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The present study is meant to be a first step towards a more complete 
history of Celestina illustration. Certainly the whole area of iconogra
phy--in the context of study of Rojas' text and the problems that surround 
it--is the least well-attended aspect of all.1 That this is true is un
fortunate. It seems to me that any illustration of a text--whether spe
cially commissioned or prepared from a selection of pre-exis ting material 
--represents, at sorne level, a reaction to and, often, an interpretation, 
a "reading" of that text. If the Celestina comentada., the "reading" of 
Celestina by an anonymous mid-sixteenth century jurist, is a valuable ad
dition to our knowledge of how Rojas' masterwork was perceived in a spe
cific place and time,2 it is logical to think that an illustrated "read
ing" could also provide valuable clues as ways in which Celestina was read 
and understood.3 

A history of Celestina illustration is a long way from being written, 
since it is virtually an unmined field of study. The materials available 
offer exciting, fascinating perspectives to the student and scholar. Keep 
in mind the enormous popularity of the work from 1499 to 1640 (over eighty 
editions) and add to that the numerous imitations, continuations and 
translations that helped maintain the spotlight on the original work. Many, 
though not all of the early editions are illustrated.4 The printers of
this period did much to identify for the reader the types that populate 
Rojas' world (and Rojas' text did much to flesh "out the stereotypes of 
many a printer's block, or taco).

These woodblocks (tacos, figuritas) were reused from edition to edi
tion by the same printer and bis sucesores; sometimes blocks, or sets of 
them, were loaned or sold to other printers. ·The tacos themselves, in 
order to serve as many contexts as possible, were often just the most con
ventional stereotypes (the young damsel, the duenna, the swain, the viejo
or father, the servant, etc.) in standing poses which present them as 
characters. They are almost never seen in action, nor with too many clues 
(clothing, setting) as to their surrounding social reality for, thus un
compromised, they might, each of them, serve a large number of texts 
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FIG. 1 (Gomedia, Burgos, 14991 

FIG. 2 fpZiego sueZto, . Burgos: AZonso 
de MeZgar, c. 15201 
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5 
equa l ly  w e l l ,  at l e a s t  on t h e  i c o n o g r a p h i c a l  l e v e l .  One example h e r e  
w i l l  show t h i s :  i t  is a  composite' s c e n e  r a t h e r  than a series of tacos of 

. . 
i n d i v i d u a l  c h a r a c t e r s .  

I n  FIG. 1, used as i l l u s t r a t i ' o n  t o  Act 16  of t h e  Comedia of Burgos, 
i1499?, t h e  t h r e e  i n t e r l o c u t o r s  a r e  c a r e f u l l y  l a b e l l e d  a s  I fe l ibea ,  P l e b e r i o  
and Al i s a .  I n  FIG. 2,  however, w i t h o u t  such i d e n t i f i c a t i o n ,  t h e  same 
woodblock, w i t h  some d e t e r i o r a t i o n  of d e t a i l ,  is used c .  1520 t o  i l l u s -  

' 

t r a t e  a  pliego sueZto con ta in ing  b a l l a d s  and g los se s  of b a l l a d s . 6  

Sometimes a  s e t  of b locks ,  known t o  be  s u c c e s s f u l  i n  s t i m u l a t i n g  t h e  
s a l e  of an e d i t i o n ,  w i l l  occas ion  a  new s e t .  Such a  c a s e  i n  p o i n t  would 
be t h e  Cromberger S e v i l l e  e d i t i o n s  ( I  have used, f o r  t h e  comparison, 
~ e v i l l e  1523) and many of t h e  later ones p r i n t e d  i n  Venice ( f o r  example 
Venice 1531) .7  The e d i t i o n s  a r e  t h e  same s i z e  and fo l l ow  t h e  same format  
and iconographic  scheme. The i l l u s t r a t i o n s  a r e ,  i n  every c a s e ,  of t h e  
same c h a r a c t e r s  f o r  t h e  cor responding  a c t s ,  even t o  t h e  i d e n t i c a l  u s e  of 
'house '  and ' t ree '  tacos. Even more t o  t h e  p o i n t ,  a t  t h e  p l a c e s  where t h e  
S e v i l l e  e d i t i o n  i nc ludes  specially-commissioned Celestina scenes  d e p i c t i n g  
t h e  murder of  C e l e s t i n a ,  t h e  c a p t u r e  of Sempronio and P6rmeno and t h e i r  
execu t ion ,  C a l i s t o  c l imbing t h e  w a l l  of Mel ibea ' s  garden ,  h i s  f a l l  and 
d e a t h  and, f i n a l l y ,  N e l i b e a ' s  d e a t h  p lunge ,  t h e s e  s a m e  "ex t ra"  s cenes  have  
been re-done f o r  t h e  Venice 1531 e d i t i o n .  The e n t i r e  s e t  of i l l u s t r a t i v e  
b locks  is new, b u t  c l e a r l y  and t e l l i n g l y  i t  was modelled on a c i r c u l a t i n g  
Cronberger e d i t i o n  s i m i l a r  t o  S e v i l l e  1523. 

While some e d i t i o n s  were i l l u s t r a t e d  e n t i r e l y  from convent iona l  tacos, 
and o t h e r s  from a  mix tu re  of conven t iona l  taeos and t e x t - s p e c i f i c  s c e n e s  
(pos s ib ly  a l s o  borrowed from a n o t h e r  t e x t ,  b u t  c e r t a i n l y  i l l u s t r a t i n g  
scenes  and a c t i o n s  one e a s i l y  a s s o c i a t e s  w i th  Rojas '  CeZestina) only a  few 
were i l l u s t r a t e d  wholly by b locks  c r e a t e d  e s p e c i a l l y  f o r  Celestina. I c i t e  
t h e  Hans Weidetz b locks  prepared  f o r  t h e  Chr i s to f  Wirsung German t r a n s l a -  
t i o n  a s  an ou t s t and ing  example.' Two o t h e r s  s een  r e c e n t l y  have been t h e  
Dutch t r a n s l a t i o n  (Antwerp: Heyndricxz, 1580) and t h e  Spanish e d i t i o n  of 
Franc isco  d e l  Campo, Nedina d e l  Campo 1 5 6 2 . ~  

Nineteenth-century and e a r l y  twent ie th-century  ~ e Z e s t i n a s  ( t h e  f i r s t  
'modern' e d i t i o n  of t h e  work i s  Madrid: Le6n Amarita,  1822) are g e n e r a l l y  
l ack ing  i n  i l l u s t r a t i v e  m a t e r i a l s ,  o r  have very few. l0 Since  the.  1940s ,  
however, t h e r e  h a s  been a  marked tendency toward t h e  p u b l i c a t i o n  of spe- 
c i a l l y  i l l u s t r a t e d  (cormnissioned) e d i t i o n s  f o r  t h e  c o f f e e - t a b l e  market 
wh i l e  t h e  s t u d e n t  market h a s  b e n e f i t t e d  l i t t l e  from e f f o r t s  t o  reproduce 
e a r l y  i l l u s t r a t i v e  m a t e r i a l s .  l1 Some of t h e s e  twent ie th-century  "readings" 
w i l l  need t o  b e  kept  i n  mind when t h e  f u l l  i conograph ica l  s t udy  of t h e  
Ce Zestinas i s  under taken.  

