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ABSTRACT 

In 1493 Johann Trechsel published in Lyons a Latin edition of 

Terence's six comedies, generally known today as the "Lyons Terence." 

The volume is illustrated with 160 woodcuts. The first woodcut, on the 

title page, shows the author in his library; the second, a full-page 

frontispiece titled Theatrum, pictures a building with a stage and audi

ence; the remaining woodcuts, half-page illustrations distributed through

out the text, depict figures on stages, a different stage for each of 

the six comedies. 

Chapter 1 introduces the woodcuts both as book illustrations and 

theatre documents. As book illustrations, the woodcuts are striking 

partly because of their size, their quantity, and their artistic merit 

and partly because they comprise the earliest series of narrative illus

trations to accompany a printed Latin text. Conmissioned for this par

ticular edition of Terence's comedies, the woodcuts suggest a pedagogical 

concern with illustrations that provide a running commentary on the 

text. As theatre documents, the woodcuts are significant because they 

represent the first instance in which an editor has illustrated a dra

matic text by depicting characters on stages. 

Chapter 2 analyzes the composition and distribution of the wood

cuts by comparing each illustration with the text i t  introduces. Mark

ing each traditional scene division, the woodcuts depict the characters 

who participate in the dialogue to follow. By manipulating the charac

ters'  placement on the stage, their use of curtains, and the number of 
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times they are depicted in a single picture, the artist establishes con

ventions to identify (1) the major character group comprising a scene, 

(2) characters who speak apart before joining in conversation with those 

already on-stage, (3) characters who remain apart throughout a scene and 

speak only asides, and (4) characters whose voices are heard but who 

never appear on the stage. The artist does not portray nonverbal stage 

business. 

Chapter 3 investigates the possible influence of narrative art 

on the conventions identified in Chapter 2. First,  I argue that the 

woodcuts were directly influenced by the miniatures in the Terence manu

scripts; this influence accounts for errors and idiosyncracies in repre

senting characters and the priority of character depiction over stage 

action. Second, I show that the woodcuts adopted conventions for rep

resenting narrative action, especially transitional links, from narrative 

art in general. 

Chapter 4 distinguishes between staging and the stage. Although 

the woodcuts do not represent characters so as to suggest the staging of 

Terence's plays, they do depict those characters upon stages. The An-

dria stage, moreover, appears to be indebted to the contemporary booth 

stage. The compartment labels I take to be a literary rather than a 

staging feature. 

Chapter 5 summarizes the findings of the dissertation. It  con

cludes that the woodcuts, innovative illustrations which supplement a 

classical text, function primarily as a pedagogical aid to help the 

reader follow the Latin dialogue of the comedies. 



CHAPTER 1 

INTRODUCTION 

In 1493 Johann Trechsel, the prominent Lyons publisher, brought 

out a Latin edition of Terence's six comedies, generally known today as 

the "Lyons Terence." The plays are elucidated by the then-popular com

mentary of Guy Jouenneaux and illustrated with 160 woodcuts. The first 

woodcut, on the title page, shows the author in his library; the second, 

a full-page frontispiece titled Theatrum, pictures a building containing 

a stage and audience; the remaining woodcuts, half-page illustrations 

interspersed throughout the text, depict figures on stages, a different 

stage for each of the six comedies. These woodcuts are original in two 

ways: (1) the Lyons Terence is the first classical text printed in 

L a t i n  t o  b e  i l l u s t r a t e d ,  a n d  ( 2 )  i t  i s  t h e  f i r s t  d r a m a t i c  t e x t  t o  b e  i l 

lustrated with characters on stages. 

The Woodcuts as Illustrations 
of a Latin Classic 

As book illustrations, the Lyons Terence woodcuts are striking. 

Large (10 x 12 cm.) and handsomely executed, they have been variously 

praised as "very beautiful," "magnificent," the "high watermark" of 

fifteenth-century book illustration in Lyons.1  Harmonizing in line and 

1. For the artistic merit of book illustrations, including the 
Lyons Terence woodcuts, see Arthur M. Hind, History of Woodcut, 2 vols. 
(1935; rpt. New York: Dover, 1963). A few art historians have at
tempted to trace stylistic influences: Paul Oscar Kristeller, Kupfer-
stich und Holzschnitt in vier Jahrhunderten, 4th ed. (Berlin: 

1 
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technique with the Roman type used to set the plays and cormientary, the 

woodcuts testify to the block designer and the woodcutter's ability in 

achieving nuance and shading in a black-and-white picture and the book

maker's success in printing text and illustration simultaneously on a 

moveable-type press. The bookmaking industry, barely four decades old, 

produced in the Lyons Terence an artful book. But the Lyons Terence 

woodcuts are notable for more than their beauty. The editor did not 

simply embellish the plays with woodcuts already in his possession as 

many editors did to dress up a text, nor did he commission cuts appro

priate for repeated use within the Lyons Terence or cuts that could 

later be used to illustrate other works, as became the practice in the 

sixteenth century. The Lyons Terence woodcuts are original compositions 

appropriate to this particular book. The scope of the production sug

gests serious attention to woodcuts as book illustrations and perhaps 

also a pedagogical concern with illustrations as a means of supplement

ing the meaning of a specific text. In 1493 such a project was novel; 

more important, that i t  should accompany a Latin text was an extraordi

nary departure from the decorum governing the printing of classics. 

Cassirer, 1922), and M. J .  Friedlander, Die Liibecker Bibel (Munich: 
Piper, 1923), point out similarities between the Lyons cuts and those 
illustrating the Lubeck Pes Dodes Dantz of 1489 and the Lubeck Bible of 
1494. Hind, II,  609, disputes their view, suggesting instead a resem
blance between the Lyons cuts and the illustrations of Erhard Reuwich 
of Utrecht, concluding that the Lyons designer was "German or Nether
landish in origin." E. P. Goldschmidt, The Printed Book of the Renais
sance (Cambridge, 1950; rpt. Amsterdam: G§rard Th. van Heusden, 1974), 
p. 38, claims that "all designs for all illustrations appearing in early 
printed books, good or bad, are Netherlandish in origin. The whole idea 
of illustrated book cjua^ i l lustrated book is German or Netherlandish in 
origin; Netherlandish Burgunidan in design, German in technique." 



Early bookmakers imitated, often quite closely, the manuscripts 

2 
containing the texts they wished to print. The decorum governing the 

appearance of the manuscripts thus imposed restrictions on the appear

ance of printed books. As a result,  not only in manuscript copies but 

also in printed versions, Bibles and devotional literature looked dif

ferent from fables and romances of chivalry or from legal treatises, and 

all of these remained distinctly different in appearance from Latin 

classics. Two prominent features that carried over most noticeably from 

the manuscripts to printed books distinguish the appearance of classical 

or "humanist" texts from that of other books: typeface and illustration. 

The two predominant styles of type, Gothic (black-letter) and 

Roman, coexisted from the beginning in all printing centers of Europe, 

each with its proper—and undisputed—subject matter.^ Gothic type (or 

types, for there were numerous variations of the basic form) imitated 

the script of professional scribes. The letters were pointed, thick-

lined, and usually cramped, the last feature a carry-over from the 

scribes' efforts to save space. Because Gothic script was in fact the 

2. See Norman E. Binns, An Introduction to Historical Bibliog
raphy, 2nd ed. (1962; rpt. Bath: Cedric Chi vers, 1969), p. 67; Erich 
von Rath, "The Spread of Printing in the Fifteenth Century," in A His
tory of the Printed Book, ed. Lawrence C. Wroth (New York: The Limited 
Editions Club, 1938), pp. 59-61; Hellmut Lehmann-Haupt, "The Heritage of 
the Manuscript," in A History of the Printed Book, pp. 16-19. 

3. See Goldschmidt, pp. 1-26; Daniel Berkeley Updike, Printing 
Types: Their History, Forms, and Use, 3rd ed., 2 vols. (Cambridge, 
Mass.: Belknap, 1962), I ,  70; Berthold L. Ullman, The Origin and Devel
opment of Humanistic Script (Rome: Edizioni di Storia e Letteratura, 
1960); Binns, pp. 186-87; and Curt F. Buhler, "Roman Type and Roman 
Printing in the Fifteenth Century," in Early Books and Manuscripts ([New 
York]: The Grolier Club and The Pierpont Morgan Library, 1973), pp. 
284-98. 



common workaday writing of professional scribes who produced most class

es of works, Gothic letters were already associated with all kinds of 

contemporary works save the classics. Gothic letters, however, had long 

since come to signify to humanist scholars all that was barbarous in 

those who failed to follow Roman models.4  Fourteenth-century humanists 

such as Petrarch and Nicolo Nicoli had copied numerous ninth- and tenth-

century manuscripts, imitating their Carolingian script; fifteenth-

century bookmakers printed works preserved in Carolingian manuscripts 

and in these later humanist copies. Since the "Roman" letters of these 

manuscripts, the rounded, thin-lined, open letters, had long been con

sidered a primary means of representing the spirit of the humanists'  ef

fort to preserve the purity of the classics, they were the natural models 

for printers who wished to publish humanist texts. Roman type, then, 

signified more than simply the appropriate form of letter in which clas

sics should be printed; i t  reflected as well the humanists'  efforts to 
\ 

preserve classical texts, to make them available for study, and, later 

on, to do so with optimum accuracy. One humanist who expressed the gen

eral regard for Roman type was Jodocus Badius Ascensius, a member of 

Trechsel 's staff. In the dedication to his friend Laurent Bureau, pref

acing Trechsel 's edition of the Latin orations of Philippus Beroaldus, 

Badius associates Roman type with propriety and accuracy: 

4. Even the term "Gothic," coined by the Italian humanists, 
originated as a pejorative. According to Goldschmidt, p. 2, the term 
was first used by Leone Battista Alberti to describe architecture and 
later by Lorenzo Valla in the Preface to Eleqantiae Linguae Latinae to 
identify contemporary handwriting. 



As soon as I reread these fruitful compositions i t  seemed 
to me that I should be guilty of a wrong if I retained posses
sion of such a gift in company with you alone. I considered 
i t  my duty to see them issued in print so that your generosity 
might benefit everyone else as much as my own self. I hesi
tated somewhat, considering that most printing types were un
suitable to be employed for such an elegant work and that so 
many books come out spoilt and full of faults through the ig
norance and carelessness of the printers; but then I heard of 
the eminent and unblemished reputation of John Trechsel, a 
German most expert in the art of printing, and learned that he 
had Italian types ready to hand with which this book could be 
printed neatly and correctly. So I handed over to him, with 
your consent, these speeches of Beroaldus to be reprinted. 

Whatever influence Badius may have exerted on Trechsel 's choice of books 

to print can only be conjectured, but his enthusiasm for printing the 

classics is clear in this comment, and most historians believe him to be 

the person who encouraged Trechsel to issue not only the orations but 

also, in the following year, the Lyons Terence. Trechsel 's Terence is,  

appropriately, set in Roman type. It  is a humanist text in all ways but 

one. That exception, the woodcuts that accompany and explain the text, 

emphatically sets it  apart. 

5. Ph. Renouard, Biblioqraphie des impressions et des oeuvres 
de Josse Badius Ascensius, 3 vols. (Paris, 1908; rpt. New York: Burt 
Franklin, [197-]), II,  160: "Ubi itaque tam uberes 1ucubrationes releg-
erem, injuriarum mihi ipse reus fore videbar si tanta dona unus secundum 
te possiderem. Duxi igitur mearum partium esse impressioni mandarem ut 
tua beneficentia de omnibus ac de me mereretur. Caeterum cum plurimos 
imprimendi characteres ineptiores censerem quam quibus tam conditurn opus 
crederemus, multosque aut inscitia aut vecordia imprimentium libros de-
pravatos mendososque viderem, paulisper ab incoepto moratus sum dum 
egregiam candidamque Joannis Trechsel alamani, huiusmodi artis peritis-
simi, famam omnium testimonio laudatam intelligerem, sciremque ipsum 
italicam litteram paratam habere, qua tersius castigatiusque opus hoc 
imprimi posset. Tradidimus igitur .  .  Translation by Goldschmidt, 
p. 15. 



Along with choosing a typeface appropriate for a particular 

text,  t h e  b o o k m a k e r  h a d  t o  c o n s i d e r  w h e t h e r  o r  n o t  t o  e m b e l l i s h  i t .  I f  

he chose to add ornamentation, he had to consider whether to dress up a 

text with decorative borders or initials, to illustrate it  with woodcuts 

already available, or to commission original blocks, and if the last,  to 

decide on their quantity and design. His choice would naturally depend 

on cost and the availability of craftsmen, but i t  would also be circum

scribed by a propriety as rigid as that dictating styles of type—pos

sibly more so. Like typeface, the kind of ornament or illustration 

suitable for fifteenth-century printed books was subject to the decorum 

established in manuscripts. Bookmakers found some humanist manuscripts, 

especially the fourteenth-century copies, lavishly embellished with orna 

mental borders and initials but not with explanatory pictures. 

Goldschmidt contends that when the early humanists rejuvenated the 

study of the classics, i t  was the eloquence of the language, not the 

story-line, they deemed important. To tell the story through pictures 

would have been not "an embellishment, but a disfigurement, a vulgarity. 

When humanistic manuscripts were printed, the same standard prevailed. 

None of the hundreds of classical texts printed in Latin before the 

Lyons Terence contains any woodcuts. As Goldschmidt contends, this ab

sence of illustrated Latin texts "cannot be regarded as accidental. 

There clearly was a prejudice against the addition of 'modern' pictures 

to the antique text."^ Evidently, unlike the text and commentary, the 

6. Goldschmidt, pp. 36-37. 

7. Goldschmidt, p. 37. 
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Lyons Terence woodcuts do not grow out of the humanist tradition of 

bookmaking. 

Although fifteenth-century humanist books were not illustrated, 

the woodcut was fully established as an art form, and many books, includ 

ing translations of the classics, were illustrated from 1470 on. The 

earliest printed books to be illustrated, most often in the vernacular, 

included popular devotional literature, saints'  lives, and Bibles; fa

bles, chapbooks, and romances of chivalry; "mirrors" of life, the world, 

and wisdom; travel narratives, chronicles, and histories; and (occasion

ally) translations of the classics. They reflect the styles of the pop

ular paper manuscripts mass-produced in secular workshops as well as the 

i l l u m i n a t e d  m a n u s c r i p t s  c a r e f u l l y  p r e p a r e d  o n  v e l l u m .  D e s p i t e  t h e  d i 

versity of their subject matter, however, all of these illustrations 

share two important features: all clearly tell a story, and all add 

contemporary detail even to the most uncongenial of settings. They de

pict heroines of every age and society as noble ladies in contemporary 

European dress, ancient and Biblical battles as fought with cannons and 

warriors in medieval armor, and fabled cities with modern buildings; 

they make unfamiliar worlds "contemporary" in the fullest sense of the 

word. Moreover, the majority of these cycles are distributed throughout 

the texts they picture, providing not an introduction to the story but a 

running commentary on i t .  The Lyons Terence woodcuts exhibit these fea

tures: introducing each scene, the woodcuts depict the characters, 

dressed in contemporary costume, who participate in the dialogue to 
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follow. It  is not their function of complementing the narrative, there

fore, that makes them surprising, but rather that such a series should 

accompany a humanist text. 

Nevertheless, Trechsel was not the only printer at the time to 

consider the experiment of illustrating a classical text. In 1492 Diirer 

was preparing sketches for an illustrated edition of Terence at Basle, 

an edition that was suspended, probably upon the publication of the 

Lyons Terence the following year. The sketches that have survived de

pict street scenes with figures in contemporary dress; like the Lyons 

woodcuts they were intended to illustrate the comedies scene by scene. 

J o h a n n  G r i i n i n g e r ,  a  S t r a s s b u r g  p r i n t e r ,  s o o n  a f t e r  p u b l i s h e d  t h r e e  i l 

lustrated classics: Terence in 1496, Horace in 1498, and Virgil in 1502. 

These, too, are illustrated with figures of men and women in contempo

rary dress who wander about contemporary streets. The 1498 Horace, for 

example, is illustrated with Roman nobles clothed in the latest 

fifteenth-century attire. In the Virgil of 1502, Aeneas and his com

pany, who appear in armor battling the enemy, are clearly identified as 

heathen by their Oriental costume and Saracen turbans. Griininger's 

classics were presumably designed as school books—the texts are accom

panied by commentary and interlinear glosses in the manner of school 

editions—and the illustrations were presumably intended as aids in un

derstanding the Latin and memorizing lessons. Sebastian Brandt, a pro

fessor at the University of Basle who edited the Virgil and claims to 

have supervised the preparation of the illustrations, boasts that the 

story is as plain to the unlearned as the learned: "Hie legere 



historias commentaque plurima doctus,/Nec minus indoctus perlegere ilia 
g 

potest." The illustrations act not as artistic embellishment nor as 

representations of a classical reality but, relying on familiar and 

easily identifiable images, act as pedagogical tools to help students 

comprehend and recall the plot. But, these editors who, in the 1490's, 

attempted to combine contemporary designs with antique subjects did not 

produce a following; during the sixteenth century, woodcut i llustra

tions of classical subjects suggested verisimilitude, and all illustra

tions came to derive their merit as works of art,  not as narrative 

adjuncts. 

Throughout the fifteenth century, bookmakers had attempted to 

produce mechanically and in quantity a book conceived in the image of 

the manuscript. Once they ceased to think of the printed book as a 

simulation of the more valuable kind of book, the manuscript, and once 

they began to print texts for which there was no clear manuscript tra

dition (about 1500), they produced illustrated books that initiated new 

conventions. Schrader speaks of a "different kind of book in the six-
g 

teenth century." Goldschmidt is more forceful: "The illustrated book, 

the book in which the text is accompanied by paintings depicting a scene 

described in the text, is a medieval conception. The Renaissance did 

not adopt i t  and adapt i t;  it  rejected it .  The history of the 

8. Quoted by Alfred W. Pollard, Old Picture Books (1902; rpt. 
New York: Burt Franklin, 1970), p. 3, and Douglas Percy Bliss, A His
tory of Wood Engraving (1928; rpt. London: Spring Books, 1964), p. 38. 

9. J.  L. Schrader, "The Golden Age of the Woodcut: 1450-1550," 
in The Golden Age of the Woodcut and the Woodcut Revival, ed. B. Waller 
([Lawrence]: The University of Kansas Museum of Art, 1968), pp. 11, 29. 



illustrated book in the fifteenth and sixteenth centuries is an account 

of i ts losing struggle for survival. By 1550 the illustrated book is 

10 
dead." Diirer's developing sense of the possibilities inherent in wood

c u t  i l l u s t r a t i o n s  e x e m p l i f i e s  t h i s  s h i f t .  I n  1 4 9 2  h e  w a s  p r e p a r i n g  i l 

lustrations for an edition of Terence in the medieval fashion, but with 

his illustrations of 1498 for the Apocalypse and especially with his 

prints of 1511 for the Life of the Virgin, Durer had produced a new kind 

o f  i l l u s t r a t i o n :  t h e  f u l l - p a g e  p i c t u r e  t h a t  s t a n d s  o n  t h e  p a g e  b y  i t 

self. In the Life, the architecture of the Presentation in the Temple 

is executed in Roman style with columns and antique capitals. 

The Lyons Terence woodcuts remain unique as illustrations in a 

humanist text. Moreover, they were produced as the medieval tradition 

of rendering any classical subject in contemporary guise gave way to the 

Renaissance preference for archeological reconstruction of the classical 

w o r l d .  T h e  q u e s t i o n ,  t h e n ,  i m m e d i a t e l y  a r i s e s :  d i d  t h e  e d i t o r ,  l i k e  

later editors of the Renaissance, attempt to represent a classical the

atre or did he depict stages that, like the characters shown on them, 

reflect at least some features of a contemporary reality? 

The Woodcuts as Illustrations 
of Characters on Stages 

Whereas illustrations of other fifteenth-century plays, both 

manuscript and printed versions, depict characters in the countryside or 

city streets or on an undefined base, the Lyons Terence woodcuts repre

sent them on a stage (Figures 1-8). The characters in the Lyons 

10. Goldschmidt, p. 27. 
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Figure 1. Andria 1.1, The Lyons Terence, a8. -- Washington, D.C., The 
Folger Shakespeare Library. 
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Figure 2. Andria 3.1, The Lyons Terence, d4. 
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Figure 3. Eunuchus 5.1, The Lyons Terence, m7v .  
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Figure 4. Heauton-Timorumenos 2.4, The Lyons Terence, q8v .  
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Figure 5. Adelphoe 3.3b, The Lyons Terence, &2. 



Santofr 

Figure 6. Adelphoe 5.3, The Lyons Terence, CI. 
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Figure 7. Phormio 1.2, The Lyons Terence, El.  
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Figure 8. Hecyra 4.4, The Lyons Terence, PI.  



i l lustrations, each labeled with his or her name, appear on a rectangu

lar stage (in the Phormio on a hexagonal stage),  backed by curtained en-

tryways or doors defined by columns and decorated with ornamental swags 

and figures. Posts and cross-bracing show beneath the stage in a few of 

the Andria woodcuts,  the first  of the series.  Names of characters who 

are heads of households appear above the curtained areas. In some cuts,  

the curtains are pulled aside revealing the interior of a house, a win

dow, or a character sit t ing or lying in bed. The arrangement of cur

tained entryways and the decoration surrounding them remain uniform 

throughout the woodcuts i l lustrating each play, though they vary from 

play to play; as a result ,  there are in all  six stages, each one pecu

liar to a particular play. The Andria stage is backed by four curtained 

entryways in a straight l ine and flanked by statues (Figures 1 and 2).  

The curtained doorways of the Eunuchus stage (Figure 3) also form a 

straight l ine; in the remaining stages, however, the line of doorways, 

seen in plan, protrudes upon the stage. In the Heauton-Timorumenos, 

Adelphoe, and Phormio woodcuts (Figures 4-7),  the line extends forward, 

and then recedes so as to form, in plan, half of a hexagon, and in the 

Hecyra i l lustrations (Figure 8),  i t  forms a square enclosure at one side 

of the stage. The last four arrangements differ in the number of cur

tained compartments represented, the decoration of the facades, and the 

shape (and perhaps size) of the stages. In addition to these woodcuts,  

there is a full-page introductory woodcut entitled Theatrum (Figure 9).  

In pictures a hexagonal building with an exterior stairway leading to a 

stage area. In front of the structure spectators mingle with women from 
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Figure 9. Theatrum, The Lyons Terence, a4 



the "Fornices" over which the theatre is built .  Part of the wall is  re

moved, exposing the interior of the building. The stage, located along 

one wall,  is  raised and backed by curtained entryways l ike those of the 

Andria and Eunuchus stages. A musician plays a flute to the spectators 

gathered in two galleries and standing in the area below, and to the 

aediles in a box close to the stage. The care taken to depict elaborate 

stages raises two difficult  questions. 

1) Do the woodcuts reflect an actual or hypothetical staging of 

Terence's plays? This question is complicated by the number of 

ways in which the woodcuts can be associated with staging. Do 

they, for example, record a particular performance? Are they an 

artist 's  generalized conception of what a performance might look 

l ike on a contemporary stage? Are they an attempt to recreate a 

classical performance? Or do they reflect conventionalized mo

t ifs for i l lustrating narrative action only tangentially related 

to staging? 

2) Do the stages themselves (apart from the action taking place on 

them) reflect contemporary stages? 

These are in fact two separate questions, for staging and the stage are 

two separate concerns. Staging, the ways in which plays are presented 

by actors to an audience, involves the placement of characters on a 

stage or in an acting area, the characters '  use of the acting space and 

properties,  their entrances and exits,  and their atti tudes and gestures. 

The stage i tself is the structure upon which plays are staged. To an

swer one of these two questions is not necessarily to answer the other.  



Theatre historians have addressed the two questions simultane

ously, with the result  that there is l i t t le agreement about the extent 

to which the woodcuts reflect contemporary theatre. Most historians 

have maintained that the woodcuts do record the staging of Terence's 

comedies, if  not an actual performance then an imagined one. Although 

few debate whether all  of the woodcuts offer equally reliable evidence 

about staging, most imply, through the terms they use to describe the 

woodcuts and the woodcuts they reproduce, that they have been influenced 

primarily by the stages i l lustrating the Andria and the Eunuchus. These 

stages look as though they could have been constructed during the 1490's.  

George Kernodle, for example, suggests that these were the stages of 

poverty-stricken humanist groups,and Margot Berthold notes that they 

12 
were "not beyond the modest means of the school theater." Moreover, 

I talian humanists had been experimenting with staging Plautus and 

Terence in classical revivals taking place in Rome and Ferrara between 

the 1480's and the early sixteenth century. The impulse has been strong 

to associate the woodcuts,  unique in representing stages, with these 

contemporary revivals,  known only through ambiguous descriptions. Typi

cally, theatre historians have introduced the subject of staging the 

classics at the turn of the sixteenth century and turned to the Lyons 

Terence woodcuts to find, in Allardyce Nicol 11s words, "pictorial 

11. George Kernodle, From Art to Theatre (Chicago: University 
of Chicago Press, 1944), pp. 160-63. 

12. Margot Berthold, Melgeschichte des Theaters (Stuttgart:  
Kroner, 1968); trans. Edith Simmons, A History of World Theater (New 
York: Frederick Ungar, 1972), p. 344. 
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representation which may assist  us" in understanding the Italian pro

ductions. The result  is that the woodcuts have been brought into most 

discussions through the back door, not as documents studied in their own 

right,  but as supportive evidence for what may have been unrelated per

formances. Two historians, Kenneth Macgowan and William Melnitz,  appar

ently identified these French i l lustrations so closely with the Italian 

experiments as to obliterate national borders: they print And. 1.1 [a8] 

with the caption, "ITALY'S INTERPRETATION OF A ROMAN STAGE. In 1493, an 

Italian edition of Terence's comedies contained a number of woodcuts ap

parently showing how the plays were staged in the fifteenth century"!^ 

Do the woodcuts actually depict stages that resemble those described by 

contemporary audiences? And if  so, does that similarity by i tself sug

gest that the woodcuts depict the staging of Terence's plays? 

The Italian humanists '  interest in studying classical drama and 

in producing classical plays developed simultaneously in Ferrara and 

Rome. The f irst  record of a classical revival in Ferrara is of Plautus'  

Menaechmi, performed for Duke Ercole I d 'Este in 1486. According to the 

contemporary account in the Diario Ferrarese, the play took place out

doors on a temporary stage; Epidamnus was represented by five "marvelous" 

houses: 

In his courtyard .  .  .  was erected a wooden stage with five 
battlemented houses [con case v merlade].  There was a win
dow and a door in each. Then a ship came in .  .  .  and 

13. Allardyce Nicoll,  Development of the Theatre (London: 
Harrap, 1927), p.  82. 

14. Kenneth Macgowan and William Melnitz,  The Living Stage 
(Englewood Cliffs:  Prentice-Hall,  1955), p. 82. 
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crossed the courtyard. I t  had ten persons in i t  and was 
fi t ted with oars and a sail  in a most realistic manner .15 

The terms castelli  and casamenti merlati  are used in subsequent descrip

tions of Ferrarese productions. The houses described in the Diario, 

each with a door and window, do not suggest structures comparable to the 

curtained compartments of the Lyons woodcuts.  Sir Edmund Chambers be

lieves "the scene of the Ferrarese comedies, with i ts 'case'  as the 

principal feature, is hardly distinguishable from that of the medieval 

sacre rappresentazioni with i ts ' luoghi deputati1  for the leading per

sonages, which in their turn correspond to the ' loci, '  'domus, '  or 

1 fk 
' sedes'  of the western miracle-plays." Nicoll suggests "the strong 

probability that nothing more was attempted here than the setting up of 

medieval-type booths, houses, or mansions placed so close together that 

they formed a single large unit ."^ Max Herrmann imagines a layout of 

medieval streets,  in depth and passable.18 Like the Diario, which re

tains at least one spectator 's enthusiasm for a ship crossing a court

yard, descriptions of subsequent Ferrarese productions dwell on 

15. "in lo suo cortile .  .  .  fu fato suso uno tribunale di leg-
name, con case v merlade, con una finestra e uscio per ciascuna: poi 
venne una fusta .  .  .  e traverso i l  cortile con dieci persone dentro con 
remi e vela, del naturale." Translated by Nicoll,  p.  82. 

