have not been able 
to fathom, Rojas could not, or, as it seems more likely, would not oblige 
us with a definitive identification. He, we begin to realize, is concerned 
not with the discovery of a person of flesh and blood but, rather, with 
the evocation of an authorial persona. 

Arguably, as an adumbration of that persona, the docto varbn 
becomes significant as a purveyor of a new kind of textuality. Rojas 
foreshadows Cervantes in devising a strategy, which, by means of a 
forerunner of Cide Hamete Benengeli, rivets our imagination upon the 
literary composition in the making. Thus the docto varbn relates to 
Celestina in much the same fashion as does Cide Hamete to Don Quijote. 
At the heart of this Rojas-Cervantes analogy there lies the hypothesis I 
should like to advance here in its twofold implication. First, contrary to 
general interpretation, Rojas directs our attention not to the identification 
of an author but to the definition of a text. Second, in terms of the 
metatextual dynamics that Rojas sets in operation between himself and 
the antiguo autor, it makes no difference whether the latter exists as a 
historical or a fictional being. 

of the first auto and the first scene of the second auto of the Comedia. This 
notwithstanding, by its very byzantine nature, which necessitates such a laborious 
digestion, Marciales's formidable argumentation confirms my point: the 
controversy catering upon the aforementioned papeles, which Marciales redefines 
as Cota's "Esbozo," is far from easy to settle. Antonio SBnchez Snchez-Serrano 
and Maria Remedios Prieto de la Yglesia contrive an intricate theory concerning 
a supposed original version of Celestina by Juan del Encina, which, according to 
them, Femando de Rojas eventually plagiarized and transformed to fit his not- 
too-honorable purposes. Rojas, they presume, found a convenient collaborator 
in the "corrector" Alonso de Proaza. (See Soluci6n rnzonada para las principales 
incbgnitas de 'La Celestina' [Madrid: Grificas Breogin, 1971.1) For some comments 
on this fanciful argument in the light of my own research, see the conclusion of 
this essay. 
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What is distinctive, if not unique, about Femando de Rojas is the 
use of factual details as means of introducing the realm of fiction. The 
mention of easily recognizable literary figures, Mena and Cota, is not in 
itself an index of historicity but, rather, an integral part of the semiotics 
that Rojas envisages, or wishes to establish, between himself and his 
brainchild. Not unlike Cervantes, Rojas has in mind a text, or, to put it 
more precisely, the prototype of a text, which may function as a 
springboard for his own imagination. The basic difference between the 
two authors is that, in the case of Cervantes, we are fairly clear about the 
nature of the prototype. Cide Hamete leads us straight to the novela de 
caballm'as and, as Menendez Pidal would have it, to such an odd and 
intriguing composition as the Entremb de rom~nces.'~ But what sort of 
icriture would Rojas ascribe to that elusive, if all-important, docto varbn? 
Is there an undertext, which, in its relation with Celestina, is analogous 
to the novela de caballerias or the Entremb de romances with respect to Don 
Quijote? 

I believe we can answer the latter question comfortably in the 
affirmative because Rojas himself helps us identify the salient 
characteristics of his subtext. In fact, the very mention of Mena and Cota, 
laconic though it is, tums out to be a poignant obiter dictum, which, when 
placed in its proper context, leads us right to the mainstream of the love- 
centered literature in vogue in Spain during the fifteenth century. The 
names selected by Rojas, Mena and Cota, stand out as clear references to 
their respective compositions - namely, Mena's Debate de la Razdn contra 
Voluntad (also known as Coplas contra 10s pecados mortales) and Cota's 
Dirilogo mtre el amor y un viejo. Hispanists would readily recognize these 
works as highly representative of the aforementioned literature dealing 
broadly with love and with the lover's ~ondition?~ Seeing that, as Lida 
de Malkiel, Dorothy Clotelle Clarke, and Gladys M. Rivera, among 
others, have shown, Rojas was familiar with Mena's Debate, we conclude 

l2 See De Cervantes y Lope de Vega, 6" ed., Coleccion Austral, 120 (Madrid: 
Espasa-Calpe, 1964), pp. 9-60. 

" For these two works see, respectively, the edition by Foulch6-Delbosc 
(Cancionero castellano del siglo XV, 2 vols, Nueva Biblioteca de Autores Espai~oles, 
19, 22 [Madrid: Bailly-Baillikre, 1912-151, I, 120-152) and that by Elisa Aragone 
(Firenze: Felice Le Monnier, 1961). Surtz reedits the Din'logo under the title of 
lnterlocutores Senex et Amor Mulierque Pulcra F o r m  (cf. Teatro castellano de la Edad 
Media [Madrid: Clilsicos Taurus, 19921, pp. 173-199. See, also, Juan de Mena, 
Coplas de 10s siete pecados rnortales and First Continuation, ed. Gladys M. Rivera 
(Madrid: Porrua Turanzas, 1982), and Rodrigo Cota, Dia'logo, in Teatro medieval ed. 
Fernando Lilzaro Carreter (Madrid: Castalia, 1965) pp. 133-154. 
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that Rojas appreciated in it precisely what Lida de Malkiel defines as its 
prominent strain of stoi~ism.'~ In line with Lida de Malkiel's comments, 
we observe that the spirit of stoicism informing the Debate is articulated 
in terms of an allegory staged within the psyche of the poetic persona. 
Lida de Malkiel makes it a point to stress this peculiar inner dimension 
of Mena's allegorical dialectic. First, she sharply defines the Debate's 
senequismo as the trait of an "alma castigada," deeply affected by the 
historical circumstance: the dejection precipitated by the deaths of Alvaro 
de Luna in 1453 and of Juan I1 in 1454?5 Second, she perceives Mena's 
composition as "una alegoria no montada sobre un esquema cbmico" 
(Juan de Menu 112). Third, she points out Mena's internalized 
dramatization by noting that the Debate exhibits "la forma m& 
esquematica de la lucha entre 10s dos bandos que forman la non simplex 
natura hominis (...) ensayo de expresar el conflict0 intemo del alma 
hurnana con combates de vaga filiacih epica en1.e estados de conciencia 
convertidos en figuras aleg6ricas emparentadas, a su vez, con la mlquina 
mitol6gica aneja a la epopeya cl8sica" (Juan de Mena, 112). 

There can be little doubt that Rojas was as well acquainted with 
Cota's Didlogo as he was with Mena's D e b ~ t e ? ~  Evidently, in that Didlogo 

" See Lida de Malkiel, La originalidad artistica, pp. 344, 393 n25, 414 n3, 556 
n28; Clarke, Allegory, Decalogue, and Deadly Sins in 'La Celestina' (Berkeley: U 
California P, 1968), pp. 67-104; Rivera, Introd., Coplas de 10s siete pecados mortales 
and First Continuation, by Juan de Mena, ed. Gladys M. Rivera (Madrid: P o r ~ a  
Turanzas, 1982), p. 19. 

l5 Lida de Malkiel, Juan de Mena: poeta del prerrenacimiento espaiiol, 
Publicaciones de la Nueva Revista de Filologia Hispa'nica, 1 (Mexico: Fondo de 
Cultura Econ6mica, 1950), pp. 110-124. Lida de Malkiel dwells upon the sobering 
experience that, in the course of the twelve years following the publication of El 
Laberinto de Fortuna, brought about a dramatic reorientation in Mena's youthful 
world view: "Mas esos doce aiios han asestado terribles golpes a la visi6n juvenil 
del poeta. En 1453 muere don Alvaro en el cadalso: increible caida de principe 
que serb debidamente incorporada a1 elenco De casibus uirorum illustrium de 
~occaccio; el c6mplice mbs culpable de su p6rdida y de la disgregacih feudal de 
Castilla, el rey don Juan 11, muere a1 afio siguiente. Mena (muerto 1456) 
sobrevivib a ambos. No creo que sea novelar en vacio presumir que el poeta, tan 
atento a1 claro programa politico intentado pot don Alvaro, deb'i6 de quedar 
anonadado. j Q ~ 6  eran las penas de amores del cancionem cornparadas con ese . 

desastre que desvanecia de golpe todo el esfuerzo paciente, toda la tenacidad del 
Condestable para dar unidad a Castilla!" (Juan de Mena, pp. 110-111). 

l6 Elisa Aragone, Introd., Didlogo entre el Amor y un Viqo, by Rodrigo Cota, ed. 
Elisa Aragone (Firenze: Felice Le Monnier, 1961), pp. 50-54. 
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Rojas perceived or intuited what various critics -not only Elisa Aragone 
but also Femando Uzaro Carreter," and Ronald E. Surtz" - have 
assiduously pointed out: its "teatralidad," that is to say, the remarkable 
reach beyond the dialectic of the slow-motion, and in many instances, 
stodgy mechanics of the debate; the precise thrust toward the action of 
a full-fledged theatrical representation. What Rojas finds in Cota is not 
only the internalization of the dramatic conflict as in Mena's Debate but 
also the concretization of one of the two antagonists in the 
characterization of the Old Man as the lover. Aside from the strong 
tension introduced by the sheer lifelikeness of the dialogue, Rojas 
discovers his illustrious predecessor's definition of the dramatic situation 
in terms of El Viejo's shifting attitude toward his interlocutor. The 
curmudgeon, who, heedless of the lessons that a lifetime of experience 
would teach him, relapses in the folly of Eros even after he levels some 
rather harsh reproaches at Amor, is left in a compromised position, 
replete with ironic, moralistic, and humoristic overtones. These could not 
be lost on Fernando de Rojas. The very implications of El Viejo's 
foolhardy recidivism - there is no fool like an old fool! - together with 
the perspective of the literary tradition which spans from Cota to Rojas 
are captured by Aragone in a summary statement, which bears quoting 
in full: 

A nostro giudizio, tali reminiscenze [that is, the 
documented traces of the Dia'logo in Celestina] non 
bastano a comprovare la patemitii di R[odrigo] C[ota] 
riguardo a uno o piL atti della Celestina: esse 
costituiscono una chiara, innegabile testimonianza, della 
presenza del Dililogo alla mente dell'autore di essa. Ma 
ben piu significativa e importante resta sempre la forza 
icastica e la vena di pessimismo che circolano nello 
svolgimento della Tragicomedia memorabile e grandiosa: 
11affit8 vera e propria - fatte ovviamente, le debite 
distanze - tra le due opere, poggia su un particolare 
atteggiamento psicologico comune agli autori. (54) 

We see, then, that, as he peruses the papeles, Rojas conjures up 
two stellar figures, Mena and Cota. These, in turn, contribute a nucleus 

"See Introd., Tentro medieval, ed. Femando Ldzaro Carreter (Madrid: Castalia, 
1965), pp. 73-75. 

'' See Introd. ["Estudio preliminar"], Teatro castellano de la Edad Media, ed. 
Ronald E. Surtz (Madrid: Cldsicos Taurus, 1992), pp. 51-54. 
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of formal determinants which come to bear upon the notion of a text 
eminently exemplified in the aforementioned Debate and Didlogo. In 
defining these determinants - the dynamic or momentum of drama, the 
introspective intention of the inner conflict, the stoic or senequista mood, 
the ethical or moralistic orientation, the achievement of a well-rounded 
characterization by virtue of what Aragone calls "forza icastica" - we 
begin to catch a glimpse of the field within which Rojas's mind operates. 
Mena and Cota provide, then, a text embryonically dramatic, the 
potential of which it is up to Rojas to carry out to full realization by 
recapturing the impact of that "forza icastica," underscored by Aragone. 
We may describe Rojas's elaboration of that text as a movement, in 
Clarke's words, "from the figurative to the literal, from the flat, discrete, 
although often heavily omamented, allegorical characters to the full- 
dimensional, multiple-perspective living beings" (Allegoy ..., p. 26). 

Taking up specifically Rojas's reading of Mena's Debate, Clarke 
dwells with considerable insight upon the former's elaboration of "the 
dramatic concept embryonic in the poem and the great number of 
possibilities of dramatic elaboration it offers" (67). On more that one 
occasion Clarke manifests her abiding interest in the gradual process of 
a "humanized" dramatization which issues from allegory and comes to 
a head in Celestina: "As abstract qualities inevitably came in contact and 
conflict with each other or were needed in support of each other, drama 
emerged" (30-31). Capitalizing upon the "teatralidad" that was to become 
Rojas's crowning achievement, Clarke observes that 

the Comedia's author seems to have been much more 
interested in developing the poet's [Mena's] ideas 
dramatically than in borrowing his words or 
incorporating his expressions in the speeches. (67) 

It becomes apparent that Clarke is not less impressed than was Lida de 
Malkiel in Rojas's intuition of interiority: 

Like Juan de Mena's poem, however, the Comedia in 
general is concerned less with exhibition and outward 
show, and more with inner motivation and psychological 
process. The Comedia's author was moved far beyond 
mere surface. Using material available in his time, he 
plays with tilts and angles and planes, with gradation, 
and with motion to achieve perspective on both 
personality and abstract concepts. (108-109) 
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. A close scrutiny of the literature - especially the lyric poetry of 
the cancioneros produced in Spain during the fifteenth century - reveals 
that in this process of dramatization Rojas was guided by a trend set not 
only by Mena and Cota but also by a number of other writers of his age 
or of preceding generations. These authors provided for Rojas the 
groundwork of what I propose to call, for .want of a better term, 
"egocentric subtext." The egocentrism I envisage is, all in one, broad and 
circumscribed in its signification. It is broad in that it encompasses the 
self-conscious reflections of the author's persona as portrayed in the 
guise of the anguished lover not only in the novela sentimental but also in 
the vast spectrum of the post-troubadouresque lyricism of the late 
Middle Ages, written both in Castilian and in Catalan. Moreover, it is 
circumscribed because it is determined by a few core functions, which 
may be called metaphysical. For instance: inherent in this egocentrism is 
the interplay, truly at a metaphysical level, between the text's intention 
toward individuation and its universal projection. 

In an attempt to define the texture of egocentrism symptomatic 
of Hispanic literature of the fifteenth century, which culminates in Rojas's 
masterpiece, we may identify four basic characteristics. We begin with a 
notion of interiority, for which I have found no better statement than the 
one provided in the very conclusion (W. 59-68) of the "Praefatio" of 
Prudentius's Psychomachia. Prudentius presents a vision of Christ who 
"parvam pudici cordis intrabit casam" (v. 62) and speaks of the Holy 
Spirit wedded to the soul in fruitful embrace: "animam deinde Spiritus 
complexibus / pie maritam, prolis expertem diu, / faciet perenni fertilem 
de sernine" (vv. 64-66)?9 For the time being, we may pass over the 
passage's theological connotations. We are left with some suggestive 
words - 'casam,' 'cordis,' 'animam' - symbols of the lnnenwelt 
bequeathed to so many subsequent generations of writers. The special 
significance that these core signifiers hold in store for the purpose of our 
study will become apparent presently. 

The second characteristic of egocentrism consists in a special 
dialectic between the microcosm and the macrocosm: absorbed in his 
own psychomachia, the lover's persona enhances the awareness of his 
unique condition even as he realizes his vivencia in the economy of a 
supernatural order, identified, more often than not, with the plans of 

l9 I have availed myself of H. J. Thomson's edition and translation in two 
volumes (Cambridge: Harvard UP, 1949-53). Also, I have consulted Psychomachia, 
ed. I. Rodriguez, trans. Jose Guillh (Madrid: Biblioteca de Autores Cristianos, 
1950). 
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Divine Providence. I intend to show that it takes a poet of 
unquestionable genius - the Valencian Ausiiis March (1397-1459), 
illustrious lyricist of the first half of quattrocento - to provide us with a 
comprehensive and profound treatment of this symbiosis between the 
individual and the cosmos.20 

The breadth and depth of March's vision bring to the fore yet 
another trait of egocentrism worthy of our consideration. As I have 
shown elsewhere:' this has to do with March's constant preoccupation, 
not to say obsession, with truth and sincerity. As a result, March 
develops strategies of authentication in order to validate a fresh outlook 
on the lover's condition. Thus, he parallels in aesthetic terms the new 
wave of humanism heralded particularly by Lorenzo Valla's 
revolutionary ideologie~.~~ 

Finally, Ausiiis March uncovers a fourth aspect of egocentrism. 
His assertion of the genuine nature of his love experience assumes an 
extrovert dimension best illustrated by the force of the outward trajectory 
of the dramatic monologue. This dramatic epiphany of the lover's 
persona is akin to the phenomenon which Claike, apropos of Mena's 
allegorical presentation of the combat between Reason and the vices, calls 
"display" (Allegoy, 108). Demonstrably, March goes much further than 
does Mena in underscoring the drama, the nucleus of the theater, 
engendered by his allegorizations of the various intellective and emotive 

20 For March's extant cants, see Rafael Ferreres's updated edition, complete 
with a translation of those poems into Castilian (Obm pw'tica completa, 2 vols., 
Cldsicos Castalia, 99-100 [Madrid: Castalia, 19794321). See, also, the translations 
of March's poems into Castilian by Arthur Terry (in prose) (Selected Poems, 
Edinburgh Bilingual Library, 12, [Austin: U Texas P, 19761) and by Purificaci6 
Ribes and Dominic Keown (in verse) (Seleccio' de poemes/Selected Poems 11, ed. M. 
A. Conejero [Valencia: Fundaci6n Institute Shakespeare, 19891). 

2' "Ausihs March and the Truth' of the Troubadours," in Studia in Honorem M. 
de Riquer, ed. Lola Badia, et al. (Barcelona: Quaderns Crema, 1986), pp.111-132. 

" See: Ciriaco Mor6n Arroyo, "A Historical Revolution: Lorenzo Valla's 
Attack on Scholasticism," in Acta V111: The Late Middle Ages, ed. P. Cocozzella 
(Binghamton: The Center for Medieval and Early Renaissance Studies-State 
University of New York at  Binghamton, 1984), pp. 23-45; Maristella de Panizza 
Lorch, "Virgil in Lorenzo Valla's Dialogue On Pleasure," in Acta IX: The Early 
Renaissance, ed. A. L. Pellegrini (Binghamton: The Center for Medieval and Early 
Renaissance Studies-State University of New York at  Binghamton, 1985), pp. 33- 
56. 
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faculties of the psyche. In so doing, Ausias March helps us better to 
understand the linkage between, on the one hand, the lyricism prevalent 
in the Iberian Peninsula - in the domains of both Castilian and Catalan 
- and, on the other hand, the theatrical literature, properly called, by 
such authors as G6mez Manrique, Juan del Encina, Gil Vicente, to name 
some representative figures - linkage that, as Ronald Surtz points out, 
is widely recognized by hispanists (The Birth of a Theatre, 30-31). 