I n  o r d e r  t o  d i s c u s s  f u l l y  one way i n  which p r i n t e r s  have chosen t o  
expend t ime,  s k i l l  and money i n  p rov id ing  a  v i s u a l  accompaniment t o  t h e i r  
e d i t i o n s  of CeZestina, I have s e l e c t e d  t h e  French t r a n s l a t i o n  of 1527. 
There a r e  s e v e r a l  reasons  f o r  t h i s  choice :  i t  was t h e  f i r s t  t r a n s l a t i o n  
i n t o  French and was aimed t o  reach  t h e  mass market ;  i t  probably had wai t -  
i ng  f o r  i t - -due t o  t h e  enormous popular  succes s  of CeZestinas i n  Spain and 
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I ta ly- -an  a v i d  and new French-language r ead ing  p u b l i c ;  and,  n o t  l e a s t ,  i t  
i s  f u l l y  i l l u s t r a t e d . 1 2  Each a c t  i s  in t roduced by a  wobdcut;and t h i s  
p a r t i c u l a r  i conograph ica l  arrangement provides  f o r  some s p e c u l a t i o n  both  
on t h e  demand f o r  and t h e  n a t u r e  of e a r l y  i l l u s t r a t e d  e d i t i o n s  of popular  
works. 

Before  g i v i n g  t h e  i conograph ic  scheme, I w i l l  n o t e  t h a t  t h e  i l l u s t r a -  
1) t i o n s  g e n e r a l l y  appear  n e a r  t h e  act-opening argumentos" and c o n s i s t  

th roughout  t h i s  t r a n s l a t i o n ,  of p a i r s  of c h a r a c t e r  tacos, o r  figuritas. 11 
The i d e n t i t y  of t h e  taco appea r s  i n  a  s c r o l l  above t h e  f i g u r e ' s  head. From 
t h e  o u t s e t ,  such a  scheme has  obvious ,  ser.ious l i m i t a t i o n s .  The poses,  
s e t t i n g s  and expres s ions  of t h e  c h a r a c t e r s  w i l l  b e  unvarying throughout  
and is  r e p r e s e n t a t i o n a l  only  a t  t h e  lowes t  l e v e l  of i l l u s t r a t i o n .  S t i l l ,  
some v a r i e t y  i s  achieved from t h e  s e l e c t i o n  of t h e  c h a r a c t e r  tacos f o r  
each a c t  ( t h i s  s e l e c t i o n  is  n o t  w i thou t  i t s  s u r p r i s e s ) .  A t  any r a t e ,  t h e  
r e s o u r c e s  of t h e  French p r i n t e r  a r e  poor ,  a s  t h e  fo l lowing  c h a r t  shows. 

PARIS 1527 ICONOGRAPHICAL SCHEME 

TITLE: The t i t l e  page f e a t u r e s  a  youngish C e l e s t i n a ,  arms f o l d e d  across-  
he r  c h e s t  and f a c i n g  s l i g h t l y  r i g h t .  She i s  wearing a  toca [ a s  i n  Fig.  41 
and h a s  a  rosa ry  suspended from h e r  b e l t :  t h e  s c r o l l  above h e r  head r eads  
,I Celes t ine" .  

ACTS 1 - 21 

ACT Charac ter  1 Charac ter  2 Comments 

1. Plelibee [ I l l 4  C a l i s t o  [2]  See FIG. 3 

2. Parmeno [3] C a l i s t o  [2] 

3 .  C e l e s t i n e  [4] Sempronio [5] See FIG. 4. 

4. Lucrec ia  [ l ]  C e l e s t i n e  [6] See  FIG. 5. 

5. C e l e s t i n e  [4]  Sempronio [5] Repeats  tacos of Act 3. 

6. C e l e s t i n e  [7] C a l i s t o  [2] See FIG. 6 
F igures  no t  f a c i n g .  

7 .  Parmeno [3 ]  C e l e s t i n e  [4] F igu res  not  f a c i n g .  

8. Parmeno [3] Areusa [ l ]  F igu res  no t  f a c i n g .  

9 .  Parmeno [3] Sempronio [5] See  FIG. 7 

10. C e l e s t i n e  [4] Elelibee [ l ]  F igu res  no t  f a c i n g .  

11. C e l e s t i n e  [4] C a l i s t o  [2] Second p a i r i n g ,  b u t  
c f .  Act 6 .  
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FIG.  3 ( A c t  1 )  

FIG.  5 ( A c t  4 1  

FIG.  4 ( A c t  2 1  

3 i 
FIG. 6 ( A c t  6 1  
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F I G .  7 ( A c t  9 )  F I G .  8 ( A c t  131 

F I G .  9 { A c t  1 5 )  F I G .  10 ( A c t  161 
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12. C a l i s t o  [2] Lucrece [G] 

13. SOS i a  131 C a l i s t o  [5]  

1 4 .  Melibee [ l ]  C a l i s t o  [5]  

15. Areusa [ l ]  E l i c i a  [6]  

F igu res  n o t  f a c i n g .  

See FIG. 8. 
Repeats  t a c o s  of Act 9 ,  
b u t  shows d i f f e r e n t  
c h a r a c t e r s .  

Second p a i r i n g ,  
b u t  cf. Act  1. 

See FIG. 9 .  
Repeats t a c o s  of Act 4 
and 17 ,  b u t  v a r i e s  t h e  
c h a r a c t e r s .  

16. P l e b e r i o  [3] A l i s a  161 See FIG. 10 .  

17. Areusa [ l ]  . E l i c i a  [G] Repeats t a c o s  of Act 4 
and 15 ,  b u t  v a r i e s  t h e  
c h a r a c t e r s .  