16. Sir Edmund Chambers, The Elizabethan Stage, 4 vols.  (Oxford: 
Clarendon Press, 1923), III ,  6. 

17. Allardyce Nicoll,  Development of the Theatre, 5th ed. (New 
York: Harcourt,  1966), pp. 70-71. 

18. Max Herrmann, Forschungen zur Deutschen Theatergeschichte 
des Mittelalters und der Renaissance (Berlin": Wiedmannsche Buchhandlung, 
1914), cites the description by Guarino, the Younger, of the University 
of Ferrara that "vidimus effictam eel sis cum moenibus urhem structaque 
per latas t icta superba vias." 



spectacle. In the Amphitruo of 1487, for instance, there was a paradise 

with stars and other devices ("uno paradiso cum stelle et altre rode"^),  

and the Menaechmi was revived in 1491 with a prospect of four castles 

("prospecto de quattro castelli"20)_ sUch testimony suggests more ex

perimentation than antiquarian accuracy in producing classical plays. 

In addition, at  the same time as these classical revivals were staged, 

and also under Duke Ercole d'Este, plays on secular themes, such as the 

Favola d'Orfeo, were put on in the medieval manner. I t  seems unlikely 

that these battlemented houses and the Lyons curtained compartments be

long to the same family. 

The Roman experiments in staging classical plays, however, be

long to a different tradition from the Ferrarese. By mid-century, hu

manists were studying Vitruvius in manuscript.  About 1451 Leo Battista 

Alberti  wrote a study based on Vitruvius, De re aedificatoria (printed 

in 1485), and in 1452 he designed a theatre in the Vatican for Nicholas 

V. But his book was known only to a l imited number of scholars,  and the 

stage was never built .  Not until  the founding of the Roman Academy un

der Julius Pomponius Laetus were the classics staged, beginning perhaps 

in the early 1470's.  In the dedicatory epistle of the first  printed 

Vitruvius, 1486, the editor,  Sulpicius Verulanus, addresses the Academy's 

generous patron, Cardinal Raffaello Riario, describing the stage upon 

which a tragedy recently had been performed: 

19. Nicoll (1927), p.  82. 

20. Nicoll (1927), p.  82. 
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You f irst  equipped a stage for Tragedy beautifully. This was 
erected five feet high in the middle of the square. After 
the play had been acted in Hadriani mole [presumably the Castle 
of St.  Angelo] before Pope Innocent,  you revived i t  again in 
your own palace. The audience sat under awnings, as in the 
cavea of a Circus. The public was admitted and there were 
many spectators of your own rank. You, too, when the students 
of Pomponius acted a comedy, f irst  revealed to our age the ap
pearance of a painted scene.- 1  

The "painted scene," picturatae scaenae facies,  has, ever since, con

founded critics who suggest i t  describes hangings from tapestries 

against a wall to an i l lusionistically painted perspective. Some his

torians, influenced by the Lyons woodcuts,  imagine curtained compart

ments.  22 a.  M. Nagler believes that painted pictures were hung along 

the wall as they were later in 1513 behind the Campidoglio stage.23 

Nicoll speculates that the staging might,  l ike the Ferrarese productions, 

have been quite simple.24 Clearly, the picturatae scaenae facies remains 

an ambiguous description, open to debate. As a result ,  arguments that 

the Lyons woodcuts represent Pomponius'  theater sooner or later circle 

back upon themselves, defining the "painted scene" in l ight of the sub

sequent woodcuts.  Even Nagler 's argument does not altogether avoid this 

21. "Tu enim primus Tragoediae . . .  in medio foro pulpitum ad 
quinque pedum alti tudinem erectum pulcherrime exornasti:  eamdemque, 
postquam in Hadriana mole Divo Innocentio spectante est acta, rursus in
tra tuos penates, tamquam in media Circi cavea, toto concessu umbraculis 
tecto, admisso populo et  pluribus tui ordinis spectatoribus honorifice 
excepisti .  Tu etiam primus picturatae faciem, quum Pomponiani comoediam 
agerent,  nostro saeculo ostendisti ." Translated by Nicoll (1927), p.  81. 

22. Notably Heinz Kindermann, Theatergeschichte Europas (Salz
burg: Miiller,  1957). 

23. A. M. Nagler,  "The Campidoglio Stage of 1513," Maske und 
Kothurn, 16 (1970), 234-35. 

24. Nicoll (1966), p.  70. 
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circularity. He reasons that if  the picturata scaena does indeed refer 

to actual paintings hung along the back wall as they were in the 1513 

stage, the rest of the Pomponius stage may l ikewise have resembled the 

later stage, which had five curtained compartments.  He concedes that 

there is no such picturata scaena in the Lyons woodcuts (the paintings 

being replaced with "sculptured arabesques"),  but argues that the cur

tained compartments,  resembling those of the 1513 stage, yet record a 

similar arrangement in the Pomponius stage. 

Not until  the description of the Campidoglio stage of 1513 is 

there any clear indication of curtained doorways such as appear in the 

Lyons woodcuts.  In his lengthy description of the ceremonies to bestow 

citizenship on the Florentine relatives of Pope Leo X, held in the Cam

pidoglio Theatre erected for this occasion, Paolo Palliolo records: 

Looking in front we see the scene-front,  divided into five 
compartments by means of four columns, with bases and capitals 
of gold. In each compartment is a doorway of a size similar 
to that of doors in private houses. .  .  .  the lower part of 
the scene-front is decorated with four friezes. . . .  At the 
doors of the scenes were placed curtains of gold cloth. The 
proscenium was all  covered with tapestries and had a heavily 
decorated altar in the centre.25 

This description echoes certain stage features that characterize the se

ries of Lyons woodcuts,  certainly the compartments divided by columns 

and hung with cloth (as all  historians note),  though the Campidoglio 

25. "guardando avanti,  se appresenta la fronte della scena, in 
v compassi distinta per mezzo di colonne quadre, con basi e capitelli  
coperti  de oro. In ciascuno compasso e uno uscio di grandezza conveni
ence a private case. . . .  La parte inferiore di questa fronte di quat-
tro frigi e ornata. .  .  .  A gli  usci delle scene furono poste portiere 
di panno de oro. El proscenio fu coperto tutto di tapeti  con uno or-
natissimo altare in mezzo." Translated by Nicoll (1927), p.  82. 



stage is serviceable in ways the individual stage arrangements in the 

Lyons Terence are not.  I t  has, for instance, in addition to the five 

compartments,  two side entrances, one leading to the marketplace, the 

other to the harbor. I t  lacks, on the other hand, names inscribed above 

the curtained doorways. The stage features described by Palliolo re

flect even more closely features of the Lyons frontispiece Theatrum 

which have not yet been fully noted. Both indicate an indoor theatre 

with a stage, called proseenio by Palliolo and labeled proscoenium in 

the Lyons Terence, longer than i t  is wide, raised above floor level,  and 

situated against a wall of the building. Both include t iers for specta

tors along the remaining three walls,  seven in Palliolo's description 

and three in the Theatrum woodcut.  Also, Palliolo speaks of a special 

box directly to the right of the stage; the Theatrum woodcut shows a box 

labeled aediles likewise to the right of the stage. Both indicate spec

tators entering the theatre by stairs.  Palliolo speaks of pipers enter

taining the audience; the Lyons Theatrum shows a piper apparently leaning 

against the stage. The similarities between Palliolo's description and 

the Lyons woodcuts,  especially the Lyons Theatrum, are impressive. But 

they do not necessarily suggest that either particular stage influenced 

the other.  Moreover, since the Lyons Terence preceded the Campidoglio 

stage by fully 20 years,  i t  seems inadvisable to argue the woodcuts '  

theatrically on the basis of a particular production of such later date. 

Though admittedly scarce, the evidence about contemporary stages, 

especially those constructed in Ferrara and Rome, does not suggest that 

conventionalized curtained doorways appeared on a stage before the 
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publication of the Lyons Terence, and i t  is not necessary to assume that 

such stages must have been built  just because they happen to appear in 

an artist 's  il lustration. The theory that Pomponius'  stages influenced 

the Lyons woodcuts is further encumbered by the fact that the woodcuts 

i l lustrate a French, not an Italian edition of the plays. I t  has been 

argued, f irst  by Herrmann and subsequently by others,  that Jodocus Badius 

had been in Italy. According to Renouard, Badius was born in Flanders,  

perhaps studied at Ferrara under Baptiste Guarino, travelled to Mantua, 

and lectured at Valencia before joining Trechsel 's staff in 1492. 

Herrmann and Kinderman hypothesize that he may have been invited to Rome 

as a student,  though there is no evidence for such travel other than his 

interest in humanistic studies. The supposition that Badius knew of 

Pomponius'  theatre combined with the supposition that the 1486 Roman 

theatre resembled one built  27 years later calls for some reservation. 

In l ight of these uncertainties i t  seems inadvisable to view the Lyons 

woodcuts as recording the Italian experiments.  

I t  does not follow, however, that because the Lyons Terence wood

cuts fail  to conform to any earlier descriptions, they fail  to reflect 

any production. That claim requires an altogether different kind of ar

gument. In 1964 T. E. Lawrenson and Helen Purkis tested the prevailing 

assumption by asking whether or not the Lyons Terence stages offer "us

able and scenically viable settings." They found some troublesom repre

sentations. They note that Chremes'  house is inappropriately included 

in the Andria stage and Thraso's in the Eunuchus stage, that all  the 

stages lack street entrances required for about a third of the plays'  



entrances and exits,  and that not only do the forms of the curtained 

structures backing the Phormio and Heauton-Timorumenos stages seriously 

limit the actors '  playing area but also the structure on the Hecyra 

stage restricts much of the audience from seeing about half of the play

ing area. They also question certain individual representations, such 

as Eun. 5.1 [m7v],  which shows Chaerea clinging to the far side of the 

final pillar where there is no stage for him to stand on (Figure 3).  

They conclude that the artist  is "very l i t t le concerned with practical 

details" and that "Trechsel 's Terence is thoroughly unplayable." They 

believe theatre historians have exaggerated the theatrical import of the 

Lyons woodcuts which probably constitute only "good book i l lustration."^ 

Lawrenson and Purkis '  findings have caused theatre historians 

writing after 1964 to temper their claims about the extent to which the 

woodcuts record a contemporary reality, but they have not caused them to 

abandon their claims altogether.  In 1966, for instance, Nicoll writes,  

"Whether these [Italian productions] are vaguely represented in the i l

lustrated edition of Terence published at  Lyons in 1493 is not certain, 

but i t  seems probable that,  even if  the l i t t le scenes depicted in this 

volume belong to a woodcut tradition, they offer us a fair idea at  least 

27 
of the principle involved." A. M. Nagler neither mentions nor refutes 

Lawrenson and Purkis '  argument that the comedies are unplayable as 

26. T. E. Lawrenson and Helen Purkis,  "Les editions il lustrees 
de Terence dans 1 'histoire du theatre: Spectacles dans un bauteuil?" 
in Le l ieu theatral a la Renaissance, ed. Jean Jacquot (Paris:  Centre 
National de la Recherche Scientifique, 1964), pp. 1-23. 

27. Nicoll (1966), pp. 70-7 .  
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i l lustrated; he says only, "To be sure, the woodcuts were meant to be 

book i l lustrations for the benefit  of the readers but this does not ex

clude the possibility that they actually echoed theatre performances 

that had taken place prior to 1493."^8  

Lawrenson and Purkis have been largely unsuccessful in convinc

ing theatre historians to abandon the Lyons woodcuts as documents record

ing contemporary theatrical reality for two reasons. First ,  they make 

the same critical mistake as the historians they criticize: they assume 

that the question of the woodcuts '  recording contemporary production and 

the question of their reflecting a contemporary stage are one and the 

same. Oust as many historians claimed (and sti l l  claim) that the Lyons 

i l lustrations record production because the stages appear realistic,  so 

Lawrenson and Purkis argue that because the woodcuts do not represent 

production, they do not reflect a contemporary form of the stage. They 

do not address, for instance, the matter of the posts supporting the 

Andria stage. Second, they offer no alternative to explain what the 

woodcuts do represent,  aside from suggesting that they constitute "good 

book i l lustration." By not defining "good book i l lustration" they allow 

other historians to assume anything or everything. 

In the present study I wish to reopen the debate about the ex

tent to which the Lyons Terence woodcuts reflect a contemporary stage 

by introducing two additional and largely ignored classes of evidence: 

28. Nagler,  p.  234. 
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(1) the text of Terence as represented by the Lyons edition of 1493 and 

(2) medieval narrative art ,  including the Terence miniatures. The f irst  

of these inquiries involves an examination of the composition and dis

tribution of the woodcuts in l ight of the text each cut is meant to rep

resent,  in an effort to determine whether the choice of characters 
i 

portrayed, their positions on-stage, their atti tudes and gestures, their 

appearing once or twice (or more t imes) in a single woodcut constitute 

artistic convention and, if  so, to determine upon which aspects of the 

drama the i l lustrator chose to focus the reader's attention. In this 

way i t  is possible to suggest what good book i l lustration entailed for 

this particular edition (for the Lyons Terence, as already indicated, 

is atypical both as a humanist text and as a Renaissance i l lustrated 

book). The second of these inquiries looks for the sources of the con

ventions in question through a study of medieval narrative art ,  particu

larly the il lustrated Terence manuscripts.  By identifying possible 

influences of the artistic milieu in which all  i l lustrators were working, 

i t  is possible to isolate those features of the woodcuts that may reflect 

a contemporary stage. Using the information from these two investiga

tions, I reconsider the woodcuts both as book i l lustrations and as the

atre documents. 



CHAPTER 2 

THE WOODCUTS AND THE SCENE 
DIVISION OF THE LYONS TERENCE 1  

The woodcuts i l lustrate plot.  They aid the reader in under

standing the comedies not by representing high moments of the plays'  ac

tion or by memorable staging, emotion, or gesture, but rather by divid-

dividing the text according to the traditional pattern. The woodcuts 

reflect changes in character groups by presenting, at  each division, the 

characters participating in the dialogue at that point.  In other words, 

textual division above all  else determines the cuts '  compositions. 

Principles of Scene Division 

First,  the plays are consistently divided to reflect a change in 

character grouping, the divisions occurring at characters '  opening 

l ines, rather than at  their entrance onto the stage. These are divi

sions perceived primarily in reading, not in watching the comedies. 

Second, each play is also divided into five acts superimposed upon the 

first ,  more numerous divisions and coinciding where possible with an 

empty stage. These divisions reflect production or possible production 

of the comedies; they are more recent divisions added to texts already 

divided in the first  manner. In the Lyons Terence, act divisions are 

labeled after the first  act,  and the running t i t le on verso pages cites 

the appropriate act:  Primus actus, Secundus actus. The act divisions 

do not interfere with or alter the earlier means of dividing the text 
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into what modern editors and critics call  "scenes." Though the term 

"scene" is not wholly adequate, suggesting as i t  does from i ts modern 

associations subdivisions of a larger,  more comprehensive unit ,  the act,  

rather than an autonomous system, i t  is the term in general use and must 

suffice. Scenes are signalled in the Lyons Terence by the series of 

woodcuts portraying the characters playing and by a l ist  of the speaking 

characters '  names in the order of their participation in the dialogue 

centered on the page between the cut and the text proper. The f irst  

mention of a character 's name and some subsequent references are accom

panied by his or her generic designation: senex, adulescens, servus, 

ancilla.  Scene divisions, those most closely associated with and repre

sented by the cuts,  maintain the greater authority in the Lyons edition. 

Though the Lyons Terence departs from the traditional act divisions in 

5 out of 24 places, i t  alters no scene division, even some obviously in 

error.  The difference in the authority in the two kinds of division and 

their resultant influence on the woodcuts can be understood by investi

gating the history of the divisions. 

Neither the divisions nor the principles providing for them are 

original in the Lyons Terence. The act divisions known in the fifteenth 

century are Donatus'  (four century A.D.),  though the attempt to divide 

the comedies into acts may date as early as the first  century B.C.* 

They are in all  likelihood not authorial.  Donatus was encouraged to 

1. Donatus cites Varro's commentary on varying act lengths, 
Praefatio ad Hec. 3.6. 

2. Reinhard T. Weissinger,  A Study of Act Divisions in Classic
al Drama, Iowa Studies in Classical Philology, No. 9 (Scottdale, Pa.:  
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fix act divisions in Terence's comedies partly by understanding that 

Greek drama, including Menander's plays, Terence's sources, were so di

vided at  choral interludes, indicated in Menander by the stage direction 

xopo.y, and partly by accepting the five-act law established by the time 

of Horace. Donatus apparently realized that Terence wrote the plays for 

continuous performance, for he notes in his commentary on Eunuchus that 

the playwright,  by omitting the choruses of his sources, made five acts 

3 
appear one: "uult poeta noster omnes quinque actus velut unum fieri ." 

Moreover, he complains in his commentary on the Andria of the difficulty 

of reestablishing act divisions--"Difficile est divisionem actuum in 

Latinis fabulis internoscere obscure editam"^--suggesting that his text 

Mennonite,  1940), believes that although some Roman comedies may have 
been presented continuously or nearly so (p. 82),  there remain traces of 
the original choruses of the Greek comedies as well as real pauses, rep
resented by empty stages, in the plays as produced originally in Rome 
(pp. 97-99), though he maintains these may have varied from three to 
seven divisions which became obscured when the five-act rule was applied 
to them in the first  century B.C. W. Beare, "Horace, Donatus and the 
Five-Act Law," Hermathena, 67 (1946), 52-59; "The Roman Origin of the 
Five-Act Law," Hermathena, 72 (1948), 44-70; The Roman Stage (Cambridge, 
Mass.:  Harvard University Press, 1951), pp. 188-210 argues that the 
five act structure of Terence's comedies "appears to be the product of 
Roman pedantry." T. W. Baldwin, Shakspere's Five-Act Structure (Ur-
bana: University of Il l inois Press, 1947), pp. 1-52 discusses the five-
act structure in Terence's plays and Donatus'  comments on act-divisions, 
arguing that Terence wrote his plays in five plot stages which are not,  
however, to be considered units of staging (pp. 9,  12, 22, 27, 31f.).  
George E. Duckworth, The Nature of Roman Comedy (Princeton: Princeton 
University Press, 1952), pp. 98-101 reviews these arguments and concludes 
that Terence did not apply any rule of five-act division, that his plays 
were performed continuously, and that a modern edition of them should 
have no divisions whatsoever. 

3.  Aelius Donatus, Conmentum Terenti,  3 vols.  (1902; rpt.  
Stuttgart:  Teubner, 1962), I ,  266. 

4.  Donatus, I ,  38. 



had no provisions for act division. (He has no problem determining 

scene division, however, suggesting these were clearly marked in his 

text.)  Nonetheless,  obviously influenced by the notion that successful 

drama necessarily had five actus (Horace's dictum on tragedy was later 

thought to encompass all  drama), and supported by the attempts of ear

lier learned scholars such as Evanthius to discover acts latent in the 

comedies, Donatus divided each of the comedies into five acts,  basing 

his decisions in part upon empty-stage intervals.  This principle alone 

could not suffice since the number of cleared stages varies from two in 

Andria to ten in Adelphoe, and Donatus explains that an empty stage is 

sometimes difficult  to discern and should not be the only criterion to 

consider.  Both Donatus1  principles guiding his designation of act di

vision and his actual places of division were known in the fifteenth 

century. 

The Lyons Terence reflects Donatus'  concern with a cleared stage 

more than i t  does his actual suggested places of division. I t  accepts 

19 of Donatus1  24 divisions, altering 5 to coincide with nearby empty 

stages: in the Lyons Terence Ad. 5.1 begins at  1. 787 instead of 1.  763 

Phorm. 2.1 at  1. 206 and not 1.  301; 3.1 at 1. 315 not 1.  465; 5.1 at 1. 

784 not 1.  728; Hec. 5.1 at 1. 799 not 1.  727. In no instance does the 

Lyons Terence retain one of Donatus'  divisions not coinciding with a 

cleared stage when an empty stage is in close proximity. Obviously, ac

tual places of act division were not universally adhered to on Donatus'  

authority alone, though the notion that classical drama was set out in 

five acts compelled their being noted in a respectable edition such as 

this one. As always, they coincide with scene division. 
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Unlike act divisions, which are the effort of Roman crit ics and 

are found only in their commentaries,  scene divisions reflect textual 

divisions that appear in all  classes of manuscripts from all  periods, 

5 
including the fourth-century Codex Bembinus. None of the manuscripts 

uses the term "scene"; some are divided by l ists of characters '  names 

and generic descriptions, commonly referred to as "scene-headings," or 

spaces for them, some by these l ists set above miniatures figuring the 

characters acting or spaces for these. The history and origin of the 

scene-headings and miniatures and their relationship to each other has 

long been debated®; however, that they reflect the same principles of 

textual division is indisputable, and that they preserve a once identi

cal distribution is nearly as l ikely. The principles controlling divi

sion—John Calvin Watson isolates two, closely related—are clearly 

manifested in the miniatures and echoed by the scene-headings. First ,  

5. For a description of the extant manuscripts,  the history of 
their transmission, and their relationship to each other,  see Leslie W. 
Jones and Charles R. Morey, The Miniatures of the Manuscripts of Terence, 
Prior to the Thirteenth Century, 2 vols.  (Princeton: Princeton Univer
sity Press, 1932); Jones'  earlier work on the subject,  "The Archetypes 
of the Terence Miniatures," The Art Bulletin, 10 (1927), 102-20; Robert 
Kauer and Wallace M. Lindsay, "Praefatio," P. Terenti Afri Comoediae 
(Oxford: Clarendon Press, 1926); Duckworth, The Nature of Roman Comedy, 
pp. 437-41. 

6.  Karl E. Weston, "The Illustrated Terence Manuscripts," 
Harvard Studies in Classical Philology, 14 (1903), 37-54; John Calvin 
Watson, "The Relation of the Scene-Headings to the Miniatures in Manu
scripts of Terence," Harvard Studies in Classical Philology, 14 (1903), 
55-172, who surveys the commentary to date; Giinther Jachmann, Die Ges-
chichte des Terenztextes im Altertum (Basel:  Reinhardt,  1924); J .  A. 
Craig, Ancient Editions of Terence TLondon: Mil ford, 1929); Leslie W. 
Jones, "Ancient Texts of Terence," Classical Philology, 25 (1930), 318-
27; Jones and Morey, The Miniatures of the Manuscripts of Terence, who 
offer the fullest and most authoritative analysis.  



the miniatures depict characters simultaneously on stage (with the pos

sible exceptions of Eun. 3.2 and Heaut.  4.4),  a new miniature being pro

vided for a new group of characters.  Second, though each miniature 

i l lustrates a particular point in the action, the il lustrations are not 

placed at  these points in the text,  but rather mark those places where 

characters enter the dialogue. Because of the vagaries of copying 

texts,  some headings have inevitably been lost or abandoned so that the 

manuscripts are no longer in total agreement on actual places of divi

sion. Nevertheless,  as Watson points out,  all  manuscripts agree in 124 

places, or nearly 83%, of divisions marked by either scene-headings or 

miniatures, including two uncharacteristic divisions (And. 3.3:533; 

Eun. 5.3:910). They disagree in only 26 places.^ Four of these dis

crepancies, moreover, are caused by a single dissenting manuscript.  

That such agreement could be accidental is unlikely. 

The Lyons Terence here follows precedent closely. I t  accords in 

principle and with the 124 places of division shared by the sum of the 

manuscripts.  In 22 of the 26 places where the manuscripts disagree, or 

85%, the Lyons agrees with the y family of manuscripts,  those i l lustrated 

with miniatures. I t  does not omit any division not also omitted by the 

Y family, though i t  does include four divisions only found in manuscripts 

divided by scene-headings alone (And. 1.3:206; 5.6:965; Ad. 3.5:511; 

5.5:882), and one division (Hec. 3.1b:318) found in no manuscript l isted 

by Watson (twelfth century and earlier).  I t  moves no division, not even 

so much as a single verse. Clearly, the traditional scene divisions, 

7. Watson, pp. 133-35. 



not only the principles guiding them but also the actual places of divi

sion, provide unquestioning authority in dividing the text of Terence's 

comedies. Because act divisions are superimposed upon scene divisions, 

their concern with production is blunted; because they are fixed upon an 

autonomous system with such authority, a system which independently con

trols the woodcuts,  their concern with empty stage intervals is lost al

together.  Scene divisions exert such an influence on the composition of 

each woodcut,  on which characters are represented, which posture they 

assume, where they are stationed, whether they are duplicated, that a 

more detailed analysis of their distribution is essential.  Although in 

outline the system of scene division in the Lyons Terence is identical 

with that set out in the manuscripts,  being derived ultimately from i t ,  

the distribution will  be elaborated here using statistics from the Lyons 

edition since that is the text under consideration. 

The majority of scenes in the Lyons Terence, 136 of 147 or above 

92%, mark the entrance of one or more characters and begin with the first  

lines spoken by the entering character—not by his physical presence on

stage, which may precede his first  speech by as much as a whole scene. 

For example, in Eunuchus, Chaerea is obviously on-stage in view of the 

audience as Pythias and Thais converse: 

Pyth. habemus hominem ipsum. 
Thais ubi is est? 
Pyth. em ad sinisteram. 

viden? 
Thais video. 
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[P. We've got the man himself.  T. Where is he, 
P. Look over there, on the left:  don't  you see 
him? T. I see him.] o 

Eun. 5.1:835-36. 

The scene changes at  1.  840 with Chaerea's f irst  spoken l ines, and the 

text is divided by a woodcut and l ist  of names between this conversation 

and Chaerea's speech. Because the identity of characters is essential 

to the plot of Terence's comedies, those entering after a cleared stage 

call  each other by name, and those already on-stage announce the name 

of a character just approaching. These entrance announcements may be 

cursory (eccum video Davum) lasting a half l ine; they may constitute 

conversations l ike Pythias'  and Thais '  above (see also And. 4.3:732-39 

and M. 4.1:537-39); or they may occasion monologues of up to nine 

verses, eulogizing the virtues of the one entering (e.g.,  Ad.. 3.3b:438-

46), fearing his news (e.g.,  Phorm. 1.3:177-78), or plotting an intrigue 

(e.g.,  Phorm. 2.2:346-47). As a result ,  a character whose entrance oc

casions scene division is visible before the actual break in the text in 

50 scenes, or more than one-third of the total.  In about a dozen, his 

or her presence is necessary to spark conversation that furthers the 
i 

plot.  

8.  All references to the plays of Terence and all  translations 
following them are from The Loeb Classic Library, ed. John Sargeaunt 
(Cambridge: Harvard University Press, 1912) and will  hereafter be cited 
in the text both by the traditional act and scene numbers, and, sepa
rated by a colon, by l ine numbers, all  of which appear along with the 
Latin text of the Loeb edition. The few scene changes marked in the 
Lyons Terence and not in the Loeb edition will  be designated by adding 
a and b to the traditional act and scene numbers. 



Characters who enter the stage but remain mute fail  to occasion 

scene division at all .  In midscene of Eun. 3.2:470 ff .  Parmeno presents 

Thais with Phaedria's gifts,  a girl  from Ethiopia and the eunuch (Chae-

rea in disguise); she escorts them into her house and returns to the 

stage. Although each movement alters the number and arrangement of 

characters on-stage, none causes the scene to change. On four occasions 

a slave is called to the stage toward the end of a scene, once to de

liver a message (Hec. 4.4:719 ff .)  and three times to escort another 

character: a slave to punishment (And. 5.2:860 ff .) ,  ancillae next door 

(Heaut.  4.4:743 ff .) ,  and a free man to another 's house (Eun. 3.3:538). 

Two of these escorting slaves remain mute (those in Eun. 3.3 and Hec. 

4.4),  and two speak briefly (those in And. 5.2 and Heaut.  4.4).  But 

even though the slave entering may briefly acknowledge his instructions, 
I 

none of these entrances alters the scene. The tradition received by the 

Lyons i l lustrator,  i t  seems, considered a character part of a new action, 

that is to occasion a new character group or scene, not by his physical 

presence, the visual cue seen by an audience watching the play performed, 

but by his speech, the verbal cue perceived by a reading audience. 