A contrast between Mena's and March's use of allegory 
highlights the Valencian poet's outstanding contribution to the 
advancement of the egocentric text previous to Celestina. By his definition 
of the precincts of the persona, Juan de Mena penetrates the enclosure of 
selfhood. He reduces the image of the casa, which Prudentius aptly used 
as a metaphor, to the state of a residual - a shadowy symbol of the "yo." 
No matter how imaginatively Mena explores the dimensions of the "yo," 
no matter how cleverly he recaptures the Stoic notion of the pathoi or 
afectus in their primordial strife with ReasonIz3 there is a considerable if 
not insurmountable gap between his text and Rojas's auto, especially as 
embodied in those papeles of the docto varh. Ausiis March as an 
intermediary figure bridges that gap and corroborates Clarke's insights 
into the affinities between Mena's and Rojas's respective textuality. 
March allows us a rewarding insight into the most intimate core of the 
individual consciousness. 

In his magnificent Cant X, but one of the many examples that 
could be adduced for our purpose, he reaches back to the Psychomachia 
and devotes the functions of the metaphor and allegory to produce 
lifelike depictions of the human experience." Robert Archer's brilliant 
analysis of the poem makes us realize that in it Ausias develops a special 
aesthetic of incremental cohesiveness: the image (a hybrid of metaphor 
and allegory) gradually becomes sharper and its meaning clearer to the 
extent in which the tension within the author's persona becomes more 

" For an enlightening study of Stoic principles and their influence upon 
Celestina in particular and the kindred Castilian literature of the XVcentury in 
general, see L. Fothergill-Payne, Seneca and 'Celestina' (Cambridge: Cambridge UP, 
1988). 

24 Throughout my discussion, for references to and quotations from Ausihs's 
cants, I make use of Ferreres's edition (n28, above). For Cant X, see I :  166-169. 
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and more pronounced.* In terms of the poem's striking imagery, all this 
finds an ontological correlative in the war between the king (that is, the 
personal ego) and "l'enenmich (Amor as the anti-ego), who has been 
able to take possession of the king's three cities (symbols of the 
corresponding faculties of intellect, memory, and will) thanks to the 
collaboration of a "soldader" ('mercenary': a figure of the lady's "cors" 
mentioned in v. 21). Acting, in all probability, in unison with the Stoic or, 
specifically, the senequista tradition, Ausias March, in effect, adumbrates 
a symbiosis of mutual alterity. The aforementioned ego and anti-ego are 
the reciprocal others. In them March brings into view two existential 
modes: A confronts itself reflected, though in a splintered state, in B. This 
dialectic of integration and disintegration, so eminently illustrated in Cant 
X, remains a constant throughout March's production: it constitutes his 
outstanding contribution to the textuality of egocentrism. 

From Cant X it appears that Ausihs March is moving decidedly 
toward refurbishing the roles of Reason and Will, protagonists of his own 
version of the psychomachia. Here, much more distinctively than in works 
like Mena's Debate, Reason becomes an agent of integration and Will the 
fomenter of the divisive forces unleashed by Amor in collusion with the 
entourage of pathoi. The presence of these two roles is well in accord with 
Miquel Sobrer's recognition, throughout March's production and 
especially in Cants 69 or 105, of what Sobrer calls "la consciibcia d'una 
ment en lluita constant amb ella ma te i~a . "~~  I would fully agree with 
Sobrer's vision of a "schizoid" phenomenology within the poet's persona 
- "Aquest s'escindeix en analitzador i analitzat" (33) -a splitting of the 
self manifested in the "la divisib intema" (38), "la particib de la 
personalitat" (65), and culminating in an overall effect of a hall of mirrors 
("cambra ernmirallada" [73]). Also, I would underscore, as does Sobrer, 
the assertion of a rational factor, identified with the "analitzador," la "veu 
dominant," the "personalitat narrativa del mateix jo del poeta" (33-35), or 
the spectator of the auto-introspection: 

Perqu6 la introspeccib sigui possible, m6s ben dit, perqu& 
sigui imaginable (car es tracta d'imaginar-la m6s que no 

The Pervasive Image: The Role of Analogy in the Poetry of Ausicis March, 
Purdue University Monographs in Romance Languages, 17 (Philadelphia: John 
Benjamins, 1985), pp. 102-105. 

26 h doble soledat d'Ausias March (Barcelona: Quadems Crema, 1987), pp. 39-40. 
Further page references will appear in the text. 
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de portar-la a terme), ens hem de partir a priori en 
espectador i espectacle. (65) 

Evidently, Sobrer has in mind a principle of order or unity, which impels 
a constant drive toward the expression of an elusive synthesis. The result 
is a sense of tension, a distinctive trait of March's poetry, which, 
following Sobrer's analysis, we see coming to a head in the so-called Cant 
espiritual, March's Cant 105: 

El p o e m  s'insereix entre contraris, passa la maroma 
entre opostos tot esforpnt-se, diriem, cap a una 
delimitacib, cap a una decisi6. El poem v01 el resultat, 
la sintesi, la veritat. (46) 

To summarize: A review of the vast body of literature, chiefly 
represented by the cancioneros, the novelas sentimentales, and the cants of 
Ausihs March, brings to light a special kind of text, a study of which 
promises a fresh outlook'on the genesis of Rojas's Celestina. So far I have 
provided a general profile of such a text determined by an unmistakable 
egocentric orientation. From my preliminary discussion it becomes 
apparent that the egocentrism in question is defined by a notion of inner 
space. This, in tum, involves a distinctive vision of a persona as an 
immanent microcosm in symbiotic interaction with a transcendental order 
of things. Other egocentric qualities,that come to our attention are the 
various strategies, devised by the literary persona to authenticate the 
lover's individual experience and, stemming from those strategies, the 
proto-dramatic phenomenology, invested with the dynamic of "display" 
or epiphany. 

The phenomenon of egocentrism continued well beyond Ausihs 
March's lifetime. Three writers in particular - namely, El Comendador 
EscrivP, Francesc Carrcjs, and Francisco Moner - who flourished in the 
second half of the fifteenth century, catch our attention because of their 
own excursions off the trail blazed by the Valencian master. Only EscrivP 
has attained a measure of the renown that all three authors and, we may 
add, many of their contemporaries, justly deserve. In his seminal sketch 
of the Comendador's career, Marti de Riquer identifies him as the 
Valencian Joan Ram EscrivP de Romani and situates him in the literary 
circle made up of Bemat Fenollar's friends.27 EscrivP played a prominent 
role in international politics in the service of Ferdinand the Catholic. He 
figured in the Neapolitan court in the entourage of Femihdez de 

See Marti de Riquer, Histbria de la literatura catalana (Barcelona: Ariel, 1964), 
III: 321-364, especially 357-362. 
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Cbrdoba, el Gran CapithZB Menkndez y Pelayo, who also devotes to 
the Comendador some enlightening comments, tells us that he was 
"Maestre Racional del Rey Catblico y su Embajador en 1497 ante la Santa 
Sede."29 About Carrbs we know very little besides the fact that he, like 
Escriv6, was Valencian. The scarce archival data that Jo& Reyes-Tudela 
integrates into his informative outline of Carrbs's biographfO confirm 
Menkndez y Pelayo's inclusion of this author within "la escuela 
valenciana del siglo XV."31 In contrast with Escriva and Carrbs, Moner is 
Catalan to the marrow of his bones. He was born in Perpignan toward 
the end of 1462, was educated in the court of John I1 of Aragon, and 
spent his most productive years (ca. 1485-1490) in Barcelona, in the 
household of the Cardonas, Catalonia's aristocratic family par excellence. 
His short life of barely twenty-eight years also includes a brief residence 
in France (1479-1481), a stint in the military (1481-1485), and a few 
months of monastic seclusion (1491-1492). From a laconic statement 
penned by his own cousin, we learn that Moner died a suspicious death 
("no sin misterio") on the very day of his profession as a Franciscan 
friar.32 

The relevance of Escriva's, Carrbs's, and Moner's contributions 
may be assessed on the basis of the recent publication of their literary 
output. EscrivB's intriguing Querella ante el dios Amor is included in Teatro 
medieval, the noted anthology of Spanish medieval theater, compiled by 
Fernando Uzaro Carreter (see n17). Carrbs's extant production and most 
of Moner's works have been edited, respectively, by Jose Reyes-Tudela 

Riquer, pp. 359-361. 

B Origenes de la novela, ed. E. Shnchez Reyes, 4 vols., Ed. Nacional de las 
Obras Completas de Menbndez Pelayo, 13-16 (Santander: Aldus, 1943), 11: 56. 

" See "Las obras de Francesch Carroc Pardo de la Casta, autor bilingiie 
valertciano del siglo XV: edicih, estudio y notas," Diss. State Univ. of New 
York at Bighamton 1980, pp. 1-16. 

31 Antologia de poetas Iiricos castellanos, ed. E .  Sdnchez Reyes, 10 vols., Ed. 
Nacional de las Obras Completas de Menbndez Pelayo, 17-26 (Santander: Aldus, 
194445), m: 404. See, also, Riquer, pp. 246-249. 

32 For a detailed account of Moner's life, see P. Cocozzella, Introd., Poemas 
menores, Vol. I of Obras castellanas, by Francisco Moner, ed. P. Cocozzella, 
Hispanic Literature, 2 (Lewiston, NY: Edwin Mellen Press, 1991), pp. 3-38. 
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and Peter Coc~zzel la .~~ The merit of the three writers we are 
considering here and, we suspect, of many others that remain to be 
discovered, resides precisely in their continuation of the Ausiiis-March 
tradition. In fulfilling their role as continuators, they strive for the 
originality of adapting the lyrical expression of the fifteenth century - 
the quintessence of Ausiis March's "mighty line" - to the exigencies of 
a theatrical presentation or performance. Demonstrably, such 
representative pieces as EscrivB's aforementioned Querella, Carr6s's 
Regoneixenca e moral consideracid contra les persuacions, vicis e forces 
d'arn0r,3~ and Moner's La n ~ c h e ~ ~  attest to an evolution from lyricism to 
drama and provide a concrete evidence for the existence of a theatrical 
text, which Uzaro Carreter calls "auto de amores," a title he derived from 
the exordium of Triste deleytaci6n, a prototypical nmela ~entimental.~~ In 
his pioneering study Lkaro Carreter highlights the salient features of 
that "auto". 

For Carr6sfs works see Reyes-Tudela's aforementioned edition (n30 above). 
For Moner's production see the following: "The Two Major Prose Works of 
Francisco de Moner: A Critical Edition and Translation," ed. and trans. P. 
Cocozzella, Diss. Saint Louis U. 1966; Obres catalanes, ed. P. Cocozzella, Els 
Nostres Clhssics, 100 (Barcelona: Barcino, 1970); Poemas m o r e s ,  Vol. I of Obras 
castellanas, ed. P. Cocozzella, Hispanic Literature, 2 (Lewiston, NY: Edwin Mellen 
Press, 1991); P o e m  mayores, Vol. II of Obras castellanas, ed. P.  Cocozzella, 
Hispanic Literature, 3 (Lewiston, NY: Edwin Mellen Press, 1991). 

The text of Cards's masterpiece is available, also, in Nouelles amoroses i 
morals, ed. Arseni Pacheco and August Bover i Font, Les Millors Obres de la 
Literatura Catalana, 73 (Barcelona: Edicions 62, 1982), pp. 158-191. 

See La noche, in 'The Two Major Prose Works of Francisco de Moner: A 
Critical Edition and Translation," ed. and trans. P. Cocozzella, Diss. Saint Louis 
U. 1966, pp. 67-203. 

Ldzaro-Carreter, Teatro medieval, pp. 68-70. The nouela opens with a first- 
person account of how the narrator became an author. Excerpted from Michael 
Gerli's edition, the crucial passage reads as follows: "[Vlenido a conocimiento 
mio, ahunque por via indirecta, un auto de amores de una muy garrida e mds 
virtuosa donzella y de hun gentil honbre, de mi como de si mismo amigo, en el 
tiempo de cinquenta y who, concorriendo en el auto mismo hotro gentil honbre 
y duenya madrastra de aqublla, yo, consideradas las demasiadas penas y afanes 
que ellos hobedeciendo amor procurado les avia, quise pora siempre en scrito 
pareqiesen" (Triste deleyta~io'n: An  Anonymous Fifteenth Century Castilian Romance, 
ed. M. Gerli [Washington, D.C.: Georgetown UP, 19821, p. 1; emphasis mine). 
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It bears considering that Escrivl, Carr6s, and Moner lived in 
circumstances that compelled each to become, in his own way, a 
bilingual writer. In fact, the extant production of each writer contains 
significant samples both in Castilian and in Catalan or, as the case may 
be, in the Valencian brand of Catalan. It is beyond the province of this 
essay to investigate the modes of bilingualism that came to bear upon the 
production of these authors - especially, say, upon the aforementioned 
Querella, Regoneixenca, and La noche. For the time being it will suffice to 
bear in mind that the obvious differences exhibited by these pieces are 
a reflection of those modes. Querella and La noche, both written in 
Castilian - one in verse and the other in prose - manifest EscriviVs and 
Moner's bold experimentation in a foreign language, privileged more and 
more by the vagaries of politics. Regoneixenp, by contrast, written in its 
author's native Valencian in the exuberant manner of a highly 
omamented prose, which came to be known as "valenciana prosa," 
demonstrates the sophistication and sprazatura of a man of letters, who 
already has proven his talent by amassing a sizable collection of poems 
in Castilian, the language of prestige. 

Lest we dwell on half truths, we hasten to add that beneath 
obvious differences, Querella, Regoneixenp, and La noche exhibit not so 
obvious but no less real similarities. In two studies I have attempted to 
show that what these compositions have in common is the subtext of the 
auto de ~mores.~' By simple deduction, then, we may come to the 
realization that the auto is a product of bilingualism. Even by a cursory 
comparison we may discover, also, that Moner strives, much more 
intensely and persistently than do Escrivl and Carrb, for a text 
enhanced by introspective depth, comprehensive scope, and, above all, 
by the dynamism of a superspectacle. Moner's fascination for the 
spectacular and for the attendant theatrical qualities has been duly 
recognized by Surtz, who includes Fray Francisco's intriguing Momeria 
in his anthology, Teatro castellano de la Edad Media (at pp. 145-149). 

Momerh is spectacular enough. Six momos in the guise of 
woebegone lovers step out of a huge wooden structure fashioned in the 
shape of a cygnet. Even as they dance in a group at a slow compass, 
they intone, one by one, mournful songs about love's labors lost and the 
belle dame sans merci. The author does not participate in the enactment of 

37 See Cocozzella, "El Comendador Escrivd's Legacy: The Valencian Auto de 
Amores of the Fifteenth Century," Cincinnati Romance Review 11 (1992): 10-25; and 
"Fray Francisco Moner's Dramatic Text: the Evolution of the Spanish Auto + 
Amores of the Fifteenth Century," Revista de Estudios Hisphicos 26 (1992): 21-36. 
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the routine: we may picture him aloof as a spectator absorbed in 
contemplation. What with all its stage presence, Momeria represents only 
a first step in Moner's involvement with the theater. His crowning 
achievement would be the development of an authorial persona that 
takes center stage in the inner theater of the lover's psyche. The growth 
of Moner's persona in the role of "lover-agonistes" marks the author's 
admirable advances, throughout his career, along the road of 
egocentrism. 

It is in his lifelong, steady progression of egocentrism that Moner 
simply outdistances his contemporaries. Gzaro Carreter summarizes his 
comments on Escriv6's Querella with the following statement: 

Tambi6n 6ste [EscrivA] nos cuenta sus atroces dolores de 
amor, intenta dorrnir, se querella en verso contra el 
Amor, dialoga con 61, es trasladado misteriosamente a 
un campo florido, por el que discurre un rio, embarca en 
una nave, llega a1 reino del Amor (...) Son t6picos 
literarios del momento. (70) 

By and large, these comments are applicable to Carr6s1s Regoneixenca as 
well. As for Moner, we cannot help noticing the profound transformation 
he brings about in the hackneyed tdpicos. A case in point is his ingenious 
handling of the mlirtir de amor in Sepoltura d'amor, one of his major poems 
written in Ca~t i l ian .~~ In this visionary composition he revamps the 
commonplace depiction of the anguished lover by canonizing and 
incarnating the latter in the literary portrait of an artistic alter ego: 
Moner's own poetic persona. In the final analysis, Moner writes the elegy 
- complete with the funeral ceremonies and the panegyric - pertaining 
to the lover he envisages himself to be or, at least, to become. He, 
accordingly, proceeds to project his vivencia into a personalized allegory, 
appropriately called Esperiencia. At a crucial moment of the ceremonial 
(vv. 639-94), Esperiencia, who is one of the three female celebrants of the 
funeral mass, treats the epitomized account of Moner's life ("[ll'ystoria de 
quyen mury6") as a natural sequel of the Gospel reading. Moner converts 
his existence - the quintessential plot of his life - into a text, for which 
he devises a literary correlative: the allegorization of a female persona. 
By sacralizing that text, he gives a new twist to the analogy between the 
lover and the saint, one of the "t6picos literarios del momento," which 

' Obras castellanas I :  131-194. 
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Lida de Malkiel in one of her seminal studies entitles "hiperbole 
~ag rada . "~~  By virtue of his elaborate handling of the egocentric motif, 
Moner substantiates and validates the "t6pico" that Uzaro Carreter 
would cavalierly dismiss: "Son t6picos literarios del moment0 (...)" (70). 

It is in La noche, to be sure, where Moner's egocentrism achieves 
its most luxuriant blossoming. In La noche Moner recaptures the 
aforementioned fourfold dimensions of March's self-conscious textuality: 
the microcosmic "I," the macrocosmic compendium, the validating truth, 
the dramatized display. In other words, he orchestrates into one 
composition, impressive in its complex structure, the main qualities that 
we have discussed apropos of Ausihs March: the introspective penchant, 
the universal projection, the verification of the author's insight by the 
confrontation of individual experience, the dramatic flair that grants to 
that experience "a local habitation and a name" upon the stage. Above all, 
in La noche Moner fashions his own auto de amores by focussing upon the 
primordial dynamism of the split self - the existential conflict between 
the intellective and emotive faculties, which represent, respectively, the 
integrating and disintegrating forces portrayed in the allegories of Reason 
and Will. 

As we approach the conclusion of our discussion, it is well to 
summarize the basic steps of our argumentation. We have departed 
from current Celestina criticism in interpreting Rojas's own remarks as a 
lead not to the identification of a docto varbn but to the definition of the 
nature of the docto varbn's papeles, from which Rojas drew his inspiration. 
In particular, Rojas's mention of Juan de Mena has motivated us to 
profile the salient traits of an introspective text, eminently exemplified by 
Mena's Debate de la Razdn contra la Voluntad. We have argued that Mena's 
"egocentrism," which finds many kindred statements throughout the 
numerous Castilian cancioneros of the first half of the fifteenth century, 
achieves a truly comprehensive expression in the production of Mena's 
contemporary, AusiAs March, the incomparable bard from Valencia. We 
have seen how, in the second half of the fifteenth century, bilingual 
authors like Escriva, Carrbs, and Moner capitalized upon the suggestive 
metaphysical and psychological dimensions of March's aesthetic. In 
striving to realize the untapped potential of March's lyricism for a 
theatrical performance, they elaborated a literary mode, which may be 
called "auto de amores." Worthy of special mention is Moner's La noche, 
which marks the transferal of the auto in question from the domain of 

"La hiperbole sagrada en la pwsia castellana del siglo XV," Revista de 
Filologia Hispn'nica 8 (1946): 121-130. 