18. Areusa [ l ]  Centur io  [2]  Repeats  tacos of Act 1, 
b u t  v a r i e s  t h e  c h a r a c t e r s  

19. S o s i a  131 T r i s t a n  [ 5 ]  See  FIG. 11 ( R .  39) .  
Repeats  t a c o s  of Acts 9 
and 13 ,  b u t  v a r i e s  t h e  
c h a r a c t e r s .  

20. (See n o t e  15) 

21. A l i s a  [ l ]  P l e b e r i o  [5]  Repeats  t a c o s  of Act 14 ,  
b u t  v a r i e s  t h e  c h a r a c t e r s .  

Besides t h e  t i t l e - p a g e  woodcut of Celest ina--used a n o t h e r  f i v e  times 
(a s  i n  FIG. 4)-- there a r e  twenty-one pages w i t h  i l l u s t r a t i v e  woodblocks. 
Twenty of t h e s e  a r e  i n  t h e  form of t h e  two c h a r a c t e r  t a c o s ,  p l a c e d  s i d e  by 
s i d e ,  d i scussed  above, and t h e  odd one (Act 20) i s  a s i n g l e  b l o c k  whose 
s u b j e c t  has  n o t h i n g  whatever t o  do w i t h  any s c e n e  from ~ e 2 e s t i n a . l ~  The 
p r i n t e r  used, f o r  t h e  twenty double- taco pages ,  a t o t a l  of only. seven 
d i s t i n c t  t acos  t o  r e p r e s e n t  v i s u a l l y  t h i r t e e n  d i f f e r e n t  c h a r a c t e r s  ( C r i t o ,  
whose speaking  r o l e  i s  l i m i t e d  t o  a few words i n  Act 1, is  n o t  i nc luded) .  
Using t h e  numbers I have p rev ious ly  a s s i g n e d  t o  t h e  seven  t a c o s ,  t h e  f o r t y  
c h a r a c t e r s  of t h e  twenty i l l u s t r a t e d  pages a r e  d i v i d e d  a s  f o l l o w s :  
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CHARACTER 

C e l e s t i n a  

C a l i s  t o  

PQrmeno 

AreGsa 

Melibea 

Sempronio 

Lucrec ia  

P l e b e r i o  

A l i s a  

Sos ia  

E l i c i a  

T r i s  tdn 

Centur io  

Times used 

5 
1 
1 

5 
2 

4 

4 

3 

3 

1 
1 

1 
1 

1 
1 

2 

2 

1 

1 

T o t a l  

7 

7 

4 

4 

3 

3 

2 

2 

2 

2  

2 

1 

1 

40 

How, one wonders from a  twent ' ieth-century p o i n t  of view on what con- 
s t i t u t e s  a  s a t i s f a c t o r i l y - i l l u s t r a t e d  t e x t ,  was t h e  s ix t een th -cen tu ry  
reading  p u b l i c  accustomed t o  r e a c t  u ~ s u ~ Z Z ~  t o  such a  scheme a s  t h i s  one? 
C e l e s t i n a  is shob~n t o  t h e  r e a d e r  i n  t h r e e  r a d i c a l l y  d i f f e r e n t  g u i s e s  (FIGS. 
4 ,  5 and 6 ) ,  al though more f r e q u e n t l y  a s  " l a  v i e j a  de l a s  cuentas"  ( t aco  
[ 4 ] ) .  When i n  Acts 4 and 6 we have t h e  two 'new' C e l e s t i n a s ,  we wonder 

what t h e  purpose is ,  s i n c e  t h e  more v i s u a l l y  e f f e c t i v e  taco 141 i s  a v a i l -  
a b l e  f o r  use.16 The s u b s t i t u t i o n  seems s t r a n g e ,  a r b i t r a r y  and self-de-  
f e a t i n g  from an i conograph ica l  s t a n d p o i n t .  Complicating t h e  i s s u e  is t h e  
f a c t  t h a t ,  of  t h e  two tacos used once each f o r  C e l e s t i n a  (161 and [ 7 ]  ; 
FIGS. 5 and 6 ) ,  one i s  l a t e r  used f o r  o t h e r  female c h a r a c t e r s :  taco [61 is 
"Lucrecia" (Act 12) a s  w e l l  a s  " E l i c i a "  (Acts 15--FIG. 9--and 17) and 
"Alisa" (Act 16--FIG. 10).  Taeo [ 7 ] ,  however, is used only i n  Act 6.  The 
f i g u r e ,  a  young woman w i t h  a  s imple  toca s t a n d i n g  i n  a  f i e l d  of f lowers ,  
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seem a s t r a n g e  cho ice  t o  r e p r e s e n t ' c e l e s t i n a .  S t r a n g e r  s t i l l  is  t h a t  its 
s i n g l e  use  h e r e  reduces  t h e  s m a l l  u n i v e r s e  of t a c o s  from seven  t o  s i x ,  i n  
e f f e c t  n u l l i f y i n g  t h e  use  t a c o  [7] might  have had i n  more a c c u r a t e l y  re- 
p r e s e n t i n g  any of t h e  o t h e r  female f i g u r e s  i n  CeZestina.  

But our  wonderment does no t  end h e r e .  The Melibea t a c o  [ l ]  t h a t  w e  
should  a s s o c i a t e  w i t h  h e r  from i t s  f i r s t  appearance i n  Act 1 (FIG. 31, is 
l a t e r  r eused ,  n o t  only f o r  h e r  two subsequent  p a i r i n g s  i n  Acts 10 and 1 4 ,  
but  a l s o  f o r  L u c r e c i a  (Act 4; FIG. 5 ) ,  f o r  A l i s a ,  h e r  own mother (Act 2 1 ) ,  
and f o r  h e r  a r c h - d e t r a c t o r  AreGsa on f o u r  (!) s e p a r a t e  occas ions  (Acts 8 ,  
15--FIG. 9--, 17  and 1 8 ) ,  a  number of uses  s u r p a s s i n g  t h a t  ( t h r e e )  f o r  t h e  
o r i g i n a l  Melibea. 

Calisto--who s h a r e s  w i t h  C e l e s t i n a  t h e  h i g h e s t  number of appearances  
i n  t h i s  i c o n o g r a p h i c a l  series (wi th  seven)-- ,  appears  f i r s t  i n  A c t  1 a s  
t a c o  [2] (FIG. 3) and con t inues  thus  r e p r e s e n t e d  i n  Acts 2 ,  6--FIG. 6--, 11 
and 12 ;  h e  a l s o  i s  shown twice  a s  t a c o  [5] i n  Acts 13--FIG. 8-- and 1 4 .  
The r e a d e r ,  a t  l e a s t  t h e  v i s u a l l y  a l e r t  one,  w i l l  a l r e a d y  have a s s o c i a t e d  
t h i s  "second" C a l i s t o  a s  h i s  s e r v a n t ,  Sempronio, who was t a c o  [5] i n  Act 3  
(FIG. 4) .  The " f i r s t "  C a l i s t o ,  t a c o  [ 2 ] ,  w i l l  l a t e r  t u r n  up l a b e l l e d  a s  
t h e  h i r e d  a s s a s s i n ,  Cen tur io ,  i n  Act 18 .  