Although characters who leave the stage also alter the character 

group on-stage, their exits seldom occasion scene change. Only 11 of 

the 147 scenes in the Lyons Terence, or 7%, are caused solely by char

acters '  leaving the stage (And. 1.3, 2.3, 2.6, 4.3; Heaut.  2.1, 4.2; 

Phorm. 2.4, 3.3, 4.4; Hec. 2.3, 3.3. And. 1.2 and M. 5.2 are not in

cluded since i t  is likely Simo exits at  1. 171 and then returns to ini

tiate And. 1.2 and that Demea leaves the stage as he announces at  1. 854 
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and returns at  1. 855 ) .  In two plays, Eunuchus and Adelphoe, no scene 

is occasioned only by characters '  exits;  in two scenes that are caused 

by exits alone (And. 4.3 and Phorm. 2.4) the exit  is closely followed 

by an entrance which in all  likelihood originally signalled the divi

sion; and at  two others (And. 2.6 and Phorm. 4.4) a character who had 

only spoken aside joins another character in dialogue, providing an en

trance of sorts.  Although 75 of the 136 scenes beginning with charac

ters '  entering the stage either coincide with characters '  exiting (48) 

or are in close proximity to one or more exits (45, including 18 also 

having coincidental exits),  the exits seem to have small influence, if  

any, on the change: the division occurs at  the first  lines spoken by 

the entering character.  That exits are considered of l i t t le importance 

in the plotting of the comedies can be demonstrated in yet another way. 

Of 38 end monologues delivered after other characters leave the stage, 

only 6 or just under 16% form separate scenes; though a few of these are 

long, Hec. 3.3 with 54 l ines and And; 1.3 with 22, some are short,  for 

example Hec. 2.3 with 7, having fewer l ines than many end monologues not 

9.  Duckworth, pp. 120-21 l ists questionable entrances and exits 
in Terence. P. W. Harsh, "A Study of Dramatic Technique as a Means of 
Appreciating the Originality of Terence," Classical Meekly, 28 (1934-35), 
63 calls Simo's announcement at  1.  171 of And, "an abandoned exit-
motivation," and the Loeb edition has him remain on-stage. The woodcut,  
however, suggests that Simo exits and returns at  this place. Helen Rees 
Clifford, "Dramatic Technique and the Originality of Terence," Classical 
Journal,  26 (1930-31), pp. 617-18, suggests that originally at  Ad. 1.  
854 there may have been a chorus, possibly of wedding guests,  which 
fi l led the stage while Demea left  i t  vacant.  See also Harsh, p. 163, n. 
20. Most crit ics agree that Demea does exit  at  1. 854, and Duckworth, 
p.  121, concurs saying that since Demea's change in philosophy could 
scarcely occur instantaneously, he must have entered and returned from 
Micio's house. 



separated into scenes. Of 24 dialogues concluding scenes after the exit  

of characters,  5 or just under 21% form individual scenes. Not included 

in the 24 total are scenes in which characters,  usually slaves or low-

ranking citizens, exit  early in the scene, so that their exits cannot be 

considered to invoke a concluding dialogue (And. 3.1, 3.2; Heaut.  2.3, 

3.3, 4.1, 5.2; Ad. 2.1; Hec. 5.2).  The pattern of scene division is 

overwhelming: entrances are significant whereas exits are not,  and en

trances are considered to occur not when a character comes onto the 

stage, but when he speaks. 

A complete l ist  of entrances and exits occasioning scene divi

sion is provided in Table A-l.  Acts and scenes are listed by their tra

ditional numbers, those assigned by Kauer and Lindsay in the Oxford 

edition and in the Latin text of the Loeb Classic Library. The plays 

are listed in the order they appear in the Lyons Terence: Andria, Eu-

nuchus, Heauton-Timorumenos, Adelphoe, Phormio, Hecyra. Scenes occa

sioned by entrances separated from one or more preceding exits include 

data on the end monologues and dialogues that result;  scenes caused by 

exits alone likewise are accompanied by information concerning the type 

and length of scene they initiate.  Not included in this table, however, 

are those exits not seen to initiate a concluding dialogue (listed 

above) or those few entrances that do not occasion a new scene. These 

latter,  however, warrant a brief note. In three instances a speaking 

character enters midway through the scene: Eun. 3.3 at 1. 531; Phorm. 

5.3 at 1. 795; Hec. 3.2 at  1. 353. The non-illustrated manuscripts and 

the Bembinus call  for division at Phorm. 5.3 1. 795, but no manuscript 
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divides at  either of the other two places. In nine scenes, a character 

speaks within ten lines of the beginning of the scene but fails to cause 

the scene to change: And. 1.2, 4.3; Eun. 5.3; Heaut.  3.1, 5.1; Ad. 5.3; 

Phorm. 5.1; Hec. 4.1, 5.3. Only once does a character who enters so 

soon after another who initiates a scene cause the scene to change 

again: AcL 4.7 comes just six lines after 4.6. Though four manuscripts 

fail  to divide at  Ad. 1.  719 beginning 4.7, both the il lustrated and 

nonillustrated families in general and the Bembinus call  for division; 

no manuscript divides at  any of the other nine places. Finally, one 

caution must be issued: because characters '  entrances and exits can be 

determined only by their announcements and those made by others on-stage 

and because a character is sometimes unclear about his intentions or oc

casionally changes his mind about leaving the stage when he recognizes 

another character approaching, some figures in Table A-l must be 

approximate. 

Characters Represented in the Woodcuts 

The woodcuts introduce the scene divisions in the Lyons Terence. 

As introductory i l lustrations, the woodcuts exceed the focus of the 

scene-headings, which, l isting the names of speaking characters in the 

order they participate in the dialogue, narrowly suggest the principle 

of scene division. The woodcuts depict not only speaking characters but 

also some mute characters.  They do so not to introduce the action as i t  

would be seen in a production but rather to indicate fully those changes 

in dialogue that are the essence of scene division. First ,  the woodcuts 

do not i l lustrate only what a viewing audience might see: they 
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represent characters whose voices are heard but who never appear on

stage (e.g.,  And. 3.1:473 [d4, Fig. 2] and Ad. 3.4:486-87 [&6]),  charac

ters "within" who-are addressed from the stage but never themselves 

appear (e.g.,  And. 1.4:228 ff .  [b8v]),  and activity instructed from the 

stage but carried out off-stage (e.g.,  Ad. 3.3b:376, 380-81 [&2, Fig. 

5]).  Nor do they depict all  characters an audience might see, such as 

some ancillae (e.g.,  Eun. 3.2:454 [k3v],  Hec. 5.1:727 [P4V];  5.2:767 

[P6V]) or mutae personae not participating directly in the action (e.g.,  

Ad. 2.3:360 [z2v];  Phorm* 4.2:591 [H4]).  Second, they do not follow the 

medieval miniatures'  practice of portraying characters in such a way as 

to suggest a single verse or few verses in which all  characters active 

in a scene take part,  an action, that is,  which has the potential to re

flect production. Instead the woodcuts suggest each character 's relation, 

to others appearing in the scene, especially the sequence with which each 

speaks alone or joins others in dialogue. They depict simultaneously 

several actions which occur at  different times within a scene, focusing 

always on the main principle of scene division, a character 's f irst  spo

ken l ine. Thus the Lyons woodcuts,  which appear "realistic" because of 

their stages and the natural poses of most characters,  are in fact high

ly conventionalized. An analysis of those characters chosen to be rep

resented in the woodcuts,  the manner in which they are depicted, and the 

action they suggest disclose an amazing consistency in i l lustration 

which points away from the woodcuts '  imitating production and toward ar

tistic convention. 
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Introducing each scene by i ts characters,  the woodcuts attempt 

above all  to represent those participating in the dialogue of that scene. 

As one would expect from a careful text,  the cuts present speaking char

acters with considerable accuracy. Only three woodcuts out of the total 

144 commit the error of including a figure not part of a scene or of 

omitting one that is.  In two cases a figure is represented even though 

he has clearly left  the stage at the end of the preceding scene. The 

f irst  of these is an error shared with the manuscripts: Clitipho, ex

pelled from the stage at 1. 380, is incorrectly figured at Heaut.  2.4: 

381 [q8v].  The second, the cut at  Heaut.  4.2:668 [s5v],  includes Chremes 

who has announced his own exit  and Sostrata 's at  1. 664. In fact,  these 

simultaneous exits occasion the scene break, leaving Syrus on-stage for 

a monologue, Heaut.  4.3. The final error is the most curious. Clinia 

is not represented in the cut introducing Heaut.  4.4:723 [t l]  even 

though he clearly takes part in the action and his name is listed in the 

scene-heading. The i l lustrator 's concern with accurate and complete 

representation, however, is  not indicated simply by his lack of errors 

in representing speaking characters.  These characters are given notas, 

their names appear in the scene-headings, and their presence accounts 

for scene division. I t  is in presenting the other characters,  those tak

ing part in only a portion of a scene, whose presence is not acconmodated 

by scene divisions, that the i l lustrator 's concern with making verbal 

cues visual becomes clear.  

Although each scene contains only characters who are simultane

ously on stage (with the two possible exceptions noted above), in some 



scenes the characters are not on-stage together for the duration of the 

scene, some taking part in a relatively small portion of the action. 

The majority of these scenes result  from characters '  entering the action 

of the play without their entrances occasioning the scene to change, 

primarily those of mutae personae and escorting slaves called in at  the 

end of a scene. The mutae personae taking part in the comedies have a 

variety of roles,  each of which requires a separate explanation. The 

escorting slaves, however, exemplify the kind of convention utilized in 

the woodcuts to include all  characters without falsely representing the 

action of the scene as a whole. Clearly the slaves cannot simply stand 

on-stage with the others without distorting the reader's perception of 

the dialogue. The Lyons woodcuts i l lustrate them in the process of en

tering, twice through doors (And. 5.2:860 ff .  [f7]; Eun. 3.3:538 [k5v]) 

and once running from stage right (Hec. 4.4:719 ff .  [PI,  Fig. 8]).  

(Though Heaut.  4.4 also includes an escorting slave, the woodcut i l lus

trating the scene, t l ,  is one of the three cuts in error,  noted above.) 

In each of these i l lustrations, the figure of the slave is removed both 

by space and by eye contact from the character group dominating the cut.  

His late entrance does not restrict the woodcut from also representing 

the action comprising the bulk of the scene, and the cause of his sepa

ration is clearly indicated by his being i l lustrated in the process of 

entering. This same technique regularly identifies a character who is 

not part of the action for the entire scene. One such character who 

enters and speaks only at  the end of the scene does so as the result  of 

an unusual scene division shared by all  i l lustrated manuscripts 



48 

(though none of the non-illustrated ones) and the Lyons Terence: Eun. 

5.4b:943. Eun. 5.4a consists of Parmeno's 18-line monologue, and, given 

the principles of scene division discussed above, the scene should 

change with Pythias'  f irst  spoken l ine at 1. 941 if  i t  is to change with 

her entrance at  all .  Instead i t  breaks between her second and third 

lines, at  1.-923. The Lyons Terence depicts her at  Eun. 5.4a [n4v] as 

entering through Thais '  door. That she appears at  all  in a cut intro

ducing a scene during which she has no real role and only two l ines, 

rather than appearing only in the following scene, the one to which 

those lines properly belong anyway, shows the careful attention paid to 

representing the text accurately. That the scene division itself is not 

moved when i t  is clearly in error as are act divisions not coinciding 

with an empty stage shows the authority imposed by these divisions of 

the text.  

The Lyons i l lustrator encountered a similar problem including 

characters whose voices are overheard but who never appear on-stage. 

Like the escorting slaves and Pythias, these characters take part in 

only a small portion of the scene, but unlike those already discussed, 

they are never seen by the audience. These characters are represented 

apart from the others,  both physically and by eye contact,  suggesting 

their small role in the scene as a whole, and behind the curtain (as op

posed to brushing past i t)  signalling that they remain off-stage. In 

And. 3.1 Glycerium calls out in childbirth ("Iuno Lucina, fer opem, 

serva me, obsecro," 1.  473). She is depicted, d4 (Fig. 2),  lying in 

bed, the curtain held back by Mysis who is just entering the woman's 
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house. Pamphila l ikewise cries out in pain of childbirth in AcL 3,4 

("miseram me, differor doloribus!/Iuno Lucina, fer opem! serva me ob-

secro!" 11. 486-87). She, too, is figured behind a curtain, &6, that 

marked for Sostrata,  her mother.  In Hec. 3.1b Myrrina utters one l ine 

trying to comfort her daughter ("tace obsecro, mea gnata," 1.  318) after 

those on-stage claim to hear bustling and a shriek ("trepidari sentio et 

cursari rursum prorsum," 1.  315; "pro Iuppiter,  clamorem audivi," 1.  

317). Myrrina's l ine occasions scene division, the only instance of a 

voice overheard from off-stage doing so, and the only division in the 

Lyons Terence having no precedent in the early Roman and medieval manu

scripts.  (Dromo's single line at 1. 776 which initiates Ad. 5.2 is not 

exactly comparable; Dromo is not overheard but speaks purposefully to 

those on-stage and may well enter momentarily making him visible to the 

audience.) Significantly, the scene changes at  Myrrina's spoken l ine 

and not at  1. 314 at  which point those on-stage first  notice the commo

tion. Myrrina is depicted, n3, at  the doorway of Phidippus' ,  her hus

band's house, her back to the stage, the curtain drawn halfway, revealing 

her inside. The effort to represent visually characters who do not come 

on-stage underscores the cuts '  accuracy and completeness in depicting 

speaking characters and their concern with making verbal cues visual.  

But again this impulse is not one toward realism but rather away from i t :  

i t  points toward artistic convention. 

Mutae personae confront the i l lustrator with rather the opposite 

problem, that of i l lustrating characters seen (or spoken to) but not 

heard. Obviously, since most of them appear on-stage, representing them 
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requires no special technique; however, since their presence does not 

affect the sequence of scene divisions, they may enter and leave at  

places other than those marked by the woodcuts.  As a result ,  though at  

times they play an integral role in a scene, entering with the speaking 

characters and participating in the action throughout,  at  others they 

take part in only a small portion of a scene, making them roughly equiv

alent to the escorting slaves or Pythias, and at  sti l l  others they are 

merely addressed by speaking characters and never actually appear on

stage, making these the counterparts of Glycerium, Pamphila (Adelphoe), 

and Myrrina. Mutae personae also account for the exceptions to the 

rule that no scene includes characters not simultaneously on-stage. The 

cut i l lustrating Heaut.  4.4, t l ,  is lamentably one of the three in er

ror,  but the one introducing Eun. 3.2:454, k3v ,  is  clear: the il lus-:  

trator groups the characters on-stage in a single if  yet implausible 

group conflating several actions into one. Eun. 3.2 spans a series of 

character arrangements: f irst ,  Thais speaks with Thraso and Gnatho 

while Parmeno eavesdrops; second, pretending he has just come upon them, 

Parmeno joins the three; third, he leaves the group and re-enters with 

an Ethiopian girl  and the eunuch (Chaerea in disguise); fourth, Thais 

leaves with the pair and returns with Pythias and attendants.  The wood

cut at  k3v  represents action nowhere in the scene nor reveals any at

tempt to depict stages of action. I t  shows Parmeno presenting the gifts 

in the foreground (grouping from midscene, 11. 470 ff .) ,  Thraso and 

Gnatho behind, and Thais with Pythias stage right (grouping from late 

scene, 11. 500 ff .) .  All characters face the center of this arrangement, 
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aware of each other.  No convention could account for all  the comings 

and goings of this scene; the cut sacrifices all  effort at  suggesting 

plausible action in order to include all  the characters appearing in the 

scene. 

Mutae personae are variously portrayed in the woodcuts to re

flect their involvement in the scene. In nine scenes, mutae play inte

gral roles and any i l lustration omitting them would give a misleading 

view of the character group. These mutae do not actively shape a scene 

since they do not speak, but they do function as catalysts inspiring 

dialogue. Their portrayal reflects their secondary importance without 

detracting from their presence altogether.  Their i l lustration is also 

influenced by their social standing: women, virgo, nutrex, and ancilla,  

appear modest and unassuming, male slaves active, and male citizens 

dignified. 

In two instances free-born, unmarried women appear on-stage 

while they are sti l l  thought to be slaves. Each of these mute young 

women is represented as standing fully on-stage though demurely behind 

the character who accompanies her.  In Eun. 2.2:232 [i l]  Gnatho brings 

Pamphila,  a gift  to Thais,  on behalf of his master,  Thraso, coming upon 

Parmeno at  Thais '  door. Both Parmeno's aside ("hisee hoc munere arbi-

trantur/suam Thaidem esse," 11. 269-70) and his conversation with Gnatho 

(Gn. "sed quid videtur/hoc t ibi mancupium?" Par.  "non malum hercle," 

11. 273-74) focus on the virgo. In that she is the occasion for Gnatho's 

presence on-stage and inspires the dialogue, she is il lustrated on-stage. 
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In keeping with her characterization of a modest woman she stands behind 

Gnatho, largely hidden by him. Likewise, in Ad. 2.1:155 [y3v],  Aeschi-

nus and Parmeno take home the woman they have carried off from the slave 

dealer,  Sannio, who follows them pleading for her return. Aeschinus 

addresses the woman ("quamquamst scelestus, non committet hodie umquam 

iterum ut vapulet," 1.  159) and accosts Sannio to let  her go ("omitte 
• 

mulierem," 1.  172). Like Pamphila,  she is the focus of the scene though 

she remains mute; she, too, is depicted standing on-stage, though pro

tected by Aeschinus and Parmeno. Like the virgo in Terence's comedies, 

the nutrex is obedient; her role in the action is minor though she may 

inspire others to speak. In one scene, the nutrex is mute, Hec. 5.2:767 

[P6V].  As Phidippus, who is bringing a nurse to his house to care for 

his grandchild, gives the nutrex instructions for the child, Laches an

nounces her entry ("puero nutricem adducit," 1.  770). Like each virgo, 

the nutrex stands to one side, partly hidden by Phidippus. The ancilla 

is humbler yet,  and the eunuch acts much the same as she. In Eun. 3.2: 

454 [k3v] Parmeno presents Thais with Phaedria's gifts,  the girl  from 

Ethiopia and the eunuch. They appear kneeling, as befits their role. 

(Later in the play, Eun. 4.4:668 [16v],  Dorus, the real eunuch, appears 

kneeling in the same fashion.) Pythias, too, stands beside though 

slightly behind her mistress.  

Male slaves, even when mute, take a more active role than the 

women or the eunuch. In two cases they are ordered to prepare food. In 

And. 1.1:28 Simo instructs slaves to carry provisions ("vos istaec intro 

auferte: abite," 1. 28), and in Ad. 3.3b:364 Syrus orders Dromo to gut 



some fish ("piscis ceteros purga, Dromo .  .  .  ,"1. 376) and Stephanio 

to soak others ("salsamenta haec, Stephanio,/fac macerentur pulchre," 

11. 380-81). The Andria cut,  a8 (Fig. 1),  i l lustrates the slaves with 

food exiting into Simo's doorway where the curtain is pulled to the 

side; the Adelphoe cut,  C2 (Fig. 5),  shows Dromo and Stephanio sit t ing 

inside Micio's door at  a table with fish and knives, the curtain pulled 

back. In each case the slaves, actively working at  the rear of the 

stage, are associated with a domicile,  eyes averted. Although the two 

characters in the Andria obviously appear on-stage since they are or

dered in,  those in Adelphoe may never appear to the audience. Like the 

characters whose voices are overheard but who never appear in person, 

Dromo and Stephanio are represented as "off-stage," that is,  behind the 

curtain, not brushing past i t . .  In Eun. 4.7:771 Thraso and Gnatho's 

"ariny" attacks Thais and Chremes. Thraso brings on his forces ("Simalio, 

Donax, Syrisce, sequimini," 1.  772) and gives them orders ("in medium 

hue agmen cum vecte i ,  Donax;/tu, Simalio, in sinistrum cornum; tu,  

Syrisce, in dexterum./cedo alios," 11. 774-76). The three mute members 

of the force are il lustrated approaching Chremes and Thais along with 

Thraso, Gnatho, and Sanga. Syrus is indeed small,  in keeping with the 

diminutive form of his name used. 

The final two woodcuts to include mutae personae whose presence 

is required by the text both depict citizens who take an active, that 

is,  a speaking, part in the scenes following. Each remains on-stage 

while mute for the duration of the scene, and each is aware of the 

others present.  In both scenes the presence of the mute is necessary 



to spark dialogue. Phonn. 2.3:348 [F8] begins with Demipho's seeking 

advice from friends whom he leads from the forum ("Enumquam quoiquam 

contumeliosius/audistis factam iniuriam quam haec est mihi?/adeste 

quaeso," 11. 348-50), asking them to accompany him to discuss the matter 

with Phormio ("ipsum esse opinor de quo agebam: sequimini," 1.  355). 

The rest of this scene, some 90 l ines, is taken up with Demipho and 

Phormio's conversation. When Phormio leaves the stage and Demipho's 

friends speak, the scene changes. In Hec. 4.3:607 Laches tells his wife 

that he has been standing close by and has heard her plan to move to the 

country, freeing Pamphilus to live in harmony with his wife, Philomena, 

in their town house. Her proposal comprises Hec. 4.2 [06v] where Laches 

is depicted as entering from his house, holding the curtain aside. 

All of the preceding mutae personae remain on-stage for much of 

the action of the scene and nearly all  enter with the speaking charac

ters who initiate scene division. The Lyons woodcuts,  however, consis

tently represent two additional,  though less significant classes of 

mutae who are nevertheless necessary to visualize dialogue: those to 

whom an entering character addresses his or her f irst  lines and those 

whose entrance is announced by characters already on-stage before that 

entrance causes the scene to change. There are 18 scenes in the 6 come

dies which begin with a character 's speaking between a half l ine and 5 

l ines to a muta persona before turning to address the audience or another 

character already on-stage, and an additional scene, Ad. 3.5, which is 

entirely composed of a 6-line monologue spoken by an entering character 

to a muta (rather than to the audience as is customary in monologues).  



55 

The Lyons Terence accurately depicts 11 of the mutae and represents an

other 5 indirectly. The cuts normally depict the mutae behind a par

tially drawn curtain; in four cuts the drawn curtain alone suggests 

their presence; and in one the entering character 's pose and gesture 

represent i t .  

These short introductory lines enable a character indirectly to 

explain something learned off-stage or to announce an errand, often al

lowing for those already on-stage to eavesdrop. That they are a conven

tional if  uneasy means of conveying information can be seen in Terence's 

spoofing such "curtain scenes" in And. 3.2: 

Simo: non imperabat coram, quid facto esset opus puerperae, sed 
postquam egressast,  i l l  is quae sunt intus clamat de via.  

[S. Instead of prescribing at the bedside what must be done 
for the mother,  out she plumps and shouts i t  at them from the 
street.]  

1 1 .  4 9 0 - 9 1  

The convention, made necessary by the restrictions of the Roman stage, 

requires only one actor,  visible to the audience. The Lyons woodcuts,  

concerned as they are with depicting all  characters and the relationship 

between them rather than production, represent both speaker and l istener.  

The speaker either faces the back of the stage or,  more often, strikes a 

specific and easily recognizable pose: he or she stands close to the 

doorway, one foot ahead of the other to indicate motion toward center 

stage, but looks back toward the door to suggest the direction of the 

first  lines (Fig. 6).  The muta persona to whom the lines are addressed 

remains within the curtain as do all  characters not visible to the audi

ence. In And. 1.4:228 [b8v],  for example, Mysis explains her errand to 



fetch a midwife for Glycerium ("Audivi,  Archylis,  iam dudum: Lesbiam 

adduci iubes," 1.  228), complains about Lesbia's drunkenness and reck

lessness, and prays for a safe delivery. The woodcut shows Mysis with 

her back to the audience holding Chrysis '  curtain aside revealing Ar

chil  is seated within. Likewise, in Ad. 2.2:209 [y7v] Syrus assures his 

master that he will  placate Sannio ("Tace, egomet conveniam ipsum: cu-

pide accipiat iam faxo ac bene/dicat secum etiam esse actum," 11. 209-

10) before he turns to Sannio to do just that in an amusing dialogue. 

He, too, is depicted with his back to the audience, speaking to a figure 

revealed by a curtain partially pulled aside. In both Ad. 4.5:635 [Bl] 

and Ad_. 5.3:787 [CI] (Fig. 6),  Micio leaves his house, explaining his 

errands to Sostrata with his f irst  lines. In each case the pair is i l

lustrated at the back of the stage, Sostrata behind a partially-drawn 

curtain, Micio gesturing towards her as he moves away from the house. 

Four other scenes use this same means to i l lustrate the convention of 

speaking within: in Hec. 1.2:76 [L8] Parmeno coaches Scirtus about 

which excuses to make for the speaker's absence; in Hec. 2.2:243 [M6V] 

Phidippus professes that fatherly kindness encourages him not to exert 

his right to compel Philomena's obedience but to allow his daughter her 

desire to remain at  home; in Phorm. 1.2:51 [El] Geta prepares a servant 

to expect a caller;  and in Ad. 5.8:924 [Dl] Micio confirms his discovery 

of his brother 's change in character.  In each woodcut the entering 

character turns toward the muta revealed behind the curtain as he strides 

toward center stage. In three other scenes, And. 4.2:684 [e7],  Heaut 

5.1:874 [t7v],  and Ad. 1.1:26 [x5v],  the entering character is depicted 
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close to the house, holding the curtain aside, in two of them looking 

inside rather than toward the audience, all  in a pose similar to those 

discussed above, and in one other,  Hec. 4.4:623 [PI] (Fig. 8),  Phidippus 

looks toward his house, striking the usual pose and gesturing over his 

shoulder; however, in these the muta persona is not figured. The sub

tlety and pervasiveness of this convention accounts for another drawn 

curtain. Eun. 4.4:668 [16v] begins with Phaedria's chastising Dorus, 

the real eunuch, as he drags him from the house. Dorus remains on-stage 

and becomes a speaking character.  The curtain, however, is  drawn part 

way aside, alluding to the first  lh lines spoken within. In one final 

scene, And. 3.2:481 [d5v] (the one in which Simo spoofs the convention), 

though Lesbia addresses Archylis by name and holds the curtain in the 

regular way, the cut figures Glycerium whom the instructions concern, 

rather than the muta to whom they are addressed. 

In two instances, instead of remaining within, a muta may enter 

the stage with the speaking character and then retire after the exchange. 

This is certainly the case in Ad. 3.5:511 [Al].  Having instructed Geta 

to take him to Sostrata at  1. 506, Hegio reappears five lines later,  at  

1. 511, speaking to her.  The cut resembles those described above in that 

the characters are depicted close to Sostrata 's door with Hegio turned 

toward her as he walks away from the house. However, they are both i l

lustrated as being fully on stage, the curtain covering the entire door

way. In Heaut.  1.2:175 [p6] Clitipho enters extolling Clinia to be 

patient in waiting for Antiphila 's arrival.  Whether Clinia remains 

within or enters the stage is not immediately clear from these l ines, but 



soon after (1. 235) Clitipho scolds Clinia for coming outside where he 

might be seen. The two are figured toward the back of the stage, Cli-

tipho's back turned toward the audience, in a pose similar to others 

representing introductory lines addressed to a muta within, though as 

in Ad. 3.5, the curtain is drawn fully across and Clinia is depicted 

on-stage. 

Only 3 of the 19 curtain scenes are not i l lustrated in the Lyons 

Terence. None begins with more than one l ine spoken within and all  oc

cur in the last acts of a play: And. 5.2; Ad. 4.7, 5.6. Davus enters 

from Chrysis '  house, initiating And. 5.2:842 [f7]; he speaks a half l ine 

within and then explains to those on-stage the business he had in that 

house. The confusion of Dromo's late entrance at  1. 861 to escort Davus 

to punishment may have interfered with the i l lustrator 's depicting the 

opening l ine. At the beginning of AcL 4.7:719 [B5] Micio speaks one 

l ine within just as Demea engages him in conversation, and in Ad. 5.6: 

v 
889 [C6 ]  Geta does l ikewise, himself speaking almost at  once to Demea. 