90 PFTER COCOZELLA 

Catalan to that of Castilian. With La noche, then, we have come full 
circle. Moner's "egocentrism" approaches the realm of creativity of 
Rodrigo Cota, the other docto varbn mentioned by Rojas. 

It is Rojas himself, then, who has provided the bearings for our 
journey from Mena to Cota, thus warranting, in the process, our 
excursion from Ausihs March to Moner. The excursion has allowed us to 
trace the transition from lyricism to drama, from the inner world of the 
psyche to the exterior space essential for the theater. In his artistry driven 
by the twists of conceits, Moner hits upon a paradigm of this evolvement 
of dramatic action. In one scene of Sepoltura d'amor (W. 120-129), as the 
author gazes upon the funeral of his own persona, Manzilla, one of the 
three female priests, begins to chant a fragment of one of Moner's poems, 
a motet written on slip of paper, which she has had to dislodge from the 
mouth of the poet's inert body. Here, as Manzilla passes from silence to 
song, the literally "dead letter" of the lyric mutates into a ritualistic 
gesture, which bespeaks the birth of a mise en scene. 

An emblem of a paradoxical "rhetoric of silence," the curious 
incident of Sepoltura d'amor is, of course, but a token index of a consistent 
pattern - the pattern of the gradual coming to light of the inner agon of 
a psyche wrecked by the ravages of passionate love. Our present 
discussion shows that writers like Ausihs March and Moner bequeath to 
authors of subsequent generations this agon as the epitome of 
egocentrism and as the Ursprung of theatricality. Our research shows, 
also, that the egocentrism in question stems, ultimately, from Prudentius, 
specifically from Psychomachia, vv. 59-68, a passage we have commented 
upon already. The "casa" mentioned, as we have seen, in this crucial 
source adds, I believe, new connotations to the leitmotif that Stephen 
Gilman discerns in the wondrous orchestration of Celestina: 

La situaci6n vital bBsica en La Celestina es la 
domesticidad. La vida es vivida dentro de casa en 
cerrada convivencia. La acci6n principal tiene lugar en 
tres casas: el domicilio de soltero de Calisto, con sus 
criados de excesiva confianza; la residencia familiar de 
Melibea; y la casa, burdel e infernal dep6sito de 
Celestina (...). Cada uno de estos establecimientos 
domesticos es concebido como una especie de cklula de 
intimidad?' 

'O Introd., La Celestina: Tragicornedia de Calisto y Melibea, ed. D. S .  Severin 
(Madrid: Alianza, 1990), p. 17. 
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We may add that, in the light of the subtext emanating from Prudentius, 
the "casa" available to the doeto varbn and to Rojas is a figuration of 
primordial theatricality, a concretization of the ambience of egocentrism. 

We believe that our own perception of "casa" as "c6lula de 
intimidad," to borrow Gilman's happy phrase just quoted, sheds light on 
the dramatization of a fundamental aspect of the lover's plight in 
Celestina - an aspect which eludes even such a farsighted and 
meticulous critic as Lida de Malkiel. After her admirable review of the 
various currents that come to bear upon one of the crucial issues in the 
art of Celestina, she concludes: 

No en el teatro romano, sino en la comedia elegiaca y en 
la novela sentimental del Renacimiento, heredera de una 
larga tradicibn clisica y medieval, se adiestraron 10s 
autores de La Celestina en la pintura de conflictos 
animicos, dejando muy atris a sus modelos en variedad 
y hondura psi~olbgica.4~ 

To the list of influences amply documented by Lida de Malkiel we may 
add, now, the egocentric auto de amores, born of the dynamic of the "split 
self." 

There is little doubt that, in its demarcation of psychic space, the 
egocentric text reflects a protean mode of existence, which eludes the 
analysis of critics such as Antonio Slinchez SBnchez-Serrano and Maria 
Remedios Prieto de la Yglesia. They look for authentic authorship and 
find a patchwork, put together, they presume, by Rojas on the basis of 
contributions from various authors: Encina, Proaza, possibly some other 
writers and, of course, Rojas himself. Our approach, on the contrary, 
confronts us with the moment-to-moment mutability, the existential 
complexity of a self-conscious or even subconscious state - the mind-set, 
say, of a perturbed Calisto or a shaken Melibea - at odds with the 
cohesiveness and logical consistency expected by Sinchez and P r i e t ~ . ~ ~  
Whether considered a comedia or a tragicomedia, Celestina is, after all, a 
textual meeting ground: it is the ontologic correlative of various "selves," 
driven to a dialogue one with the "other" by passions, greed, and 
concomitant self-destructive pathoi. 

" La originalidad arlistica, p. 132. 

" For the long list of the "conhadicciones" they perceive in Celestina, see their 
study (nll), pp. 41-66. 
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Underlying even the "arte dia16gicon so eloquently and cogently 
analyzed by Gilrnan in his aforementioned The Art of 'La Celestina', the 
aforementioned dynamic of the split self impels the dialogue of self to 
self, the primordial dialectic of alterity connnatural to human 
consciousness. Foreshadowing the notion of "monodiiilogo" that 
Unamuno would discover at the dawn of the existentialism of our age, 
the egocentrism I have discussed in this essay corroborates the insights 
of critics like Giulia Adinolfi apropos of the dramatic nature of Celestina. 
Probing the depth and lifelike intimacy that we instinctively perceive in 
the characters of Celestina, Adinolfi is able to make out the distinctive 
features of Rojas's egocentric creativity. We would fully concur with the 
following statement of Adinolfi: 

Semejantes personajes no adquieren vida, cariicter, 
individualidad por las acciones de que Rojas les hace 
protagonistas, sino por las justificaciones complejas e 
introvertidas que necesitan para llegar a sus decisiones. 
Por eso, 10s momentos de tensi6n m& aguda, 10s nudos 
mismos a traves de 10s cuales se articula el drama de La 
Celestina, son 10s monblogos, largas piiginas, a veces, de 
alucinante iluminaci6n psic016gica.~~ 

It is this iluminacidn that I have tried to promote and confirm in this 
essay. 

Sevilla: J . Cromberger, 1535 

43 Quoted in Lida d e  Malkiel, La originalidad artistica, 124-125, n3. 
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Except for a couple of insertions and other minor changes, the 
first and third-and-final chapters of Dorothy Sherrnan Severin's latest 
monograph, Witchcraft in "Celestina" (1995)) are pretty much the same as 
in "Celestina and the Magical Empowerment of Women," an article she 
had published previously (Severin 1993). The second chapter, "Witchcraft 
Themes in the Text of Celestina," offers much new material, however. 
This short monograph concludes with an extensive bibliography (49-55) 
and an analytical index (57-58). In essence, Severin weaves together 
ideas from Peter Russell's seminal article on magic in Celestina (1963 and 
1978) and Alan Deyermond's two pieces (1977; 1978) on the relationship 
between Celestina's skein of yam, Melibea's girdle, and Calisto's gold 
chain. To these ideas, she adds her own feminist interpretation of Rojas's 
work. 

According to this feminist interpretation, "Celestina exchanges 
her female powerlessness for a power based on magic and lust" (22); 
"Witchcraft, sorcery, and bawdry empower Celestina in her society and 
make her the dominant character not just in the work but in her social 
milieu" (10). Melibea becomes empowered as well, for when she states 
that she will disobey her parents after overhearing their plans to marry 
her off, she is declaring "her freedom from conventional marriage" (39) 
in what amounts to a "declaration of independence" (40). Thanks to 
Celestina's mediation, Melibea too "has been empowered by the demonic 

' Review of Dorothy Sherman Severin, Witchcraft in 'Celestina', Papers of the 
Medieval Hispanic Research Seminar 1, London: Dept. of Hispanic Studies - 
Queen Mary & Westfield College, 1995. Paper, 58 pp. 
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forces of lust that have entered her. She becomes the dominant partner 
in the love affair" (40). Melibea's powers are also associated with a 
fairy's, but she loses them at dawn, which leads to Calisto's death and 
her subsequent suicide: "This was in line with folk motifs, for example, 
the fairy who loses her powers at dawn after enchanting a lover and 
making love to him. Melibea's power fails with the dawn and the power 
of the Devil reasserts itself in the deaths" (38). Aredsa is "the other 
liberated woman of the work," for she has "her own space from which 
she manages to eject her pimp Centurio" (45). 

According to Severin, Rojas created this "attractive alternate 
society of female industry and female sexual liberation" (46) because, 
being a converso, "a marginalized figure" (ll), he probably identified 
"with these female characters who wish to overthrow the oppressive 
patriarchy of their society" (46). Thus, Rojas's creation of an alternate 
female society may have constituted a protest, an act of subversion. 
However, Rojas detests the empowerment that he has given his female 
characters. That is why "he condemns this usurpation of male 
prerogative and shows what happens if the social order is challenged by 
women" (10-11). 

A feminist interpretation could shed important new light on our 
understanding of Celestina, but, as the preceding summary indicates, 
Severin's thesis has some shortcomings. Since Celestina is a literary 
creation rather than a real, historical character, it is difficult to see how 
she could be the dominant character in Rojas's work as well as in her 
social milieu, as claimed. There is no doubt that the old bawd is a very 
powerful figure, and that Aredsa, who lives in her own house, prizes her 
independence, but Melibea's impulsive, momentary rejection of her 
parent's plans to marry her off is not tantamount to a "declaration of 
independence." Melibea merely expresses her thoughts to her maid, 
Lucrecia; her parents have no idea of what is going on. Calisto spends 
most of his time in his room, thinking about Melibea, but this does not 
necessarily make Melibea the dominant partner in their relationship. In 
fact, the text seems to suggest otherwise. For example, Melibea asks 
Calisto, on the night before he dies, not to tear off her clothes as he 
usually does; rather than agreeing to her wishes, he replies: "SeAora, el 
que quiere comer el ave, quita primer0 las plumas" (223; I refer to 
Severin's excellent Alianza edition). 

The relationship established between Melibea's putative powers 
and the fairy who loses her powers at dawn is confusing. If the fairy 
loses her powers at dawn after making love to the lover whom she has 
enchanted, why is it that Calisto and Melibea do not perish after making 



love for the first time? The altemate female society poses problems as 
well. What Rojas creates is an underclass that includes prostitutes 
(Celestina, Elicia, Areha), male and female servants (PArmeno, 
Sempronio, Sosia, Tristh, and Lucrecia), a pimp (Centurio), and the lame 
Traso and his companions. Celestina plays the most important role, but 
this altemate society is not exclusively female. Last but not least, to be 
cogent and complete, a feminist reading of Celestina would have to take 
into account the other women in the work-Alisa, Lucrecia, and Elicia. 
However, Severin does not study these from a feminist perspective. 

Severin's study of witchcraft in Celestina, which she undertakes 
act by act in chapter 2, is much more convincing. Celestina is not just a 
sorceress, but a witch, for she makes "a pact with the Devil on at least 
one occasion" (12). After conjuring the devil, whom she encloses in a 
skein of yam with a snake poison, Celestina takes the skein to Melibea's 
house. Once Celestina is inside the house, Melibea's mother Alisa, 
imprudently decides to visit her sick sister, leaving her daughter with the 
procuress: Celestina thanks the devil for providing her with this 
opportunity. Melibea becomes extremely angry with her for daring to 
mention Calisto's name, however, and the old bawd feels obliged to turn 
to the devil for his assistance. Her request seems to work, for Melibea 
calms down upon hearing the story that Celestina invents about Calisto's 
toothache. The girl then allows Celestina to borrow her girdle as a 
remedy; it was believed to have touched all the holy relics in Rome and 
Jerusalem. Melibea also instructs Celestina to return secretly the day 
after, so that she can let her have the prayer of Saint Appolonia, a spell 
against toothaches for which the old bawd had asked. Celestina certainly 
believes in the power of her own conjuration, for, on the way back, she 
thanks the devil for his help (16-22). As soon as he touches the girdle, 
Calisto's fetichism with it is so exaggerated 'that, as Deyermond 
suggested, the devil probably passed from the skein to Melibea, and from 
Melibea to the girdle, infecting Calisto as we11 (24-25). When Celestina 
finally brings Calisto the news that Melibea has agreed to see him, 
Calisto is so happy that he rewards her with a valuable gold chain. 
Following Deyermond once again, Severin hypothesizes that the devil 
passed to the chain and then to Celestina. Blinded by the devil, Celestina 
refuses to divide the chain with PArmeno and Sempronio, and they kill 
her (33-37). Celestina's death, in turn, leads to the deaths of PArmeno; 
Sempronio, Calisto, and Melibea. Thus, the devil seems to have done his 
work. 

Unfortunately, this satisfactory examination of witchcraft and the 
role of the devil in Celestina is marred by errors. According to Severin, 
since witchcraft was punishable by death, it is "little wonder that 
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Celestina would insist that she practiced only the white arts and not the 
black ones" (12). As the author later indicates while discussing Claudina, 
who was a witch, Celestina portrays herself as her apprentice, however, 
and admits that she does not have as much power over the devils as her 
former teacher used to (25). This would seem to constitute an admission 
of witchcraft. In the passage that Severin quotes at this point, Celestina 
also says that Claudina could enter into a circle much better than she 
ever did: "Pues entrar en un cerco, mejor que yo y con m A s  esfuerzo" 
(123). Rather than denying consistently that she is a witch, Celestina 
admits it, at least to PBrmeno. 

Throughout her analysis of witchcraft in Celestina, Severin often 
reads too much into the text, seeing the devil at work whenever his name 
is mentioned in the text. For example, Sempronio sees Celestina returning 
from her first interview with Melibea, and exclaims: "iVBlala el diablo, 
haldear que trae!" (103). Noticing how nervously Calisto awaits the news 
that Celestina brings him, PBrmeno observes: "Temblando eslA el diablo 
como azogado" (107). Shortly after, Sempronio warns PBrmeno about his 
imprudent asides: "iCallarBs, par Dios, o te echar6 dende con el diablo!" 
(107). Seeing that PBrmeno complains when he tells him to fetch the 
tailor in order to make some clothes for Celestina, Calisto remarks: "iDe 
qu6 gana va el diablo!" (113). When Celestina comes to her house in the 
middle of the night, Areusa exclaims in an aside: "iVBlala el diablo a esta 
vieja, con qu6 viene como huestantigua a tal hora!" (126). Wondering 
whether the dog is barking because Celestina, who is out late, is finally 
coming home, Elicia wonders: "iSi viene este diablo de vieja?" (132). 
Sempronio and PBrmeno agree to become friends, and Sempronio says: 
"Abrazarte quiero. Seamos como herrnanos, ivaya el diablo para ruin!" 
(138). Overhearing his master sing, Sempronio tells PBrmeno: "iTrovar6 
el diablo!" (139). As Calisto eats a slice of candied citron, Sempronio 
remarks to his companion: "VerBs que engullir hace el diablo" (141). 
Sempronio warns PBrmeno, once again, that Calisto will overhear what 
he is saying, and PBrmeno fires back: "OirB el diablo!" (164). Suspecting 
that Celestina will refuse to share the gold chain that Calisto has given 
her, Sempronio warns: "iPues guBrdese del diablo, que sobre el partir no 
le saquemos el alma!" (167). Elicia wonders whether she ought to keep 
on mourning Celestina's and Sempronio's deaths as follows: "El diablo 
me da tener dolor por quien no se si, yo muerta, 10 tuviera" (208). 

Severin attaches great weight to all of these references to the 
devil (22-24,28-30,33,35,41), but his name is being used as an expletive, 
as still is often the case today. In order for these references to have 
additional significance, it is necessary to show a clear, meaningful 
pattern. The author does not. Her preoccupation with the devil also 



causes Severin to see his presence even before Celestina conjures him. 
In her opinion, "Calisto opens the door to the Devil's interference with 
the first words of Celestina" (13)' when he sees Melibea in her garden and 
says: "En esto veo, Melibea, la grandeza de Dios" (46). If that were an 
example of opening the door to the devil, every courtly lover would have 
been in great trouble, for the lover's endiosamiento of the beloved is one 
of the main characteristics of courtly love. 

Severin also sees the devil at work as a result of the prayer in 
which Calisto asks God to guide Sempronio to Celestina's house as He 
had guided the Wise Kings to Bethlehem with the star: "This impious 
prayer will be heard and answered, not just by God but by the Devil" 
(14). Curiously, she sees both God and the devil answering the same 
prayer. The devil may well have answered it, but there is no textual 
evidence to support such a deduction. 

Besides reading too much into the text, at times Severin does not 
explain it sufficiently. Commenting on Celestina's invention of Calisto's 
toothache and request for Melibea's girdle and the prayer of Saint 
Appolonia, the author explains that the toothache is "a typical courtly 
lover's malady" (20)) and that the girdle is "an article of clothing needed 
to. complete the philocaptio enchantment" (20). "Toothaches" were not 
restricted to courtly lovers, however. The word was used as a 
euphemism for sexual arousal (see Herrero 1986: 134-41 and West 1979: 
7; Severin cites the second author). Celestina probably needed the girdle 
to complete her evil work, but the girdle that Melibea wore around her 
waist also represents her chastity (see West 1979: 136; DUM 1975: 414; 
Fontes 1990-91: 23). The request for the prayer of Saint Appolonia is 
ironical, for it is a folk spell for real, not metaphorical t~othaches.~ With 

It still exists in the modem oral tradition. The 66-year old Augusta dos 
Santos recorded the following Portuguese version in Seixas, Vinhais (Braganqa), 
on August 14, 1980: 

Senhora Santa Apol6nia 
Estava sentadinha 
nas pidrinhas do Oriente. 
Passou ali S[%o] Clemente. 
- Que faz aqui, Santa Apolbnia? 
- D&-me as minhas maos e os meus dentes. 
- Quereg que tos sare? 
- Meu senhor, de boa mente. 
Em louvor de Deus e da Virgem Maria, 
um pai-nosso e iia ave-maria. 

(Fontes 1987: no. 1526) 
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such veiled language, Celestina is in fact telling Melibea the truth, and 
Melibea understands it perfectly well. That is why she asks Celestina to 
return for the prayer "muy secretamente" (100) the next day.3 Though 
apparently aware of this telling request for secrecy (20-21), Severin fails 
to explain the passage properly. 

There are several curious readings or interpretations. Whereas 
it is true that, at one time, Celestina "ran an extensive prostitution ring 
and bawdy house for the entire community" (21), it is wrong to surmise 
that she did this "especially for the clergy, including the nuns" (21). In 
the quotation used to substantiate this assertion (22), Celestina merely 
states that 
in her glory days, when business was booming, thanks to the great 
number of girls that worked for her, she had many "servidores" (i.e., 
"customers") including abbots, bishops, and sextons: "Pues servidores, 
jno tenia por su causa de ellas? Caballeros viejos y mozos, abades de 
todas dignidades, desde obispos hasta sacristanes" (151). This does not 
suggest that the majority of Celestina's customers are clergymen, and 
there is nothing about nuns here. As I have shown elsewhere, the 
probable reference to the nuns appears much earlier, when Phrmeno 
describes Celestina's house to Calisto, as he remembered it from the days 
when he used to live with her as a child: "Muchas encubiertas vi entrar 
en su casa; tras ellas hombres descalzos, contritos y rebozados, 
desatacados, que entraban alli a llorar sus pecados" (61; emphasis mine; 
for a fuller explanation of this passage, see Fontes 1990-91: 13-14). 