Sempronio a l l  throughout t h e  i c o n o g r a p h i c a l  s e r i e s  remains unchanged 
( t a c o  [ 5 ] ) .  A s  no ted  above, however, t h i s  "Sempronio" t a c o  doubles  a s  
"Ca l i s to . "  But i t  i s  a l s o  deployed f o r  "~ r i s t&"  (Act 19--FIG. 11) and 
"Pleber io"  a s  w e l l  (Act 21).  Like Sempronio, t h e  o r i g i n a l  P5rmeno remains 
unchanged whenever h e  is r e p r e s e n t e d  ( t a c o  [ 3 ] ,  i n  Acts 2 ,  7, 8  and 9-- 
FIG. 7 ) .  But as i n  t h e  i n s t a n c e  of "Sempronio," "P5meno1' a l s o  undergoes 
some f a i r l y  unusual  t r a n s f o r h a t i o n s :  t w i c e  he  becomes "Sosia" ( i n  Acts 
13--FIG. 8--and 19--FIG. 11) and once h e  s e r v e s  as "P leber io"  ( i n  Act 16--' 
FIG. 1 0 ) .  

Other unusual  f e a t u r e s  of t h e  iconography of P a r i s  1527 would cer-  
t a i n l y  include:  t h e  p a i r i n g  of C e l e s t i n a  and C a l i s t o  a t  Acts 6  and 11 
where t h e  C e l e s t i n a s  a r e  u n n e c e s s a r i l y  d i f f e r e n t  ; l7 t h e  t h r e e  p a i r i n g  of 
the  same two male f i g u r e s  at  Acts 9 ,  1 3  and 19 (FIGS. 7, 8  and 11) , f i r s t  
l a b e l e d  a s  PBrmeno and Sempronio, then as S o s i a  and C a l i s t o  and, f i n a l l y ,  
a s  S o s i a  and ~ r i s t 5 n ; l ~  and t h e  appearance of two f i g u r e s  a t  Act 14 ,  
c a l l e d  l l e l ibea  and C a l i s t o ,  who re-appear  a t  Act 2 1  a s  t h e  young g i r l ' s  
aged p a r e n t s ,  A l i s a  and ~ l e b e r i o !  

The l o s s  of v i s u a l  i d e n t i f i c a t i o n  of  c h a r a c t e r s  ( i f  i t  was even in- 
tended) i n  P a r i s  1527 f i r s t  breaks  down a s  e a r l y  a s  Act 4  when "Welibea" 
becomes "Lucrecia" ( c f .  FIGS. 3 and 5) and a  new "Celes t ina"  i s  fo rced  
upon u s  ( c f .  FIGS. 4  and 5 ) .  Even h e r e ,  t h e  p r i n t e r - i l l u s t r a t o r  could 
have prolonged t h e  v i s u a l  i l l u s i o n  f o r  t h e  r e a d e r  by us ing  t h e  a l r e a d y  
e s t a b l i s h e d  C e l e s t i n a ,  t a c o  [ 4 ] ,  and,  pe rhaps ,  f o r  Lucrec ia ,  u t i l i z i n g  
t a c o  [7] ( t h e  one used b u t  once,  a l s o  f o r  Celestina--FIG. 6 ) .  The use  of 
t a c o  [ 4 ]  f o r  C e l e s t i n a  a g a i n  i n  Act 6 would have been a  s imple  way t o  keep 
the  v i s u a l  scheme from break ing  down u n t i l  a t  l e a s t  Act 8 ,  when one o f .  t h e  
p rev ious ly  used female  f i g u p i t a s  would have t o  be used f o r  AreGsa. There 
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occur throughout  t h e  i conograph ica l  sequence of P a r i s  1527 p l a c e s  a t  which 
i s m a l l  e f f o r t .  could 'have en r i ched  t h e  v i s u a l  accompaniments t o  t h e  t e x t .  
There was no need,  f o r  example, t o  use  t h e  o r i g i n a l  Sempronio taco f o r  
"Ca l i s to"  a t  Acts  1 3  and 14 ( c f .  FIGS 4  and 8) when t h e  o r i g i n a l  C a l i s t o  
t aco  was a v a i l a b l e .  Nor, i n  th6  most d rama t i c  c a s e  of a l l ,  was t h e r e  any 
need t o  p rov ide  t h e - t h r e e ,  c o n s e c u t i v e  and d i f f e r e n t  C e l e s t i n a s  of Acts  4,  

.5  and 6 .  

Some c u r i o s i t i e s  have mundane exp lana t ions  behind  them, a s  we s h a l l  
l e a r n .  I t  would seem i d e a l ,  one r easons ,  when p r e s e n t i n g  . t w o  c h a r a c t e r s  
i n  s e p a r a t e  b locks  i n  such an  i l l u s t r a t i v e  scheme, t h a t  they f a c e  each 
o the r .  That way, a t  ' l e a s t ,  t h e r e  i s  a  semblance of d i a l o g u e  and i n t e r a c -  
t i o n .  Of our  s i x  t a c o s  ( n o t  i n c l u d i n g  [ 7 ] ,  s i n c e  i t  is  involved only i n  
one i n s t a n c e ) ,  t h e  o r i g i n a l  Pzrmeno (.taco [3]--FIG. g) ,  C e l e s t i n a  ( t a c o  
[4]--FIG. 4) and Nelibea ( t a c o  1 --FIG. 3)  f i g u r e s  a l l  f a c e  r i g h t  and 

would a p p e a r ,  normally,  a s  t h e  f i g u r e  on t h e  l e f t  of t h e  page ( f a c i n g  cen- 
t e r ) .  The C e l e s t i n a  f i g u r e  ( t a c o  [6]--FIG. 5) a s  w e l l  as C a l i s t o  ( t a c o  
[2]--FIG. 3) and Sempronio ( t a c o  [5]--FIG. 4) a l l  f a c e  l e f t  and would ap- 
pea r ,  no rma l ly ,  a s  t h e  f i g u r e  on t h e  r i g h t  of t h e  page ( f a c i n g  c e n t e r ) .  
Note, though, t h a t  t h i s  means t h e r e  is b u t  one male f i g u r e  (Pzrmeno) 
f a c i n g  r i g h t  and one female f i g u r e  ( t a c o  [6 ] )  f a c i n g  l e f t .  Thus, when a  
p a i r i n g  of two males and a  p a i r i n g  of two females occur s  i n  P a r i s  1527, 
t h e r e  i s  an unusual  p r e s s u r e  on t a c o  [ 3 ] ,  t h e  o r i g i n a l  Pgrmeno, and on 
t aco  [ 6 ] ,  t o  s e r v e  a s  o t h e r  males 
mixed groups--when such p r e s s u r e  
p res sed  i n t o  s e r v i c e :  f o r  such  use  
10) .  