As will  become evident later in this chapter,  a single line aside is not 

ordinarily depicted separately when the entering character joins others 

in conversation without entrance announcements.  In all ,  84% of the mute 

characters merely addressed by a speaking character,  most of whom are 

never seen by an audience, are depicted in the i l lustrations, underscor

ing the woodcuts '  efforts at  representing discourse, which necessarily 

involves both speaker and l istener.  

The second class of mutae personae necessary to visualize dis

course, characters reported to be on-stage at the close of a scene, are 
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l ikewise i l lustrated. Although a scene changes only with the first  

lines an entering character speaks, he may wander onto the stage before 

uttering them, making him, in effect,  a muta persona in the scene before 

the one he occasions. In some cases, although the muta is yet unaware 

of the others present,  his entrance inspires a turn in the dialogue or 

monologue. In Eun. 5.1 [m7v],  for example, in the passage quoted ear

l ier,  Pythias and Thais watch Chaerea, commenting on his os impudens and 

confidence. Chaerea is il lustrated clinging to the side of the stage 

(Fig. 3).  In most cases, though, when i l lustrated, these mutae are 

shown entering the stage as are the others who take part in a small por

tion of the scene, the escorting slaves and Pythias. In And. 4.3:716 

[e8v],  Davus suddenly changes his plan to deceive Simo when he sees 

Chremes, the prospective bride's father,  enter.  The entrance inspires 

eight l ines of dialogue including instructions to Mysis to enact a new 

plan of deception. Chremes is i l lustrated entering. In Ad. 3.3b:364 

[&2] (Fig. 5) seeing Hegio come down the street inspires Demea to praise 

the man's honesty for nine l ines, thereby preparing the audience to ac

cept Hegio's testimony later as proof of Glycerium's birth, and in Ad. 

V-
3.3a:355 [&1 ] ,  seeing Syrus enter causes Demea to identify the slave as 

a villain willing to thwart the old man. Like Chremes, Hegio and Syrus 

are il lustrated entering. These entrances i l lustrating characters coming 

late onto the stage, however, are carefully distinguished from those in

dicating a character 's speaking within as he enters.  Ad. 1.1:26 [x5v] 

clearly exemplifies the difference: whereas Micio, who calls within to 

Storax as he enters initiating the scene, is shown almost fully on-stage 
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looking back toward the house from which he enters,  his gaze suggesting 

his attention within, Demea, reported entering at the close of the 

scene, appears partially obscured by the curtain looking out at  the au

dience, his gaze suggesting his attention without.  Both their stances 

and their gazes are typical.  In one scene, however, Phorm. 1.3:153 

[E5Y], Antipho reports Geta's entering at a run ("videon ego Getam cur-

rentem hue advenire?" 1.  177); Geta is i l lustrated running across the 

stage. In two scenes, Phorm. 2.2:315 [F6] and Ad. 4.1:517 [Alv],  the 

muta stands fully on-stage, and at  the front of the stage at that,  but 

sti l l  averts his eyes from the primary character grouping. Though these 

two cuts are atypical,  F6 offers further evidence of the attention paid 

to text and not production. Geta announces Demea's entrance at  the end 

of Phorm. 2.2, causing Demea to be i l lustrated. An audience viewing the 

comedy, however, would see not only Demea but also his three friends, 

for his first  lines, beginning Phorm. 2.3, are addressed to Hegio, Cra-

tinus, and Crito who obviously entered with him. The cut depicts those 

mutae named whose presence influences dialogue. Hence, Demea only is 

shown in F6 whereas all  four are il lustrated in F8. 

Both the mutae personae addressed at  the outset of a scene and 

those whose entrance inspires comment at  i ts close are necessary to 

visualize the dialogue. Other mutae, however, though seen by an audi

ence in production, do not help clarify dialogue and, as a result ,  are 

not i l lustrated in the woodcuts.  Therefore, as complete as the Lyons 

Terence is in representing mutae personae, i t  completely omits two 

classes of mutae: the supernumeraries,  the ancillae present in five 
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scenes, and characters who remain on-stage through a scene in which they 

have no l ines. Upon leaving the stage in Eun. 3.2 [k3v],  Thais asks at  

least two ancillae to escort her ("vos me sequimini," 1.  506); one of 

these, Dorias, returns to the stage at 1. 615 (4.1) as a speaking char

acter where she is il lustrated. Chaerea later confirms that Thais was 

attended by maids when he describes his escapade to Antipho in Eun. 3.5 

(" 'ego' inquit 'ad cenam hinc eo. ' /abducit secum ancillas," 11.  580-81). 

Likewise, Bacchis in Hec. 5.2 offers the ancillae attending her in an 

effort to convince Phidippus she tells the truth ("ancillas dedo: quo-

lubet cruciatu per me exquire," 1.  773), and later in the scene she asks 

that they accompany her to Philumena ("perii ,  pudet Philumenae. me 

sequimini intro hue ambae," 1.  793). These ancillae take part in two 

scenes since they must have entered with Bacchis at  Hec. 5.1:727. The 

presence of a mute attendant is also belatedly suggested in Eun. 2.3. 

Chaerea here describes the appearance of a young woman he is pursuing to 

Parmeno who verifies the account as accurately identifying Pamphila,  

presented to Thais in the preceding scene, Eun. 2.2. She is recognized 

in part by her attendants (Par.  "comites secuti scilicet sunt virginem?" 

Chaer. "verum: parasitus cum ancilla." 11.  346-47). Likewise, we must 

assume that in Heaut.  2.4:381 Bacchis and Antiphila enter the stage with 

ancillae carrying luggage, for Dromo earlier prepares Clinia and Clitipho 

for their arrival ("minume mirum: adeo inpeditae sunt: ancillarum 

gregem/ducunt secum," 11.  245-46) and discusses with Syrus the quanti

t ies of jewels and clothes they carry (11.  247-56). Their sheer number 

later occasions lament and humor: Syrus anticipates Chremes'  displeasure 



with their eating and drinking his supplies ("di boni,  quid turbaest! 

aedes nostrae vix capient,  scio./quid comedent.1  quid ebibent! quid 

sene erit  nostro miseriusl" 11. 254-55); Chremes complains of their 

numbers and expense to Menedemus ("iam ancillas secum adduxit plus de

cern,/oneratas veste atque auro: satrapa si  siet/amator,  numquam suf-

ferre eius sumptus queat," 11. 451-52); Dromo conducts the group to 

Menedemus' (1.  744) while Chremes pities his neighbor's lot (1. 751). 

Though the ancillae clearly participate in the action, their presence 

i tself does not inspire comment; instead, the thought of them is suffi

cient—perhaps preferable—to give rise to the laments.  

The second group of mutae personae not i l lustrated in the Lyons 

Terence includes those characters who clearly remain on-stage in view of 

the audience though without speaking during a scene intervening between 

two in which they do speak. Sannio, bartering with Syrus throughout Ad_. 

2.2, is told to stay ("paulisper mane," 1.  253) when Clitipho enters,  

occasioning scene division. Sannio does not speak in Ad. 2.3, though he 

does in several asides as soon as Aeschinus joins the group nine lines 

later,  initiating Ad. 2.4. Likewise, Demipho and Chremes, on-stage and 

speaking throughout Phorm. 4.1, remain when Geta enters,  initiating 

Phorm. 4.2: Geta spies them halfway through his monologue ("quis est 

ulterior? attat Phaedriae/pater venit," 11. 600-01), and they speak as 

soon as Antipho enters at  1. 606. Also, Syrus probably remains on-stage 

during Ad. 5.6 and Parmeno during Eun. 5.7 (a six-line scene), there be

ing nothing to indicate their exits or re-entrances. Finally, Dorias 

must remain on-stage through Eun. 4.2-4.4. She enters at  1. 615 
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initiating Eun. 4.1 with Thais '  jewels ("interea aurum sibi clam mulier 

demit,  dat mi ut auferam" 1. 627); she is il lustrated, 13, carrying a 

box. At 1.  726 (Eun. 4.4) Pythias tells her to take the jewels inside 

("aufer aurum hoc"); i t  seems unlikely that Pythias would sti l l  be hold

ing the jewels had she left  the stage and reentered. Neither of these 

two classes, however, inspires dialogue or plays the auditor to i t .  

That they are visible to the audience matters not at  all  in i l lustra

tions not concerned with production. 

The Lyons Terence woodcuts do not represent characters haphazard

ly. They depict more than just speaking characters who control the dis

tribution of scene divisions, which suggests their effort to visualize 

the action of the plays beyond that which is minimally demanded by the 

woodcuts '  role in dividing the edition. That what they visualize is not 

determined by production but by the dialogue in the text is evident in 

the woodcuts '  consistency in depicting all  characters necessary to visu

alize dialogue combined with their equal consistency in omitting charac

ters not necessary to conversations, even though visible to a viewing 

audience. The number of characters is indeed controlled by scene divi

sions; the cuts include all  characters active between divisions (we need 

only recall  Pythias in Eun. 5.4a).  But a catalogue of characters i l lus

trated indicates that the woodcuts aid the reader in visualizing the 

text—the printed word. 

Character Labels 

Each character i l lustrated is named in the woodcuts.  An abbre

viation for each name appears in a box with a distinct border similar to 
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the border surrounding the cut i tself in close proximity to the figure. 

In the Andria and most of the Eunuchus woodcuts the names appear over or 

beside the characters '  heads whenever possible, in the il lustrations for 

Heauton-Timorumenos, Adelphoe, Phormio, and Hecyra they appear by the 

characters '  feet.  The names of speaking characters appear in scene-

headings under the cut but before the text proper, though here they are 

spelled in full  and are sometimes accompanied by the characters '  generic 

designations; these are l isted in the order the characters participate 

in the dialogue, not necessarily that in which they are represented in 

the woodcut.  The labels in the Lyons Terence woodcuts show the same 

care and usual accuracy typical of the il lustrations as a whole. 

All characters are labelled whenever possible with their names 

rather than their generic designations. Speaking characters and mutae 

personae named in the dialogue pose no difficulty. Only one of these is 

misnamed: the figure on stage in And. 1.4:228 [b8v] is labelled Les 

(Lesbia),  though both the scene-heading and the commentary accompanying 

this division correctly say Misis.  (Although in the Loeb Terence Par-

meno addresses a slave Scirte at  Hec. 1.2:78, the Lyons text here reads 

Syre and the muta revealed behind the curtain in e8 is labelled Sy_. No 

character named Syrus figures in Hecyra, but then this is the only ref

erence to Scirtus. The Lyons Terence is therefore consistent here with

in i tself even if  producing a variant reading.) 

In some cases, however, the names are not so easily located. 

For example, although the first  line of And. 1.1 is a command directed 

simply to those on-stage ("vos istaec intro auferte: abite." 1. 28), 



the cut,  a8, labels two slaves, both mute, Da^ (Davus) and Pro (Dromo), 

the only two slaves named later in the play. Likewise, the cut intro

ducing Ad. 5.8:924 [Dl],  names the muta within Si (Syrus) accurately, 

though the evidence for his identification comes only indirectly in the 

preceding scene. In Ad_. 5.7 Demea had sent Syrus into his brother 's 

house to knock a hole in the wall to adjoin Micio's house with Sostrata 's 

next door (Dem. "Syre, cessas ire ac facere?" Syr. "quid ego?" Dem. 

"dirue./tu i11 as abi et  traduce." 11. 916-17). Ad. 5.8 begins with 

Micio's exclaiming, "Iubet frater?. ubi is est?" (1. 924) which could 

only be directed within to Syrus. This effort to represent characters 

plausibly and name them accurately produces one rather curious i l lustra

tion: And. 3.1:459 [d4]. The woodcut (Fig. 2),  representing Glycerium's 

appeal to Juno as she gives birth, depicts the virgo lying in bed, re

vealed as Mysis holds back the curtain to Chrysis '  house. Mysis and 

Lesbia exit  midscene to see her,  so Mysis could reasonably hold aside 

the curtain, though there is no necessary reason for her to do so. In 

other words, the label seems as appropriate as any to identify this,  

sixth figure (for an explanation of the curiosity of this scene, see 

Chapter 3).  

Only one character seems to be deciphered incorrectly. Syrus, 

whose entrance initiates AcK 2.2:209 [y7v],  explains to an unnamed muta 

within that he will  appease Sannio ("Tace, egomet conveniam ipsum: 

cupide accipiat iam faxo ac bene/dicat secum etiam esse actum." 11. 209-

10). These l ines must be addressed to Aeschinus who 12% lines earlier 

left  an argument with Sannio to enter his house. Moreover, when Syrus 



turns from the muta to Sannio, he begins by referring to the slave 

dealer 's fight with his master,  Aeschinus ("nescio quid concertasse cum 

ero?" 1. 211). However, the muta represented is labelled Cte (Ctesipho) 

and stands in Demea's rather than Micio's door. The mistake comes from 

confusing two conventions of i l lustrating mutae personae, those addressed 

within at the beginning of a scene and those reported on-stage at  the 

end. Ctesipho's entrance from Demea's is  announced at  the end of the 

scene, but by a short reference ("sed Ctesiphonem video: laetus est/de 

arnica." 11. 252-53) too brief to warrant i l lustration. That the figure 

within clearly il lustrates action early in the scene is evidenced not 

only by i ts following the woodcuts '  practice of depicting such mutae and 

none but the most significant reported mutae, but also by Syrus'  facing 

him and gesturing in the manner of entering characters speaking their 

first  lines within. The confusion appears in the label perhaps as a 

result  of the muta's position, almost that struck by late entrants.  

In only a few cases is naming characters impossible. Twice a 

figure is labelled by her generic designation since her name appears no

where: in Heaut.  4.1:614 [s2v] the nurse is labelled nutrex and in Hec. 

5.2:767 [P6V] t™. That the i l lustrator preferred whenever possible to 

cite names, however, is  indicated by his labelling a character called 

"nurse" in Ad. 3.1:288 [z5] ("obsecro, mea nutrex, quid nunc fiet?" 1. 

228) Can (Canthara); she can-be identified because although she appears 

but once in the play, she speaks requiring a nota and is once named in 

the dialogue (1. 353). Not only is identifying a character by name im

portant in directing the reader to conceive the dialogue properly, but 
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citing his correct name rather than the one he assumes in disguise or 

the role he adopts helps the reader keep the plot straight.  In Eun. 

3.2:454 [k3v] the eunuch, labeled Che^ (Chaerea),  is given the charac

ter 's own name instead of "Dorus," the one he takes on, or the role he 

impersonates. Only four figures i l lustrated have no label at  all:  the 

slave girl  Parmeno presents along with the eunuch in Eun. 3.2:454 [k3v],  

who is identified in the text only as an Ethiopian ("ex Aethiopiast us

que haec." 1.  471); the servant Geta addresses at  Phorm. 1.2:51 (Fig. 

7),  who is nowhere named or described; the slave Laches calls at  the end 

of Hec. 4.4 (Fig. 8),  who is addressed simply as "boy" ("eho puere, 

curre: ad Bacchidem hanc," 1.  719); and the cithera player whom Aes-

chinus abducts,  who remains unnamed. One further character,  a muta, 

Sostrata in Ad. 4.5:635 [Bl],  is unlabelled though clearly identified in 

the text.  This is probably an oversight,  the only one of i ts kind. 

The presence of character labels is not in i tself surprising; 

both the medieval miniatures and contemporary i l lustrations of drama 

include written names identifying characters depicted. What is  striking, 

however, is  the effort to portray and label accurately the number of 

characters,  especially those with minor roles,  found in the Lyons Ter

ence. The i l lustrator 's attention to textual matters,  impressive as i t  

is in his consistently portraying some classes of characters while ig

noring others as completely, asserts i tself even more in his fixing name 

labels.  



Characters Duplicated in the Moodcuts 

Like their number, the arrangement and duplication of characters 

depend upon the structure of the dialogue comprising a scene. Just as 

the i l lustrator sought ways to include characters whose presence did not 

control scene divisions, so he develops the method of duplicating char

acters to present turns in dialogue obscured by those divisions. Not 

all  scene divisions coincide with a clear break in dialogue, though 

these are relatively more frequent in some plays, for example, the Adel-

phoe and Eunuchus, than others,  such as the Andria. Often the change in 

character grouping, though established in the text at  the first  line 

spoken by an entering character,  in practice spans a number of l ines and 

varied dialogue (witness Table A-l):  one character may exit  leaving 

another on-stage to deliver a monologue, sometimes then exiting himself,  

sometimes remaining to converse with the entering character; or one 

character will  exit ,  leaving others in dialogue, followed by another 's 

exit  while one remains speaking alone. Moreover, characters who remain 

on-stage often eavesdrop before entering into conversation with an en

tering character.  In sorting out the shifts in character groups that 

occur at  many scene changes, the Lyons woodcuts represent the scenes'  

opening, stressing entrances rather than exits,  reflecting the princi

ples of scene division; in other words, they develop conventions to de

pict a change in the audience addressed by an entering character at  the 

expense of suggesting the nonverbal action resulting from a series of 

exits.  As a result ,  the woodcuts generally indicate one of two ways a 

scene begins: either i t  commences with all  characters present,  aware 



of each other,  and in dialogue, a single "action," or i t  opens with 

eavesdropping and asides before the dialogue, a double action. Only 

those woodcuts i l lustrating scenes which are interrupted by late en

trants or characters leaving the stage (or at  least the character group) 

and returning without occasioning scene division fail  to represent the 

opening of the scene. Instead, these few woodcuts conflate the many ac

tions into one so as to represent all  participating characters.  

The woodcuts do not ordinarily depict the entrances themselves 

that occasion scene division and never the exits immediately preceding 

them, reserving the use of doorways for other functions. Entrances, as 

demonstrated already, do not suggest a character whose entrance occa

sions scene division, but rather the opposite,  a character who enters 

late in a scene, often a muta persona. When the woodcuts do represent 

the entrance of a character who causes scene division, i t  is of a spe

cial kind: the entering character looks back over his shoulder or faces 

the back of the stage, speaking to a character within. Only four exits 

are il lustrated, all  in the Andria. In three of the four, And. 1.2:172 

[b5], 1.3:206 [b7], and 2.3:375 [c8],  the exit  causes scene division and 

occurs in the cut introducing the scene following i t ,  that is,  set in 

motion by the exit .  The woodcuts thereby suggest that exits do not con

clude a scene but rather initiate a new one. However, exits generally 

remain unillustrated. Because the woodcuts fail  to portray the often 

complicated action accompanying some changes in character grouping, they 

do not,  with possibly two exceptions (And. 3.4:581 [elv],  Heaut.  1.1:53 

[plv])> il lustrate end or link monologues resulting from a series of 



exits.  Instead the woodcuts depict speaking characters already on-stage; 

they develop conventions to indicate shifts in dialogue by manipulating 

characters '  positions once fully visible. 

Just under one-half (44%) of the scenes in Terence's comedies 

consist of a single and simple action, a monologue or dialogue, that 

comprises the entire scene. Such scenes are initiated in several ways. 

Frequently they follow a cleared stage, when the dialogue is clearly 

broken at  a scene division, or an exit  that alone occasions division. 

The characters are depicted fully on-stage, standing in conversation, or,  

as in And. 1.4:228 [b8v] and 3.2:481 [d5v],  facing a muta persona within 

to whom they speak. Others result  from a character 's entering the stage 

without ever joining the characters already there (e.g.,  And. 2.4, 2.5, 

3.2).  The woodcuts depicting these scenes show some figures in conver

sation and another figure to the side or,  as in Phorm. 4.5:713 [I1v],  

within. Because characters do not meet on-stage in these scenes, there 

are no entrance announcements, no eavesdroppings, no exclamations about 

another character.  Though often the first  lines a character speaks upon 

entering the stage explain his reason for coming into the street,  in a 

few instances the entering character joins those present at  once, either 

because he has been called on-stage (e.g.,  And. 3.4:581 [e8v];  5.3:872 

[gl])» or because he had announced a few lines before that he would re

turn with another character (e.g.,  And. 5.4:904 [g2v];  Eun. 4.4:668 

[16v]).  These scenes are treated in the same manner: the characters 

are all  represented on-stage in conversation. In 11 others,  an entering 

character speaks from a half to 6 l ines to himself (though twice within, 
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Ad. 5.8 and Phorm. 1.2, a half l ine each) as he enters the stage before 

he joins those already there. These l ines elicit  no eavesdropping or 

aside, nor entrance announcements; they simply explain why a character 

approaches. These 11 scenes are likewise i l lustrated with all  figures 

represented and clearly aware of each other,  though the entering figure 

may be somewhat removed from the main group. For example, entering the 

stage in And. 4.5:797 [f4v] for the first  time in the play, Crito ex

plains that as Chrysis '  heir he has come to this street and at  once 

greets those he sees. He is represented approaching Mysis and Davus. 

Table A-2 describes the scenes consisting of a single action. Included 

are the two scenes in which a single character speaks part of a mono

logue within and then turns to the audience (rather than another charac

ter,  who would require i l lustration),  since such changes occurring in 

the final l ines of a scene do not require separate depiction, and those 

including mutae personae reported at  the end of a scene but not partici

pating until  the following scene, since these characters,  when i l lus

trated, remain separated from the primary character group and do not 

interfere with the depiction of that group. These special problems will  

be noted, however, in the Appendix. 

By far the most common scene change occasioned by one or more 

characters who enter a stage when others are already present involves 

eavesdropping. An entering character,  unaware of those on-stage, speaks 

to himself;  the other characters present overhear him and conment in 

asides before all  characters speak together.  Such scenes encompass two 

separate actions, or groupings, but since both involve the same 



characters,  they comprise a single scene. The Lyons woodcuts represent 

the duality of these scenes'  getting under way by duplicating figures. 

However, the i l lustrator does not represent the whole of both actions; 

instead he duplicates only the entering character (with eight exceptions; 

see Table A-3). By so focusing the reader's attention on the entering 

monologue and the subsequent conversation rather than on the whole of 

both actions or the eavesdropping plus dialogue, the woodcuts once again 

represent textual,  speaking, criteria at the expense of stage business 

or visual cues. For all  i ts abundance in the comedies, eavesdropping is 

rarely depicted in the woodcuts.  Obviously, since the characters remain

ing on-stage are not the ones duplicated in these cuts,  shown only in 

conversation with those characters just entering, the i l lustrator could 

not portray their eavesdropping. But even in the few woodcuts that do 

duplicate those characters on-stage, the characters are not shown to be 

eavesdropping: except for the first  of these exceptions, And. 1.5:236 

[cl],  showing Mysis looking in the direction from which Pamphilus must 

have entered, they simply show the character on-stage, facing the audi

ence or,  as in Ad_. 3.4:447 [&6], looking away from the others.  Since 

eye contact is so carefully controlled in the portrayals of certain mu-

tae and characters who participate in only part of an action, these way

ward glances can hardly be considered an oversight; l ikely they indicate 

the one figure's separation from the other figures. The characters who 

seem in the i l lustrations most obviously to be l istening to another char

acter are in fact not eavesdropping; often they appear in woodcuts intro

ducing scenes which involve no eavesdropping at  all .  Pythias in Eun. 



73 

5.6:1002 [n8v],  for instance, speaks to herself and is overheard by Par-

meno shown only in conversation with her,  though a cursory glance at  the 

woodcut might cause one to think her eavesdropping. Geta in Ad. 5.6:889 

[C6V] speaks 1% 11. within and then joins Demea; Syrus in Heaut.  5.2:954 

[u5] and Geta in Phorm. 2.1:231 [F2V] and 4.5:713 [Ilv] speak aside only. 

The i l lustrator did not attempt to make visual nonverbal action any more 

than he did characters not needed to understand the dialogue, even ac

tion as significant as eavesdropping. In five scenes initiated by eaves

dropping and asides, however (And. 2.2, 3.5; Heaut.  4.1; Phorm. 2.3, 

3.2),  no character is duplicated, each figure shown apart while coming 

upon the others,  perhaps because in these scenes the initial action of 

eavesdropping and asides is stressed more than the subsequent dialogue. 

Table A-3 describes scenes that begin with a double action, that is,  

eavesdropping preceding conversation, but which continue uniformly from 

thereon. Included are eight scenes having no asides which may at  first  

resemble the final scenes discussed above as having continuous action, 

but those included here all  have entrance announcements.  

The usual pattern of continuous dialogue or monologue which fol

lows both single and double entrance action is interrupted occasionally 

by characters entering during the scene, by some leaving a character 

group, and by those who leave the stage and then return. The first  

kind of interruption, the entrance of characters whose appearance does 

not occasion scene division, produces several conventions, each depen

dent upon the kind of late entrance. There are 20 examples in all ,  oc

curring in 17 scenes, 6 of mutae personae and escorting slaves, 



characters whose entrance never causes the scene to change; the single 

unusual scene division (Eun. 5.4a); 3 of characters entering midscene 

whose entrances curiously do not call  for scene division; 2 of charac

ters entering scenes which change uncharacteristically not at  their en

trance speech but after a preceding exit;  and 8 of characters who enter 

within 10 l ines of a previous scene change. (Not treated as late en

trants are those characters reported to enter the stage toward the end 

of a scene but who do not participate in the action of the ongoing scene; 

they are il lustrated apart from the others and because they do not inter

rupt the progress of the scene do not interfere with the standard repre

sentation of early action.) In each scene that does not progress 

uniformly after i ts induction, the i l lustrator abandons his usual prac

tice of depicting the opening action and determines the characters '  po

sitions by the amount of time the late entrant spends with the group. 

The escorting slaves and Pythias, figuring in only a few lines of a 

scene, are shown as separate from the group in general,  in the process 

of entering the stage. But unlike the mutae announced at  the end of a 

scene, these characters participate in the ongoing scene and cause the 

cut to neglect the opening action in favor of indicating their entrance 

in addition to the general character group in dialogue. As a result ,  

And. 5.2:842 [f7] does not i l lustrate Davus'  f irst  half l ine within, the 

initial action preempted by the representation of Dromo's late entrance. 

Those who participate in the group for a substantial portion of the 

scene are shown with the group, the lateness of their entry as well as 

the opening action of the scene being ignored. These include the mutae 



in Eun. 3.2:454 [k3v] as well as the three speaking characters who enter 

and join the dialogue midscene: Eun. 3.3:507 [k5v];  Phorm. 5.3:784 

[15 ];  Hec. 3.2:336 [N4]. The two characters who enter within a few 

lines of a scene that changes at  an exit  are both shown simultaneously 

entering and as part of the character group. In And. 4.3:716 [e8v] 

Davus, whose exit  after 1. 715 rather than his reentrance at  1. 722 oc

casions the scene break, is shown brushing past the curtain to Chrysis '  

house with a stride that sets him alongside Mysis,  to whom he speaks for 

the remainder of the scene. Chremes and Sophrona approach Pythias in 

Eun. 5.3:910 [n3v] from the street,  their entry placing them within 

speaking distance. 

Eight scenes begin with one character entering a cleared stage 

followed within ten lines by another character whose entrance does not 

cause the scene to change again; these eight closely resemble the scenes 

comnencing with double action: each begins with characters who speak 

separately and then together in a dialogue that continues for the dura

tion of the scene. The difference here is that two characters,  entering 

separately, each speak an opening monologue, the first  eventually assum

ing the role taken by characters on-stage from a previous scene who an

nounce the next entrant and perhaps eavesdrop. To show the dual entrance 

with i ts concomitant double entrance monologues as well as to distinguish 

these scenes from the other double action scenes, the woodcuts duplicate 

not one but both figures. (In no scene beginning with eavesdropping by 

characters previously on-stage are both figures repeated.) For example, 

Heaut.  3.1:410 [r2] opens with Chremes'  entrance and ten-line monologue 
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concerning his decision to confess to Menedemus that the neighbor's son 

has returned to Athens and follows with Menedemus' entrance and six-line 

monologue lamenting his lost son. Chremes, the first  entrant,  announces 

Menedemus1  entrance ("sed ipsum foras egressum video," 1.  426) and en

gages the man in a dialogue that comprises the rest of the scene. The 

same pattern occurs in Heaut.  5.1:874 [t7],  Ad. 5.3:787 [CI],  and Phorm. 

5.1:728 [I2V].  Apparently i t  also holds in And. 1.2:172 [b5]. The 

scene begins with Simo's conments on Davus'  reaction to the wedding 

plans followed by Davus1  entrance and monologue about these same plans. 