Celestina's boast about the great number of customers that she 
used to have is part of the parodic misa de amor (Castro 1965: 96-98) in 
which she describes the commotion that she used to provoke as she 
entered church. In Severin's opinion, "a pact with the Devil is'inferred 
from the circumstances" (22). Returning to this scene, she later comments 
that Celestina "paints a picture of demonic impiety in which the clerics 

According to the Golden Legend, when Saint Appolonia was martyred during the 
reign of the emperor Decius, in Alexandria, her executioners first beat out all of 
her teeth (de Voragine 1993, 1: 268). . 

Javier Herrero explains this clearly: "At another level, the recourse to 
postpone the writing of the prayer for another day and, above all, the request for 
great secrecy ('mui secretamente') in her next visit clearly show that such 
Aocent respectability is a game,a nd that she is agreeing toestablish, through 
a 'tercera' (a go-between), an illicit and dangerous relationship with Calisto" 
(1986: 136). 



and lovers worship her instead of God in a sort of Black Mass" (30). It 
is true that here Celestina becomes the center of attention, "displacing 
God in His own house" (Fontes 1990-91: 16). Although this elevates her 
"into the category of a divine, anti-Christian figure" of sorts (Fontes 1990- 
91: 16), there is no textual evidence regarding a pact with the devil or a 
black mass at this point. The purpose of a black mass is to invoke the 
devil, making him present. There is such a mass in Celestina, but it is 
performed earlier, when Celestina, in her role as high priestess, uses "la 
sangre del cabr6n" (85), an animal that represents the devil, in order to 
conjure and place the devil in the yam that she takes to Melibeals house. 
The goat's blood parallels the wine that, through transubstantiation, is 
transformed into the blood of Christ in the Catholic mass (for a fuller 
analysis, see Barrick 1977 and Fontes 1990-91: 21-22). 

While still commenting on the parodic misa de amor that she 
conflates with the black mass, Severin goes on to say that the clerics have 
their servants follow Celestina home, and "a procession of foodstuffs 
marches through her door, seemingly unaided. Penniless curates even 
send the communion bread flying in through her door" (30). What the 
text says is this: "Y enviaban sus escuderos y mozos a que me 
acompafiasen, y apenas era llegada a mi casa, cuando entraban por mi 
puerta muchos pollos y gallinas, ansarones, anadones, perdices, t6rtolas, 
pemiles de tocino, tortas de trigo, lechones .... Pues otros curas sin renta, 
no era ofrecido el bodigo, cuando, en besando el feligres la estola, era del 
primer0 voleo en mi casa. Espesos, como piedras a tablado, entraban 
mochachos cargados de provisiones por mi puerta" (151-52). Foodstuffs 
flying by themselves into Celestina's house would make a tantalizing 
image, testifying even further to her powers as a witch, but nothing of 
the sort happens here. Everything is carried in, and there is no 
communion bread involved. As Severin herself explains in her edition 
of Celestina, a "bodigo" is a loaf of bread that is taken to church as an 
offering: "panecillo hecho de la flor de la harina, que se suele llevar a la 
iglesia por ofrenda" (253, n. 243). 

Severin interprets the text curiously on at least another four 
occasions. Embarrassed because of Celestina's bad reputation, Lucrecia 
does not want to tell Alisa even her name when the old bawd calls at the 
door. Alisa insists, and the girl replies: "iHe vergiienza!" (89). According 
to Severin's interpretation, Lucrecia "is afraid to mention Celestina's 
name, presumably because of its demonic power" (19). Melibea, who has 
not seen Celestina for some time, fails to recognize her right away, and 
thinks that the latter has lost her former beauty: "Figiraseme que eras 
hermosa. Otra pareces, muy mudada estAs" (92). Singleton renders this 
passage accurately as: "Yet, despite the changes I observe, I easily fancy 
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that you once were lovely too" (1958: 76). Severin believes Melibea to be 
saying that Celestina "had seemed more attractive when she was a little 
child" (19). Although this is plausible - Melibea is still young, after all 
- the text does not authorize such a reading. While boasting about the 
havoc that her entry in church provoked in earlier days, Celestina states 
that "he who had the fewest dealings with me thought himself the worst 
off' (Singleton 1975: 150-51): "El que menos habia de negociar conmigo, 
por mfis ruin se tenia" (151). Severin takes these words to mean that 
"anyone who didn't know her would be ashamed to admit it" (22). 
While waiting for Celestina, for whom she had sent for help because of 
the lovesickness that she felt, Melibea asks God to help her to hide the 
true cause of her malady, and to pretend that something else ails her: "a 
ti, el cual todas las cosas a 10s hombres sojuzgaste, humildemente 
suplico: des a mi herido coraz6n sufrimiento y paciencia, con que mi 
terrible pasi6n pueda disimular! No se desdore aquella hoja de castidad 
que tengo asentada sobre este amoroso deseo, publicando ser otro mi 
dolor, que no el que me atormenta" (154). According to Severin's 
interpretation, Melibea "prays to God to guard her chastity against 
temptation" (31). 

I would add that Severin missed an important point by failing to 
mention the relationship between ~elibea's garden and the Garden of 
Eden. It is in Melibea's garden that Calisto and Melibea fall to their 
deaths. This corresponds to the Biblical fall. Adam and Eve were cast 
out of paradise because the devil tempted Eve, disguised as a snake. 
Celestina put the devil into the skein with snake's oil, taking it to 
Melibea's house afterwards, so that he would help her to tempt Melibea. 
This additional detail would have enriched the relationship that the 
author establishes among Melibea's and Calisto's deaths; Celestina's 
witchcraft, and the work of the devil (see Weiner 1969: 392-96; Fontes 
1990-91, 23-27). 

Though leaving out important points such as this, Severin 
includes passages that are not germane to her arguments. Most of the 
quotations that punctuate every page of the textual analysis are too long, 
and some of them are pointless, often having little or nothing to do with 
the her two subjects: female empowerment and witchcraft. The text is 
cited profusely in order to show how Celestina tries to cheat Pdrmeno 
and Sempronio of their share of the gold chain just before they kill her 
(35-37) when a summary would have served. The lengthy monologue in 
which Calisto reacts to the execution of his two servants (37-38) could 
have been omitted as well. 



The lengthy bibliography (49-55), which Severin precedes with 
the statement that "This bibliography includes all the studies on the topic 
of witchcraft in Celestina, whether or not they are cited above" (49), is 
certainly useful, even though, as a general rule, such bibliographies 
consist of works cited. In any case, the author might have made a 
greater effort to refer to more of those works, as this would have 
enriched her study considerably. A case in point is the sketchy 
introductory chapter. As its title indicates, it purports to undertake a 
survey of "Witchcraft in Late Medieval Spain and Europe," thus 
providing background for "The Case of Celestina." The author refers to 
the Malleus rnaleficarurn in the second and third lines of the opening 
paragraph, summarizes Christine Lemer's distinction between witchcraft 
and sorcery in another paragraph (8; Maravall, whose name is not even 
included in the final bibliography, could also have been cited here [1972: 
150]), and then dedicates only one additional, brief paragraph to the 
subject (8-9). 

This introductory chapter also raises some interesting questions 
that, unfortunately, are left unanswered. After pointing out that Rojas 
was a converso "whose skepticism about redemption and the afterlife has 
been recognized by some critics" (7), Severin states: "However, the 
possibility that he believed in God, the Devil, and evil from a basically 
Jewish point of view has not been adequately studied. Modem critics 
have tended to categorize him either as a conventional Christian or as an 
atheist. The possibility that he was neither of these has not been 
seriously considered" (7). Since the author raises these questions in her 
introduction, the reader has every right to expect further discussion, but 
there is hardly any. Still in the introduction, Severin refers to Rojas as 
a "believer (even if not a whole-hearted Christian)" (10), and quotes the 
Old Testament in order to show that, since "Mosaic law expressly forbids 
witchcraft" (ll), "final proof of Rojas's. belief in the perniciousness of 
witches can be adduced from the Bible" (11). Severin drops the subject 
after this, as if she had already investigated it sufficiently, answering her 
own questions in the process. It seems clear to me that she has not done 
SO. 

On a more positive note, I have profited considerably from 
Severin's commentary on Calisto's and Melibea's conversation during 
their last night in the garden. Calisto says to Melibea: "Jam& querria, 
seiiora, que amaneciese, segun la gloria y descanso que rni sentido recibe 
de la noble conversacibn de tus delicados miembros" (223). To which 
Melibea replies: "SeAor, yo soy la que gozo, yo la que gano; tu, seiior, el 
que me haces con tu visitacidn incomparable rnerced" (223; emphasis 
mine). Citing Shipley (1973-74), the author observes that this passage 
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"features angelic imagery. Calisto now becomes Melibea's god, an angel 
who visits her in her garden" (42). Severin's reference to Calisto as both 
an angel and god whom Melibea thanks for visiting her brings to mind 
the Annunciation of the angel who tells the Virgin Mary that she will 
conceive and bear a Son by the grace of the Holy Spirit (Luke 1.26-38). 
Melibea's gratitude for the "incomparable merced that she has received 
also brings to mind the Magn$cat (Luke 1.46-55), the beautiful prayer 
that the Blessed Mother proffers to thank the Lord for having chosen her 
during her Visitation to St. Elizabeth. Note that St. Luke places this 
episode right after the Annunciation. Given the context - Calisto and 
Melibea had been making love all night long - the use of this imagery 
is unquestionably sacrilegious, and even more so on the part of a converso 
whose Jewish ancestors viewed the Annunciation and the Incarnation of 
Christ in human rather than in supernatural terms. Some conversos were 
dragged before the Inquisition for imprudently expressing such 
 opinion^.^ ,Perhaps because she has always firmly set her face "against 
any notion that there is a secret message about conversos concealed in the 
work (46), thus apparently dismissing, a priori, any new evidence that 
might come to light, Severin fails to see any further significance in her 
important insight. 

See Fontes 1990-1991: 33-36; id., 1993: 202; id., 1994: 258-60; 1 further develop 
these ideas. in the forthcoming "Adam and Eve Imagery in Celestina: A 
Reinterpretation." 
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CELESTINESCA 19.1-2 (1995) 

Antonio Sdnchez-Serrano y Maria Remedios Prieto de la Iglesia. 
Fernando de Rojas y 'La Celestina.' Barcelona: Teide, 1991. vi + 
170 pp. 

For the past century and more, debate among critics as to 
authorship of Celestina has been keen, often distracting the attention of 
readers and scholars from more fundamental questions about the 
meaning and structure of the work. The monograph under review 
attempts to stir up again the stagnant waters of the question of 
authorship by reframing the issues on the basis of a meticulously close 
textual reading in a determined effort to unearth previously unnoticed 
clues in the received text. As an innovative effort, founded on new 
approaches and fresh assumptions, the authors' industry deserves 
considerable credit. The usable results, however, are fewer than this 
reader - and, I suspect, other readers as well -would have wished for. 
The debate over authorship, therefore, is far from over. 

Femando de Rojas and 'La Celestina' consists of an introduction, 
three chapters of varying length, plus a selected bibliography of some 150 
works confined, in the main, to the specific issues explored between its 
covers, and a useful 3 1/2-page prologue by Joseph Snow. The central 
chapters deal successively with 1) authorship, 2) problems with the text 
of the Comedia and 3) changes made by the "author" in the text of the 
Tragicomedia. 

The authors believe that the creation we today call Celestina 
existed first as a work in the tradition of the comedia humanistica of 
roughly the extension of the first act, and that it had a happy ending. 
When this embryonic work reached Femando de Rojas, he saw its 
inherent possibilities and began to adapt it into the form in which it first 
circulated in print, the Comedia. The most striking change imposed on the 
borrador was that its ending was made tragic. In an effort to account for 
the transformations of the original, the authors present the results of a 
close reading of almost unmatched intricacy. They seek and find 
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whatever scraps of evidence the text might yield after being 
altered/edited by varied hands over the course of almost five centuries. 
However, herein lies one of the fundamental problems with their 
meticulous study. 

Shchez and Prieto base much of their case on elements external 
to the main fiction, such as the acrostic verses which precede the work 
and the stanzas added by Alonso de Proaza after the end of it. While 
these versified statements purport to explain certain aspects of the 
creative process, having been accepted by them as valid statements of an 
authorial intention, the use made of them by the authors is fraught with 
problems. For instance, they hypothesize that stanzas 4-7 of the acrostic 
verses originally constituted thefin bajo to which the preliminary Carta 
("El autor a un su arnigo") makes reference. The acrostic message for 
these particular stanzas reads: "s'acab6 la comedia de calisto y melibea." 
The preceding and following stanzas were later additions, made to 
incorporate the references to Rojas and to MontalbAn. 

While this line of analysis reveals a great amount of ingenuity, 
the authors appear to me to be too given to accepting those parts of the 
evidence which strengthen their case: I do not sense that they then 
examine this evidence in its totality to see where it might lead. The 
authors seek to dismiss the authority of the acrostic stanzas other than 
4-7 on the grounds of rhyme techniques. Since the poetic merit of all of 
the stanzas of this acrostic is dubious, such attempts to distinguish 
among them is, at best, questionable. In a similar vein, the authors 
attempt to further distinguish between the lost MS and the early printed 
versions of the work in terms of these preliminary pieces but, here too, 
the layers of hypothesis, however clearly presented, impede real 
conviction. Shchez and Prieto assert their ability to discriminate 
between successive stages of textual elaboration and reworking but, in 
the end, their case rests wholly on conjecture. 

They are too disposed, then, to dismiss the remaining acrostic 
stanzas as unauthentic (36), apparently because thus they support the 
authors' thesis. Later conjecture focusses on their contention that the 
Burgos 'edition must have contained all the content of the lost MS (41): 
they do not clearly indicate the basis for this belief. They then (56 ss) 
emphasize the concept of entretalladuras to explicate - beginning at 
stanza 8 of the acrostic - the revisions which, in their thesis, 
transformed the borrador into the Comedia and this, later, into the 
Tragicomedia. Indeed, much of the rest of the monograph is devoted to 
locating textual interventions: mos't of these are based on verbal 
resemblances between characters' speeches. That is, new dialogue has 



been fashioned out of old. They do not test or consider the possibility 
that the author has used echoes or restatements of his own previous 
writing. SBnchez and Prieto seem throughout this work like enthusiastic 
archaeologists whose zeal leads them to speculate too much on the basis 
of available evidence. This is both the strength and the weakness of their 
arguments. 

To my mind, the authors appear overly stringent in their 
expectation that Melibea could not possibly think that Calisto, 
encouraged by the corddn, the promise of the prayer, and afflicted by his 
toothache, was capable of quickly seeking another love interest (107). 
Their argument is based on rational thought and strict chronological 
time. They overlook that this is obsessive courtly love where (as 
Capellanus reminds us) the lover is "always apprehensive" (rule 20) and 
suspicion of the beloved requires only a "slight presumption" (rule 28). 
Elsewhere they forget that the walled garden is not as impenetrable as 
they surmise (115): like all such gardens, it has doors or gates (mentioned 
in Act XII), although they would have been locked securely overnight. 
Another lapse occurs when Shchez and Prieto fault Sempronio's catty 
remark about Melibea as being inconsistent with the description of her 
in the argumen to general (124). Obviously the description in the argument0 
general is all superlatives, exaggerated to present Melibea as a paragon 
among women. Sempronio's comments are clearly negative 
exaggerations, like all misogynistic remarks, designed to insult women 
for some literary or rhetorical purpose. It makes little or no sense to 
expect internal consistency in a work built on the contrast between 
courtly love and misogyny. Owing to Rojas's manipulations and the 
switch to a tragic ending in the reworking, the authors can claim, albeit 
hesitantly, that the work is, in terms of genre, essentially dramatic (126). 

This meticulous reconstruction of the textual evolution of 
Celestina is presented without a scaffolding of hard facts and must 
depend on hypothesis for all support of its central thesis. I believe that, 
unfortunately, it leads to more confusion than clarification. Thus the 
perennial questions that perplex scholars about the authorship of 
Celestina still require a search for more solid answers. This reconstruction, 
perhaps, might stimulate that search. 

Steven D. Kirby 
Eastern Michigan University 
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CELESTINESCA 19.1-2 (1995) 

Los bienes, si no son comunicados, no son bienes. 
Celestina, auto I 

[Thanks for items which have contributed to this,report are heartfelt and 
go to: P. Welt, K. Kish, R. Utt, B. Taylor, M. Rubio, J. C. Conde Lbpez, P. 
Bly. G. Hutcheson, Reed Anderson, G. Olivetto, Gabriela Martin, P. Botta, 
M. Solomon, J. Rank, M. Gerli, and L. Fothergill-Payne. J.T. Snow] 

REVIEWS OF RECENT CELESTZNA BOOKS: 

1. Antonio Sbnchez Sbnchez-Serrano and Maria R. Prieto de la Yglesia, 
Fernando de Rojas y 'La Celestina' (1991). 

by I. A. Corfis, in La Cordnica 23 (1994-95): 97-99; 
by D. S. Severin, in Bull. of Hispanic Studies 71 (1994): 253; 
by J. R. Rank, in Hispanic Reuiew 62 (1994): 112-15; 
by I. A. Corfis, in Journal of Hispanic Philology 17 (1992[1994]): 81- 

83; 
by M. T. Ward, in Hispania 78 (1995): 503-504; 
by S. D. Kirby, in Celestinesca 19.1-2 (1995): 
by P. Botta, in Cultlira Neolatina (1995): in press. 

2. Louise Fothergill-Payne, Seneca and 'Celestina' (1988). 

by R. Meyer, in The Classical Review 40 (1990): 156-57; 
by D. Hook, in Medium Aevum 59 (1990): 175-76; 
by M. R. Menocal, in Speculum 65 (1990): 665-66; 
by C. F. Fraker, in Romance Quarterly 37 (1990): 375-77; 
by J. Morrison, in Parergon 8 (1990): 142-44; 
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by K. A. Bluher, in Romanische Forschungen 104 (1992): 491-492; 
by J. S. Geary, in Romance Philology 47 (1993): 264-69. 

3. Peter E. Russell, ed., Comedia o Tragicomedia de Calisto y Melibea (1991). 

by P. Dumitrescu, in Cuadernos para la Investigacibn de Literatura 
Hispa'nica, nGm. 16 (1992): 251; 

by D. G. Pattison, in Medium Aevum 62 (1993): 100-107; 
by J. Rodriguez-PuCrtolas, in Journal of Hispanic Philology. 