Even w i t h  such  e x p l a n a t i o n s ,  
s t i l l  o t h e r  s t r a n g e  cho ices  f o r  

and females ,  r e s p e c t i v e l y .  But even i n  
i s  n o t  ev ident - - these  two t a c o s  a r e  

of t a c o s  [3] and [ 6 ] ,  s e e  Act 16  (FIG. 

however, t he  P a r i s  1527 p r i n t e r  makes 
i l l u s t r a t i o n .  P l e b e r i o  and A l i s a ,  f o r  

example, a r e  p a i r e d  tw ice ,  a t  Acts  16 and 21. ~ n s t e a d  of u t i l i z i n g  the  
same p a i r  of f i g u r e s  f o r  t h e  l a t e r  of t h e  two Acts  ( a  procedure  a l r eady  
used f o r  Acts  3  and 5  i n  t h e c a s e  of Sempronio and C e l e s t i n a ) ,  a  new p a i r  
of f i g u r e s  i n  used.  Why? Because he has  chosen t o  s w i t c h  t h e i r  p o s i t i o n s  
( r i g h t - t o - l e f t  and v i c e  v e r s a ) ,  forcing--within h i s  l i m i t e d  u n i v e r s e  of 
tacos-- the u t i l i z a t i o n  of d i f f e r e n t  figupitas than  t h o s e  used j u s t  f i v e  
Acts p r e v i o u s l y .  

Given what we s a i d  above was d e s i r a b l e ,  i n  terms of c h a r a c t e r  t acos  
both  s e t  f a c i n g  c e n t e r ,  and t h e  g e n e r a l  conformity t o  such  an i d e a l  by the  
P a r i s  1527 p r i n t e r - i l l u s t r a t o r ,  t h e r e  s t i l l  a r e  pages where t h e r e  seems t o  
be  no r a t i o n a l e  f o r  t h e  f a c t  t h a t  t h e  t a c o s  do n o t  f a c e  each o t h e r .  I n  Act 
6  (FIG. 6 ) ,  C e l e s t i n a  and C a l i s t o  a r e  f a c i n g  i n  t h e  same d i r e c t i o n .  So 
w i t h  t h e  C a l i s t o  and Lucrec ia  ( c e r t a i n l y  an unusual  pa i r ing ! )  of Act 12. 
Other such  p a i r s  a r e  a t  Acts  7 ,  8 and 10. None of t h e s e  p a i r i n g s  cor re-  
sponds t o  any t e x t u a l  p o i n t  ( d e p a r t u r e ,  p u r s u i t ,  t u r n i n g  away i n  ange r ,  
e t c . ) .  

I n  summary, w e  have what would appear  t o  be a  French t r a n s l a t i o n  (no t  
a t t r i b u t e d )  prepared  f o r  an  eager ly-awai t ing  p u b l i c  by i t s  p r i n t e r - i l l u s -  
t r a t o r ,  N ;  Cousteau, who h a s  a  remarkably l i m i t e d  s e r i e s  of t a c o s ,  o r  
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f i g w i t a s ,  f o r  t h e  job .  For 39 of t h e  40 c h a r a c t e r  d e p i c t i o n s ,  h e  employs 
only t h r e e  male and t h r e e  female tacos,  and t h e s e  s i x  tacos a r e  made t o  
r e p r e s e n t  t h i r t e e n  c h a r a c t e r s .  l9 A seven th  taco,  used once, completes  h i s  
repertoire: a b e t t e r  ba l ance  could have  been ach ieved ,  s i n c e  t h e r e  a r e  
many occas ions  when a s u p e r i o r  l e v e l  of cons i s t ency  i n  c h a r a c t e r  represen-  
t a t i o n  could have been reached wi th  a  l i t t l e  c a r e ,  c a r e  t h a t  was c l e a r l y  
n o t  expended. Only through t h e  t h i r d  a c t  is  some v i s u a l ,  o r  i conographic ,  
cons i s t ency  ach ieved  a t  a l l .  Subsequent ly ,  t h e  tacos a r e  o f t e n  s e l e c t e d  
by v i r t u e  of t h e i r  be ing  p o s i t i o n e d  f a c i n g  r i g h t  o r  l e f t ,  and o t h e r  t i m e s  
t h e  choice  i s  a r b i t r a r y  o r  whimsical.  I n  any c a s e ,  t h e  f i n a l  impress ion  
is  t h a t  i conograph ica l  v e r i s i m i l i t u d e  was n o t  a  p r i o r i t y  i n  t h i s  i l l u s -  
t r a t e d  CeZestina of P a r i s  1527. Even g r a n t i n g  t h a t  w i th  seven tacos we 
have a  r e s t r i c t e d  f i e l d  f o r  t h e  r e p r e s e n t a t i o n  of t h i r t e e n  c h a r a c t e r s ,  we 
have s een  t h a t  much more could have been accomplished. 

Logic ,  o r  v e r i s i m i l i t u d e ,  seems n o t  only t o  n o t  have been a  p r i o r i t y  
f o r  t h e  p r i n t e r - i l l u s t r a t o r ,  b u t  i t  could  n o t  have been much of a  p r i o r i t y  
f o r  t h e  read ing  p u b l i c ,  s i n c e  P a r i s .  1527 was n o t  a l o n e  among e a r l y  ~ e l e s -  
t inas  i n  a b e r r a n t  de s ign  o r  use  of l i m i t e d  woodblocks. 20 ~ h u s ,  i t  would 
seem t h a t  i nc r ea sed  commercial s a l e  j u s t i f i e d  t h e  i n c l u s i o n  of i l l u s t r a -  
t i v e  m a t e r i a l  even when, a s  h e r e ,  t h e  i l l u s t r a t i o n  was prov ided  by o f t e n  
p r ev ious ly  used--and borrowed--conventional f igupi tas .  The r e a d i n g  p u b l i c  
must have become h a b i t u a t e d  t o  such r e c u r r i n g  i l l u s t r a t i n g  methods and 
p r i z e d  whatever t h e r e  was f o r  i t s  own sake :  only l a t e r  would demand f o r  
s cene - spec i f i c  a r t  produce on a grander  s c a l e  CeZestinas i n  which t h e  il- 
l u s t r a t i v e  m a t e r i a l s  der ived  d i r e c t l y  from t h e  Rojas t e x t .  2  1 