Whether Simo leaves the stage as he announces at  1. 171 and returns at  

1. 172 to initiate the scene or whether he simply remains on-stage after 

And. 1.1, the second scene initiated solely by Sosia's exit ,  has long 

been debated (see n. 7).  The woodcut,  which repeats both Simo and Davus, 

suggests the senex does in fact exit  leaving the stage empty for a mo

ment.  Perhaps And. 1.1 was l ikewise thought to begin with a double en

trance, for unless i t  is so interpreted, there is no way to explain the 

il lustration (Fig. 1)--which repeats both Simo and Sosia--short of call

ing i t  a single exception in 147 scenes and the result  of fervor and 

zeal in i l lustrating everything possible. Simo is shown first  in the 

typical position of those characters whose opening l ines are addressed 

within, stepping onto the stage as he looks over his shoulder,  Sosia in 

that taken by late entrants joining a group on-stage. The two are then 

shown in conversation. Given such attention to depicting the charac

ters '  posture accurately, i t  seems unlikely that the i l lustrator had yet 

to establish his conventions. Rather,  i t  seems he considered this scene 
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to begin with a double entrance. Two final scenes provide a slight 

variation to this pattern. Both Hec. 4.1:516 [04] and 5.3:799 [P8] be

gin with double entrances, but only the first  character speaks a mono

logue, the second coming on-stage and, seeing the first  character,  

engaging in conversation at  once. Myrrina enters initiating Hec. 4.1, 

speaks six lines explaining that her husband has heard the child and 

that she fears his anger, and ends with the traditional entrance an

nouncement, in these scenes normally following the second entrant 's 

monologue ("sed ostium concrepuit.  credo ipsum exire ad me: nulla sum." 

1.  521). Phidippus indeed enters explaining at once that he seeks his 

wife ("uxor ubi me ad fil iam ire sensit ,  se eduxit foras," 1. 522). He 

sees her and they speak. Likewise in Hec. 5.3 Parmeno enters,  speaks 

nine l ines complaining about the many errands he has just run, and ends 

by wondering why Bacchis comes from Phidippus'  house. Bacchis enters,  

calls Parmeno by name at  once, and sends him on another errand. In each 

of these scenes only the first  to enter,  Myrrina and Parmeno, is  dupli

cated since the second has no monologue. 

The second way in which the usually continuous action of a scene 

is interrupted, by characters leaving a conversation and returning, re

sults in an even greater variety of character groupings within a scene 

than comes from simple late entrances. Most characters who temporarily 

leave the stage do so to escort someone inside or to fetch trinkets,  

information, or another character whose testimony is needed on-stage. 

They remain off-stage only briefly. In some cases a character 's return 

does occasion scene division, especially when he is accompanied by 
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another speaking character.  When Pamphilus re-enters the stage begin

ning And. 5.4, for example, he attends Crito whom he was sent to find 

and whose f irst  lines cause the scene to change. Likewise, when Phaedria 

returns with Dorus in order for the eunuch to corroborate his story, 

the scene changes to Eun. 4.4, though i t  does so at  Phaedria's f irst  

lines upon re-entering rather than at  Dorus1 .  Because these returns co

incide with scene division, they require no special i l lustration in the 

woodcuts.  If  a character re-enters in close proximity to a separate, 

unrelated entrance, the scene changes at  the new entrance. Demea leaves 

the stage at the close of Ad_. 5.2, returning six lines later;  however, 

during that time Micio enters,  causing the scene to change to Ad. 5.3. 

Similarly, Pamphilus leaves the stage briefly in Hec. 3.1b to see how 

his wife fares, returning after Hec. 3.2 has begun with Sostrata 's en

tering lines. In neither of these two instances does the return i tself 

occasion division, but instead each is subsumed into the division caused 

by the new entrance. The characters re-entering are il lustrated in the 

woodcuts as the late entrants they have become. When a character re

turns, however, just before rather than just after one of these unrelated 

entrances, his re-entrance must be absorbed into the ongoing scene, re

sulting in the scene's having a minimum of three character groups. Since 

no convention could intimate the number of movements within such a scene, 

the woodcuts abandon them all ,  simply portraying all  figures once, each 

in his or her most significant pose. For instance, in Eun. 3.2:454 

[k3v],  the scene, discussed above, which includes four separate charac

ter groups resulting from late entrances as well as two exits and 
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re-entrances, Parmeno, who has three separate activities,  is il lustrated 

presenting Phaedria's gifts,  the third of these but his primary function 

in the scene. This is also the one pose that would allow the i l lustrat

or to depict the two mutae personae who enter with him at  midscene. 

Likewise, Eun. 5.9:1049 [o4], which includes five separate character 

groups, is introduced by a woodcut which ignores the opening actions—an 

entrance monologue with eavesdropping and asides, two separate pairs of 

characters conversing, and finally all  four in dialogue—to depict 

Thraso's moving away from Gnatho, Chaerea, and Phaedria while the para

site bids the brothers admit Thraso as a rival.  Geta is similarly shown 

moving away from Demea and his friends in G3V ,  the cut introducing Phorm. 

2.4:441; he remains off-stage during much of the scene, though he is 

bidden to seek information that helps determine the plot when he returns 

with i t .  Errands, however, which do not introduce new characters or new 

relationships on-stage are generally not i l lustrated, especially when 

they occur at  the end of a scene, such as Gnatho's escorting the virgo 

into Thais '  at  the end of Eun. 2.2:232 [i l] ,  Pythias'  fetching trinkets 

to prove Pamphila's birth at  the close of Eun. 4.6:739 [m2v],  or 

Ctesipho's returning at the door to caution Syrus yet once more to pay 

Sannio as the slave is off to do just that,  ending Ad_. 2.4:265 [z3v].  

In these three scenes, each character is depicted once to demonstrate 

his relationship to the others on-stage. Finally, four additional scenes 

encompass several movements as characters stand apart without admitting 

each other 's presence, moving in and out of earshot,  or as one character 

moves between two others who do not recognize each other.  In these 



scenes the characters '  physical separation combined with their implicit  

association with each other controls the plot,  and so all  four woodcuts 

depict the figures approaching each other,  clearly apart but all  look

ing toward center stage. Davus pretends never to see Chremes during 

And. 4.4:470 [f2],  though he moves about the stage allowing the gentle

man at  times to see him and Mysis and to overhear certain of his ques

tions and the woman's answers; the senex is depicted approaching the 

pair.  Likewise, Thraso's army contemplates Thais and Chremes from a 

distance in Eun. 4.7:771 [m4v],  confronts them briefly, and then re

treats; neither Aeschinus nor Ctesipho seems aware of Sannio in Ad. 2.4: 

265 [z3v],  though the leno eavesdrops, speaks aside, and talks at length 

with Syrus who moves between him and Ctesipho; and Syrus divides his at

tention and conversation between Demea on-stage in Ad. 3.3b:364 [&2], 

whom he intends to overhear his opening comments before the two meet to 

talk, and two other slaves, Dromo and Stephanio, whom he directs in pre

paring fish. 

The Lyons Terence woodcuts reveal the opening pattern of each 

scene unless i t  is interrupted by characters entering late or moving 

about midscene, in which cases the woodcuts depict each figure once to 

suggest his or her primary activity in the scene. In only four scenes, 

or less than 3% of the total,  do the woodcuts duplicate characters to 

represent activity at the end of a scene. Davus is i l lustrated twice in 

the cut introducing And. 3.4:581 [elv],  once with Simo and Chremes whom 

he approaches immediately upon entering the stage, and once alone, bent 

over,  tearing his hair,  his hat fallen to the floor,  in an unusual show 



show of emotion. The second representation accurately depicts his con

cluding "nullus sum" monologue in which he laments the unfortunate re

sults of his scheme. Geta is likewise shown twice in Phorm. 5.2:776 

[I4V],  once in conversation with Demipho with whom he has just entered, 

and once alone, facing the back of the stage, hands raised in lamenta

tion, in a pose obviously suggesting his concluding monologue during 

which he, too, regrets bungling a scheme. In two other scenes charac

ters announce their exits with some verve, Aeschinus concluding his 

monologue by shuddering at  the thought of having to clear himself with 

Sostrata and Pamphila in Ad_. 4.4:610 [A7], and Chremes1  seeking his 

neighbor Phania in Heaut.  1.1:53 [plv].  Hearing a door opening, how

ever,  each remains on-stage to greet the entering character.  Because 

neither concluding monologues, many of which include lamentation similar 

to Davus'  and Geta's,  nor exits,  especially false exits,  are normally 

i l lustrated, the text i tself offers no explanation of these four 

woodcuts.  

Like the i l lustrator 's selection of characters to present,  his 

choice of action is dictated by verbal cues, so that he chooses to i l

lustrate the less stage-worthy activity of delivering an introductory 

monologue over the more showy one of eavesdropping on i t ;  his choice is 

circumscribed always by the nature of scene division, which causes him 

to i l lustrate action early in a scene rather than the oftentimes more 

dramatic activity at the end. In fact,  the one time activity occurring 

at the end of a scene is depicted in the woodcuts,  i t  appears in the i l

lustration introducing the following scene. Chremes and Demipho 



struggle to drag Phormio off at  the end of Phorm. 5.8 ("rape hunc," 1.  

984) and gag him ("os opprime inpurum," 1.  986). The scuffle is depict

ed at  Phorm. 5.9:990 [K8] so that the i l lustrator appears sti l l  to be 

representing action initiating a scene. 

Conclusions 

The woodcuts aid the reader in understanding the text in i ts 

most restricted sense, that is,  in following the Latin dialogue, and 

second, they do so by representing the breaks in that dialogue, handed 

down as scene divisions. Though the two are related, they are not iden

tical.  That the text,  the language, is the primary concern can be i l

lustrated by the woodcuts '  consistently depicting characters necessary 

to understand conversation, those who speak, those who are addressed, 

and those named as present who spark the dialogue, along with their 

equally consistent omission of characters obviously on-stage before the 

audience but not participating in the dialogue; by their effort to keep 
i 

those involved in dialogue straight by naming all  figures, including 

mutae personae, and by citing the real names of characters,  such as 

Chaerea, when they are disguised; and by their consistently representing 

double "action" by duplicating the character who speaks to two separate 

audiences (one in the monologue, the other in the dialogue) rather than 

the character having one nonverbal function (eavesdropping) and one ver

bal (dialogue). But the effort to make verbal cues visible alone could 

lead to marginal i l lustrations of characters in dialogue or a greater 

number of individual i l lustrations reflecting all  changes in characters '  



participation in the dialogue. Instead, the woodcuts are controlled by 

the traditional divisions of Terence's comedies. In their effort to 

make the text,  the dialogue, clear,  the woodcuts indicate the longstand

ing breaks with their authority over editorial conment. Thus they show 

all  characters who speak between these divisions, including those in 

obvious error such as Pythias in Eun. 5.4a, not those speaking only at  

important moments.or at  every moment or even at  those specific verses at  

which the divisions occur; and they find conventions to show shifts in 

dialogue not accounted for by the traditional divisions alone, various 

uses of the curtains, duplication of characters,  and characters '  stances. 

The amazing consistency indicates that l i t t le is accidental in the wood

cuts '  composition; that the consistency is linked always to verbal cues 

indicates that the woodcuts '  primary function is to assist  a reading 

audience to follow the Latin verses within the bounds set by traditional 

textual divisions. 



CHAPTER 3 

THE WOODCUTS AND MEDIEVAL NARRATIVE ART 

The Lyons Terence woodcuts i l lustrate not scenes from a produc

tion of Terence's comedies, but rather the verbal details found in the 

plays'  dialogues. The woodcuts '  presentation of stage space and fea

ture, the action they represent,  and the characters '  atti tudes and ges

tures all  develop uniform artistic conventions that make verbal features 

of the text visible. In order to make visual what is inherently non-

visual— dialogue—the woodcuts draw on conventions found in narrative 

art  from late antiquity through the seventeenth century. Numerous exam

ples exist in medieval miniatures, in painting and stained glass,  in 

tapestries and sculpture, of doorways and curtains indicating interiors,  

of successive figures representing successive actions, of a series of 

doorways allowing for multiple setting, of f lat ,  rectangular,  and hexag

onal arcades, of side altars or arches, of labelling characters,  of all  

those conventions the Lyons i l lustrator carefully combines into a uni

form means of representing the text of Terence's plays. I t  is impossi

ble, of course, to claim a direct influence of any one of the numerous 

expressions of these conventions on the woodcuts,  even if  i t  were pos

sible to show for certain that Johann Trechsel,  who published the edi

tion, or Jodocus Badius, who edited i t ,  knew of that particular source. 

The conventions were ubiquitous, existing simultaneously in a variety of 

art  forms throughout Europe and England; they were the accepted means of 
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expressing certain narrative actions. The Lyons woodcuts are both heir 

to and themselves part of a continuing, basically conservative tradition 

of narrative expression. Moreover, the woodcuts follow upon a rich tra

dition of i l lustrated Terence manuscripts,  themselves part of the same 

narrative tradition. Again, whether Trechsel or Badius knew of any of 

the il lustrated manuscripts extant today, even though copies were then 

held in France, we have no way of knowing. I t  is possible, nevertheless,  

to demonstrate not only that the woodcuts are steeped in the conventions 

of narrative art  in general,  but also that they reflect certain idiosyn

crasies of the y family of i l lustrated Terence manuscripts.  The specific 

parallels between certain of the manuscripts and the Lyons Terence wood

cuts in turn help to elucidate the means by which the Lyons i l lustrator 

develops the conventions found in other genres of medieval art .  

Terence Manuscript I l lustration 

In Europe and in the British Isles,  from at least the ninth cen

tury through the fifteenth, there flourished a series of i l lustrated 

Terence manuscripts.  The text of these manuscripts is divided into what 

modern editors call  "scenes" by miniatures depicting the characters who 

participate in the action to follow, along with a few accessories named 

in the.text and an occasional door frame, sometimes curtained, all  in a 

left  to right series on an undefined base. Approximately 25 of these 

manuscripts are extant,  13 of which are il lustrated with pre-Gothic 

miniatures made during the nihth through the twelfth centuries but which 

seem to preserve the features of an earlier i l lustrated Terence, the 
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others Gothic copies revealing considerable innovation and therefore 

variety. Unfortunately, except for the miniatures i l lustrating one 

fifteenth-century manuscript reproduced in Henry Martin's Le Terence des 

Dues,* these later copies are not available for study; Leslie Jones and 

Charles Morey note, however, that,  influenced by the growing fashion of 

naturalistic representation, they subsume and largely obliterate the an-
O 

t ique tradition of Terence i l lustration. This antique tradition, pre

served with varying degrees of accuracy in the 13 pre-Gothic manuscripts,  

has long attracted the attention of critics,  and the i l lustrations from 

all  13 manuscripts are available in facsimile. I t  is this antique tra

dition, moreover, and not the later variations, which seems to have in

fluenced the Lyons Terence woodcuts.  

Struck by the similarity in the pre-Gothic miniatures'  represen

tation of dramatic action--they present the same figures in the same or

der,  striking the same poses, holding the same props—art historians 

have studied these series of i l lustrations primarily in order to estab

lish the manuscripts '  relationship to each other,  hoping ultimately to 

discover the nature and date of an original archetype. This l ine of in

quiry necessarily uncovers patterns of manuscript copying that do more 

than establish families of manuscripts and their descent.  These studies 

offer clues about the kinds of revision copyists found acceptable and 

1. Henry Martin, Le Terence des Dues (Paris:  Plon-Nourrit ,  
1908). 

2. Leslie W. Jones and Charles R. Morey, The Miniatures of the 
Manuscripts of Terence, Prior to the Thirteenth Century, 2 vols.  (Prince
ton: Princeton University Press, 1931), I ,  i .  

3. Jones and Morey, vol.  I .  



therefore how they chose to i l lustrate a written text.  The studies sug

gest in particular the conservative nature of such copying and that tra

dition is valued over innovation. Karl Weston, among the first  to study 

seriously the Terence miniatures, isolated four manuscripts as having 

i l lustrations "superior" to the others,  that is,  four which include full  

sets of miniatures and which retain the features of what must have been 

a single set of i l lustrations: the Vaticanus Latinus 3868 (C), Parisin-

us Latinus 7899 (P),  Bodleianus Auct.  F. 2,13 (0),  and Ambrosianus Lat

inus H75 inf.  (F).  These he examined firsthand (they were not yet 

accessible through photographic reproduction), making water-color and 

pen-and-ink sketches of the miniatures i l lustrating the Phormio. In 

1903 he published the sketches, a description of each of the manuscripts 

CPOF, and a critical evaluation of them, stressing the miniatures'  use 

of masks and gestures he thought reminiscent of Quintilian's description 

of early Roman acting, all  of which led him to assign an early date, be

tween the first  century B.C. and the first  A.D., to the archetype.^ Al

so in 1903 and in the same volume, John Calvin Watson published his 

argument for an early date for the archetype, a date he arrived at by 

examining totally different evidence: he studied the relationship be

tween the figures in the miniatures, each labeled with his or her name, 

that divide the il lustrated manuscripts and the l ists of characters '  

names that signal textual division in the nonillustrated family of 

Terence manuscripts.  He, too, examined CPOF but studied as well the 

4. Karl E. Weston, "The Illustrated Terence Manuscripts," Har
vard Studies in Classical Philology, 14 (1903), 37-54. 



Parisinus Latinus 7900 (J) and the Parisinus Latinus 7903 (Zp), both of 

which have i l lustrations for the earlier plays. The miniatures of these 

six manuscripts he compared to the "scene-headings" in eight nonillus-

trated manuscripts,  matching such features as the number of characters 

5 
included and the sequence in which the characters are ordered. Watson s 

study remains valuable for i ts bibliographical chart of the manuscripts 

he studied, the chart identifying variations in the manuscripts '  textual 

division, and the often lengthy descriptions of these divisions. How

ever,  his conclusion that the miniatures predate and are the source of 

the scene-headings was countered and successfully refuted by Giinther 

Jachmann in 1924.6  Jachmann confirmed that the miniatures were prepared 

for the y family alone, a conviction held by most Terence scholars and 

supported also by Robert Webb's 1911 study of the texts (though not the 

miniatures) of the y family. ' '  The most thorough and impressive study, 

conducted by Leslie Jones and Charles Morey in 1931, culminated in a 

splendid two-volume work, Volume I reproducing all  of the miniatures 

from the 13 pre-Gothic i l lustrated manuscripts and Volume II  culling the 

criticism to date and arguing persuasively that the tradition dates back 

to a fifth-century edition from the Calliopian recension that is 

5. John Calvin Watson, "The Relation of the Scene-Headings to 
the Miniatures in Manuscripts of Terence," Harvard Studies in Classical 
Philology, 14 (1903), 55-172. 

6.  Gunther Jachmann, Die Geschichte des Terenztextes im Alter-
tum (Basle: Reinhardt,  1924). Cited by Jones and Morey, II ,  15. 

7. Robert Henning Webb, "An Attempt to Restore the y Archetype 
of Terence Manuscripts," Harvard Studies in Classical Philology, 22 
(1911), 55-110. 
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preserved with minor alterations in the pre-Gothic manuscripts.  Their 

argument summarizes and refutes Weston's theory that the miniatures re

tain echoes of gestures described by Quintilian, a theory necessitating 

an early date for the archetype, pointing out that some of the gestures 

are "obviously suggested by the text," most are too ambiguous to use as 

evidence at  all ,  and the only recognizable and unique gesture, the cir

cle made by a character 's thumb and forefinger,  shows survival of an 

antique feature whose original significance has changed, an argument for 

9 
a late,  not an early date. Though their argument for the fifth century 

is bolstered by textual studies such as Webb's and J.  P. Craig's of the 

grammarians,1 0  i t  rests squarely on the miniatures, on a thorough analy

sis of the style,  date, and location of the i l lustrations appearing in 

each of the 13 manuscripts,  on the miniatures'  consistent use of certain 

artistic motifs such as the curtain draped over the door frame, which, 

according to Gerhardt Rodenwaldt,1 1  originated in the fourth century, 

and on the miniatures'  uniform adherence to two-dimensional composition: 

8.  Jones and Morey, II ,  195-221. 

9.  Jones and Morey, II ,  206-11. 

10. John Douglas Craig, Ancient Editions of Terence (London: 
Mil ford, 1929). 

11. Gerhard Rodenwaldt,  "Cortinae: ein Beitrag zur Datierung 
der antiken Vorlage der mittelalterlichen Terenzillustrationen," Aus den 
Nachrichten der Gesellschaft der Wissenschaften zu G'ottingen Philologis-
chhistorische klasse, 1 (1925), 33-49, claims that the use of curtains 
comparable to those in the Terence miniatures originated in Syria and 
came to Italy with the introduction of Eastern types of church-building. 
The term cortina used to describe such hangings likewise comes into 
Latin about the same time, the second half of the fourth century. Cited 
by Jones and Morey, II ,  198, 200, 203. 



Jones and Morey claim that i t  is "not until  the fifth [century] that one 

finds the principle of Greco-Asiatic style so fully accepted in Latin 

art  as i t  appears to have been in the il lustration of our archetypal 

12 
Terence." From this analysis,  Jones and Morey revise the then-accept

ed theory of the manuscripts '  relation to each other (Fig. 10),  and al

though they confirm Weston's appraisal that CPOF are the best 

representations of the archetype, they show that of these four F (and 

not C as Weston had argued) most carefully preserves the features of the 

original.  Thanks to the studies of these historians, particularly Jones 

and Morey's,  i t  is possible to describe the major features of branches 

of Terence manuscripts,  to trace the patterns of innovation that do oc

cur in the miniatures, and, most importantly, to isolate idiosyncratic 

features of Terence i l lustrations. 

Because the Terence manuscripts are varied, they have been di

vided first  into two major families,  y and <$, and then into branches of 

those families,  based on their descent and the influences upon them. 

The major features distinguishing the y manuscripts from the <$ are the 

use or omission of i l lustrations, the sequence of the plays, certain 

variations in textual division, some scene-headings, and many readings. 

The Lyons Terence shares not only the y family's practice of i l lustrat

ing textual division but also i ts ordering of the comedies. Whereas 

the nonillustrated 6 manuscripts present the plays alphabetically, the 

y manuscripts,  including those contaminated by 6 manuscripts 

12. Jones and Morey, II, 200. 
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(CPOFBJTurLdNKZp and presumably the archetype), arrange the plays in 

their approximate historical order of original production: Andria, Eu-

nuchus, Heauton-Timorumenos, Adelphoe, Hecyra, Phormio. The Lyons 

Terence presents them in almost the same order: Andria, Eunuchus, 

Heauton-Timorumenos, Adelphoe, Phormio, Hecyra, reversing the last two 

plays but maintaining the approximate acting order.  Moreover, in 22 of 

the 26 places for scene division where the manuscripts disagree,*"* the 

Lyons Terence agrees with the y manuscripts.  I t  omits no division found 

in the y manuscripts,  though i t  includes two that appear only in the 

contaminated y manuscripts,  two that appear in the 6 family alone, and 

one found in no pre-Gothic manuscript.  One such division is especially 

revealing: Eun. 5.4b:943, found in all  y manuscripts and presumably the 

archetype but in none of the S manuscripts.  Pythias enters the stage 

and speaks at  1. 941, at  which point the text should be divided if  i t  is 

to be divided here at  all .  (The primary principle for scene division 

followed in all  Terence manuscripts is,  as Chapter 2 details,  that the 

division marks the first  line spoken by an entering character.)  The er

ror of breaking the scene two l ines into Pythias'  speech, at  1.  943, has 

14 no parallel elsewhere in any of Terence's plays. The Lyons Terence, 

l ike the y manuscripts,  divides the text at  1. 943, providing a woodcut 

and scene-heading at  this place. I t  is impossible to imagine the Lyons 

Terence producing this same error,  and that the only error of i ts kind, 

13. Watson, p.  140, classifies the manuscripts according to pas
sages in which they disagree in scene division. 

14. Watson, p. 150. 



independently. Finally, that the Lyons Terence is more closely allied 

with the y manuscripts in general and not with the 6 family is suggested 

by discrepancies in scene-headings. For instance, the Bembinus, the 

oldest extant manuscript,  includes Sannio's name in the scene-heading 

for Ad. 2.3. Neither ' the y manuscripts nor the Lyons Terence include 

him, though he is undoubtedly a muta on-stage during this scene. Like

wise, the Beminbus names both Demipho and Chremes, also mute characters 

on-stage, in the scene-heading for Phorm. 4.2 though they are omitted 

in the Lyons Terence and in all  i l lustrated manuscripts save the con

taminated Tur. Undoubtedly the Lyons Terence is printed from a manu

script associated with the y family. 

The y manuscripts,  of course, themselves differ.  CPOF, early 

identified as the most conservative representatives of the classical 

tradition, preserve certain errors of the archetype that are lost in 

those manuscripts contaminated by 6 copies but which appear in the Lyons 

Terence. The f irst  of these concerns the miniaturists '  copying the ap

propriate i l lustration to introduce the action to follow in the text.  

The medieval scribes left  spaces for the il lustrations as they copied, 

spaces which were later fil led in by the miniaturists.  (This practice 

accounts for those extant manuscripts in which some scenes are intro

duced with i l lustrations and some follow empty spaces obviously intended 

for miniatures never completed.) The miniaturists copied their models 

so carefully that POF share a single error which, according to Jones and 

Morey, must occur in the archetype as well^: the miniature introducing 

15. Jones and Morey, II, 58. 
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Heaut.  5.1 along with i ts scene-heading properly introduces the charac

ters who act Heaut.  5.2; at  Heaut.  5.2 all  three manuscripts have spaces 

but no miniatures. C moves the miniature to i ts proper place at  5.2, 

repeating the miniature from 4.8 at 5.1, perhaps because both 4.8 and 

5.1 involve the same characters.  The Lyons Terence preserves POF's er

ror,  though instead of having a blank space at  Heaut.  5.2, the Lyons edi

tion repeats the woodcut,  here placing i t  appropriately. Although the 

manuscripts contain no further errors of this kind, the Lyons Terence 

does. The woodcut introducing Heaut.  5.3 properly i l lustrates the char

acters who act 5.4; the cut introducing Heaut.  5.4 depicts those who act 

5.5 at  which division i t  is repeated. In addition, the woodcut intro

ducing And. 3.2 is repeated inappropriately at  And. 3.3. In all  in

stances, however, the scene-headings in the Lyons Terence are correct;  

only the cuts are in error.  

The second kind of error preserved in CPOF and found in the 

Lyons Terence concerns the i l lustrations'  accuracy in representing char

acters.  Both the miniatures and the Lyons woodcuts introduce speaking 

characters with remarkable accuracy. CPOF omit no speaking characters.  

At Heaut.  2.4, however, they name and i l lustrate Clitipho who was ex

pelled from the stage at the end of Heaut.  2.3 (1. 380) and who has no 

l ines attributed to him in Heaut.  2.4. The Lyons Terence likewise de

picts Clitipho in the woodcut introducing Heaut.  2.4 (Fig. 4).  Curious

ly, however, unlike CPOF the Lyons Terence assigns 11. 400-1 to Clitipho 

instead of to Clinia: after Clinia laments having been parted from his 

Antiphila,  in the Lyons Terence Clitipho says, "Syre, vix suffero:/hocin 
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me mi serum non l icere meo modo ingenium frui!" (400-1). The l ines are 

comprehensible as spoken either by Clinia of Antiphila or by Clitipho of 

Bacchis.  This same nota appears as well in Faber's seventeenth-century 

edition of Terence's comedies, though i t  has not found favor with later 

editors.  Watson has speculated what although "the cause of the [minia

tures']  error is not apparent," these lines are not inappropriate to 

Clitipho and may have been "assigned" to him "by the artist ," mentioning 

Faber's edition but not the Lyons Terence.He does not explain, how

ever,  how the artist  conceived these lines to be Clitipho's without also 

altering or finding altered the nota, since even if  11. 400-1 were once 

so assigned, the nota was lost before the archetypes for either the y or 

the 6 families.  Oskar Lenz believes the nota in the Lyons Terence and 

1 7 
in Faber to be an emendation. '  There remain, nevertheless,  two argu

ments that suggest 11. 400-1 were in some copy ascribed to Clitipho. In 

N, the tenth-century manuscript with highly original miniatures, the 

scribe wrote CI i t  as the nota to these l ines, correcting i t  to Clin in 

the margin of f .  62v ;  the miniaturist  omitted Clitipho. Moreover, Jones 

and Morey point out that CPOF's depiction of Clitipho's movement toward 

Bacchis and Syrus'  attempt to restrain him are understandable only if  

18 
the lines are spoken by Clitipho. Given the manuscripts '  exceptional 

accuracy combined with their depiction of action appropriate to 

16. Watson, p.  66. 

17. Oskar Lenz, Die Geschichte der Terenzillustration, Diss.  
Munich. Cited by Jones and Morey, II ,  59. 

18. Jones and Morey, II, 59. 



Clitipho's speaking 11. 400-1, perhaps the speculation of a nota once so 

assigning them indeed has merit .  Perhaps such a manuscript even accounts 

for the Lyons Terence nota. However, although this is the only error of 

i ts kind in CPOF, the Lyons Terence has two additional errors of the 

sort:  Chremes is figured in the cut introducing Heaut.  4.2 even though 

he has announced his own exit  along with Sostrata 's at  1. 664 and his 

name does not appear in the scene-heading, and Clinia is omitted from 

the cut beginning Heaut.  4.4 even though he clearly takes part in the 

action and his name is listed in the scene-heading. These errors,  cu

riously, all  appear in Heauton-Timorumenos. 