4. Charles Fraker, "Celestina": Genre and Rhetoric (1990). 

by George Greenia, in Hispania 74 (1991): 884; 
by A. Cioranescu, in BibliotMque dlHumanisme et Renaissance 53 

(1991): 582-84; 
by M. A. Diz, in Speculum 68 (1993): 776-79; 
by M. Garcia, in Bulletin Hispanique 94 (1995): 355-358. 

5. Dorothy S. Severin, Tragicomedy and Novelistic Discourse in "Celestina" 
(1989). 

by J. F. Burke, in Modern Language Review 87 (1992): 226-227; 
by P. N. Dunn, in Comparative Literature 45 (1993): 189-191; 
by H. Merkl, in lbero-romania, n6m. 37 (1993): 142-143; 
by J. T. Snow, in Bull. of Hispanic Studies 71 (1994): 251-253; 
by K.-P. Walter, in Zeitschrftfur Romanische Philologie l10 (1994): 

619-621. 

6. M. A. P&ez Priego (ed.), Cuatro comedias celestinescas (1993). 

by J. Snow, in Bulletin of the Comediantes 46 (1994): 125-127; 
by A. Gier, in Romanische Forschungen 106 (1994): 412; 
by R. Hathaway, in Hispanic Review 63 (1995): 452-454. 

7. M. E. Lacarra, Como leer "La Celestina" (1990). 

by Eloisa Palafox, en Celestinesca 18.1 (mayo 1994): 83-86. 

8. R. Gondlez Echevarria, Celestina's Brood ... (1993); 

by Nancy Marino, in Celestinesca 18.1 (mayo 1994): 80-82; 
by Catherine Connor, in Renaissance Quarterly 48 (1995): 628-630; 
by R. L. Fiore, in Hispania 78 (1995): 497-498; 
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by A. Higgins, in Revista lberoamericana, nos. 172-173 (1995): 685- 
700. 

9. Ivy Corfis, J. . T. Snow (eds), Femando de Rojas and 'Celestina': 
Approaching the Fifth Centenary (1993). 

by George Greenia, in Celestinesca 17.2 (nov. 1993): 151-158; 
by Connie Scarborough, in Hispania 77 (1994): 805-807; 
by David Hook, in Modem Language Review 90 (1995): 780-782. 

10. Clive Griffin, The Crombergers of Seville (1988). 

by T. S. Beardsley, Jr, in Hispanic Review 59 (1991): 77-78. 

11. Miguel Garci-G6mez1 Tres autores en "La Celestina" (1993). 

by Estelle Irizarry, in Celestinesca 17.2 (nov. 1993): 147-50. - 

12. Francisco MArquez Villanueva, Orlgenes y sociologia del tema celestinesco 
(1993). 

by V. de Lama, in Revista de Literatura Medieval 6 (1994); 
by J. Schraibman, in Revista de estudios hisphicos 29 (1995): 584- 

587; 
by G. Kaplan, in Hispanic Review 63 (1995): 601-603; 
by T. Bubnova, in Nueva Revista de Filologia Hisphica 43 (1995): 

205-212; 
by M. T. Ward, in Hispania 78 (1995): 794-795. 

CELESTINA IN PUBLIC LECTURES: 

The list, presented in chronological order, is, of course, 
incomplete. It serves as a reminder of how vital are Celestina-studies in 
these times. It would greatly help if readers, organizers, and participants 
in congresos would alert the editor to gaps in these reports, or send copies 
of conference programs to him at the editorial address. 

The following papers (1-5) were presented at the Fourteenth Spanish 
Golden Age Theatre Symposium, El Paso Texas, March 9-12, 1994. 
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1. J. T. Snow (Michigan State U.), "Celestina on the Sixteenth-Century 
Stage." 

2. Theodore S. Beardsley, Jr. (Hispanic Society of America), "Two 
Transmutations of Celestina on the Barcelona Stage." 

3. Kathleen V. Kish (U. North Carolina-Greensboro), "Celestina's 
Illustrators Stage the Work." 

4. Thomas A. O'Connor (SUNY-Binghamton), "La estructura y finales 
variantes de El encanto de la hermosura y el hechizo sin hechizo y La 
segunda Celestina." 

5. Guillermo Sclunidhuber (U. of Guadalajara), "Hallazgo de una 
comedia perdida de Sor Juana: La segunda Celestina." 

The following (6-10) were presented in honor of Louise Fothergill-Payne 
on the occasion of her retirement at the meetings of the Asociacibn 
Canadiense de Hispanistas, Calgary, June 4, 1994. 

6. Teresa Kirschner (Simon Fraser U.), "La pareja Calixto y Melibea: la 
'ilusi6n' (cbmica) de Tony Jushner." 

7. M. E. Lacarra (U. del Pais Vasco), "Enfermedad y erotismo: las 
pasiones de Areiisa y Melibea." 

8. Michael Gerli (Georgetown U.), "Complicitous Laughter: Hilarity and 
Seduction in Celestina." 

9. Enrique Fernindez (Calgary U.), "Celestina comentada: intertextualidad 
y retbrica." 

10. FClix Carrasco (U. of Montreal), "La Thebaida como anticelestina. 

11. Stephen Reckert (King's College-London, and Lisbon), "La Celestina: 
drama del solipsismo." Sixth X V ~  Century Colloquium, Queen 
Mary-Westfield College, London, June 30, 1994. 

12. M. R. Prieto de la Iglesia (U. Complutense), "El problema de la 
auto& de La Celestina: propuesta de una solucibn." Cursos de 
Verano de la U. de Lebn, September 9, 1994. 

13. J. T. Snow (Michigan State U.), "Why Celestina? Why Not Calisto y 
Melibea? U. of Miami (Florida), October 13, 1994. 
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14. Linde Brocato (U. of Illinois), "'Con 10s intelectuales ojos penetrot: 
Labrynthine Textuality, Carajicomic Vision, Celestinesque 
Desire." Textualities of Desire: A Symposium on Medieval 
Spanish Literature, Emory U., November 5, 1994.[On the 
Laberinto de fortuna, the Carajicomedia and Celestina]. 

Three papers (15-17) were presented in a section titled, 'Celestina: Some 
Reconsiderations,' at the Louisiana Conference on Hispanic Languages 
and Literatures (Tulane University, March 2-4, 1995). 

15. Theodore S. Beardsley, Jr. (Hispanic Society of America) "The House 
and Gravesite of Celestina." 

16. Jerry R. Rank (St. Mary's College), "Thirty Years after Homer 
Herriott: What Do We and Don't We Know about the Early 
Editions of the Celestina?" 

17. Ivy A. Corfis (Pem State U.), "Ovid and the Art of Love in Celestina." 

18. Juan Carlos Conde L6pez (Seminario de Lexicografia de la RAE), "La 
Celestina de Palacio: sobre el hallazgo del manuscrito y su 
importancia textual." DeptO de Literatura Espafiola (U. of 
Valencia) Valencia, March 8, 1995. 

19. J. T. Snow (Michigan State U.), "Gil Vicente and Celestina." Kentucky 
Foreign Language Conference, Lexington KY (USA), April 20-22, 
1995. 

20. L. Fothergill-Payne (U. of Calgary), "Sex, Lies, and Philosophy: a 
Senecan Guide to Epicureanism in Celestina." Medieval Hispanic 
Research Seminar, Queen Mary-Westfield Coll. (London), May 5, 
1995. 

The following presentations (21-22) were made for the Smith College 
(Dept. of Spanish & Portuguese) retirement ceremony in honor of Ema 
R. Berndt-Kelley, Northampton, Massachusetts, May 8, 1995. 

21. J. T. Snow (Michigan State U.), "Melibea's Mother." 

22. George Shipley (U. of Washington), "Rotten With Perfection." 

23. Eloisa Palafox (Washington U.), "Oralidad y retbrica en la 
Tragicomedia de Cdisto y Melibea: el potencial mhgico de 10s 
refranes." The Medieval Hispanic Research Seminar's V11 Annual 
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XVc Colloquium (Queen Mary-Westfield Colleg-Univ. of 
London), London, June 30,1995. 

The following presentations (24-32) comprise the offerings on Celestina 
from the "Serninario del Centro para la Edici6n de 10s ClAsicos 
Espailoles," dirigido por Francisco Rico, Soria, 24-28 julio, 1995. 

24. Francisco Rico (U. Autbnoma, Barcelona), "Cultura y estilo de La 
Celestina." 

25. Patrizia Botta, y F. Lobera (U. Roma), "El texto de La Celestina." 

26. Alan Deyermond (Queen Mary-Westfield College--U of London), 
"Celestina y la poesia del siglo XV." 

27. 1. Ruiz Andlluz (U. del Pais Vasco), "Clbicos y humanistas en La 
Celestina." 

28. Paloma Diaz Mas, C. Mota (U. del Pais Vasco), "La edici6n anotada 
de La Celestina." 

29. Francisco Rico (U. Autbnoma, Barcelona), "Texto y notas." 

30. Pedro M. Cdtedra (U. de Salamanca), "Erbtica medieval y er6tica 
renacentista: singularidad de La Celestina." 

31. Jacques Joset (U. de Liege), "La Lozana andaluza y la tradici6n 
celestinesca." 

32. Francisco ~ i r q u e z  Villanueva (Haward U.), "Hacia Pleberio." 

The following (33-39) were presentations made at the XI1 Congreso de la 
Asociacibn Intemacional de Hispanistas (Birmingham, UK, 21-26 August, 
1995). 

33. Nicholas G. Round (U. of Sheffield), "De la 'puta vieja' de Femando 
de Rojas a la 'Darna vieja' Shakespeariana: sobre la Celestina y la 
reforma anglicana." 

34. Antonio F. Cao (Hofstra U.), "'Tragicomedia de Calixto y Melibea' en 
verso de Juan de Sedefio: hipertextualidad y ambiguedad 
generics." 

35. J. T. Snow (Michigan State U.), "Gil Vicente como lector de Celestina." 
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36. Fdix Carrasco (U. of Montreal), "Celestina y sus imitaciones: el debate 
sobre el sentido del modelo." 

37. James F. Burke (U. of Toronto), "La mirada de la Celestina: 
jmasculina o femenina?" 

38. Mercedes Alcalii Galain (U. of Wisconsin), "Matriarcado y relaciones 
de poder en la Celestina." 

39. David Mackenzie (U. of Birmingham), "'Huevos asados."' 

40. Kathleen V. Kish (U. North Carolina-Greensboro), "Celestina's 
Movable Feast: A Transcontinental Orgy." Texas Medieval 
Association, Waco TX, September 7-9, 1995. 

The following (41-42) were part of a Special Session "Unnatural Kinds: 
Celestinas, Sex(ualities), and Textualities in Early Modem Iberian 
Literature," Modem Language Association, Chicago IL, December 27-30, 
1995. 

41. Josiah Blackmore (U. of Toronto), "Celestina's Effeminate Portuguese 
Brother." 

42. Emilia Navarro (Emory U.), "The Reader as Celestina: De-generating 
Cervantine Texts." 

CELESTINA ON THE STAGE: 

BARCELONA. La nueva producci6n del grupo Focus es 
Celestina, en versi6n de Jose Ruibal. Hermann Bonnin dirige a Amparo 
Soler Leal, en el papel de Celestina, en el Teatro Condal, con estreno el 
21 de diciembre (1995). La actriz, recordemos, es la hija de Milagros 
Leal que tantas veces represent6 la misma figura en casi toda Espafia en 
10s a o s  60 (en la producci6n de la adaptacidn de Alejandro Casona). La 
actriz define su Celestina como alguien "lleno de contrastes y con 
momentos de mucha habilidad y encanto" (El Pais [l7 dic. 19951). La 
Melibea de Beatriz Guevara se ve como atrevida y avanzada a su kpoca. 
El Calisto de Romh Sdnchez es una parodia y a veces roza el ridiculo. 
Otros en el reparto son: Xabier Ruano (Parmeno), Paul Berrondo 
(Sempronio), Jordi Dauder (Pleberio), Lina Lambert (Alisa), Izaskun 
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Martinez (Elicia), Angelica Revert (Areha), Marta Ullod (Lucrecia), y 
Germin Madrid Sosia). 

El decorado proyecta 'una idea de luz' y el local se concibe como 
una ciudad litoral cualquiera, muy mediterranea. Hay canciones sefardies 
y 6rabes agregadas para reflejar la convivencia entre las tres culturas en 
la epoca de Rojas. 

Estara en Barcelona hasta finales de marzo de 1996. Tiene en su 
futuro la inclusibn en el festival de Almagro en el verano de 1996 y 
luego, en septiembre, la escenificacibn el el Teatro de la Comedia de 
Madrid. (Unos datos sacados de reportajes y entrevistas en El Peribdico 
de Barcelona, 8 octubre y 20 diciembre de 1995). 

MEXICO CITY. Tuve el placer de poder asistir, en la misma 
c6ala MoliGre,, donde se estrenb su Celestina en 1953 el recordado Alvaro 
Custodio, a un homenaje a su memoria organizado por sus amigos 
mexicanos, principalmente 10s que trabajaban con 61 en sus muchos 
proyectos teatrales para el Teatro Clfisico de Mexico, fundado por el 
mismo Custodio. Tuvo lugar el 25 de may0 de 1994. 

El homenaje tenia dos partes. En la primera, varios actores re- 
crearon papeles que habian tenido en las obras montadas por Custodio 
(Lope, Calderbn, Rojas, Manrique ... ). Habia sblo tres o cuatro escenas 
de su Celestina, per0 alli estaban el gran Ignacio L6pez Tarso en Parmeno 
(papel muy galardonado en su momento), Ofelia Guilmain como 
Celestina (habia tenido el papel de Lucrecia en 1953, per0 habia recikn 
montado, en nueva produccion de su propia compafiia, esta adaptacibn, 
ella misma en Celestina), Maria Idalia y Rosenda Monteros aparecieron 
en Meliba y AreGsa, respectivamente, y Miguel C6rcega y Tina French 
interpretaron Sempronio y Elicia. 

En la segunda parte, salieron todos 10s actores que habian 
participado en la primera parte, se sentaron en un semicirculo y 
recordaron la vida y carrera de Alvaro Custodio (asistia una de las dos 
hijas del homenajeado e intervino tambikn en esta parte), frecuentemente 
en colaboraci6n con otras aportaciones esponthneas de dignitarios 
sentados entre el publico. 

. Alvaro Custodio recibi6 el premio de la critica por esta Celestina, 
que se vio centenares de veces y fue seleccionada para el programa 
cultural de 10s Juegos Olimpicos en Mexico (1968). Se vio mfis tarde en 
una producci6n bilingiie en Los Angeles (1978). Custudio volvib del 
exilio a Espaiia poco despuks, continuando su carrera teatral con base en 
El Escorial. Muri6 en abril de 1992. Para m6s sobre las "celestinas" de este 
dramaturgo, vease la "Nota del editor," Celestinesca 16.1 (mayo 1992): 1-4. 

* * *  
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ENGLAND. The "Actors Touring Company" (London) 
production of Celestina was featured in its 15th Anniversary Tour in 1993. 
It was called "fresh and stimulating" in Birmingham, and The Times called 
it "intelligent, sumptuous." For The Guardian, it was an "intravenous 
injection of raw passion." This is a CO-adapted (Max Hafler and Nick 
Philippou) version of James Mabbe's 1631 translation, with Philippou 
also directing. Between Oct. 7 and Dec 11,1993, the tour production was 
seen by thousands in: Edinburgh, Salisbury, Chichester, Oundle, 
Cambridge, Chipping Norton, Aberystwyth, Hemel Hempstead, Newark, 
Worksop, St. Albans, Canterbury, Belfast and, finally, London. [There is 
additional information in Celestinesca 17.2 (noviembre 1993): 1671. 

CINCZNNATZ (USA). Jacques Copeau in 1929 presented 
Comeille's L'lllusion, wedding it in part to Rojas' Celestina. This new 
version is an adaptation by Tony Kushner and was presented by the 
Ensemble Theatre of Cincimati in their 1993-1994 season (February 2-27, 
1994). 

* * *  

BUENOS AIRES. A las notas recogidas en Celestinesca 17.2 
(noviembre 1993): 167-168, sobre esta produccih de Oscar Bonet 
(estrenado en septiembre de 1993), podemos ahora precisar mds el 
reparto: en Celestina, Graciela Araujo; como 10s arnantes, Laura Novoa 
y o Santiago Cerestetto o Fabio Mancini; como 10s criados de Calisto, 
Juan Palomino (Sempronio) y Pablo Ribot (Parmeno); como las 
'mochachas', M6nica Santibiiiiez (Elicia) y Adriana Filmus (Areusa); 
Miirgara Alonso en Lucrecia; Pablo Finamore en Sosia; quien no hacia 
Calisto hacia de Tristh; y con, como 10s padres de Melibea, Nestor Hugo 
Rivas en Pleberio y Dora Prince en Alisa. 

El mismo director escribe en el programa sobre su puesta de 
escena: "Esta es una versibn de La Celestina despojada, desnuda, sin 
artificios. No tiene escenografia. No la habia pensado asi para ese publico 
imaginario ... Pero las circunstancias se rnanifestaron mas poderosas que 
mi voluntad. En esta puesta austera he dejado de lado, con dolor, 10s 
efectos visuales, 10 asombroso, 10 sorprendente. Y me empeiie en que este 
tragic0 poema de amor y muerte, este eterno duelo entre Dios y Satands 
que se libra dentro de nosotros, 10s humanos; este drama medieval- 
renacentista-etemo, que nos deja a merced de nuestras pasiones, sin 
control, llegue puro a1 coraz6n del publico que imagine." 
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CELESTINA AS FILM: 

The first notice seen was a notice from E. Hemhdez, writing in 
El mundo (11 agosto 1995), suplemento "Un Verano Europeo," p. 7. 
Rafael Azcona has adapted Rojas's Celestina for the screen and it went 
into production October 2, 1995. The filming has been done on location 
in parts of Toledo (Escalona) and Guadalajara (the sixteenth-century 
monastery of Lupiana) as well as in Cficeres. The producer is AndrCs 
Vicente G6mez. The film stars, as Melibea, the popular actress, 
PenClope Cruz, with Juan Diego Botto as Calisto; as Elicia and Are6sa, 
we will see Maribel Verdu and Candela Pena. As Celestina, the veteran 
actress, Terele Pdvez will be - in the words of El Pals' Javier Rioyo - 
"nuestra defiitiva Celestina cinematogrfifica" (one early aspirant for the 
role was Carmen Maura). The director, Gerardo Vera, wishes that this 
Celestina reflect some of the Medea of Pasolini. Pleberio and Alisa will 
be portrayed by Lluis Homar and Anna Lizaran. Others are Jordi Mollai 
and Carlos Fuentes. 

We quote Gerardo Vera from La Vanguardia (26 agosto 1995, p. 
21): "...aunque rnantendremos'el desarrollo de la acci6n en la Espafia del 
siglo XVI, vamos a contar la historia de 'La Celestina' con claves 
contemporrineas y quiero lograr una pelicula que revuelva las tripas y 
que vaya a1 bazo y no a1 coraz6n de 10s espectadores. Me temo que sera 
polemico para 10s acad6rnicos." 