The commercial v i a b i l i t y  of P a r i s  1527, t h a t  i s ,  of t h e  e x t r a  c o s t s  
involved i n  i t s  i l l u s t r a t i o n ,  seems borne  o u t  by t h e  fo l lowing  summary of 
in format ion .  Each page c o n t a i n s ,  normal ly ,  twenty-six l i n e s  of t e x t :  only 
a  few have any w h i t e  space.  On pages where i l l u s t r a t i o n s  appea r ,  t h e r e  
a r e  seven l i n e s  of t e x t .  What t h i s  means i s  t h a t  t h e  space  occupied by t h e  
twenty-one woodcuts t akes  up 399 l i n e s  of t e x t .  To t h i s  sum, we add t h e  
space  t h a t  could have  been used and was l e f t  b lank  ( t h e  w h i t e  space  r e f e r -  
r e d  t o  above) because  a  new a c t ' s  i l l u s t r a t i o n s  would n o t  f i t  on what re- 
mained unused of t h a t  p a r t i c u l a r  page. A s i n g l e  s i g n a t u r e  of P a r i s  1527 
( e . g .  Ci-Cvi i i )  would contain-- in  an u n i l l u s t r a t e d  s ta te--416 l i n e s  of 
t e x t .  It i s  c l e a r ,  t h e q t h a t  Cousteau cou ld  have p r i n t e d  P a r i s  1527 with  
no accompanying i l l u s t r a t i v e  m a t e r i a l s  and saved a  cons ide rab l e  amount of 
paper and money. Equal ly  c l e a r  i s  t h a t  t h e  a d d i t i o n a l  s i g n a t u r e  involved  
was worth t h e  t i m e  and expense f o r  t h e  e x t r a  p r o f i t a b i l i t y  i t  promised. It 
seems t o  m e  a l s o  c l e a r  t h a t  t h e  p r i n t e r - i l l u s t r a t o r  had s een  o t h e r  i l l u s -  
t r a t e d  e d i t i o n s  and had some i d e a  of what formulas  had been used f o r  Ce- 
Zestinas. He must have had a t  hand some tacos of a  convent iona l  n a t u r e  
t h a t  would s e r v e  and decided t o  use  t h o s e ,  r a t h e r  than s eek  o u t ,  borrow, 
o r  commission a  b e t t e r  o r  a  l a r g e r  s e t  of fifiguritas. Time might have been 
p r e s s i n g  f o r  t h e  p u b l i s h e r  ( t h i s  CeZQstine was s o l d  by t h e  French bookshop 
of G a l l i o t  du P&). 

We have h e r e ,  i n  P a r i s  1527, i n  terms of i t s  i conograph ica l  de s ign ,  
f a r  less s u c c e s s f u l  a  "reading" than  e a r l i e r  i l l u s t r a t e d  e d i t i o n s  and 
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t r a n s l a t i o n s  provided ( f o r  example, t h e  Hans Weidetz i l l u s t r a t i o n s  men- 
t i oned  i n  n o t e  8 ) .  But i t  g i v e s  us  t h e  oppor tun i ty  t o  watch t h e  i l l u s t r a -  
t i o n  process-- the d e c i s i o n s ,  t h e  p r a c t i c e s ,  t h e  s u c c e s s e s  and t h e  unfortu-  
n a t e  mistakes--at  work, an  i l l u s t r a t i o n  p rocess  which was f a i r l y  common i n  
t h e  e a r l y  s i x t e e n t h  c e n t u r y ,  and e s p e c i a l l y  s o  i n  t h e  case  of t h e  fabu- 
l o u s l y  s u c c e s s f u l  Celestinas. !de may end by a f f i r m i n g  t h a t  such a  p rocess  
a s  we have seen  working through P a r i s  1527 p r o v i d e s  a  r e l a t i v e l y  poor 
v i s u a l  complement t o  a  t e x t  a s  r i c h  i n  d e t a i l  and nuance a s  Celestina: i t  
i s  Ro jas '  t e x t  which, i n  t h i s  i n s t a n c e ,  endows t h e  s t e r e o t y p i c a l  tacos 
used a s  i l l u s t r a t i o n  w i t h  some v i t a l i t y  and meaning. With some e x c e p t i o n s ,  
f o r  t h e  many Celestinas p r i n t e d  b e f o r e  h i s  d e a t h  i n  1541, t h e  i l l u s t r a -  
t i o n s  f o r  Rojas '  v i v i d l y  conceived c h a r a c t e r i z a t i o n s  were n o t  s p e c i a l l y  
c r e a t e d  b u t ,  r a t h e r ,  chosen from b locks  o r  s e t s  used f o r  t he  i l l u s t r a t i o n  
of o t h e r  works. Sometimes t h e  p r i n t e r  took c a r e  t o  ensure  t h a t  some 
measure of cons i s t ency  i n  t h e  r e p r e s e n t a t i o n  of c h a r a c t e r s  t ook  p l a c e ,  
o t h e r  t imes i t  was e i t h e r  haphazard o r ,  perhaps due t o  poor supp ly ,  im- 
p o s s i b l e ,  a s  appa ren t ly  was t h e  c a s e  w i t h  t h e  f i r s t  French t r a n s l a t i o n .  2  2  

NOTES 

I n  my Cezestina b ib l iog raphy  (publ i shed  w i t h  J. Schneider  and C. 
Lee ) ,  "Un c u a r t o  de s i g l o  d e  i n t e r &  en La CeZestina (1949-75): document0 
b i b l i o g r h f i c o , "  i n  Hispania 59 (1976),  610-660, and i n  t h e  s e v e r a l  supple- 
ments t o  i t  p r i n t e d  i n  the  numbers thus  f a r  i s s u e d  of CeZestinesca, t h e r e  
a r e  no a r t i c l e s  devoted t o  t h e  t o p i c  and only p a s s i n g  mention made i n  a  
few s t u d i e s  . 