A more subtle variation occurs in CPOF's preserving a series of 

figures that numbers more or less than the characters involved in a 

given scene. In And. 3.1, for example, Mysis and Lesbia discuss Pam-

philus'  faithfulness to Glycerium and his willingness to acknowledge her 

child while Simo and Davus eavesdrop on their conversation. Toward the 

end of the scene, Glycerium, off-stage, cries out to Juno Lucina in 

childbirth. The scene, therefore, should be introduced either with 

four characters—those on-stage—or five—all those who speak. CP (and 

J,  copied from the same manuscript as CP) depict six figures, arranged 

in three groups of two figures each. (F is missing all  of the Andria, 

and 0 has an unusual miniature placed at And. 2.6:435 that seems to i l

lustrate part of this scene, but no i l lustration at And. 3.1 i tself.)  

In P a later hand l ists five names in their speaking order: Mysis,  Symo, 

Davus, Lesbia, Glycerium. These names, however, appear below the fig

ures, unlike P's usual practice; also uncharacteristic of P, the names 
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are not assigned to the figures depicted, which are clearly not arranged 

in speaking order.  The figures in C, arranged identically to those in P 

and also originally unlabeled, are likewise given names by a later hand: 

Lesbia, Glycerium, Mysis,  Pamphilus, Davus, Simo, the correcting hand 

mistaking the figure of Lesbia for Pamphilus. (Watson says, "a stupid 

blunder," though he points out that adulescentes and free women appear 

much the same in the miniatures.*®) The sixth figure obviously present

ed a problem. Watson believes that if  one must identify the figure 

standing by Glycerium, he prefers Archilis,  who earlier (1. 228) had 

sent Mysis to summon the midwife and who in the following scene is left  

in charge of Glycerium.^ He does not explain, however, why Archilis 

should be i l lustrated here at  all .  The Lyons Terence likewise depicts 

six figures, arranged in three groups of two characters each, providing 

the same difficulty for labeling the sixth figure (Fig. 2).  The Lyons 

cut easily identifies Mysis and Lesbia and Simo and Davus; ingeniously, 

i t  depicts the sixth figure as holding the curtain aside to reveal Gly

cerium and labels the woman Mi_ (Mysis),  not an impossible label since 

Mysis does exit  with Lesbia midscene into Glycerium's house (Chapter 2,  

Character Labels).  The Lyons inclusion of the sixth figure to introduce 

this scene cannot spring from the text,  nor from any artistic necessity 

to reveal Glycerium, since no such figure appears in Ad. 3.4 in which 

Pamphila,  l ikewise within but calling out in childbirth, is depicted 

19. Watson, p.  77. 

20. Watson, p. 67. 
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simply behind a drawn curtain (Chapter 2).  The Lyons Terence seems sim

ply to have put to use an otherwise troublesome character found in i ts 

model.  A similar dilemma arises at Hec. 5.4. The scene opens as Pam-

philus and Parmeno join Bacchis on-stage. CPOF and the Lyons Terence, 

however, depict four figures. CP label the first  figure in l ine Pam-

philus and the final two Parmeno and Bacchis,  leaving the second anony

mous. F also labels the figures Pamphilus, Parmeno, and Bacchis,  

following the order in which the three speak, but leaves the final fig

ure rather than the second anonymous. 0,  however, labels them Pamphilus, 

Parmeno, Pamphilus, Bacchis,  suggesting that one character is repeated. 

The repetition offers a sensible analysis of the scene since Pamphilus 

spends the first  half of i t  talking with Parmeno and the second half 

with Bacchis,  but if  one character is here indeed repeated, i t  is the 

only example of i ts kind in the miniatures. (Though critics have from 

time to time suggested the sixth figure in And. 3.1 and the third slave 

in Hec. 3.4 to be repeated figures, there is no necessary reason that 

they should be so considered.) Watson suggests the miniature at  Hec. 

21 
5.4 might have been altered from i ts original,  but there seems to be 

i 
no reason to believe that 0, copied as i t  is from P, which leaves the 

fourth figure anonymous, labels the figures accurately. The Lyons Ter

ence, which regularly duplicates figures, labels two of the four figures 

Pamphilus; again i t  seems as though the Lyons edition adapted an ambigu

ous model to i ts own method of presentation. 

21. Watson, pp. 66, 161-62. 
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It  is unlikely that the Lyons Terence could produce independent

ly the same idiosyncrasies found in the manuscripts CPOF and especially 

unlikely that i t  should produce all  of them. I t  must,  in some fashion, 

continue the tradition of CPOF, the manuscripts most faithfully preserv

ing the classical tradition. The additional idiosyncrasies—reversing 

the order of the final two plays, the additional misplaced and therefore 

duplicated cuts,  And. 3.3 and Heaut.  5.4, and the inappropriate inclu

sion of Chremes at  Heaut.  4.2 and exclusion of Clinia at  Heaut.  4.4--

might eventually be the clues leading to a fuller disclosure of just how 

the Lyons Terence does preserve that tradition. 

That the most conservative of the y manuscripts and the Lyons 

Terence share errors,  or idiosyncrasies in representation suggests that 

the 1493 woodcuts are in some way indebted to this family of miniatures. 

Additional common features support this conclusion: both the minia

tures in CPOF and the Lyons woodcuts neglect stage props and stage ac

tion, concentrating instead on the accurate portrayal of all  

participating characters and the single stage feature of doorways. In 

CPOF the characters are arranged so as to suggest a particular passage 

of dialogue, often one early in the scene; portals appear in some, but 

not all  miniatures. Although the Lyons woodcuts follow the miniatures'  

practice of i l lustrating only those props mentioned in the text and rep

resent the identical,  albeit  few moments of action that appear in the 

medieval i l lustrations, they greatly elaborate the presentation of char

acters and of the backdrop. By comparing the Lyons'  representation with 

the manuscripts ' ,  then, i t  is possible to identify the woodcuts '  
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originality and hence further define their function within the text of 

the comedies. 

The Lyons woodcuts vary l i t t le from the miniatures'  depiction of 

props. CPOF include few accessories,  only those suggested directly by 

the dialogue and an occasional staff to indicate a character 's age. 

These include the food in And. 1.1 (a jug and spoon, fowl, wheat,  and 

fish) and in Ad. 3.3b (fish and eels in an urn); Glycerium's baby and 

boughs to lay i t  on in And. 4.3 and 4.4; a box of trinkets to prove 

Pamphila's birth in Eun. 4.6 and a ring to verify Antiphila 's in Heaut.  

4.1; the money sack Syrus schemed from Chremes in Heaut 4.7 and the 

money Davus delivers to Dromo in Phorm. 1.1 and 1.2; the weapons Thraso's 

crew wield in Eun. 4.7; Micio's farm tools in Heaut.  1.1; the codex Gra-

tanus carries in Phorm. 2.3 and 2.4; and Crito's staff in And. 4.5 and 

5.4. The Lyons woodcuts include much the same l ist ,  though they substi

tute bread for the miniatures'  feast in And. 1.1 (Fig. 1),  omit the box 

in Eun. 4.6 and the codex in Phorm. 2.3 and 2.4, and represent Parmeno 

and Sosio's bundles in Hec. 3.4 and Thais '  box of jewels in Eun. 4.1. 

The Lyons edition also adds a few extra staffs,  such as Charinus'  in 

And. 2.1, 2.2, and 5.6; Simo's in And. 2.5, 2.6, and 2.7; and Demea's 

in Phorm. 2.1 and 2.2; and i t  shows Phormio with a weapon in Phorm. 2.2, 

2.3, 5.5, 5.6, and 5.8 and Sannio with one in Ad. 2.2 and 2.3. None of 

these props in any way alters or expands the reader's understanding of 

the text;  they identify or help characterize the figure associated with 

the accessory. 

CPOF and the Lyons woodcuts neglect nonverbal action almost en

tirely. Moments of exciting action are either ignored altogether or are 
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intimated indirectly by the characters '  presence. For example, Thraso's 

attack on Thais and Chremes, one of the highlights of a stage perfor

mance of Eunuchus, is  suggested by characters holding weapons, not by 

their movements. Dromo's carting off Davus and Simo's rage in And. 5.2 

are not even hinted: in 0, Dromo is depicted simply as one figure in 

the row of characters; in the Lyons woodcut,  he enters through a cur

tained doorway suggesting that his late entrance, that is,  his not par

ticipating throughout in the dialogue composing the scene, is more 

important than his physical act of carrying Davus, loudly protesting his 

innocence, from the stage. Those few actions that CPOF do depict,  how

ever,  are echoed in the Lyons woodcuts.  In Ad. 2.1 Parmeno strikes San-

nio as the slave dealer grabs Pamphila; in Ad 5.2 Syrus restrains Demea 

from finding- Clitipho by grabbing his clothing in the miniatures and by 

holding his shoulder in the woodcuts; and in Phorm. 5.8 (5.9 in the Ly

ons Terence) Demipho and Chremes manhandle Phormio. Ac[. 5.9 provides a 

curious example of the i l lustrations'  depicting action. Micio says, 

"Syre, eho accede hue ad me: l iber esto" (1. 970), without hinting what 

"on that" means. CPOF depict one senex striking Syrus, though they mis

label him Demea. (The text in no way suggests that Demea may strike Sy

rus; in fact,  in this scene Demea assumes the role of a generous and 

kindly father.) The Lyons woodcut,  D3, l ikewise shows one senex striking 

Syrus, but correctly labels him Micio. The Lyons i l lustrator 's effort to 

label characters accurately, even while relying on a model,  underscores 

the importance this edition places on introducing characters correctly. 

Although action is held to a minimum, both the miniatures in 

CPOF and the Lyons Terence woodcuts depict mute characters when 
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necessary to give an accurate representation of the dialogue. CPOF rep

resent mutae in 14 scenes (And. 1.1, 1.4, 3.1; Eun. 2.2, 3.2, 3.3, 3.4, 

4.7; Ad. 2.1, 3.3; Phorm. 2.3; Hec. 3.4, 4.2, 5.2).  These include the 

slaves preparing food, the women concerned with Glyceriurn's childbirth, 

women bought and sold or given as gifts before they are discovered to 

be citizens, Thraso's crew, and Demipho's friends. A few more are in

directly suggested, such as Archilis to whom Lesbia gestures as she 

leaves Glycerium in And. 3.2. Each of these mutae figures significantly 

in the scene, and i t  would have been impossible for the artist  to sug

gest a particular passage of the text without representing them. The 

Lyons woodcuts i l lustrate these same mutae omitting only Chaerea in Eun. 

3.4 and the extra slave in Hec. 3.4, neither of whom figures in the di

alogue. The Lyons edition, however, consistently depicts two additional 

classes of mutae: those addressed by a speaking character while them

selves remaining mute (And. 3.2; Heaut.  1.2; Ad. 2.2, 3.5, 4.5, 5.3, 

5.8; Phorm. 1.2; Hec. 1.2, 2.2) and those whose entrance on-stage sparks 

dialogue before the scene changes with their first  spoken l ines (And. 

4.3; Eun. 5.1; Ad. 1.1, 3.3, 4.1; Phorm. 1.3, 2.2).  Neither the minia

tures nor the woodcuts depict supernumeraries even when they are obvi

ously visible to a viewing audience (Heaut.  2.4; Eun. 3.2; Hec. 5.1, 

5.2) or characters who remain on-stage though mute throughout a scene 

sandwiched between two in which they do speak (Phorm. 4.2; Ad. 2.3).  

The Lyons Terence, then, reflects CPOF's inclusion of mutae, but 

the woodcuts go beyond the miniatures'  representation: independently 

and consistently the woodcuts add figures in order to clarify dialogue. 
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They were not,  however, alone in this move. The mutae are unlabeled in 

CP (and J),  those manuscripts not contaminated by a manuscripts.  The 

labels—the scene-headings in these manuscripts—faithfully introduce 

speaking characters.  0,  copied from P, reproduces the miniatures found 

in P faithfully, but shows signs of a new urge to identify unlabeled 

characters.  (It  was 0,  we may recall ,  in which a later hand labels the 

fourth figure in Hec. 5.3.) This hand also squeezed the name Archill 's  

over the figure within the portal at  And. 1.4. Archil is  is regularly 

labeled in Ld, S, and Tur, the more innovative of the contaminated manu

scripts.  The progression may be surmised as follows: apparently the 

scene-headings first  stood alone. The archetype for the y manuscripts 

i l lustrated the names l isted in each scene-heading, inserting as well 

mutae, unlabeled, to the primary configuration of characters in each 

scene. Later scribes, finding the pictures, attempted to label the 

characters depicted, an impulse quite different from the original one of 

writing names to function as scene-headings. The Lyons woodcuts '  han

dling of mutae and their labels is quite different from any of the later 

manuscripts ' ,  but the impulse, the innovation to il lustrate and then to 

label the i l lustrations, seems to be the same. 

These innovative manuscripts also regularly alter the number of 

figures. Ld, for instance, alters the curious miniature at  And. 3.1 

with i ts unaccountable sixth figure by l isting the names of the four 

characters who participate in the dialogue—Lesbia, Simo, Davus, Mysis— 

though i t  depicts only two of them, Lesbia and Mysis.  N, another inno

vative manuscript,  simply omits the troublesome sixth figure and 
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presents a visually logical arrangement with Lesbia and Mysis left ,  an 

arch covering Glycerium in bed center,  and Simo and Davus right.  In

stead of copying their model strictly as did CPOF, these manuscripts al

ter the number of figures to make sense of the text.  They also include 

such additional figures as supernumeraries,  found in neither CPOF nor 

the Lyons woodcuts.  But here the impulse toward fuller i l lustration or 

more accurate representation is only superficially similar to the Lyons 

Terence's adding mutae. The Lyons edition does not alter the number of 

characters by whim or even to clarify a scene such as And. 3.1, instead 

simply adapting extra figures to the edition's conventions. The Lyons 

Terence alters the number of characters found in the CPOF family only in 

order to portray the dialogue visually. The Lyons woodcuts add only 

those mutae necessary to present accurately who speaks to whom. The 

Lyons woodcuts '  real originality, in other words, is their concentration 

on dialogue. 

The originality of the Lyons woodcuts '  consistent presentation 

of dialogue can be further i l lustrated by that edition's splitt ing the 

functions of scene-heading and visual representation. The miniatures 

in CPOF include all  characters who speak in the scene introduced along 

with some mutae, all  of whom appear in a single row striking a pose that 

identifies a particular passage of the scene. In most of the miniatures 

the characters are arranged in the order in which they participate in 

the dialogue (the mutae appearing at  one end or the other,  often asso

ciated with a portal),  so that they serve as a dramatis personae for 

each scene. In effect they duplicate the scene-headings: they make 
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visual the names found in the scene-heading. The names, in turn, both 

label characters and function as scene-headings. Occasionally, however, 

in an attempt to represent a passage accurately, the artist  abandons his 

usual practice of arranging figures in their speaking order.  And. 3.1, 

for instance, grouping Lesbia and Mysis on the one hand and Symo and 

Davus on the other,  accurately portrays the two pairs of characters 

though i t  destroys the scene's speech order.  Although Watson tried to 

argue that the figures begot the labels,  suggesting visual accuracy pre-

97 
dated the "normal" order of scene-headings, Webb's argument that the 

scene-headings predate the il lustrations seems more plausible. In some 

manuscripts the order of names occasionally reflects speaking order while 

the depicted characters clearly do not.  Webb contends that the scene-

headings in the archetype l isted names in the order characters speak in 

the scenes, and that where this order differed from the order in which 

characters appear in the i l lustrations, the artist  inserted "transpor

tation marks," arrows to indicate which names identified which figures, 

thus maintaining the integrity of the scene-heading while simultaneously 

correctly identifying the figures depicted. The scribe or artist  of P, 

he continues, regularly shifted the names in accordance with these marks 

so that these manuscripts accurately label figures while sacrificing 

normal scene-headings. The scribes of CJx, however, ignored the marks 

with the result  that these manuscripts maintain proper scene-headings 
no 

while mislabeling characters.  I t  was, of course, impossible for the 

22. Watson, pp. 169-72. 

23. Webb, p.  88. 



106 

manuscripts,  i l lustrated as they are, to show both action and speech or

der accurately. Whether transportation marks existed in the archetype 

or whether the scribe of P simply altered the names, the whole then cop

ied by 0, is imnaterial.  The attempt to maintain some sense of normal 

order in scene-headings restricted the amount of dialogue or action the 

miniatures could display, and even the innovative manuscripts simply add 

characters,  develop facial expressions and gestures, or elaborate the 

portals.  

The Lyons edition separates the scene-headings from the i l lustra

tions altogether.  Each scene is introduced first  with a woodcut pre

senting those characters necessary to visualize the verbal exchange of 

the scene to follow, each character labeled accurately with his or her 

name in an effort to help the reader follow the dialogue. After the 

woodcut and separate from i t  is the scene-heading, l isting the names of 

speaking characters only, sometimes with their generic descriptions 

(senex, virgo), always in speaking order.  This separation of scene-

heading from illustration frees the Lyons artist  to elaborate any number 

of elements.  For one thing, the Lyons i l lustrator abandons speech order 

in the woodcuts even when i t  is not necessary to do so. More important

ly, however, the i l lustrator is free to rearrange characters to empha

size whatever he wishes. The Lyons i l lustrator chose in fact to 

duplicate figures to represent stages of dialogue. 

Duplicating figures in a single il lustration to show successive 

stages of action, though conmon in medieval narrative il lustration, is 

the exception in the miniatures. Only three instances of continuous 
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i l lustration have been proposed: And. 3.1, Hec. 3.4 and 5.4. The sixth 

figure in And. 3.1 has already been discussed; there is no necessary 

reason for her to be considered anything but a mute slave. Hec. 3.4 

opens with Sosia complaining to Parmeno of the hardships encountered on 

his recent journey, and i t  concludes, after Sosia's early exit ,  with 

Parmeno and Pamphilus conferring. CPOF all  depict four figures. CPO 

label the first  Parmeno, the second Sosia, the third Pamphilus, but 

leave the fourth anonymous. In so labeling, CPO follow the normal 

speech order found in the scene. F labels the first  three figures in 

the same way but names the final character Orlando, a curious label 

since no character by that name exists in any of Terence's comedies, nor 

indeed is Orlando even an ancient name. Jones and Morey contend the fi-

O A  
nal figure is Parmeno. Although such an interpretation may offer a 

plausible reading of the action in the scene, i t  suggests that the i l

lustration is at best atypical.  The miniatures normally suggest a sin

gle passage early in the action; they do not attempt to show successive 

stages of action in this way. Watson, responding to Umpfenbach, who had 

made the same claim in his 1870 critical edition of Terence, calls this 

interpretation "not only unnecessary but almost certainly wrong." He 

suggests instead that the fourth figure is a mute slave, pointing out 

that l ines 359, 409, and 429 suggest at  least 3 slaves are present dur-

25 
ing the first  16 lines of the scene. Watson's interpretation is in 

24. Jones and Morey, II ,  205. 

25. Watson, pp. 66-67. 
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keeping both with the miniatures'  representing a single action at the 

beginning of a scene and their not labeling mutae. Jones and Morey's 

interpretation is unexplained and, i t  appears,  an error in a usually 

careful study. The only case in which a miniature actually labels two 

characters with the same name is Hec. 5.4. The scene opens with Par-

meno's assuring Pamphilus that the ring the youth gave Bacchis has been 

identified as originally belonging to Philumena, his wife, and continues 

with Pamphilus and Bacchis in conversation; i t  ends, after Bacchis '  exit ,  

with Parmeno and Pamphilus once more in conversation. CPF label three 

of the figures in their speaking order and leave the fourth anonymous. 

Only 0 repeats the label of Pamphilus. This repetition must be consid

ered an innovation in 0. Its model,  P, has no such label,  nor does the 

usual hand label the fourth figure. The duplicating label has been 

written in a later hand, the one in fact that elsewhere attempts to 

identify unlabeled mutae, such as Archil is  in And. 1.4. The miniatures 

i l lustrating CPOF and presumably the archetype do not duplicate figures. 

The repetition of figures is perhaps the single greatest difference be

tween the medieval miniatures and the Lyons Terence woodcuts.  (Not even 

the elaborate stage which in the woodcuts replaces the rudimentary por

tals of CPOF alters the reader's visualization of narrative action to 

the extent that duplicating figures does.) Not surprisingly, l ike the 

addition of two extra classes of mutae, the use of continuous i l lustra

tion in the Lyons Terence helps to make the verbal dialogue visual.  In 

duplicating figures the Lyons i l lustrator may have deviated from his 

model,  but he was nonetheless using a medium of narrative depiction 
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flourishing in contemporary art  and book i l lustration, and his method of 

continuous i l lustration must therefore be investigated within this con

text.  The final innovation, the stage i tself,  similarly reflects both 

the miniatures'  use of doorframes and architectural conventions current

ly flourishing in both secular and religious art .  In other words, to 

study the Lyons Terence's innovations, one must look beyond their imme

diate source. 

Medieval Narrative Art 

Narrative i l lustration, telling a story through pictures, at

tempts to reconcile what appear to be fundamental yet mutually exclusive 

elements: a medium that is inherently silent and immobile with content 

that by nature depends on language and the passing of time. Moreover, 

narrative representation, at  i ts best,  conveys through sti l l  forms not 

only sequential action, but also the necessary transitions from one 

stage of action to another.  Not surprisingly, such an attempt seems to 

have proliferated early in conjunction with written texts.  The most 

abundant examples of both secular and religious narrative cycles appear 

as book i l luminations, and many other examples found in monumental art ,  

mosaics, stained glass,  and tapestry are currently being shown to have 
pC 

as their sources miniature cycles. The fundamental investigation of 

26. Ernst Kitzinger,  "The Role of Miniature Painting in Mural 
Decoration," in The Place of Book Illumination in Byzantine Art (Prince-
ton: Princeton University Press, 1975), pp. 99-142. See also J.  J.  
Tikkanen, Die Genesismosaiken von S. Marco in Vededig und ihr Verhalt-
niss zu der Miniaturen der Cottonbibel.  Acta Societatis Scientiarum 
Fennicae, vol.  17 (Helsingfors: Finska, 1889), who is credited with the 
pioneering study demonstrating that narrative cycles such as the San 
Marco mosaics evolved from book i l lumination; Kurt Weitzmann, 
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medieval manuscript i l lustration, the cataloging and description of 

texts,  comparative and reconstructive investigations, and study of the 

migration of iconographic forms is sti l l  underway, with the result  that 

a history of medieval i l lumination—including a description of patterns 

of narrative il lustration—is stil l  a work of the future.^ Nonethe

less,  that medieval artists preferred to copy models and that the iden

tical iconographic forms appear from the fifth through the fifteenth 

centuries throughout Europe and the Near East is beyond doubt,  and 

though the actual descent of iconographic forms is yet under study, cer

tain conventions of visualizing narrative action that appear in the 

Lyons Terence appear again and again in manuscripts.  

Narrative cycles flourish in both Christian and secular art  by 

28 
the fifth century. The Lyons Terence miniatures (whose archetype 

Jones and Morey place in the fifth century) provide a typical model of 

these early narrative cycles: each picture i l lustrates a single action, 

often a single line or few lines that immediately follow the miniature, 

and the il lustrations are interspersed throughout the written text.  

Like the Terence miniatures, Old Testament i l luminations, flourishing 

"Narration in Early Christendom," /toierican Journal of Archaeology, 61 
(1957), 83-91; Weitzmann, "The Study of Byzantine Book Illumination, 
Past,  Present,  and Future," in The Place of Book Illumination, pp. 22-24. 

27. Weitzmann, "Book Illumination," pp. 10-12 refers specifically 
to Byzantine il lumination and generally to Western art .  

28. Weitzmann, "Book Illumination," p. 16, says, "Contrary to 
the general concept that i t  began in the catacombs as a symbolic art  
with few abbreviated scenes, gradually increasing in scope and number 
and developing into narrative art ,  early Bible i l lustration suggests 
that an extensive narrative art  existed from the very beginning." 
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from the fifth century to the Gothic period, trace the details of the 

stories individually and, at  least in the archetypes of the recensions 

so far identified, must have been placed directly in front of the lines 

29 
they make visual.  However, as the iconographic representations are 

copied from one text to another,  or from a text to another medium, their 

relationship to the written word and, spatially, to each other changes. 

As a consequence, there develop various conventions by which the pic

tures alone convey the narrative details of the stories.  One practice, 

though popular enough, must be left  out of this account as not really 

constituting narrative art:  the compartmentalized, often individually 

framed episodes of the l ife of an Old Testament figure or saint present

ed as a group, often surrounding a representation of the figure. These 

collections of narrative episodes portray rather a single portrait  of 

the individual than a unified story, one event leading to the next in 

necessary progression. Though important in tracing iconographic forms, 

these collections do not i l luminate the techniques used by the Lyons 

i l lustrator.  

Perhaps the most readily comprehensible and certainly the most 

cormion means of joining a series of i l lustrations not separated by text 

is to present them one after another on a conmon ground l ine. As the 

reader scans the pictures, he travels through space; as he finds the 

29. Herbert Kessler,  The Il lustrated Bibles from Tours (Prince
ton: Princeton University Press, 1977), p.  34; Weitzmann, "Book Illumi
nation," pp. 13-14; Weitzmann, "Narrative and Liturgical Gospel .  
I l lustrations," in Studies in Classical and Byzantine Manuscript I l lu-
mination, ed. Herbert Kessler (Chicaqo: University of Chicaqo Press, 
1971), pp. 252-53. 
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characters repeated, however, he travels through time as well.  Because 

examples of narrative cycles i l lustrating Genesis,  especially the Crea

tion and the Fall  of Man, abound, they provide the most accessible ex

amples to i l lustrate this means of duplicating figures on a common 

ground to convey a passage of time. During the Carolingian period there 

flourished, especially at  Tours, full  Bibles i l lustrated with collective 

pictures heading individual books. The most famous of these is the 

frontispiece to the book of Genesis in the Moutiers-Grandval Bible (Fig. 

11),  produced in Tours during the ninth century, which depicts the story 

of mankind from the Creation of Adam to the Expulsion from Paradise. 

Wilhelm Kohler argues that the representations of narrative scenes re-
on 

fleet an archetype dating no later than the fifth century. Though his 

contention that the collective il lustration itself was copied from a 

mid-fifth century Bible made for Pope Leo the Great has been convincing-

31 
ly refuted by Herbert Kessler,  there seems to be no doubt that the 

iconographic representations reflect an archetype of about that date. 

Kessler 's argument implies,  moreover, that individual scenes once inter

spersed within a text have been consolidated into a single picture which 

must simultaneously represent the passage of time and unify the whole. 