The 'asesoramiento literario' is being provided by Francisco Rico, 
who has seen and approved of the scripts (Azcona and Vera, working in 
close collaboration, have overseen, so far, twelve successive scripts). An 
influence on the script was their reading of Yirmiyahu Yovel's book, El 
marrano de la razdn, on Spinoza. The final script follows the converso motif, 
linking an ultimately atheistic view to "immanence," the particular 
philosophy of Spinoza. 

CELESTINA IN OPERA: 

Some time ago, we had heard of a new operatic version being 
prepared by emeritus University of California (Berkeley) professor 
Joaquin Nin-Culmell. Not only has that been finished, but it has been 
published in Paris. It was scheduled for its premier performances in the 
Liceo of Barcelona when that theatre experienced the great fire. As of this 
writing, the Liceo is under reconstruction and one of the musical 
offerings waiting in its wings will be this long-awaited La Celestina. May 
it happen soon! 
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CELESTZNA IN THESES AND DISSERTATIONS: 

1. Itziar Michelena, "La Celestina Prirnitiva." Tesis doctoral, Universidad 
del Pais Vasco - Fac. de Filologia y Geografia e Historia (1994). 

2. (in progress) Valarie Rollwagen, "Forming and Informing Women in 
the Spanish Renaissance: Six Readings." SUNY-Buffalo (E. 
Dudley). 

Gracias a 10s celestinistas de la Universidad de Roma (E. Scoles, G. 
Macchi, C. Samonh, P. Botta, F. Lobera) podemos agregar las siguientes 
tesinas a la creciente lista de proyectos celestinescos disponibles. 

3. Raffaele Brunetti, "Esame critic0 de alcune varianti della Celestina." 
1976; directores: E. Soles, G. Macchi. 

4. Anna Okonska, "La Tragedia Policiana." 1977; directores: E. Scoles, C. 
SamonA. 

5. Angela Pagano, "I Proverbi della Celestina." 1979; directores: E. Scoles, 
C. SamonA. 

6. Antonella Cammisa, "Magia e stregoneria nella Celestina di Femando 
de Rojas." 1982; directores: C. SamonB, E. Scoles. 

7. Marina Sanfilippo, "La doppia redazione della Celestina: schedatura e 
studio degli intementi della seconda stesura." 1988; directores: E. 
Scoles, C. Samonh. 

8. Lorenzo Blini, "I1 rifacimento in versi della Celestina di Juan Sedelio: 
introduzione, edizione e note." 1990; directores: E. Scoles, F. 
Lobera Serrano. 

9. Simona Sperindii, "I1 testo della Celestina nell'edizione Zaragoza 1507." 
1990; directores: E. Scoles, F. Lobera Serrano. 

10. Carla Simone, "La prima traduzione italiana della Celestina ed i suoi 
rapporti con le edizioni primitive in lingua spagnola." 1991; 
directores: E. Scoles, F. Lobera Serrano. 

11. Elisabetta Vaccaro, "Una traduzione inglese della Celestina." 2 vols. 
1992; directores: P. Boitani, P. Botta. 
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12. Maria Sofia Ramirez Carmona, "Recopilacibn y estudio critic0 de las 
fuentes de la Comedia de Calisto y Melibea." 2 vols. 1993; 
directores: E. Scoles, P. Botta. 

13. Danila Ubaldi, "Le versioni italiane della Celestina. Problematiche di 
traduzione." 1994; directores; F. Lobera Serrano, P. Botta. 

14. (en preparacih). Francesca Guelpa, "Le fonti delle interpolazioni 
della Celestina." Directores: P. Botta, F. Lobera Serrano. 

CELESTINA PROJECTS (IN PROGRESS): 

The Celestina comentada. This anonymous commentary of 
Celestina from the middle of the 16th century is MS 17631 in Madrid's 
Biblioteca Nacional. Its 221 folios contain varying lengths of the text 
copied from one of the editions printed in 1538, each followed by 
numbered glosses, also of varying lengths. These glosses sometimes have 
interlinear or marginal notations. These most often add references to 
those mentioned, but sometimes only confirms the original references. 

The MS has been transcribed by a team, Louise Fothergill-Payne, 
Ivy Corfis, and Fabienne Plazolles, with detailed notes to glosses on 
classical, biblical and literary sources provided by Enrique Fernrindez. 

The project is near completion. We are awaiting its publication 
in Salamanca, in the series of "Textos recuperados," directed by Pedro 
Critedra. 

Two Spanish Conversos: Rojas and Delicado. Tentative title of a 
monograph in preparation, by Manuel da Costa Fontes. 

Studies awaiting publication: Michael Gerli has finished his "The 
Heart of the Matter: Vile Bodies, Sexual Undenvorlds, and the Body 
Politic in Celestina," due to appear in Crossing Sexual and Cultural Frontiers 
in Medieval Iberia, edited by J. Blackmore and G. Hutcheson. 

Several studies on Celestina have been offered for the planned 
homage volume for Alan Deyermond, titled The Mind of Medieval Spain, 
being edited by Ralph Penny and Ian McPherson, due in 1997. More on 
this in future numbers of Celestinesca. 
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"CELESTINA" EVERYWHERE: 

That Celestina is a literary masterpiece, reproduced, translated, edited, 
adapted, continued, and imitated over the past five centuries (minus a 
few years) is well-documented. Less well-documented, perhaps, are the 
frequent uses of the bawd's name as a common noun, or as a point of 
comparison, in other contexts. I here reproduce just a few that have 
come our way (other citations may be found in previous PREGONEROS). 

1. M. de Unamuno, "Salamanca," in Andanzas y visiones espallolas (1922), 
in Obras completas I. paisajes y ensayos (Madrid: Escelicer, 1966), 
pp. 420-425, at 423: 

"iY que de la Salamanca de la Celestina y de la del 
estudiante de Salamanca de Espronceda ... ? Estudiantes, 
aunque no como aquel, a h  quedan, y Celestinas me 
parece que tambien." 

2. Birute Ciplijauskaite, praising Antonio Sanchez Barbudo in a volume 
dedicated to him of the review Anthropos, num. 149 (octubre 
1993), says (p. 72): 

"Como Celestina, [Antonio] tiene el don y el arte de 
hablar a cada uno en su propio lenguaje, y asi le 
embauca." 

3. En el titular de la columna de "0 Valedor do Galego" (escrito por un 
tal 'Xoan Ninguen' en el suplemento "Galicia" del periodic0 El 
mundo (22 julio 1995), alude el autor a si.mismo - a1 publicar 
una carta de un chico que quiere conocer a una chica - asi: "EL 
VALEDOR COMO CELESTINA." . 

4. J. Gonz5lez Mhdez, escribiendo en El mundo (16 julio 1995), el 
suplemento "Galicia," alego esto de Felipe Gondlez (anfitrion en 
aquel moment0 en Santiago de Compostela de Helmut Kohl, 
Canciller de Alemania): 

"0 sea, dramatics la 'escena del sofii' que le e s t h  
montando Xerardo Estevez y Manuel Fraga a Helmut 
Kohl, oye, con Felipe Gonzalez de Celestina, el Hostal 
de 10s Reyes Catolicos y mi gente compostelana (...)." 

5. Xavier Vidal-Folch, a1 hablar del papel de Espafia en la politica 
exterior de la Comunidad Europea, con vistas tanto hacia el 
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mediterrheo como hacia Surarn6rica1 titula su articulo (El Pak, 
26 de noviembre de 1995), p. 9, "ESPANA COMO CELESTINA." 

6. Mike1 Iturriaga, en una entrevista con la actriz, Maria Barranco (El 
Pals, "Telepais," 12 julio de 1995, p. 30), comenta: "Ahora la actriz 
se siente muy c6moda en su nueva labor de Celestina televisiva." 

7. El novelista, Luis Landero, que es tambi6n profesor de bachillerato, a1 
defender la noci6n que hay placeres, como la lectura (por 
ejemplo), que debemos recomendar a 10s alumnos, aun si no dan 
gratificaci6n instankinea como muchos de 10s medios m& 
populares del mundo de hoy, escribe 10 siguiente (El Pak, 24 de 
diciembre de 1995, p. 13): 

" ... yo he conocido a mucha gente euf6rica cuando grita: iMe 
voy para el futbol!", per0 no he vista todavia a nadie que, ante 

I 
la perspectiva de una tarde consagrada a la lectura, diga: "iHala, 
a engolfarse en La Celestina!", o frothdose las manos con 
fruici6n: "iY esta noche ... Unamuno!" 

8. Es que 61 rnismo tal vez no suelte ese ejemplo de Celestina sin buena 
raz6n, siendo que en otro reportaje sobre Landero, en el ABC. 
Suplemento literario, Rafael Conte le pide - en la entrevista-base 
del reportaje - su opini6n de la ensefianza, y Landero confiesa: 

"A1 final, 10s que ensefian de verdad son 10s escritores; son 
Homero y Cervantes quienes ensefian, quienes comunican, 10s 
que contagian la literatura para que 10s alumnos la lean con 
agrado, placer y sensibilidad. Me siento en clase como una 
Celestina que enreda a mis alumnos para que lean." 

9. Just to note that one of America's premier stage actresses, Carol 
Channing, who has played the go-between matchmaker Dolly 
Levi thousands of times, had this insight into the value of 
experience in the creation of her character: "The older Dolly Levi 
gets [read Celestina], the more sense she makes. She's a 
matchmaker and you don't have the right to do that unless 
you've lived and lived and lived and lived. If she's 100, she'll be 
better" (USA Today, September 20, 1955, 6D). 

HONORS FOR CELESTINISTAS: 



PREGONERO 123 

1. Our Corresponsal from England, Alan Deyermond, presided 
over the XI1 Congress of the AIH, held in Birmingham (August 20-26, 
1995). He has been named HONORARY PRESIDENT for life. He was 
accorded earlier yet another honor, a honorary Docctorate in Letters from 
Georgetown University (May 1995) where he also delivered the 
commencement address to the College of Arts & Sciences. The Univ. of 
Salamanca has just - as part of its commitment to him as a recipient of 
the NEBRIJA prize - published v01 I of his long-awaited Catdogo de la 
Literatura Perdida. 

2. On Monday, May 8, 1995, Smith College honored, on the 
occasion of her retirement, Erna Ruth Berndt-Kelley, student of J. Homer 
Herriott, author of Amor, muerte y fortuna en 'La Celestina' (Madrid: 
Gredos, 1963) plus a half-dozen or so significant studies on other aspects 
- most recently, the iconographical value of early editions - of Rojas' 
famed work. Ema Bemdt-Kelley has been a Corresponsal of Celestinesca 
from its inception. There was a reception, a program with two speakers 
(George Shipley, Joseph Snow), and a celebratory dinner followed by 
a concert of medieval music. 

7 UNIVERSIDAD DE MURCIA - 

Concordancias de la tragicomedia 
de Calixto y Melibea y de la 

puta vieja Celestina 
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BALLET E S P A ~ ~ A  
PACO ROMERO 

Musica: Manolo Sanlucar 
Coreografia: Paco Romero 

Escenografia: Luis Caruncho 
Realization de Decorados: Alberto Valencia 

Diseilo de Luces: Federico Guerlache 
Figurines: Paco Quesada 

Realizaci6n de Vestuario: Teresa Jimknez y Eduardo Perez 
Zapateria: Gallardo 

Grabacion musical: PUBLIVOX 

Interpretes: 
Celestina: Carmen Casarrubios 

Melibea: Belen FernAndez 
Calixto: Paco Romero 

y toda la compailia 
Grabacion original de (<Fantasia para Guitarra y Orquesta de 

Manolo Sanlucarv, propiedad de BMG Ariola, S.A. 

Sept-Oct., 1990 (Madrid). 
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Severin, A. D. Deyermond, M. Rubio. E. Gasc6n Vera, y R. Soto.] 

723. ALCALA FLECHA, Rober to. "La intencibn documental. Iconografia 
de la Celestina," en su Matrimonio y prostitucidn en el arte de Goya 
(CBceres: Univ. de Extremadura, 1984), pp. 79-107 (8 
ilustraciones). 

Directa (en Rojas) o indirectamente (por ejemplo en "El arte de 
las putas" de N. Moratin), en Goya aflora el tema de la alcahueta 
y sus pupilas. Hay reflexiones de la celestinesca en 10s 
comentarios a 10s Caprichos 12,15,17,31 y 36, y a unos ejemplos 
de 10s Albumes. 

724. ALLAIGRE, Claude. "Notule sur une autod6fition de Calisto dans 
La Celestina ('yo, misto'). Les langues neo-latines, ntim. 299 (1994): 
17-22. 

Pretende recuperar para el vocablo 'mistor su significado 
religioso de 'iniciado' (aqui en un culto melibeico): Calisto se 
siente indigno por ser corporal a1 lad0 de esta presencia 
angelical. 
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725. ALONSO, Alvaro, "Huella de La Celestina en la ficcibn pastoril," en 
Medioevo y Literatura. Actas del V Congreso de la Asociacidn 
Hispa'nica de Literatura Medieual, ed. J .  Paredes (Granada: 
Universidad, 1995), 4 vols; vol. I: 251-260 

Como mode10 de lamento, como historia de amor y como fuente 
de conocimientos, varias obras del gknero pastoril encuentran en 
Celestina su claro eco: en La Diana (1563) de Alonso Pkrez; en 
Ninfas y pastores del Henares (1587) de Gonziilez de Bobadilla; en 
El prado de Valencia (1600) de Gaspar Mercader; y en Los pastores 
de Sierra Bermeja (1620) de Jacinto Espinel Adorno. 

726. ATALA, Henri. "Se acabb el primer acto," en 'La Cilestine: Comedia 
o Tragicomedia de Calisto y Melibea," (ver MAURIZI, 770)) pp. 53-58 

Rojas admirb el texto corto y completo del autor primitivo, el 
cual este autor sugiere pudiera titularse "El amante bob0 y la 
alcahueta." Pero tambikn reconoce que despub compuso "tal fin 
que el principio desata," continuiindolo y matando a sus 
protagonistas. 

727. BACCHELLI, Franco. "Repertorio di opere antiche spagnole della 
biblioteca 'A. Panizzi' de Reggio Emilia." Quaderni di lingue e 
letterature (Verona) 18 (1993): 59-103. 

Los numeros 103 y 104 de su catAlogo son ejemplares de la TCM 
(Miliin: Zanotto da Castione, 1414; Venecia: F. di Allessandro 
Bindoni y Mapheo Pasini, 1531). 

728. BELTRAN, Rafael. "La huella de Tirant 10 Blanc en la Celestina," Actas 
del 111 Congreso de la Asociacidn Hispa'nica de Literatura Medieval 
(Salamanca 1989), ed. M. I. Toro Pascua (Salamanca: Biblioteca 
Espaiiola del siglo XV - DeptO de Literatura Espafiola e 
Hispanoamericaria, 1994). I:169-179. 

Estudio comparado de Calisto y Tirant, de Plaerdemavida y 
Celestina (con retoiios de Lucrecia) con motivo de mostrar como 
puede haber en por 10 menos cuatro episodios del Tirant tantas 
semejanzas en la accibn, la 'situacibn y la retbrica para poder 
sugerir que eran estos episodios fuentes posibles para 10s autores 
de Celestina. 



729. .BLANCO, Mercedes. "Las piezas lirninares de la Cilestine: un 
vestiiulo enigrnitico," en Actes du Colloque (ver MAURIZI, 770), 
pp. 119-143. 

Rojas mismo nos ofrece pocos datos biogrdficos. En 10s 
paratextos celestinianos, sin embargo, algo se revela. El foco aqui 
es la carta "Del autor a un su arnigo" que sirve de p6rtico a 
Celestina, y c6mo funciona en la obra como paratexto. 

730. BOTTA, Patrizia. "Itineraries urbanos en la Celestina de Femando de 
Rojas." Celestinesca 18.2 (OtoAo 1994): 113-131. 

Estudio ilustrado y con buena bibliografia. Ofrece un panorama 
extenso (y visual!) de la ciudad y el espacio urbano donde se 
desarrolla la acci6n de la Tragicomedia (basado en numerosisimas 
referencias textuales). Ha creado Rojas la "idea" de la ciudad sin 
querer nunca especificar una particular. 

731. . "Otra vez hacia una edici6n critica de La Celestina (I)," en 
Actas del 111 Congreso de la Asociacibn Hispcinica de Literatura 
Medieval, ed. M. I. Toro Pascua (Salamanca: Biblioteca Espafiola 
del Siglo XV - DeptO Lit. Espafiola e Hispanoamericana, 1994). 
II:953-963. 

(Ver tambikn, abajo, LOBERA, 776 y SCOLES, 790.) Habla de la 
necesidad primaria de una edici6n critica de la Comedia de 16 
actos y, por razones distintas, rechaza 10s stemmata propuestos 
independientemente por Rank (1978) y Marciales (1985). Propone 
nuevas posibilidades mis lbgicas segfin otras metodologias 
propuestas para llevar a cab0 esta labor editorial. 

732. . "Un esemplare annotato della Celestina e la traduzione inglese 
de Mabbe--I." Cultura Neolatina 52 (1992): 353-388. [Para la 2" 
parte, ver VACCARO, 797.1 

Comentario a1 ejemplar plantiniana (1599) de Celestina y 
descubierta por la autora con centenares de glosas marginales en 
ingles (muy probablemente en la man0 de James Mabbe). 
Presenta pormenorizados argumentos y anilises que aclaran las 
relaciones entre 10s MSS de Alnwick (tempranas traducciones de 
Mabbe), el uso de la traduccibn italiana, el ejemplar glosado en 
ingles (ahora en la Biblioteca Nacional de Madrid), y la edici6n 
impresa de 1631 (la segunda versi6n de Mabbe). Con dos 
apkndices. 
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733. BROWN, K e ~ e t h .  "A Seventeenth-Century Sephardic Reader's 
Negative Evaluation of Celestina." Celestinesca 18.2 (Otoiio 1994): 
151-154. 

Es el Dirilogo entre dos hermanos, texto sefardi supuestamente de 
Marruecos, y contiene una condena de Celestina y sus artes. El 
autor parece no saber que hub0 una traducci6n hebrea de la obra 
en el siglo XVI por Samuel Tsarfati. 

734. CARDENAS, Anthony J. "Cervantes's Rhyming Dictum on Celestina: 
Vita artis gratia or Ars vitae gratia?," Indiana Journal of Hispanic 
Literatures, no. 5 (Fall 1994): 19-36. 

Estudio multifac&ico sobre 10s versos que Cervantes dedica a 
Celestina en el pr6logo a su Quijote. Resultan ser una clave de su 
visi6n del papel que hace la imaginaci6n en cualquier obra 
narrativa. Ofrece interesantes "lecturas" de la obra de Rojas 
tambih. 