2  
The Celestina c o n t i n u a t i o n s  and i m i t a t i o n s  a r e  a l s o  " readings"  of 

t h e  o r i g i n a l  mas te rp iece ,  as w e l l  a s  a r e  some minor poems t h a t  appear  
throughout  t h e  s i x t e e n t h  and seven teen th  c e n t u r i e s .  For  an example of t h e  
l a t t e r ,  s e e  J . T .  Snow, "An Add i t iona l  A t t e s t a t i o n  t o  t h e  P o p u l a r i t y  of 

I I Rojas '  Charac ter  Crea t ions  From An Ear ly  Seventeenth-Century Manuscript ,  
Hispanic Review 48 (1980) , 470-86; f o r  t h e  non- f i c t ion  Celestina comenta- 
da, s e e  P e t e r  E .  R u s s e l l ' s  a r t i c l e  i n  Studies i n  Honour of Rita HamiZton, 
ed. A. D .  Deyermond (London: TBmesis, 1976, pp. 175-93; r p t .  i n  h i s  Temas 
de "La CeZestina" y otros estudios,  (Barcelona:  A r i e l ,  1978, pp. 295-321, 
i n  Spanish t r a n s l a t i o n ) .  

3 This i s  more t r u e ,  of cour se ,  f o r  f u l l y  commissioned i l l u s t r a t e d  e- 
d i t i o n s  than f o r  those  which depend heav i ly  on t h e  u s e  of convent ional  and 
already-owned woodblocks (such a s  P a r i s  1527).  See a l s o  n o t e  5 .  

4 
For example, t h e  s e r i e s  emi t t ed  from Antwerp (1565, 1595, 1599) a t  

t h e  O f f i c i n a  P l a n t i n i a n a  i n  duodecimo e d i t i o n s - w e r e  none of them i l l u s -  
t r a t e d .  The Toledo 1500 Comedia has  only t h e  t i t l e  page i l l u s t r a t i o n .  
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. One such c a s e  worth .mentioning is the  CeZestina of Venice 1534 
whose i l l u s t r a t i o n s  adopt  t h e  Cromberger model ( s e e  p.27 and a l s o  n o t e  7 ) .  
Bound w i t h  t h i s  Celestina ( i n  Madrid, Na t iona l  L ib ra ry ,  R-15031) i s  t he  
Segunda Comedia de Za fumosa CeZestina, publ i shed  j u s t  two y e a r s  l a t e r  
(1536) by t h e  same p r i n t e r ,  Estephano da Sabio.  The i d e n t i c a l  . s e t  of 
b locks  used f o r  t h e  Rojas work i s  reused  f o r  t h e  c o n t i n u a t i o n ,  wi th  t he  
new c h a r a c t e r  t a g s ,  of course:  F e l i d e s ,  S i g e r i l ,  P o l a n d r i a ,  Poncia;  e t c .  

6 
I am g r a t e f u l  t o  Br ian  Dutton, w i t h  whom I am working on a volume 

of Celestina iconography, f o r  b r i ng ing  t h i s  (and o t h e r )  double  u se  of a 
woodblock i l l u s t r a t i o n  t o  my a t t e n t i o n .  

l 
The importance of t he  Cromberger s e r i e s  i n  Celestina iconography 

w i l l  b e  h i g h l i g h t e d  i n  t h e  for thcoming s tudy  and c r i t i c a l  e d i t i o n  by 
Miguel Marc ia les  ( I l l i n o i s  Univ. P r e s s ) ,  where h e  s t a t e s :  "Es ta  ed i c i6n  
(G1 = S e v i l l e  1508, as p o s i t e d  by M. N. )  c r e 6  e l  mode10 de d i s t r i b u c i 6 n  de 
t e x t o ,  grabados,  d e  ancho de p5gina y f a c t o t o s ,  t a c o s  o f i g u r i t a s ,  de  to- 
das l a s  p o s t e r i o r e s  h a s t a  m& o menos 1540." The r e l a t i o n s h i p  between 
Cromberger's iconography and t h a t  employed l a t e r  a t  Venice seems t o  con- 
f i r m  Marc ia les '  hypo thes i s .  

The s e r i e s  of i l l u s t r a t i o n s  was reproduced i n  t h e  f i r s t  few yea r s  
(1977-1979) of p u b l i c a t i o n  of CeZestinesca. See a l s o  t h e  new work by 
Kathleen V. Kish and Ursu la  R i t zenho f f ,  Die Celestina-vbersetzungen von 
Christof Wirsung: " i n  hipsche Tragedia" (Augsburg 1 5 Z O ) ,  "Ainn recht 
ZiepZiches BeuchZin" (Augsburg 1534)  (~ i ldeshe im/Zi i r ich /New York: G. O h s ,  
1984) ,  where f a c s i m i l e s  of bo th  works and t h e  f u l l  s e t  of i l l u s t r a t i o n s  
a r e  t o  be  found. See a l s o  pp. 11-15, 93-95 of t h e i r  I n t r o d u c t i o n .  I t  is 
worth no t i ng  t h a t  t h e  CeZestina-specific i l l u s t r a t i o n s  a r e  l a t e r  borrowed 
t o  i l l u s t r a t e  works having l i t t l e  o r  no r e l a t i o n s h i p  t o  t h e i r  o r i g i n a l  
s e t t i n g  (Kish-Ritzenhoff ,  p. 1 5 ) ,  much a s  t h e  Burgos 1499(?)  b locks  ap- 
peared elsewhere [FIGS. 1-21. 

9 
It i s  p r e c i s e l y  a t e x t  of t h i s  t ype  which b e s t  r e f l e c t s  Covarrubias '  

d e f i n i t i o n  of a " l i b r o  h i s t o r i a d o "  ( s e e  t h e  a r t i c l e  "His tor ia" )  : ". . . que 
t i e n e  a lgunas  f i g u r a s  de dibuxo o estampa, que responden con Za escritura!' 
The emphasis i s  mine. 

l0 Mention might be made of t he  Gorchs e d i t i o n s  (1841 and 1842) wi th  
p l a t e s  f o r  Acts 7 ,  9 ,  12 and 19 ,  and of an  e d i t i o n  of Barcelona 1883 which 
c a r r i e s  (from Valenc ia  1575) t h e  b lock  showing t he  scene  i n  which Melibea 
plunges t o  he r  dea th .  

I n  t h i s  c o n t e x t ,  mention must b e  made of a t  l e a s t  t h e s e  t h r ee :  
Valencia:  C a s t a l i a ,  1946 has  o r i g i n a l  i l l u s t r a t i o n  by Jos6  S e g r e l l e s  and 
Luis  Enriquez de  Navarra;  Barcelona: Argos, 1948 has  i l l u s t r a t i o n s  by 
ManuelHumbert; and Madrid: Al faguara ,  1974 has  n ine t een  o r i g i n a l  l i t h o -  
graphs by Lorenzo Gofii. Not a t t a c h e d  t o  an  e d i t i o n ,  b u t  s i n g u l a r l y  s t r i k -  
ing a r e  t h e  f i f t e e n  p l a t e s  p repared  i n  a 1972 l i m i t e d  e d i t i o n  by Miguel 
Ourvantzoff .  . . . . 