The method is simple enough: the repeated figures suggest the passage 

of time as one "reads" them from left  to right while the common land

scape unifies the separate episodes. Similar full-page narrative 

30. Wilhelm Kohler,  Die karolingischen Miniaturen (1930; rpt.  
Berlin: .  Deutscher,  1963), pp. 164 ff .  

31. Kessler,  p. 35; for his argument see pp. 13-34 passim. 
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Figure 11. Frontispiece to Genesis,  MoQtiers-Grandval Bible, Tours, 9th 
Century. — London, British Library, Cod. Add. 10546, fol.  
5V ;  from Kessler,  Il lustrated Bibles, i11 us. 1.  
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sequences detailing the l ife of Adam and Eve introduce the book of Gene

sis in the Bamberg Bible, the Vivian Bible, and the San Paolo Bible, all  

32 
ninth-century Bibles associated with Tours. A separate family of Old 

Testament miniatures followed a similar evolution from individual epi

sodes interspersed in a text to continuous i l lustration on a consistent 

baseline. The Cotton Genesis,  a sixth-century manuscript i l lustrated 

with individual scenes dispersed throughout the text,  served as the 

model for the atrium mosaics in the narthex of San Marco in Venice,3^ 

which, spreading over five cupolas, two broad arches, lunettes,  and 

spandrels,  narrates the story in a left  to right progression on a common 

base (Fig. 12).  The technique of allowing a common landscape to unite 

separate episodes can be found in high Gothic narrative art  as well,  and 

although the ground i tself becomes more contained and three-dimensional,  

the episodes sti l l  proceed in a l inear fashion from one side of the i l

lustration to the other.  Though stylistically quite different from the 

earlier examples, Pol de Limbourg's version of the Fall  of Man in Les 

Tres Riches Heures, painted for Jean de Berri in the fifteenth century 

(Fig. 13),  nonetheless relies on precisely the same mode of narrative 

representation. 

32. Kessler,  p.  13, plates 1-4. 

33. For a discussion of the efforts made at  reconstructing the 
Cotton Genesis,  which burned in 1731, see Weitzmann, "Observations on 
the Cotton Genesis Fragments," Late Classical and Medieval Studies in 
Honor of Albert Mathias Friend, Jr . ,  ed. Kurt Weitzmann, et  al .  (Prince-
ton: Princeton University Press, 1955). 

34. Weitzmann, "Book Illumination," pp. 22-23 and Tikkanen. 
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Figure 12. The Expulsion from Paradise, Atrium Mosaics, San Marco, 
Venice, 13th Century. — From Pacht,  Pictorial Narrative, 
i11 us. 9.  
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Figure 13. The Fall  of Man and Expulsion from Paradise, by Pol de 
Limbourg, Les Tres Riches Heures, 15th Century. --  Chantilly, 
Mus§e Cond§, fol.  25; from Henderson, Gothic, i l lus.  79. 
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Each of the Genesis cycles discussed so far requires all  charac

ters participating in a particular scene to be repeated; each consists,  

in other words, of separate scenes set end to end. A subtler means of 

indicating the passage of time—and one which enhances the transitional 

links between episodes—is achieved by conflating two actions, that is,  

by repeating some but not all  of the figures in order to make one seg

ment suggest two episodes. The most direct way to conflate two actions 

is to repeat only the central figure, to show him once acting alone and 

once acting as part of a group. In the Caedmon Enoch's Ascention (Fig. 

14),  for example, Enoch is shown in the lower portion of the i l lustra

tion standing on a rock between two angels and a dozen men, presumably 

his sons and people; in the upper portion he vanishes into the clouds. 

The late eleventh-century Monte Cassino l ives of St.  Benedict and St.  

Maur also conflates two actions in this fashion. To the left  of the 

Placidus episode (Fig. 15),  St.  Benedict sends St.  Maur to aid a youth 

fallen in the water,  and to the right St.  Maur rescues Placidus. This 

method of showing a figure in different states within one frame is the 

essence of continuous narration. I t  goes beyond the sequences which 

simply place one complete i l lustration next to another on a continuous 

base in that i t  forces the viewer to attend to only one figure, to rec

ognize a specific change, and to ignore all  other activity. This method 

emphasizes the plurality of the action. 

A second method of indicating the passage of t ime eliptically 

is to il lustrate the central figure in such a way as to associate him 

with each of two actions. This method is suited, however, to 
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Figure 14. Enoch's Ascension, The Caedmon MS., England, 11th Century. -
Oxford, Bodleian Library, Junius 11, p. 63; from Pacht,  
Pictorial Narrative, i l lus.  1. 



uh,-? p^ki- I  Benedict!,  Monte Cassino, 11th Century. 
Vatican, Biblioteca Apostolica, Cod. lat .  1202, fol.  31; 
from Pacht,  Pictorial Narrative, i11 us. 3. 
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representing only two or at  the most three actions and not to a lengthy 

series spanning any considerable time or activity. As a result ,  i t  oc

curs either within the method of continuous narration of the Biblical 

cycles already discussed or in i l lustrations confined to representing 

brief sequences. For instance, although the majority of the San Marco 

mosaic yokes individual scenes in a left  to right pattern, the miniature 

of the Expulsion (Fig. 12) goes beyond this simple means of suggesting 

the progression of t ime. The Bible reads, "He drove out the man; and he 

35 
placed at  the east of the Garden of Eden cherubimes, a flaming sword." 

In other i l lustrations of this cycle the Expulsion and the Guarded Gate 
OC 

fil l  two separate scenes (such as in the Hortus Deliciarum). In San 

Marco, however, the figure of God is  not repeated but,  centered between 

the sword and Adam and Eve, must be associated with both. The Expulsion 

scene in the St.  Albans Psalter (Fig. 16),  descended from the same proto

type, l ikewise contracts these two episodes in the central figure of God. 

Even clearer examples of compressing two scenes appear in the Durham Life 

of St.  Cuthbert,  which Otto Pacht admires as having original and sophis-

37 
t icated il lustration. Each i l lustration in this twelfth-century work 

conveys two episodes in a single miniature that stretches the width of 

a column of text.  In the first  episode St.  Cuthbert may be asked for 

help and in the second provide i t ,  or in the first  he may make a prophecy 

35. Genesis 3:24. 

36. Otto Pacht,  The Rise of Pictorial Narrative in Twelfth-
Century England (Oxford: Clarendon Press, 1962), p. 26, i  11 us. 10,11. 

37. Pacht,  pp. 14-21. 
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Figure 16. The Expulsion from Paradise, St.  Albans Psalter,  c.  1120-
30. ~ Hildesheim, St.  Godehard; from Pacht,  St.  Albans 
Psalter,  pi.  15a. 
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that is fulfil led in the second. In one i l lustration, for example, 

Cuthbert foretells that an eagle will  provide food while the Saint makes 

a journey, and immediately an eagle appears with a fish in i ts claws 

(Fig. 17).  The boy and the eagle are properly repeated: the boy is the 

audience for the prophecy and the eagle (depicted in flight) the subject 

of i t ,  and therefore they comprise the first  episode; the eagle who pro

vides the fish and the youth who retrieves i t  participate and therefore 

belong in the second episode. The saint,  who provides the pivot for the 

narration, the link which explains the sequence of the two episodes, is 

not repeated. He is simultaneously part of each episode. This i l lustra

tion is unified not only by an exterior landscape but also by the very 

characters who compose i t .  

A variation of this technique occurs twice in the St.  Albans 

Psalter.  The Slaughter of the Innocents (Fig. 18),  for example, portrays 

on the left  Herod, the instigator of the slaughter,  and on the right the 

massacre i tself.  In the center stands a soldier or officer who looks 

back to Herod while simultaneously taking a step toward those slaughter

ing the infants.  The identity of this figure, who does not appear in 

other i l lustrations of the Slaughter,  is in doubt,  but he obviously 

serves as a narrative link between two episodes. A second example, the 

St.  Albans Martyrdom of St.  Albans (Fig. 19),  l ikewise unifies two epi

sodes through a central figure facing the action just completed while 

walking toward the following action. In this case, however, the action 

moves uncharacteristically from right to left .  In all  these 
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Figure 17. St. Cuthbert Prophesying of an Eagle, Bede, Life of St. 
Cuthbert, Durham, c. 1120-30. — Oxford, Bodleian Library, 
MS. University College 165, fol. 41; from Pacht, Pictorial 
Narrative, ill us. 3. 
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Figure 18. The Slaughter of the Innocents, St. Albans Psalter, c. 1120-
30. — Hildesheim, St. Godehard; from Pacht, St. Albans 
Psalter, pi. 21a. 
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Figure 19. The Martyrdom of St. Alban, St. A1ban's Psalter, c. 1120-
30. -- Hildesheim, St. Godehard; from Pacht, St. Albans 
Psalter, pi. 99. 



illustrations the two moments depicted are not simply episodic but are 

interrelated: each comments on the other. 

The Lyons Terence woodcuts' narrative method is at once both 

traditional and innovative. Unlike many contemporary printed editions 

of drama, the Lyons Terence distributes illustrations throughout the 

text rather than providing each play with a frontispiece, a single com

posite illustration of the play's action, such as those accompanying the 

Strassburg Terence. Such composites, popular through the seventeenth 

century, illustrate the highlights of the plays' action or character ar

rangements on rolling hills that recede into the depth of the picture; 

as a result, the composites present narrative scenes quite different 

from those found in the medieval representations discussed so far. In 

these composites the reader does not gain any coherent sense of the 

passing of time or of a logical progression of action, for though some 

frontispieces depict early action in the foreground and later action re

ceding into the hills, many do not. One is left with an impression of 

several actions that occur more in the absence of time than on account 

of its passage. The Lyons Terence, like the Terence manuscripts, places 

the woodcuts near the action they represent so that the text itself pro

vides narrative links. Unlike the manuscripts, however, some Lyons cuts 

indicate not only the first few lines of a scene but also the double ac

tion of a character's briefly speaking alone upon entering the stage and 

his joining others already on-stage (Chapter 2). Following its usual 

practice of representing the language of the comedies rather than their 

potential silent stage action, the Lyons Terence focuses the reader's 
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attention on the character who speaks alone and then in dialogue with 

the others. Significantly, the woodcuts do not repeat the whole of both 

actions (Table A-3); they repeat only the character who speaks to two 

different audiences, like Enoch and St. Maur. The Lyons illustrations, 

then, surpass the Terence miniatures in portraying subtleties of charac

ter grouping lost in the earlier representations. However, although 

these woodcuts may exceed their models, they cannot be credited with any 

originality in narrative method. They adapt a convention of narrative 

illustration already accessible in medieval art. The Lyons woodcuts, 

rather, must be praised for their careful and consistent adaptation of 

continuous illustration to make turns in dialogue visual. 

By duplicating characters within a single frame, the Lyons Ter

ence succeeds in suggesting that two separate actions take place in the 

scene to follow; by not duplicating all of the figures, it succeeds in 

contracting those two actions in such a way as to indicate their logical 

sequence. The Lyons woodcuts do more, however, than simply represent 

one character twice in the same frame. The character is first depicted 

to suggest that upon entering he speaks apart to himself, the audience, 

or a muta, but the pose he strikes indicates in addition his transition 

from those lines to his role participating in the dialogue concluding 

the scene. His posture, in other words, underscores the reader's sense 

that it is his participation in both actions that unites them into a 

single scene (Figs. 6, 7, 8). Whenever an entering character shifts his 

attention from one audience to another in this fashion, he strikes pre

cisely the same pose as the soldiers in the St. Albans Slaughter and 



128 

Martyrdom miniatures. He faces the first audience, sometimes a muta 

within who is portrayed behind a curtain (e.g., Ad. 4.5 [Bl], 5.3 [CI]; 

Hec. 2.2 [M6V]) or who is simply implied by the backward-turned head 

(Hec. 4.4 [PI]); simultaneously he strides toward those on stage whom 

he joins in the second part of the action. The similarity between these 

duplicated figures in the Lyons Terence and the St. Albans soldiers be

comes even more apparent when we recall that the entering character's 

first lines most often explain why he comes on stage at that moment just 

as the soldier in the Slaughter miniature confers about the ensuing ac

tion with Herod. The comparable miniatures in CPOF simply show the 

character with the others who participate in the scene, though in one 

case, Ad. 5.3, Micio gestures toward—but does not face—a curtained 

doorframe. The second pose the duplicated figure strikes in the Lyons 

woodcuts suggests his part in the conversation that comprises the rest 

of the scene. In two cases, however, Phorm. 1.2 [El] and Ad. 5.8 [Dl], 

the character is not repeated, the recognizable pose alone suggesting 

the double nature of the scene's action. These two cuts in effect abbre

viate the dual action even further, focusing the reader's attention on 

the unity of the scene rather than its diversity. 

Medieval narrative illustrations help to explain another, rather 

different yet troublesome pose found in the Lyons Terence: in Eun. 5.1 

[m7v] (Fig. 3), Chaerea clings to the edge of the picture in such a way 

that if we believe the stage to represent firm ground he would surely 

slip out of the illustration altogether. T. E. Lawrenson and Helen 

Purkis point to Chaerea in this woodcut in arguing that the Lyons 
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Terence is unplayable as illustrated. They assume that the artist here 

attempts to indicate an entrance from the street, for Chaerea later ex

plains that he had taken to back alleys to avoid being seen in eunuch's 

clothing. They rightly question, then, how he could have gotten into 

such a position since the stage does not extend beyond the houses, and 

the walls of the houses, revealed elsewhere by a drawn curtain, appear 

solid. They conclude that the engraver shows little concern for practi-
OQ 

cal details. If, however, the artist followed the dictates not of 

realistic representation which would indeed require that a solid wall 

be impenetrable, but the cavalier manipulation of nonillusionistic 

frames found so often in medieval narrative illustration to define space, 

another conclusion suggests itself. In narrative cycles that use frames 

to separate one episode from another, the architectural framework does 

not act as a solid, uncrossable barrier, but rather as a formal conven

tion designed to indicate to a viewer that another scene has begun. 

Figures naturally bulge from such frames. They lean around them to indi

cate narrative links with the next scene, they step over them, or, if 

they are not really part of the ongoing action, they cling to the far 

side of the divider (Fig. 20). In Eun. 5.1 Chaerea is a mute character, 

one whose entrance on stage sparks dialogue before his own first lines 

cause the scene to change. Like all such mutae portrayed in the Lyons 

woodcuts, Chaerea is removed from the characters whose dialogue comprises 

38. T. E. Lawrenson and Helen Purkis, "Les Editions illustrees 
de Terence dans I 'histoire du theatre: Spectacles dans un Fauteuil?" 
in Le lieu th§3tral a la Renaissance, ed. Jean Jacquot (Paris: Centre 
National de la Recherche Scientifique, 1964), pp. 9-10. 
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Figure 20. Christ and the Doctors; Betrayal; Flagellation; Christ Bear
ing the Cross, Ramsey Psalter, c. 1290-1310. — New York, 
Pierpont Morgan Library, MS. M. 302, fol. 2V; from Sandler, 
Peterborough Psalter, fig. 302. 
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the scene, and since he cannot logically hide behind a curtain, the edge 

of the picture provides the obvious and traditionally acceptable place 

for him to appear. 

Chaerea's placement raises the issue of defining space in narra

tive illustration through background, natural or architectural. The im

mediate sense of a realistic stage achieved in the Lyons woodcuts has 

precluded any question of the stage as a formal element. Even Lawrenson 

and Purkis, who alone question that the woodcuts represent a possible 

production, still assume the stages were meant to illustrate real stages. 

And perhaps they were. Nevertheless, the artist drew on conventions of 

defining space quite antithetical to realistic representation. Chaerea's 

pose is but one example. 

Any consideration of the stage must necessarily begin with the 

portals of CPOF, the nearest representations available to the Lyons Ter

ence model. The single background feature of these miniatures is a door 

frame, sometimes curtained (Fig. 21). The door frames appear as single 

line drawings in CPF and as a slightly elaborated arch (common to manu-

39 
scripts illustrated in the twelfth century ) in 0; in all cases they 

signal an interior. The curtain sometimes looped over the door frame 

originated, according to Rodenwaldt, in the fourth century,^ and there-

41 
after it became perhaps the most common indication of an interior. 

39. Jones and Morey, II, 70-71. 

40. Rodenwaldt, cited by Jones and Morey, II, 198, 200, 203. 

41. George R. Kernodle, From Art to Theatre (Chicago: Univer
sity of Chicago Press, 1944), pp. 27-29. 
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Fig ire 21. Adelphoe 3.3), Terence Maniscript IlliBtration, 9th Cen
tury. ~ Rome, Vatican Library, Vatican us LatinIB 3868 
(C), -fbl. 56 r; from Jones and Morey, The Miniatires of 
the Maniscripts of Terence, i 11 IB .  501. 



The door frames themselves, however, suffice in the manuscripts to indi

cate that certain characters associated with them are inside a building. 

These portals appear in 37 miniatures, always on one side or the other 

of the single line of characters illustrated, the whole illustration 

having but two dimensions. Characters who appear closer to the margin 

of the sheet than the portal or who stand within its frame are "inside," 

not part of the character group appearing at the center of the page. 

Women who cannot properly appear on the street where the action of the 

plays takes place are represented in one of these two positions as are 

slaves preparing food within. Dromo, for example, ordered during M. 

3.3b to gut some fish, is represented in all four manuscripts at the 

far side of the portal, sitting in front of fish and eels in an urn 

(Fig. 21). He is obviously intended to be inside, obeying orders. The 

two slaves in And. 1.1, however, are ordered to take provisions inside, 

suggesting that they are yet outside on the street. The miniatures ap

propriately place the two, laden with provisions, heading from the cen

ter of the illustration toward the portal at its side. Glycerium, in 

childbirth, is placed to the far side of the portal in And. 3.1, and 

Archilis, watching over Glycerium while receiving orders from a charac

ter outside, stands within the door frame holding onto it in And. 1.4. 

Lesbia, outside but speaking within throughout the whole scene, is por

trayed at And. 3.2 in the center of the miniatures though close to a 

door, gesturing toward it.  Simo, overhearing Lesbia's instructions, 

complains, "non imperabat coram, quid facto esset opus puerperae,/sed 

postquam egressast, illis quae sunt intus clamat de via" (11. 490-91), 
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thus confirming both that she is outside and that her lines are directed 

within. 

The curtained door frames become the primary stage feature of 

the Lyons woodcuts. The Lyons Terence takes over their function of in

dicating characters within as Chapter 2 has already detailed, the par

ticular figures associated with them, and even their placement on the 

page. For instance, the miniature introducing And. 1.1 depicts two 

slaves laden with food entering a door to the right of the illustration; 

the Lyons cut (Fig. 1) shows two slaves similarly burdened approaching 

the door to the viewer's far right. The miniatures depict Dromo's pre

paring food beyond a door frame at the left in Ad. 3.3b; the Lyons cut 

(Fig. 5) shows Dromo with Stephanio behind the curtain of the far left 

door. All the doors associated with Glycerium appear at the left in 

the miniatures, though centered in some instances to allow room to rep

resent characters beyond it,  that is, to the margin, as in And. 3.1; the 

comparable doors in the Lyons cuts is centered (Fig. 2). Those doors 

which are represented in the miniatures but which remain unused are 

regularly omitted in the Lyons cuts (And. 4.4, 5.3, 5.4; Eun. 3.2, 5.2; 

Heaut. 4.7; Ad. 2.4, 4.7, 5.7; Phorm. 5.1, 5.3, 5.6, 5.9). To this reg

ularity there are few exceptions: in Ad. 4.2 and 5.3 the miniatures and 

the Lyons cuts place doors at opposite sides of the illustrations, and 

in Ad. 5.2 they use the door to suggest different actions. The Lyons 

Terence, on the other hand, makes use of curtains 19 times where there 

is no corresponding portal in the miniatures: four times in the Andria 

to depict exits, the rest to accommodate actions not depicted in the 
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miniatures, usually to suggest multiple action the miniatures ignore. 

The Lyons Terence, for example, depicts characters brushing past a cur

tain to indicate their late entrance to a scene (Eun. 5.4a; Hec. 4.2; 

Ad. 1.1, 3.3a, 3.3b) (Fig. 5), or that they remain apart from the others 

during a scene (Phorm. 4.3, 4.5) or, in the case of some duplicated 

characters, apart during the first part of a scene (And. 4.1; Eun. 5.6, 

5.8; Heaut. 1.1, 3.2; Ad_. 5.1); the woodcuts portray characters behind 

a curtain to indicate that they are heard but not seen by the audience 

(Ad. 3.4; Hec. 3.1b) or that they function as a muta addressed by a 

character on-stage (And. 3.2; Ad. 1.1, 5.8); and the illustrations show 

one figure, Parmeno in Eun. 2.1, behind a curtain for a reason that is 

not clear. Although the woodcuts go beyond the miniatures in represent

ing these additional characters, they simply develop conventions for re

vealing them already present in the manuscripts and in medieval narrative 

art in general. 

The curtained doorway actually combines two motifs that flour

ished independently as well as in combination: the portal and the cur

tain. Portals are the natural properties of narrative illustration, and 

not surprisingly they function in several complementary ways. First of 

all they can represent a passage from one state to another as they do 

quite obviously in the Expulsion scenes (Figs. 12, 13, 16) and somewhat 

less obviously in the Vienna Genesis, the Terence miniatures, and the 

Lyons Terence. In the Lyons woodcuts, as we have seen, a character 

emerging from a doorway suggests far more than a simple entrance onto 

the stage: he or she may be entering the action late in the scene or 
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not at all; the character may be speaking to himself or a muta within. 

But he is definitely not entering the stage to begin the action of a 

scene. In addition, portals, often arched, sometimes stretched to cover 

the width of a picture, occasionally transformed into a baldaquin or 

side house, figure again and again in medieval representation, both in 

miniature painting and monumental art, to suggest an interior setting, 

and in this function they are often but not always complemented by cur-

42 
tains. Curtains are ubiquitous in medieval art. They appear from the 

fourth century through at least the sixteenth, from England and Europe 

to the Near East, always associated with an interior. They drape a 

chair in which the evangelist, a saint, an Emperor, or King is seated, 

loop over and around architectural frames, hang against walls, are tied 

back from the sides of an illustration, are suspended from rods cover

ing doorways—as they are in the Lyons Terence. As George Kernodle 

points out, Jan van Eyck even persuades angels to hold up a curtain in 

open landscape so the Virgin Mary can properly be indoors.^ Curtains 

are additionally associated with characters who are "invisible," who 

hide or who remain out of sight of the primary figures illustrated. A 

mysterious onlooker hides behind a curtain in the Lindisfarne Gospels 

illumination of St. Matthew (Fig. 22), and in numerous later Byzantine 

44 
paintings. By depicting the inquisitive stranger behind a curtain, 

the artist clearly intends the viewer to recognize him as remaining 

42. Kernodle, pp. 23-29, passim. 

43. Kernodle, p. 28. 

44. Hans Hollander, Early Medieval Art, trans. Caroline Hi 11ier 
(New York: Universe Books, 1974), p. 24. 
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Figure 22. St. Matthew, Lindisfarne Gospels, Lindisfarne, England, c. 
700.— London, British Library, Cotton MS. Nero, D. IV, fol. 
25v; from Hollander, Early Medieval Art, pi. 19. 



138 

apart from the figure or figures comprising the main portion of the pic

ture. Joshua is likewise illustrated in the MoOtiers-Grandval Bible 

(Fig. 23) apart from those receiving the Law and holding aside a cur

tain. Moses' speaking to Aaron and the chiefs in the congregation il

lustrates Exodus XXXIV, 29-33; Joshua is included probably to illustrate 

Exodus XXXIII, 11: "Joshua son of Nun never moved from inside the Ta-

45 
bernacle." That he is depicted physically apart from the others em

phasizes his different role: he ascended Mount Sinai with Moses as the 

top portion of the frontispiece shows and, according to Deuteronomy 

XXXI, 7-9, 22-26, is appointed Moses' successor. It cannot be argued 

from Biblical text or medieval iconography that Joshua here enters the 

room. Similarly, those characters in the Lyons Terence who stand within 

a door frame holding aside a curtain do not simply enter the stage. 

They are so represented to suggest their separation from the other 

characters. 

In narrative art neither doorways nor curtains suggest a figure's 

entering into the main action depicted, but rather the opposite, the 

separation of those within, beyond, or behind the door frame or cortina 

from those composing the picture proper. The door frames' position in 

medieval art depends largely upon the fashionable attitude toward per

spective. The fifth- and sixth-century representations—the Terence 

cycle as preserved in the extant miniatures, the Vienna Genesis, the 

Cotton Genesis as preserved in the San Marco mosaics (Fig. 12)—all exe

cuted in two dimensions, show the door in the same plane as the figures. 

45. Kessler, pp. 61-64. 



Later depictions place the doors or curtains behind rather than to the 

side of or in line with the figures composing the primary action, such 

as the curtains hiding the mysterious onlooker (Fig. 22), the curtained 

door associated with Joshua in the Moutiers-Grandval Bible (Fig. 23), 

and the door frames in a fourteenth-century miniature executed in Paris 

(Fig. 24). The convention of figures holding back curtains to reveal 

someone supposedly out of sight is particularly common in tombs, for in

stance Arnolfo di Cambio's (Fig. 25) and Roberto di Sario's (Fig. 26). 

The Lyons doorways, in keeping with late fifteenth-century fashion, nat

urally lie in the plane behind the characters. As such, they look quite 

realistic. But careful scrutiny of their actual function reveals that 

they are never used as a prop, as a convenient stage feature behind which 

a character can hide, or even simply to suggest normal entrance to the 

stage. The curtained door frames in the Lyons Terence preserve an ar

tistic convention having to do with time every bit as much as continuous 

illustration does. They indicate that not everything represented occurs 

simultaneously. 

The realistic appearance of characters who stand "behind" the 

curtains has unfortunately led unwary critics to suggest on the basis of 

these woodcuts the presence of an "inner stage" on the late medieval and 

Renaissance stage. Even George Kernodle, who traces conventions in art 

that distinguish external from internal setting, calls the Lyons door 
AC 

frames "glimpses of interiors" and considers them inner stages. The 

error is quite understandable. If one were to study the woodcuts without 

46. Kernodle, pp. 5, 162. 
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Figure 23. Frontispiece to Exodus, Moutiers-Grandval Bible, Tours, 
9th Century. — London, British Library, Cod. Add. 10546, 
fol. 25v; from Kessler, Illustrated Bibles, ill us. 87. 
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Figure 25. Acolytes Drawing Aside Curtains of Sepulcher, by Arnolfo di 
Cambio, Tomb for Cardinal Guillaume de Braye, 13th Century. 
From Eimerl, World of Giotto, p. 52. 
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Figure 26. Tomb of Roberto il Savio, Naples, c. 1343-45. — Naples, S. 
Chiara; from Kernodle, From Art to Theatre, fig. 20. 



144 

consistently comparing their representation to the action of the scenes 

they make visual, he or she might be persuaded by the seeming realism of 

stage images to come to such a conclusion. Even Kernodle, who recog

nizes the conventional nature of medieval art, becomes blinded by his 

attempt to show how features of art, such as curtained interiors, crept 

into the theatres. He succumbs to the temptation that pictures of stag

es must represent real stages and real performances. He does not con

sider that woodcuts illustrating a book may reflect rather the long 

tradition of book illustration than a snapshot record of performances. 

The mistake of confusing the illustrations' depicting characters off

stage (those who cannot be seen by an audience) with an interior setting 

on-stage (that is, visible to the audience), however understandable, is 

nonetheless an error. 

The curtained door frames do more, however, than provide a means 

to make activity not visible to an audience visible to the reader: they 

also organize space and unify each representation. The Lyons Terence 

series of doors defined by columns resembles similar methods of defining 

space in medieval narrative art. In the St. Albans Expulsion (Fig. 16), 

for example, the traditional portal signifying the gate of Paradise be

comes a triple arcade. This miniature not only combines two episodes by 

associating them both with the figure of God as the San Marco mosaic 

does, but further unifies the whole in space through the use of arcades. 

The columns separating the figures do not function as solid barriers 

(figures can step around them or gesture past them); they separate indi

vidual moments of activity while simultaneously joining those moments 
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into one significant unit. Several related representations of the Visi

tation illustrate this same principle. The earliest of these, a pre-

Carolingian ivory-panel of Genoels-Elderen (Fig. 27), depicts the Virgin 

and Elizabeth in front of a series of curtained portals (much like those 

in the Lyons Terence), flanked by attendants within separate arched por

tals. Both the Visitation depicted on the doors of Alatri (Fig. 28) and 

in an eleVenth-century Italian ivory (Fig. 29) omit the central arcade 

but retain the motif of attendants standing within curtained portals. 