735. CARRASCO, Felix. "La recepci6n de Celestina a mediados del siglo 
XVI: evaluaci6n de dos lecturas," en Actas del 111 Congreso de la 
Asociacibn Hisprinica de Literatura Medieval (Salamanca 1989), ed. M. 
I. Toro Pascua (Salamanca: Biblioteca Espaiiola del siglo XV - 
DeptO de Literatura Espaiiola e Hispanoamericana, 1994). 1:233- 
240. 

Lleva el concept0 de la recepci6n de Celestina en la literatura 
posterior a 1) El Scholristico de Crist6bal de Villal6n y 2) la 
Comedia de Septilveda, ambas obras del siglo XVI. Ilustrada con 
citas convincentes y, en el caso de Villal6n, evidencia para una 
lectura contemporinea que prefiere la astucia de Celestina sobre 
la magia como explicaci6n de la 'caida' de Melibea. 

736. COMPANY COMPANY, Concepci6n. "Dos caminos encontrados 
para la posesi6n. Posesivo y articulo en el espaiiol antiguo." 
Romance Philology 68 (1994-1995): 111-135. 

Estudia valores sednticos en dos construcciones posesivas en 
textos selectos entre 1490-1590 (tipo su casa de luan vs, la casa de 
Juan), entre ellos Celestina. Llega meticulosamente a la conclusi6n 
que, en estos usos, la relaci6n entre la comunicaci6n y su forma 
no es arbitraria, sin0 que resulta ser bien motivada; la sintaxis 
sirve a la experiencia. 



737. ' . "De la gramitica a la estilistica: las duplicaciones posesivas 
en La Celestina," en Palabra e imagen en la Edad Media, eds. A. 
GonzBlez, L. von der Walde, C. Company (Mexico: UNAM, 
1995): 141-156 (correccibn de datos del niimero 583 del 17" 
suplemento). 

738. CORFIS, Ivy. A. "Judges and Laws of Justice in Celestina," en Studies 
on Medieual Spanish Literature in Honor of Charles F. Fraker, ed. M. 
Vaquero y A. Deyermond (Madison, WI: Hispanic Seminary of 
Medieval Studies, 1995): 75-89. 

Presentaci6n de varios pasajes sobre 10s juicios y castigos en 
Celestina: son explicaciones del texto rojano de parte del autor 
anbnimo de Celestina comentada, MS anbnimo de hacia mitades 
del siglo XVI. Las acciones explicadas aqui afectan la lectura de 
10s actos 1, 3, 7, 12, 13 y 14. 

739. CUETO, Sandra E. del. "The Role of the Fourth Deadly Sin in the 
Tragicomedia de Calisto y Melibea." Mester 22.1 (1993): 1-7. 

Estudio de la envidia tal como se manifiesta en PBrmeno y en 
Areiisa para determinar el papel de este pecado en la muerte de 
Calisto. Ofrece apoyo a la idea de que no se muere Calisto s610 
como castigo de su 'loco amor,' sino que hay tambien agencias 
extemas que impactan en su tragic0 fin. 

740. DEYERMOND, Alan. "Keith Whimom's Celestina Book," en Studies 
on Medieval Spanish Literature in Honor of Charles F. Fraker, ed. M. 
Vaquero y A. Deyermond (Madison, WI: Hispanic Seminary of 
Medieval Studies, 1995): 91-105. 

Sobre el libro en el que Whimom trabajaba durante el segundo 
lustro de 10s aiios 60 y que despues abandon6, dejhdonos una 
versi6n de la primera parte, unas ideas esbozadas de la segunda 
y sblo las intenciones con respecto a una tercera parte. 

741. . "Hacia una lectura feminista de la Celestina," en Actes du 
Colloque (ver MAURIZI, 770), pp. 59-86. 

Sugiere caminos de investigacih para una lectura feminista de 
Celestina. Entre las muchas posibilidades sugeridas se destacan: 
el significado del titulo usado hoy; la representacih tradicional 
de la mujer (la idealista y la mis6gina); la brujeria, y el discurso 
femenino. 
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742. FLORES CERVANTES, Marcela. "La autoria de La Celestina a la luz 
de un problema lingiiistico: 10s pronombres objeto." Palabra e 
imagen en la Edad Media, eds. A. Gonzalez, L. von der Walde, C. 
Company (Mexico: UNAM, 1995): 127-139 (correcci6n de datos 
del ntimero 596 del 17" suplemento). 

743. FORCADAS, Alberto. "El Bursario (traducci6n de las Heroidas de 
Ovidio por Juan Rodriguez de la C h a r a  o del Padrh)," en 
Actas del X Congreso de la AIH, ed. A. Vilanova (Barcelona: PPU, 
1992), vol. I: 179-188. 

Postula que Rojas habia conocido especificamente esta traducci6n 
porque tiene cosas no incluidas en Ovidio. Estos aiiadidos 
forman parte del texto de Celestina. 

744. FOTHERGILL-PAYNE, L. "La cita subversiva en Celestina," en Actas 
del X Congreso de la AIH, ed. A. Vilanova (Barcelona: PPU, 1992), 
vol. I: 189-194. 

Aligera el pesimismo de Celestina el arte de citar autoridades, a 
veces parodiihdolas (Petrarca, Sneca, etc.). Confiere un subtexto 
irdnico a - e intensifica la importancia de - la recepci6n de la 
obra de Rojas. Con ejemplos comentados. 

745. GARCI-G~MEZ, Miguel. Calisto: soAador y altanero. Kassel: 
Reichenberger, 1994. (+) 

746. GARCIA, Michel. "Apostillas a 'Consideraciones sobre Celestina de 
Palacio."' Celestinesca 18.2 (Otofio 1994): 145-149. 

Estudiando las 8 enmiendas principales del fragment0 de 
Celestina, G. llega a considerar que el MS de Palacio es copia 
enrnendada (por otro copista) de la versibn primitiva, en la cual 
no intervino Femando de Rojas. 

747. GARCIA CARCEL, Ricardo, y J. BURGOS RINC~N.  "Los criterios 
inquisitoriales en la censura de libros en 10s siglos XVI y XVII." 
Historia social, n6mero 14 (otofio 1992): 97-109. 

Ilumina, en un estudio interno de 10s lndices de libros en el XVI 
y XVII, algunas curiosidades de 10s procedimientos de la 
Inquisici6n frente a 10s libros, entre ellas unas que tocan el caso 
de Celestina (ver 98, e ilustracibn, 105). 
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748. GIMENO CASALDUERO, Joaquin. "La Celestina y su pr6log0," en 
Actas del X Congreso de la AIH, ed. A. Vilanova (Barcelona: PPU, 
1992), vol. I: 215-221. 

Todos 10s personajes en la obra buscan el gozo de 10s premios de 
este mundo pese a que la arquitectura de la TCM (conflictos, 
disputas, oposiciones, contienda) s610 produce significados 
pesirnistas. Dos momentos definitorios se encuentran en 10s actos 
9 y 19, aqui comentados. 

749. GIN, Donato. 11 fondo antico ispanico della Biblioteca Civica di Verona, 
Col. Teatro del Siglo de Oro - Bibliografias y Cakilogos 11, 
Kassel: Reichenberger, 1992. 

Entre las entradas figura la traducci6n italiana de Celestina de 
Venecia: Gregorio de Gregorii, 1525 (p. 129). 

750. G ~ M E Z  MORENO, Angel, y Teresa J I M ~ N E Z  CALVENTE. "A 
vueltas con Celestina-bruja y el cord6n de Melibea," en Actes du 
Colloque (ver MAURIZI, 770)) pp. 201-228. Publicado tambi6n en 
Revista defilologia espaffola 75 (1995): 85-104. 

Estudio rico y sugerente que explora - en textos literarios y 
documentos de varia indole - las 'sefias de identidad' 
hechiceriles, medicas, y de traficante en amores de Celestina. 
Abarca este estudio textos desde Plauto, pasando por "Tr6tula" 
y el Libro de las confesiones de Martin Perez (h. 1415), y llegando 
a otras obras literarias y tratados cientificos anteriores y 
posteriores a la obra de Rojas, aclarando e intensificando en cada 
apartado la complejidad de la figura de la alcahueta y sus 
multifac6ticos oficios (todos ligados a la sexualidad). Merecen 
especial menci6n 10s comentarios a1 laboratorio celestinesco, el 
'dolor de muelas' de Calisto y el cord6n de Melibea. 

751. GOSTAUTAS, Stasys. "Celestina a 10 divino," en Homenaje a Justina 
Ruiz de Conde en su 80 cumpleafios, a cargo de E. Gasc6n-Vera y 
J. Renjilian-Burgy (Eria, PA: ALDEEU, 1992), pp. 97-111. 

Ofrece un pormenorizado comentario a un personaje celestinesco 
de la Lima colonial, descrito en una obra satirica manuscrita 
llamada "La endiablada" por Juan Mogrovejo de la Cerda (h. 
1626). 
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752. GUTI~RREZ, Jeslis. "El celoso, entre La Celestina y el Decamerone," en 
Actas del X Congreso de la AIH, ed. A. Vilanova (Barcelona: PPU, 
1992), vol. I: 233-240. 

El celoso (olim La lena), de 1602 (con versi6n definitiva en 
Barcelona 1613), es una obra mhs cercana a Bocacio que la servil 
imitaci6n de Celestina que alpnos suponen. 

753. HATHAWAY, Robert. "Fernando de Rojas' Pessimism: The Four 
Stages of Life for Women at the Margin." Celestinesca 18.2 (Otofio 
1994): 53-73. 

Marginadas desde el principio, las cuatro personajes - Lucrecia, 
Arelisa, Elicia y Celestina - forman una cadena de mujeres que 
se desintegra a lo largo de la obra. Se ve reflejada en cada una 
diferentes etapas de la vida de las mujeres a1 margen. Lo que 
comparten todas es el impulso erbtico. Adicionalmente en el caso 
de la alcahueta, su muerte marca una vana lucha de la mujer 
marginada contra su destino. 

754. HERRERA, Francisco Jose, "El rufikn en el ciclo celestinesco: del 
sistema a sus variantes," en Medioevo y Literatura. Actas del V 
Congreso de la Asociacidn Hispa'nica de Literatura Medieval, ed. J. 
Paredes (Granada: Universidad, 1995; 4 vols), vol. II:477-487. 

Toma el carhcter rufianesco del col6rico Centurio rojano y sigue 
la utilizaci6n de sus distintas caracteristicas en la creacibn de 
Pandulfo (Segunda Celesfina), GaIterio (Comedia Thebaida) y 
Rampin (hzana andaluza). La caracteristica central, sin embargo, 
no varia: la sujeci6n de la mujer a1 rufih. 

755. HEUGAS, Pierre. "La Celestina," en Jean Canavaggio, dir., Historia de 
la literatura espanola I. Edad Media (Barcelona: Ariel, 1994), pp. 
238-260. 

Discurre sobre 10s temas de siempre (genero, tiempo, espacio, 
tecnicas de acci6n, personajes, forrna, estilo, influencia posterior) 
per0 siempre ateniendo a la evidencia textual. Presenta ideas 
frescas y perspectivas interesantes en esta lectura tan amena 
como bien informada. Caveat lector: hay varias referencias 
errheas a 10s actos (ihubo correcci6n de pruebas?). 
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756. IGLESIAS-OVEJERO, Angel. "Ensayo de identificacibn de refranes 
y frases proverbiales en la Celestina," en Actes du Colloque (ver 
MAURIZI, 770), pp. 167-200. 

Siguiendo las pistas de 5 estudios anteriores (O'Kane, FemAndez 
Sevilla, Cejador, Le Rouge y Gella Iturriaga, y escarbando 
parernias en repertorios tempranos de' refranes y sentencias 
(entre ellos figura el de Correas importantemente), aqui identifica 
y publica las 283 paremias ("unidad funcional de comunicaci6n 
memorizada en competencia") de Celestina (utiliza la ed. Criado 
de Val/Trotter). 

757. ILLADES, Gustavo. "La voz como dialogo o contienda en La 
Celestina," en Palabra e imagen en la Edad Media, eds. A. Gonziilez, 
L. von der Walde, C. Company (Mkxico: UNAM, 1995): 327-337 
(correccibn de 10s datos del nlimero 612 del 17" suplemento). 

758. IRUN DE SOJO, Gloria. "CatAlogo grAfico descriptivo de la Imprenta 
del Molino de La Rovella." Tesis doctoral, Univ. de Valencia - 
DeptO de Filologia Espaiiola, 1994, 2 vols. Con ilustraciones. 

En Vol. I (p. 259) y Vol. 1I.i (431-436) hay ilustraciones (textos y 
grabados, portada) de la ed. de Joan Navarro (Valencia 1575). 

759. JAIME-RAM~REZ, Hklios. "Le cbmos dans la drarnaturgie de la 
Cilestine," en Actes du Colloque (ver MAURIZI, 770), pp. 111-118. 

Explora 10s puntos de posible contact0 entre obras de Aristbfanes 
(como Las nubes y Las ranas) y Celestina para terminar 
especulando que posiblemente Rojas conociera, directa o 
indirectamente, estos textos del comedibgrafo griego. 

760. . "Comediografia en Arist6fanes y en La Celestina." Mar Oceana. 
Reuista del Hurnanismo EspaAol e lberoamericano (Zaragoza) 2 
(1995): 223-228. 

Presenta la continuaci6n de una investigacibn suya emprendida 
en 1988. Aqui se trata de las caracteristicas compartidas por la 
obra dramatics de Arist6fanes y Celestina. Aunque concede que 
el autor de Celestina no se haya inspirado directamente en 
Aristcjfanes, sefiala 10s rasgos constantes del comedibgrafo griego 
que perduran hasta el siglo XV. 



134 SNOW / GARZA 

761. JOSET, Jacques. "Notes sur La Cilestine wallone de Marcel Hicter," 
en L'oeuvre I& Wallon de Marcel Hicter (1 91 8-1979). Memoire 
Wallonne 2, Liege: Socikte de Langue et de Litterature Wallones, 
1995, pp. 19-27 (ilustrado con 3 fotos de la producci6n de 1981). 

Amplia 10s datos que el autor mismo proporcionb sobre el tema, 
publicados en Celestinesca 12.2 (1988): 67-72. 

762. KELLY, Henry A. ldeas and Forms of Tragedy from Aristotle to the 
Middle Ages. Cambridge: Cambridge UP, 1993. 

Libro sugerente que - en su apartado final (194-217) - comenta 
las acepciones de 'comedia' y tragicomedia' en varias obras del 
XV espaiiol y, entre ellas, Celestina. Rojas no las distingue 
claramente. 

763. KISH, Kathleen V. "Celestina: estimulo multisecular," en Actas del X 
Congreso de la AIH, ed. A. Vilanova (Barcelona: PPU, 1992), vol. 
I: 249-254. 

Valora el estudio de las posteriores Celestinas para iluminar la 
original y, como ejemplos, estudia las traducciones italiana 
(Hordognez 1506), alemanas (Wirsung 1520, 1534), flamenca 
(anbn. 1550), francesa (Lavardin 1578) e inglesas (Mabbe 1598, 
1631) para dar un panorama de 10s ajustes. Semejantes 
'libertades' no se encuentran ni entre traductores ni entre 
adaptadores modernos de la obra a1 escenario. 

764. LEE, Charmaine. "La parodia perduta: un aspetto della letteratura 
castigliana medievale," en L'irnrnagine tl'flessa. Testi, societli, cul tura 
= Dialettiche della parodia 1.1 (Torino: Ed. dell'Orso, 1992): 111-131. 

Alega que no existe obra plenamente parbdica en las letras 
medievales castellanas, per0 le interesa parangonar y contrastar 
el contenido par6dico del Libro de bum amor y Celestina (ambos 
con claras huellas didgcticas). En Celestina, hay ricas parodias de 
generos, de la comedia humanistica, y de la 'religibn de amor.' 

765. LE ROUGE de RUSUNAN, Rejane. "La paremiologia dans La 
Cdestine." Tesis inkdita de TroisiPme Cycle, Univ. de Nantes, 
1985. (*) 

766. LOBERA SERRANO, Francisco, "Otra vez hacia una edicibn critica 
de La Celestina (11)," en Actas del 111 Congreso de la Asociaci6n 



Hispa'nica de Literatura Medieval, ed. M. I .  Toro Pascua (Salamanca: 
Biblioteca Espafiola del Siglo XV - Depto. Lit. Espafiola e 
Hispanoarnericana, 1994). II:965-974. 

(Ver arriba, BO'ITA, 731, y abajo, SCOLES, 790.) Rechaza el 
stemma que se propone Marciales (1985) para las ediciones de la 
Tragicomedia y presenta otro, construido a base de 10s errores 
conjuntivos y separativos, explicando sus novedades y su 
utilidad para una edici6n critica de Celestina. 

767. MAEZTU, Rarniro de. Don Quijote, Don ]uan 6s Celestina: erfoplt esszt 
fordfttota. Bucarest: Kriterion Konyvkiad6, 1988. 296 pp. 

Traduccidn a1 hdngaro de la obra ya clBsica de Maeztu (1926) por 
Gyorgy JhoshBzy. 

768. MARTYN, J. R. C., ed. Antdnio de Ferreira. The Comedy of Bristo, or 
The Pimp. Carleton Renaissance Plays in Translation 20, Ottawa: 
Dovehouse, 1990. 

La obra traducida, Comidia do Fanchono ou de Bristo, se cita como 
obra influida por Celestina, hecho reconocido aqui aunque sin 
estudiar la cuestibn. 

769. MART~NEZ CRESPO, Alicia. "Salute e belleza fernminili tra il 
Medioevo e il Rinascimento," en Nello spazio e nel tempo della 
letteratura. Studi in Onore di Cesco Vian (= La civiltd delle scritture 
11, Univ. degli Studi di Parma - Fac. di lettere e filosofia) 
(Rorna: Bulzoni, 1991), pp. 129-138. 

Muchas de las costumbres en el uso de productos cosm6ticos 
vistas en Bocacio, Martinez de Toledo, Rojas, y Delicado e s t h  
reflejadas en un MS de la Biblioteca Palatina de Parma, Manual 
de mugeres en el qual se contienen muchas y diversas receutas muy 
buenas (su texto es editado en Salamanca, 1995, por M. C.). 

770. MAUIUZI, Franqoise, ed. La Cdestine. Comedia o Tragicomedia de 
Calisto y Melibea. Actes du Colloque International du 29-30 ]anvier 
1993. Travaux et Documents, 2, Caen: Universit4-Maison de la 
Recherche en Sciences Humaines, [1995]. Rustica, 228 pp. 

Con 10 estudios celestinescos, todos ellos reseiiados en este 
suplemento. 
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771. . "Le 'Tractado de Centurio'," en Actes du Colloque (ver 
MAURIZI, 770), pp. 87-109. 

El punto de partida es que la interpolaci6n es un avance del 
entremCs a la vez que una subversi6n de 10 tragic0 por 10s 
elementos de farsa, de parodia, de desajustes, etc., que la 
caracterizan. Los analises de Sosia y Centurio a la luz de 10 
c6mico iluminan sus personajes y 10s hace mas deleitables. Esta 
pequefia obra dramitica no cumple con el prop6sito explicito de 
extender el idilio de 10s amantes. La trarna de la venganza, tal 
como se realiza, estara lejos de la expectativa de 10s primeros 
lectores de la Tragicomedia. 