. . .  



I L Gerald J. B r a u l t ,  who e d i t e d  t h i s  t e x t  ( -De t ro i t :  Wayne S t a t e  Univ. 
P r e s s ,  1963) ,  c u r i o u s l y  does  no t  mention t h a t  t h e  t e x t  i s  i l l u s t r a t e d ,  
a l t hough  t h e  t i t l e  page woodcut adorns  h i s  e d i t i o n .  

l3 These t a c o s  a r e  of a  uniform s i z e :  3 .5 wide X 9 c e n t i m e t e r s  high.  

l4 The numbers i n  s q u a r e  b r a c k e t s  h e r e ,  and throughout  t h e  s tudy ,  
have been a s s igned ,  a r b i t r a r i l y ,  i n  t h e  o r d e r  of t h e i r  appearance ,  t o  t h e  
seven t a c o s  used by N .  Cousteau i n  P a r i s  1527. T h i s  makes i t  e a s i e r  t o  
s e e  when [ l ] ,  f o r  example, i s  used f o r  Melibea, o r  f o r  Luc rec i a ,  o r  f o r  
some o t h e r  c h a r a c t e r .  

15  
This  i s  a  s i n g l e  b lock  d e p i c t i n g  t h e  a r r i va l - - f rom t h e  le f t - -of  an  

e l d e r l y  p i l g r im ,  garbed s imply ,  wearing a  h a t  and an  across - the-ches t  
s a sh  fes tooned  wi th  small b e l l s .  I n  t h e  r i g h t  foreground,  s t a n d s  a  young 
woman wi th  a  t o c a ,  d r e s sed  i n  a  s imple garment,  and w i t h  hands extended a s  
i f  speaking.  A garden o r  house w a l l  wi th  t h r e e  a r c h e s  l i n k s  t h e  f i g u r e s .  
There a r e  no i d e n t i f i c a t i o n  s c r o l l s .  I have t h u s  f a r  no t  been a b l e  t o  
i d e n t i f y  ' the work(s)  where t h i s  woodcut may have f i g u r e d  b e f o r e  o r  a f t e r  
i t s  u s e  i n  P a r i s  1527. 

16  
I have made a  c a r e f u l  s t udy  o f  t h e  i l l u s t r a t i o n s  and t h e i r  d i s t r i -  

b u t i o n  among t h e  i n d i v i d u a l  g a t h e r i n g s  t h a t  make up P a r i s  1527: t h e r e  i s  
no p o s s i b i l i t y  t h a t  t h e  c r azy -qu i l t  i conographic  scheme t h a t  emerges h e r e  
i s  owing t o  t h e  need t o  s u b s t i t u t e  one t a c o  f o r  ano the r  a l r e a d y  i n  u s e  
e l sewhere  w i t h i n  a  p a r t i c u l a r  g a t h e r i n g .  I n  f a c t  on ly  one g a t h e r i n g  h a s  
two s e t s  of t h e  double- tacos (T c o n t a i n s  t h e  i l l u s t r a t i o n  f o r  Acts  16 and 
17)  where f o u r  d i f f e r e n t  c h a r a c t e r s  a r e . r e p r e s e n t e d .  

l7 Cf. a l s o - A c t s  1 and 14 ( d i f f e r e n t  C a l i s t o s ) .  

l8 Cf. a l s o  Acts 4  and 15  o r  Acts  1 and 18 ,  i n  which t h e  t a c o s  a r e  
r epea t ed  w i th  a  new p a i r  of c h a r a c t e r s  s u b s t i t u t i n g  f o r  t h e  p a i r  i n  t h e  
e a r l i e r  a c t .  

The frequency f i g u r e s  f o r  t h e  s i x  r epea t ed  t a c o s  show about  e q u a l  
use :  [ l ]  i s  used 9 t imes ;  [21 6 t imes ;  [31 7 t i m e s ;  [41  5 t i m e s ;  [5] 7  
t imes ;  and [61 5 t imes .  No. [7]  i s ,  o f  cou r se ,  used j u s t  t h e  once,  f o r  
Act 6.  

L U 
Venice 1519 i s  an  even more f l a g r a n t  example of l i m i t e d  r e s o u r c e s  

used i n  an i conograph ica l  scheme f o r  a  C e l e s t i n a .  S i x t e e n  a c t s  (Acts 2 ,  
3 ,  18 ,  20 and 21  a r e  n o t  i l l u s t r a t e d )  have accompanying woodcuts,  b u t  
t h e s e  a r e  drawn from a l i m i t e d  set of t h r e e  b locks .  The f i r s t  i s  i n t r o -  
duced a t  Act 1 and used a  t o t a l  of e i g h t  t imes ;  t h e  second i s  in t roduced  
a t  Act 4 and used a  t o t a l  of f o u r  times; . t h e  t h i r d  i s  in t roduced  a t  Act 6  
and i s  a l s o  used a  t o t a l  of f o u r  t imes .  More moderate i s  t h e  ca se  of 
Venice 1541 where twelve d i f f e r e n t  c h a r a c t e r  b locks  a r e  used f o u r  t o  e i g h t  
times each ,  a long  w i t h  s e p a r a t e  b locks  (houses  and t r e e s )  used a  t o t a l  of 
t e n  t imes .  These a r e  a r r anged  i n  t h e  Crombergerian s t y l e :  f i v e  t a c o s i n  a  
s i n g l e  l i n e  a c r o s s  t h e  page. While a l l owing  f o r  f a r  g r e a t e r  v i s u a l  iden-  
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tification than we get with Paris 1527, there are no scrolls to help 
identify specific characters (it is fairly easy to deduce, since these are 
also conventional "types"). Here, too, some acts are not illustrated (3, 
5, 6, 7 and 21). 

21 We do not overlook the fact that the Cromberger illustration 
scheme actually is a combination of conventional character types of figu- 
r i t a s ,  and some scene-specific single blocks (e.g., Celestina's assassina- 
tion, Calisto's fall and Melibea's suicide, and a few others. 

22 
I would like to thank Prof. Eric Naylor for his helpful sugges- 

tions concerning technical aspects of parts of this study. 

FIG. 11 
Act 1 9 .  Paris 1527. 
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of four iZlustrations accompanying the 
ntings in 1841, 18421 Celestina of T .  Gc 