772. MCGRADY, Donald. "The Problematic Beginning of Celestina." 
Celestinesca 18.2 (Otofio 1994): 31-51. 

Hay varios asuntos entrelazados en el comienzo de Celestina que 
pretenden aclararse aqui: el MS que recibi6;Rojas era trunco a1 
cornienzo y a1 final. Rojas decide aceptar e1,dialogo inicial - in 
media res - y presentar un primer encuentro entre dos j6venes 
que se conocian. Era Rojas quien escribi6 (las razones aducidas 
aqui son mAs bien de estilo) el resumen del primer act0 para 
orientar bien a1 lector (reteniendo el motivo del halc6n). Y 
finalmente, Rojas crea un doble sistema temporal 
intencionadamente ambiguo que permite dos interpretaciones 
(Melibea enamorada a1 instante, o Melibea vencida por las 
rninistraciones diab6licas de Celestina) 

773. . "'Entrando Calisto una huerta ...l and Other Textual 
Problems." Hispanic Revim 63 (1995): 433-440. 

Aboga por un uso correct0 transitivo de 'entrar' aqui (corregido 
en 'entrando en' por casi todos 10s editores desde la primera 
edici6n de la Tragicomedia) para dar el matiz de 'entrar por 
fuerza', matiz que tenia en textos posteriores. Cita ejemplos de 
este uso en lath, a1 lad0 de su empleo en castellano. 

774. MIGUEL, Emilio de. "Autoria del act0 1 de La Celestina desde la 
perspectiva de la creacibn," en Actes du Colloque (ver MAURIZI, 
770)' pp. 19-51. 

Reabre la cuesti6n de la autoria del primer auto. Su comparaci6n 
del primer auto con 10s demas autos - escritos sin duda por 
Rojas - se basa en un analisis de la conducta de 10s personajes. 



Concluye afirmando que 10s "complejos personajes celestinescos" 
del primer act0 se desarrollan con entereza propia a 10 largo de 
la obra, 10 cual favorece la autoria unitaria de Celestina. 

775. MORENO HERNANDEZ, Carlos. "Ditilogo, novela, y ret6rica en 
Celestina." Celestinesca 18.2 (Otoiio 1994): 3-30. 

Un excursus por el asunto del genero de Celestina (concluye que 
es "antigenerico"). Aduce Platbn (Banquete, Repliblica, lib. iii), 
Ortega, Bajtin, R. Gullbn, F. Ayala y D. S. Severin (entre muchos 
otros) en una generosa apreciacibn de Celestina como eslabbn 
(junto con el Quijote) en la cadena que produce la novela 
moderna. La discusibn de Celestina es polifadtica, enriquecedora. 

776. MURILLO MURILLO, h a .  "Love and Chastity in Two Early 
English Versions of La Celestina," en Proceedings of the 11 National 
Conference of the Spanish Society for English Renaissance Studies 
(Oviedo: Universidad, 1992): 193-206. (*) 

777. NAYLOR, Eric. "La onomhstica en Celestina," en Studia Hispanica 
Medieualia. IV Jornadas lnternacionales de Literatura Espafiola 
Medieual, Buenos Aires, 1993, ed. R. E. Penna y M. A. Rosarossa 
(Buenos Aires: Universidad Catblica, 1995)) pp. 120-127. 

Como toma en cuenta 10s criticos anteriores, podemos llamar la 
discusibn aqui - seria y sugerente - el ultimo @to. Profundiza 
en las fuentes literarias de esos nombres conocidos. Termina 
negando rotundamente que el Libro de buen amor hubiera sido 
una influencia en Celestina (aparte de que no comparten nombres 
de personajes). 

778. PRIETO DE LA IGLESIA, Maria Remedios, "Las piezas preliminares 
de La Celestina: un mensaje comunicacional," en Actas del 111 
Congreso de la Asociacih Hisphica de Literatura Medieval, ed. M. 
I. Toro Pascua (Salamanca: Biblioteca Espaiiola del Siglo XV - 
Depto. Lit. Espaiiola e Hispanoamericana, 1994). II:797-803. 

Segun este estudio, las estrofas 4-7 de 10s versos acrbsticos eran 
las unicas originales (son el "bajo fin" referido en la "Carta") y no 
identifican ni el autor ni su procedencia; a1 contrario son tan 
anbnimas como. 10s "papeles" del autor primitivo. Es la 
elaboraci6n posterior del borrador por Rojas que resulta en la 
expansibn de 10s versos acrbsticos, tan pertinentes a su 
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publicacibn en la Comedia. Este estudio se continua en otro de 
SBnchez Shchez-Serrano (ver 789, abajo). 

779. RAMOS, Juan Antonio. Papo lmpala estd quitao. Rio Piedras, PR: Ed. 
Hurach, 1983.91 pp. 

Un mon6logo dradt ico que incorpora una narracibn - en un 
puertorriqueiio coloquial - de 10s sucesos ocurridos en la 
Celestina de Rojas (39-48). Una perspectiva original, cbmico. 

780. RODR~GUEZ, Juan Carlos. "El caso de La Celestina," en su La 
literatura del pobre (Granada: de guante blanco/Comares, 1994), 
pp. 65-109. 

Celestina plantea textualmente la matriz animista que sefiala las 
nuevas relaciones personales. Es un animismo hurnanista que 
celebra el amor como arnistad entre iguales y refleja la nueva 
burguesia mercantil. El amor especificamente retratado es la loca 
pasibn (desacralizada, desde luego) que tiene como medio la 
"ganancia" vista desde la perspectiva de una ideologia que 
identifica a 10s individuos como libres, per0 s610 asocihdose 
libremente en c lam (10s privilegiados con otros privilegiados, 10s 
pobres con 10s pobres). Este animismo humanista se distancia del 
orden feudal y sacral. 

781. RODR~GUEZ-PUERTOLAS, Julio. "Amor, sexualidad y libertad: la 
mujer en la literatura castellana del siglo XV," en Discurso er6tico 
y discurso transgresor en la cultura peninsular. Siglos XI a1 X X ,  
coord. M .  Diaz-Diocaretz y I. M. Zavala, Col. Investigacibn y 
Critica 8, Madrid: Tuero, 1992, pp. 29-55. 

Analiza Celestina a la luz de su presentacibn de mujeres atipicas 
dentro de las letras del siglo XV. En contraste con la represibn 
ejercida por una sociedad machista, la mujer moderna (estudia 
Areha y Melibea) manifiesta una nueva libertad por medio de 
la franca expresibn de sus emociones. 

782. ROJAS, Fernando de. A Celestina. Traduqao e notas de Jose Bento. 
Colecq%o Arnadis 4, Lisboa: Assirio & Alvim, 1988. xvii + 201 pp. 

Excelente introduccibn densa, una breve bibliografia, el texto 
completo de la TCM (la base es la ed. de Severin en Alianza) y, 
a1 final, 64 notad. Con ilustraciones de ediciones antiguas. 



a. Colbquio-Letras, no. 115 (1990): 190-92, S. Reckert. 

783. . LC. Col. Fontana, Cl&.icos universales, 1, Barcelona: 
Edicomunicacibn, 1994. Rustica, 282 pp. Capa ilustrada. 

Para estudiantes. contiene la TCM completa en ed. de Jesus 
IbAftez Campos, un estudio preliminar (7-31) por Francesc-Lluis 
Cardona Castro, y una bibliografia de ediciones (32-35). Las notas 
son minimas (265-280, del mismo editor). 

784. . LC. Grandes Autores-Literatura Universal, Barcelona: 
Edicomunicaciones, 1994. Enc., 221 pp. 

Identico contenido (ver entrada anterior) en otro formato. 

785. . Selestina, en Plotovskot'roman. Introd. de N. Tornashevskogo. 
Traduccibn de E. ,Lyssenko y S. Piskunovy (Moscu: Pravda, 
1989), pp. 21-202. 

Traduccibn rusa de la Celestina (TCM). 

786. ROMERA CASTILLO, Jose. "La Celestina de RojaslLa Celestina de 
Torrente Ballester," en Homenaje a H. Upez Morales, ed. M. 
Vaquero y A. Morales (Madrid: Arco Libros, 1992): 265-284. 

Un cotejo util de la obra de Rojas y la adaptacih de T.B. 
(estrenada en 1988 por la Compafiia Nacional de Teatro ClAsico). 
Analiza 10s procesos creativos utilizados en la produccibn de esta 
"bella versibn, celestinesca." 

787. RUSSELL, Peter E. "El problema de 10 inconsecuente textual en La 
Celestina," en Actes du Colloque (ver MAURIZI, 770), pp. 9-18. 

En Celestina hay enigmas, ambigiiedades e incertidumbres. 
iC6m0 explicar estas incongruencias? R. concluye que ni la 
Comedia ni la Tragicomedia tenian pretensiones de ser 
completamente claras o racionales. MAs bien, el texto se debe 
considerar experimental en cuanto a ciertos procedirnientos 
estilisticos. 

788. SALUS, Carol. "Picasso's Celestina Knitting." Celestinesca 18.2 (Otoiio 
1994): 133-144. 
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El anhlisis del dibujo de Picasso sugiere que la presencia del gato 
seiiala una alusibn a su oficio de hechicera, 10 cual aiiade un 
tercer oficio a 10s dos reconocidos en este dibujo por otros: el de 
labrandera y el de alcahueta. 

789. S ~ C H E Z  SANCHEZ-SERRANO, Antonio, " Dihlogos interpolados 
o refundidos en la Comedia de Calisto y Melibea," en Actas del 111 
Congreso de la Asociacibn Hispcinica de Literatura Medieval, ed. M. 
I. Toro Pascua (Salamanca: Biblioteca Espafiola del Siglo XV - 
DeptO Lit. Espaiiola e Hispanoamericana, 1994). II:805-812. 

Extensibn de otro estudio (ver 778, arriba). Aqui se examinan 
dihlogos de la Comedia que muestran haber sido "entretallados" 
a base de cortes y soldaduras que delatan el proceso de una 
elaboracibn en que a veces parece dudosa la 16gica. 

790. SCOLES, Emma, "Otra vez hacia una edicibn critica de La Celestina 
(111)," en Actas del 111 Congreso de la Asociacibn Hisplinica de 
Literatura Medieual, ed. M .  I. Toro Pascua (Salamanca: Biblioteca 
Espaiiola del Siglo XV - DeptO Lit. Espaiiola e 
Hispanoarnericana, 1994). II:947-952. 

(Ver tambien, arriba, BOTTA, 731, y LOBERA, 766). Presentaci6n 
de ciertos problemas metodologicos e interpretativos de la 
edicibn de Marciales. Anuncia la preparaci6n de una edicibn con 
criterios mhs amplios que 10s de Marciales. 

791. SCHMIDHUBER, Guillermo. "Indagacibn autoral en La segunda 
Celestina, una comedia de Sor Juana Ines de la Cruz y de Agustin 
de Salazar y Torres." Cahier d'Etudes Romanes 17 (1993): 179-191. 

Afirmaci6n de Sor Juana como coautora de La segunda Celestina 
(siglo XVII). Las pruebas para ell0 residen en sus anhlises 
textuales de uno y otro CO-autor. 

792. SEVERIN, Dorothy S. Witchcraft in 'Celestina'. Papers of the Medieval 
Hispanic Research Seminar, 1, Queen Mary-Westfield Coll., Dept. 
of Hispanic Studies (London), 1995. 58pp. Portada ilustrada. 

En torno a Celestina hay toda una serie de referencias que le 
atribuyen la prActica de brujeria. Se investigan sistemiiticamente 
en este estudio las relaciones Celestina-diablo. El 6ltimo exito de 
esta como tercera se vincula a 10s conocimientos de la magia 
negra. Celestina funciona en un mundo esencialmente masculino 
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con cierta autonomia aunque se la presenta con potencia 
invertida. Su muerte, despuks de un efimero exit0 como mujer, 
sefiala el fracas0 de este universo-al-rev& que ella simboliza. 

a. Celestinesca 19 (1995): 93-104, M. da Costa Fontes. 

793. SNOW, Joseph T. "Femando de Rojas as First Reader: Reader- 
Response Criticism and Celestina. Studies on Medieval Spanish 
Literature in Honor of Charles F. Fraker, ed. M. Vaquero y A. 
Deyermond (Madison, WI: Hispanic Seminary of Medieval 
Studies, 1995): 245-258. 

Basandose en las ideas de Wolfgang Iser, S. propone que Rojas, 
a1 incorporar en 10s preliminares la 'historia' de sus propias 
lecturas de 10s 'papeles' del autor primitivo, crea el mode10 
paradigmatico para las futuras lecturas de la Tragicomedia. 
Ademas, su propia ficcionalizaci6n se ve como una manera de 
proteger 10 que es una lectura subversiva de la sociedad que 
Rojas tan bien conocia. 

794. , y Randal GARZA. "Celestina de Fernando de Rojas: 
document0 bibliogriifico (decirnoctavo suplemento)." Celestinesca 
18.2 (Otofio 1994): 163-176. 

Ampliacion en 53 entradas de la bibliografia de Snow (1985). 

795. SOT0 RIVERA, Rubkn. "El secreto de Celestina," en su 
Consideraciones tempestivas acerca de 'La Celestina' y 'La hora de 
todos' y 'La fortuna con seso' (Puerto Rico: Autor, 1995), pp. 4-45. 

Un estudio que aboga por una lectura de Fortuna en Celestina 
con una dimensi6n &S temporal que espacial (no acepta la 
propuesta de S. Gilrnan). Las ramificaciones son varias y la 
metodologia se centra en una serie de asociaciones, a veces 
etimol6gicamente propulsadas y otras veces pobticamente 
intuidas, no siempre claras o bien organizadas. Celestina es abeja; 
es discreta, mensajera del amor erbtico, aprovechadora de 
oportunidades, guardadora de secretos, causadora intencionada 
de Eros y a la vez, casualmente, de Thanatos, per0 siempre 
respetadora del 'secreto': que el usar bien de ocasiones es 
manipular expertamente el Buen Tiempo. Y en eso radica su 
superioridad. 
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796. . "Celestina caira," en su Consideraciones tempestivas acerca de 'LA 
Celestina' y 'La hora de todos' y 'Lafortuna con seso' (Puerto Rico: 
Autor, 1995), pp. 46-92. 

La palabra germanesca 'caire, caira' no aparece en Celestina. 
Como significaba, entre otras cosas, 'pago de la prostituci6n,' se 
vincula ideol6gicamente con la obra. Aqui ge exploran este y 
otros matices de palabras relacionadas ('cara,' 'cairel,' 'cairelar') 
a1 pretender establecer una base casi etimol6gico-filos6fica para 
lai iniciativas y las consecuencias de las acciones de la alcahueta- 
lapidaria-prostituta-costurera (y m&). 

797. VACCARO, Elisabetta. "Un esemplare annotato della Celestina e la 
traduzione inglese di Mabbe-11." Cultura Neolatina 52 (1992): 
389-419. 

Despu6s de la presentaci6n panorhmica de P. Botta (ver arriba, 
732), en esta segunda parte vemos un muestrario de ejemplos de 
las coincidencias, divergencias, traducciones malas, omisiones, 
etc. que se tienen que estudiar para vincular las glosas 
marginales en ingles del ejemplar de la BN (Madrid) de la ed. 
plantiniana de 1599 a la versidn impresa de la traducci6n inglesa 
de Mabbe (1631). 

798. VERMEYLEN, Alfonso. "La Celestina, objeto de una encamada 
sospecha de judaismo," en Studia Hispanica Medievalia. IV ]ornadas 
de Literatura EspaRola Medieval, Buenos Aires, 1993, ed. R. E. Penna 
y M. A. Rosarossa (Buenos Aires: Universidad Catblica, 1995), 
pp. 215-222. 

Pretende rebatir la insistencia con que se ha mantenido la 
identificacibn del 'Bemardo' (Celestina, auto I) con el de 
Claraboya (Forcadas 1973, 1978) y la identificaci6n del autor del 
primer auto con una actitud judaizante que es la de Rojas. Apoya 
la identificacibn del 'Bemardo" con el del Corbacho (Bemardo de 
Cabrera) e insiste el autor en su propia identificacibn del autor 
del primer auto con un clbrigo toledano an6nimo (argument0 
propuesto en 1983) que no pudo ser Rojas. 

799. VIAN I-IERRERO, AM. "El Didlogo intitulado El Capdn tras la huella 
de Celestina: una vez mis, una cuesti6n de g6nero." Celestinesca 
18.2 (0tofi0 1994): 75-111. 



Extenso y pormenorizado estudio de este didogo hibrido (hay 
analogias con Celestina) en donde el dihlogo y la narraci6n se 
subordinan a una accibn dramhtica. Considera tambih el marco 
menipeo, 10s modelos terencianos y celestinescos, el papel de la 
parodia y mucho m&. 

800. WALTHAUD, Rina. "La fortuna de Dido en la literatura espafiola 
medieval (desde las cr6nicas alfonsies a la tragedia renacentista 
de Juan Cime)," en Actas del III ,Congreso de la Asociacidn Hisphica 
de Literatura Medieval (Salamadca, 3-6 octubre de 1989), ed. M. I. 
Toro Pascua (Salamanca: Biblioteca espailola del siglo XV - 
Depto de Literatura Espafiola e Hispanoamericana, 1994)) pp. 
1171-1181. 

En las pp. 1177-1179 repasa la figura de Dido en la literatura 
medieval y c6mo llega a figurar en la Tragicomedia, y c6mo &a, 
en su turno, deja su huella en la influencia de la Tragedia de 10s 
amores de Eneas y de la Reyna Dido de Juan Cime (mediados del 
S. XVI). 

801. WHINNOM. Keith. Medieval and Renaissance Spanish Literature. 
Selected Essays, ed. A. Deyermond, W. Hunter, y J. T. Snow 
(Exeter: Exeter Univ. Press & Journal of Hispanic Philology, 1994. 
xli + 228 pp. 

Republicaci6n de dos estudios celestinescos de Whinnom (1980, 
1981). 

a. Celestinesca 18.2 (Otofio 1994): 155-161, J. C. Conde Upez; 
b. La cordnica 23.2 (Spring 1995): 141-143, I. A. Corfis; 

802. ZIMMERMAN, Marie-Claire. "Le dire dans la Cilestine: pouvoir, 
plaisir et solitude," en Actes du Colloque (ver arriba, MAURIZI, 
770), pp. 145-166. 

La atraccibn, el poder, y la amenaza del lenguaje (oral) hace de 
Celestina un texto muy consciente de su misma fragilidad. Aqui, 
a la luz de varias facetas del lenguaje vivo (ejemplos agudisimos 
sacados de 10s actos 17 [seduccibn de Sosia], 10 [el poder del 
nombre 'Calisto'], 7, 11, 19), se exploran algunas de sus 
posibilidades. 
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