The St. Albans Visitation (Fig. 30) uses a triple arcade, but with a 

difference. The attendants hold aside a curtain which otherwise would 

hide not them but the Virgin and Elizabeth. This miniature combines, 

then, the motifs of curtained portals revealing an interior, attendants 

holding aside the curtain to reveal figures within, and the triple ar

cade simultaneously separating figures and unifying the whole. The side 

compartments, though associated with figures in the illustrations dis

cussed so far, are sometimes reduced to nonfunctional architectural 

elaborations, such as in the St. Albans Dream of the Magi (Fig. 31), or 

47 
to niches for statues. In all cases the relationship between figures 

suggested by the columned separations is conceptual rather than realis

tic, whether the columns appear in the same plane as the figures as they 

do in the Byzantine and Carolingian representations or whether in sepa-

48 
rate planes as in Gothic illustrations. 

47. Kernodle, pp. 55-56. 

48. Kernodle, pp. 29-30. 
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Figure 27. The Visitation, Ivory-panel from Genoels-Elderen, pre-
Carolingian. — Brussels, Musee du Cinquantenaire; from 
Pacht, St. Albans Psalter, pi. 117b. 



Figure 28. The Annunciation and Visitation, Doors of Alatri. — From 
Pacht, St. Albans Psalter, pi. 116c. 
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Figure 29. The Visitation, Leningrad Ivory, South Italy, 11th Century. -
From PScht, St. Albans Psalter, pi. 117d. 
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Figure 3Q. The Visitation, St. Albans Psalter, c. 1120-30. — Hilde-
sheim, St. Godehard; from Pacht, St. Albans Psalter, pi. 
16a. 
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Figure 31. The Dream of the Magi, St. Albans Psalter, c. 1120-30. — 
Hildesheim, St. Godehard; from Pacht, St. Albans Psalter, 
pi. 19a. 
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The Lyons woodcuts may very well be influenced by the conceptual 

arrangement of space that predominates in medieval narrative art. First, 

the .Lyons doorways do not simply provide access to the stage, especially 

not access for an entering character who causes a scene to change. Sec

ond, the "glimpses of interiors" that Kernodle saw and that Lawrenson 

and Purkis consider to represent a reality that is merely hidden behind 

a curtain in most of the woodcuts--And. 1.1 [a8] (Fig. 1) in particular--

may instead be analogous to the series of separate scenes framed by a 

49 
row of arches, common in illustration into the seventeenth century. 

Each of these separate pictures has its own vanishing point forcing the 

viewer to turn from one to the next in succession. The screen itself 

has a dual function: it backs a united front space at the same time it 

frames independent scenes stretching behind it. The screen in these il

lustrations is not a solid object that intrudes upon a continuous, 

"real" ground line, but rather an architectural device figuratively 

separating two conceptually different parts of the illustration. Third, 

the names above the Lyons portals may not necessarily identify place--

a house or "domus"--at least not consistently throughout the woodcuts 

(see Chapter 4). They may at times identify character. Lawrenson and 

Purkis point out an important feature of the arrangement of houses: the 

first speaking character of each play is associated with the first house 

on the left (on the right in Andria) and the second with the following 

house. Because they associate each name with the "owner" of a house, 

Lawrenson and Purkis conclude that the Lyons woodcuts have all the 

49. Kernodle, pp. 30-31. 
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characters enter from the same side of the stage, making for bad dra-

50 
maturgy. If, however, the names do not identify place so much as they 

do character—as names habitually do when figures are framed within an 

arcade screen like this one—the challenge to the artist's precision 

vanishes. An arcade screen with curtained portals that can suggest at 

one moment an interior, at another a character off-stage, and yet an

other a house from which a character emerges late in a scene is in keep

ing with the conventions of nonillustionistic facades in medieval art. 

Examples exist in medieval art as well of the side arches, the 

decorations above the doors, the varied arrangements of doorways, and 

the hexagonal base of the Phormio stage. The side arches in Heauton-

Timorumenos, set at the back of the stage, are almost identical to the 

nonfunctional architectural side frames of illustrations such as the St. 

Albans Dream of the Magi (Fig. 31); the curtained pedestals where Phoe

bus and Liber stand in the Andria woodcuts are also common variations of 

side arches, similar to the niches reserved for statues mentioned by 

Kernodle. The decorated arched areas supported by the pillars are ubiq

uitous. Perhaps it is significant, however, that such forms appear in 

the aediculae of the manuscripts, especially CP. In Andria and Hecyra 

CP show pointed overhead decorations, in Heauton-Timorumenos an arch, 

and in Adelphoe and Phormio fluted arches identical to those in the 

Lyons Terence Heauton-Timorumenos and Hecyra stages. The varied shapes 

of the stages themselves attest to the artistic heritage of the Lyons 

woodcuts. The woodcuts show progressively less attention to the stage 

50. Lawrenson and Purkis, p. 9. 
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as a stage. The scaffolding showing beneath the Andria stage ceases by 

2.5. In the rest of the Andria and the Eunuchus cuts, the stage ends at 

the edge of each illustration. Subsequent stages are sometimes not even 

lined in at the sides of the woodcuts (e.g., u5, y3v, z6, and the whole 

of the Hecyra stage). The Phormio stage, the only one besides the An

dria stage to depict a base, reveals not scaffolding but stairs sur

rounding a hexagonal platform—precisely the form associated with 

baldaquins (Figs. 32, 33). It seems that the Lyons woodcuts are in

fluenced throughout by conventions of suggesting time and definine space 

prevalent in medieval narrative art; it appears, in addition, that any 

attempt toward realistic portrayal that may mark the earliest of the 160 

woodcuts soon fades. What remains are excellently executed and consis

tently represented illustrations of spoken dialogue. 

Conclusions 

The Lyons Terence woodcuts reflect the tradition of Terentian 

illustration as preserved in the y manuscripts most faithfully copied 

from the fifth-century archetype, CPOF. The woodcuts, however, expand 

upon their models' representation in three important ways. First, the 

1493 illustrations include certain classes of mutae personae (those who 

are spoken to and those whose presence sparks dialogue) in order fully 

to make visual the contours of each conversation. The consistency with 

which the Lyons woodcuts elaborate upon their model attests to their 

concern with the spoken word. Second, the woodcuts invent means by 

which to reveal subtle distinctions in character grouping within each 

scene. By using the traditional methods of continuous illustration, 



154 

Figure 32. Presentation in the Temple* by Melchior Broederlam, Right-
hand Wing of the Champmol Altarpiece (Closed), Dijon, c. 
1391-99. — Dijon, Mus&e de Dijon; from Martindale, Rise of 
the Artist, i11 us. 20. 
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Figure 33. The Annunciation, Hastings Hours, Flanders, c. 1480. --
London, British Library, Cod. Add. 54872, fols. 73b-74; from 
Backhouse, Illuminated Manuscript, pi. 60. 
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the curtain motif, and stage space, the Lyons cuts show in a single, 

still, and silent picture both the diversity of character arrangement 

and the unity through dialogue of each scene. Third, the woodcuts de

velop the simple stage feature of curtained door frames into a uniform 

stage that remains constant throughout each play. This last invention 

is not as startling, however, as one might at first suppose. The Lyons 

woodcuts simply pull together into an arcade screen the portals of the 

miniatures; given current fashion, the woodcuts predictably place the 

screen behind the actors in three-dimensional representation. The whole 

appears a stage as indeed it is. But it is a stage that developed pri

marily (see Chapter 4) out of the conventions of narrative representation. 



CHAPTER 4 

THE WOODCUTS AND THE BOOTH STAGE 

Because the Lyons Terence is illustrated with characters on a 

stage and because the Andria stage appears as though it could have been 

constructed in the 1490's, theatre historians have raised the question 

of the extent to which the Lyons Terence woodcuts may reflect contempo

rary theatre. As the preceding investigations of the woodcuts indicate, 

the characters represented, their placement, and their use of stage 

space and properties are determined by the scene divisions of Terence's 

plays and by conventions of narrative illustration. The Lyons Terence 

woodcuts clearly do not record a particular production, nor are they an 

artist's conception of what a production might look like or might have 

looked like in ancient Rome. The woodcuts do not help the reader to 

visualize the plays being acted out, that is, staged. But staging and 

the stage, as I have previously argued, must be distinguished. Al

though the Lyons Terence woodcuts do not attempt to suggest the plays' 

staging—the ways in which the comedies are presented by actors to an 

audience—they do depict characters on stages. It is these stages, as 

divorced from the activity occurring upon them, that may reflect some 

features of contemporary stages. 

The Booth Stage 

The booth stage was a temporary structure consisting of a stage 

raised to about a standing audience's head level, supported by barrels, 

157 
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trestles, or posts, and backed by a booth (Figs. 34-37). The booth was 

ordinarily constructed by erecting four posts, by running poles or beams 

horizontally from post to post, and finally by hanging curtains from 

the cross-pieces (Figs. 34, 35). Occasionally, six or even eight posts 

would be used, with the result that the front of the booth would be di

vided into two or three sections or bays (Fig. 36). The top of the 

booth was ordinarily left open.* The earliest extant picture of a 

booth stage, dated about the middle of the sixteenth century, is Louis 

de Caullery's drawing of a play taking place on a booth stage erected in 

the countryside (Fig. 34). But the booth stage probably predates this 

sketch by many years if not many centuries. Richard Southern suggests 

that the antecedents of the booth stage may be recorded on the Phlyaxes 

vases of the fifth and fourth centuries B.C. and that this kind of stage 
o 

may have been used continuously during the intervening centuries. Cer

tainly the structural features of the booth stage were within the means 

of even traveling companies and, as Southern points out, the booth stage 

3 
provides actors with all the requirements necessary to stage plays. 

The Andria stage, especially as depicted in a8 (Fig. 1), bears 

a notable resemblance to the booth stage. First, in eight of the early 

woodcuts illustrating the Andria the stage proper is supported by posts 

1. Richard Southern, The Seven Ages of the Theatre (New York: 
Hill and Wang, 1961), pp. 159-62^ For further description of the booth 
stage see Richard Hosley, "The Playhouses," in The Revels History of 
Drama in English, Vol. Ill, 1576-1613, eds. Clifford Leech and T. W. 
Craik (London: Methuen, 1975), pp. 124-30. 

2. Southern, p. 161. 

3. Southern, pp. 159-61. 
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Figure 34. A Booth Stage in France, Drawing by Louis de Caullery, c. 
1540. -- Cambrai, BibliothSque Municipale, Ms. 126; from 
Berthold, World Theater, p. 322. 
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Figure 35. A Flemish Booth Stage, Detail from The Kermess of St. George 
by Peter Breughel the Elder, c. 1560. -- From The Revels 
History, ill us. 19a. 



Figure 36. A Booth Stage in Louvain, Copy of a Lost Drawing by G. 
Boonen, 1594. — From The Revels History, illus. 19b. 
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Figure 37. A Booth Stage in Holland, Detail from an Engraving by R. 
Booms, 1618. -- From The Revels History, illus. 20a. 
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strengthened by cross-bracing (1.1 [a8], 1.2 [b5], 1.5 [cl], 2.1 [c4], 

2.2 [c6], 2.3 [a8], 2.4 [dlv], and 2.5 [d2]). The post and cross-

bracing method of raising a stage is clearly illustrated in Van Booms' 

sketch of a street performance taking place on a booth stage (Fig. 37). 

Van Booms depicts four posts along the front of the stage proper rein

forced by cross-bracing that forms large X's between the posts. This is 

approximately the arrangement in Andria 1.1 [a8], and other of the eight 

Andria woodcuts representing supports clearly indicate the upper portion 

of X-shaped cross-bracing. None of the eight Andria woodcuts, however, 

depicts the posts and cross-bracing as precisely as does Van Booms'; in 

some cuts, the artist sketches only a suggestion of the posts and sup

ports, and in others he presents a fantastic arrangement. In addition, 

the eight woodcuts show only the upper portion of the supports visible 

from the front of the stage. The supports depicted in the Andria wood

cuts remain, nonetheless, posts and cross-bracing clearly intended to 

support the stage proper. 

Second, the facade and curtained entryways of the Andria stage 

resemble the front of some booths. The booth front could be quite sim

ple as in de Caullery's sketch (Fig. 34) or in Peter Breughel the Elder's 

engraving (Fig. 35), or it could be divided into several bays and embel

lished as in the sketch of a booth stage ejected in a marketplace in 

Louvain in 1599 (Fig. .36). The Andria facade is an elaboration of the 

basic structural design common to all booths. It contains four bays 

defined.by five pillars, one more than in any extant illustration; it is 

lavishly embellished and flanked by altars; and the curtains run on rods 
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incidental to the major structure. But, though elaborate, it remains 

structurally a booth. 

These similarities, though striking, do not suggest that the 

Andria stage records any particular booth stage. The artist's failure 

to represent consistent and fully recognizable supports or to record the 

same embellishment and the same side-altars throughout all of the Andria 

woodcuts suggests quite the opposite, namely that the Andria stage is 

conceived in the general image of the booth stage, but that it does not 

record any particular booth stage. In other words, just-as some fea

tures of the woodcuts reflect conventions common to narrative illustra

tion in general, others, such as the post and cross-bracing and the form 

of the facade of the Andria stage, probably reflect features common to 

a general kind of stage, the booth stage. 

The five succeeding stages in the Lyons Terence come to resemble 

the booth stage less and less. After Andria 2.5 no supports show be

neath any stage except the Phormio stage, which appears to be situated 

on steps and which has already been discussed in Chapter 3. The remain

ing stages nonetheless share with the Andria stage three predominant 

features, or clusters of features: (1) a facade consisting of a 

frame unifying separate curtained entryways; (2) the curtained bays or 

compartments; and (3) the stage proper. Their differences come, some

times quite markedly, in their elaboration of these features, in the 

shape as well as the embellishment of the facade, in the number and ar

rangement of curtained entryways, and in the shape of the stage. The 

Eunuchus stage, for instance, imitates the Andria stage quite closely, 



though it lacks any visible supports and is embellished with ornamental 

swags rather than an arched facade. The remaining four stages, rear

ranging the pillars and curtains, picture not the front of the tradi

tional rectangular booth, but what appears to be a portion of a hexagon. 

At least two of these arrangements produce stages which are, as 

Lawrenson and Purkis have pointed out, unsuitable for staging plays: 

the Phormio and Hecyra stages, the last two of the series. The Andria 

stage thus appears to be the only one of the six whose structural fea

tures reflect with any accuracy the basic form of the booth stage. 

Compartment Labels 

There remains to be considered one noteworthy feature of the 

Andria facade not found in any extant illustration of a booth stage: 

the names inscribed along the facade above the curtained entryways. 

These names, or "compartment labels," moreover, appear in all six of 

the Lyons Terence stages. They cannot be attributed simply to artistic 

embellishment, as can the flutes and swags that otherwise adorn the fa

cades, because they alter the reader's perception of the structure of 

the stages themselves. They suggest that each curtained entryway rep

resents a house or "domus." One label in each play except for the 
q 

Heauton-Timorumenos includes the term "Domus" (Do. or Dom ), and all of 

the names, being in the genitive, suggest ownership. Moreover, the 

compartment labels remain consistent throughout all of the woodcuts il

lustrating a particular play, the only variation-being an occasional ab

breviation of a name. The presence of the compartment labels raises the 

question of whether the Andria stage, which reflects the basic form of 
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the booth stage, preserves a feature of that stage not found in extant 

pictures or whether the compartment labels are a unique feature of the 

Lyons Terence woodcuts. 

The second explanation seems the more convincing. The compart

ment labels in the Lyons Terence woodcuts reflect the concerns of a lit

erary illustrator rather than those of the actors. First, they are 

unnecessary for staging Terence's comedies. When a character's entrance 

from (or exit into) a particular house is important to the plot, the 

house is identified in the dialogue. For instance, in And. 1.3 Davus 

announces Mysis' entrance from Glycerium's house ("sed Mysis ab ea 

egreditur," 1. 226), and in And. 5.4, Chremes, explaining that he is in 

haste to see his daughter, asks Crito to accompany him into her house 

("propero ad filiam, eho mecum, Crito," 1. 951). The compartment la

bels, however, are not only unnecessary; they are also a liability. If 

they consistently identify the curtained entryways as houses, they re

strict them from functioning as anything else, at least not without 

forcing the reader to make a concerted effort to reconsider them. And, 

as Lawrenson and Purkis point out, since the curtained entryways stretch 

the length of the Andria stage, and since the Andria stage is.raised, 

that stage cannot, without contradicting the system of compartment la

bels itself, accommodate entrances from or exits to the harbor, the 

forum, or the country, entrances and exits that account for about a 

third of the total. In contrast, the unmarked entryways typical of the 

booth stages pictured elsewhere easily allow for the versatility of 

their accommodating entrances not only from any house but also from the 
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street. Compartment labels would thus restrict rather than enhance the 

use of these stages. 

Second, the particular houses designated in the Lyons woodcuts 

are not always those necessary to visualize the action of the plays. 

Some, in fact, interfere with it. Lawrenson and Purkis point out two 

houses whose visibility logically confuses the reader's perception of 

the action, Chremes' in the Andria and Thraso's in the Eunuchus, because 

each of those houses is described in the plays as being out of the audi-

4 
ence's range of vision. Another such house is Demea's in the Adelphoe. 

Since Demea lives in the country, his house cannot well be shown contig

uous to city houses, and his descriptions of activity around this house 

would be unnecessary were the house visible to the audience. Perhaps 

more serious, from the standpoint of staging, than representing houses 

unnecessary to visualize the action is the artist's depicting houses 

used infrequently. In the Heauton-Timorumenos, for instance, Phania's 

house, one of four designated, is used only once. At the end of the 

first scene of the play, Chremes goes to Phania's house to remind his 

neighbor to come to dinner; he returns at once explaining to the audi

ence that he has been told that Phania is already at his, Chremes', 

house. And Phania never comes on stage! As a result of Phania's negli

gible role, unless the convention of compartment labels is breached, one 

out of four entryways would have remained idle for almost the entire 

4. T. E. Lawrenson and Helen Purkis, "Les Editions illustrees 
de Terence^dans I'histoire du theatre: Spectacles dans un Fauteuil?" in 
Le lieu theStral a la Renaissance, ed. Jean Jacquot (Paris: Centre 
National de la Recherche Scientifique, 1964), p. 9. 
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play. While some entryways could therefore scarcely be used, others be

come the focus of considerable activity. Lawrenson and Purkis complain, 

for instance, that since the first speaking character of each play en

ters from the first doorway and the second character from the second 

(true in at least four of the six plays), the series of houses as desig

nated by compartment labels would force an imbalance of activity at one 

side of the stage and perhaps also a monotonous procession of entrances 

5 
from one side and exits to the other. Not only do compartment labels 

in general restrict the function of the curtained entryways, but the 

particular labels also limit the use of stage space. It seems unlikely 

that compartment labels, especially those in the Lyons Terence woodcuts, 

were inspired by a concern with staging. 

The compartment labels do, however, function effectively as a 

literary and artistic device. The principles governing both the selec

tion and the order of the houses are conceptual rather than spatial; 

the compartment labels, that is, identify characters with the members of 

a household rather than with a physical place such as a house. The com

partment labels are those necessary to define the major households or 

"families" required by the plot of each play. In the Andria, for in

stance, there are four compartment labels: Simo's label, identifying 

the family of Pamphilus, the adulescens, Syrus, the wily slave, and Simo 

himself, the senex and blocking figure; Chrysis' label, indicating the 

household of Glycerium, the virgo; Chremes' label, representing the 

household of Pamphilus1 intended bride; and Charinus' label, the 

5. Lawrenson and Purkis, p. 9. 
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household of the suitor to Chremes' daughter. It does not matter that 

Chremes' house is described in the play as out of the audience's range 

of vision; it matters, instead, that Chremes' family is very important 

to the plot of the play. The only two characters in the Andria whose 

households or families are not represented are associated as soon as 

they enter the action with one of the four families that are represent

ed: Crito, a gentleman from Andros, becomes affiliated with Chrysis' 

household, and Lesbia, a midwife sent to assist Glycerium, likewise be

comes part of Chrysis' circle. This pattern is consistent in all six 

plays. The compartment labels identify separate families, and those 

characters whose particular houses are not represented, such as the 

nurses in the Eunuchus and the Hecyra, Demipho's three friends in the 

Phormio, and even Phormio himself, are introduced into the comedies in 

terms of their relationship to one or another of the represented house

holds. (Phania's label still remains somewhat of an enigma. Since he 

is introduced into the action early in the Heauton-Timorumenos as a 

neighbor not clearly associated with Micio's family, his "domus" re

quires a separate label. Nonetheless, his small part in the play hardly 

seems to merit such billing.) The house labels, appearing consistently 

in each series of woodcuts illustrating a particular play, provide con

stant reminders to the reader that the characters of that play must be 

thought, of in terms of the household—the domus—with which each is 

affiliated. 

The order of the compartment labels is generally consistent. In 

each play except the Heauton-Timorumenos one label begins with "Domus." 
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All of the households so labeled belong to the predominant family whose 

adventures the play deals with, and they are all placed first, whether 

on the left or right, in the row of labels. When the action of a play 

involves two major families, the compartment labels are set side by 

side. Menedemus' label is followed by Chremes' in the Heauton-

Timuromenos, Micio's by Demea's in the Adelphoe, Demipho's by Chremes' 

in the Phormio, and Phidippus' by Laches' in the Hecyra. The compart

ment labels designating an alternate suitor or a slave dealer quarreling 

over a virgo appear at the end of the series farthest from those of the 

major families. Such is the case with Charinus' label in the Andria, 

Thraso's in the Eunuchus, Sanio's in the Adelphoe, and Dorio's in the 

Phormio. The central compartment labels designate the households asso

ciated with the virgo: the household with which she is originally as

sociated and that of her actual or discovered family, such as Chremes in 

the Andria and the Eunuchus; the central labels also identify households 

of characters who aid in the discovery of the virgo's birth, such as 

Bacchis in the Hecyra and those of friends of the virgo, such as Hegio 

in the Adelphoe. The compartment labels actually function much like the 

names at the top of niches in monumental art and narrative illustration: 

they identify and order figures, some of whom step around the boundaries 

of their enclosure to interact with other figures (Fig. 16). The com

partment labels in the Lyons Terence woodcuts help to identify and order 

groups of characters who participate in the plays. 

The compartment labels function, then, in the same general fash

ion as do the character labels discussed in Chapter 2. They do not 



create a fiction: just as the character labels identify Chaerea, when 

disguised as a eunuch, as "Chaerea" and not by the fiction of his dis

guise, so the compartment labels identify households without creating 

the fiction that the actual houses are present. The Lyons Terence com

partment labels are therefore altogether different from the names iden

tifying entryways in such Renaissance plays as George Gascoigne's 

Jocasta and Thomas Hughes' Misfortunes of Arthur. The labels in these 

two plays represent a specific and mechanistic staging device. The 

stage directions indicate that in these two plays the labels identify an 

entryway with a particular house and maintain that fiction throughout 

the performance. For example, the stage directions in Jocasta regularly 

associate the place a character exits into or enters from with a label 

identifying that place: "Etocles here goeth out by the gates Electrae"; 

"Jocasta goeth into hir pallace"; "Whiles the Chorus is thus praying to 

Bacchus, Eteocles returneth by the gates called Electrae"; "Creon at-

tendeth Edeocles to the gates Electrae; he returneth, and goeth out by 
g 

the gates called Homolydes." The Arguments of the dumb shows in the 

Misfortunes of Arthur likewise associate entrances with characters' 

houses: "Whiles the Musicke sounded there came out of Mordred's house 

a man stately attyred representing a King. .  . . Then out of the house 

appointed for Arthur, there came the Nymphes."^ In other words, some 

6. George Gascoigne and Francis Kinwelmershe, Jocasta (London: 
Richard Smith, 1575); in The Complete Works of George Gascoigne, ed. 
John W. Cunliffe (Cambridgi? University Press, 1907), I, 244-326. Each 
scene ends with such a stage direction. 

7. Thomas Hughes, The Misfortunes of Arthur (London: Robert 
Robinson, 1587); in English Classical Tragedies, ed. John W. Cunliffe 
(Oxford: Clarendon Press, 1912), p. 240. 
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Renaissance plays were performed on stages in which labels apparently 

identified entryways as particular houses. But the Lyons Terence com

partment labels do not provide evidence of that manner of staging. The 

compartment labels in the Lyons Terence, like the character labels, the 

characters' positions, and the characters' use of stage properties, are 

literary devices intended to aid the reader in following the dialogue, 

not in visualizing a production. 

Conclusions 

The Andria stage elaborates certain features probably adapted 

from the booth stage. Though some elaborations are mere artistic em

bellishment, others, like the compartment labels along the facade, alter 

the conception of the stage. These compartment labels, identifying 

households, are not altogether compatible with doorways signifying par

ticular locations, or domus. The compartment labels, therefore, like 

the characters' use of the curtains, suggest less of a realistic handl

ing of illustration than a conceptual management of space. The increas

ing fantasy of the stages from play to play underscores the artist's 

tendency away from "realistic" representation and toward conceptual pre

sentation, as does his lack of concern with consistent recording of such 

features as the Andria altars or even the posts and cross-bracing, the 

stage feature most closely identifiable with a feature of a presumably 

contemporary stage. The primary function of the Lyons Terence woodcuts 

is to make the comedies, the relationship between the characters and the 

progression of the dialogue, clear to the reader. However, the forms 

appearing in the woodcuts come from somewhere; some come from the 



conventions of narrative illustration, but others come from a contem

porary stage, the booth stage. 



CHAPTER 5 

CONCLUSIONS 

By introducing each scene of Terence's comedies with a woodcut, 

Johann Trechsel became the first publisher to experiment with illustrat

ing a Latin classic. In doing so, he not only broke with the tradition 

of printing classics without pictorial commentary, but he also produced 

a series of woodcuts unlike any other contemporary sequence of narra

tive illustrations. Although the woodcuts share the general features 

common to contemporary narrative illustrations—distributed throughout 

the text, they tell a story taking place in distant lands and times 

through modern images—they modify each feature substantially. They do 

not tell their story by depicting significant events as they unfold but 

rather identify, with remarkable accuracy, the changes in character 

groups as these occur. In other words, the woodcuts focus the reader's 

attention on one highly restricted aspect of plot: the structure of the 

dialogue responsible for scene divisions. Moreover, the woodcuts illus

trate the changes in character groups not by portraying figures in fa

miliar city streets but, developing conventions to indicate the passage 

of time, by depicting them on stages. 

As book illustrations, the woodcuts function first of all as 

pedagogical aids to help the unlearned follow the Latin dialogue. The 

editor claims that, placed in front of each scene, the woodcuts enable 

the unlearned as well as the learned to read and understand the comedies: 

174 



175 

"efficimus ut etiam illitteratus ex imaginibus, quas cuilibet scenae 

praeposuimus, legere atque accipere comica argumenta valeat."1 The 

woodcuts therefore sacrifice action in order to represent dialogue. 

They consistently ignore nonverbal stage business such as entrances and 

exits, eavesdropping, the general use of stage space, and the presence 

of characters who are visible to the audience but do not participate in 

the dialogue. With equal consistency, they illustrate all characters 

participating in the dialogue of the scene in question. Through the use 

of narrative conventions, moreover, they identify the major character 

group comprising the scene, characters who speak apart before joining 

in conversation with those already on-stage, characters who remain apart 

throughout the scene and speak only asides, characters whose voices are 

heard but who never appear on the stage, and mute characters who spark 

the dialogue of other characters. The illustrations that may appear at 

first to indicate stage business, such as those depicting characters 

brushing past curtains, are found to present information not about the 

moment of entrance but about the moment at which the character first 

speaks. The woodcuts are innovative in stressing dialogue rather than 

action and in representing dialogue accurately and consistently by means 

of artistic convention. 

The woodcuts are also innovative in representing characters on 

stages. In addition to developing conventions that aid the reader in 

following the Latin dialogues, the woodcuts remind him that the dialogues 

are not rhetorical exercises but are intended to be spoken from a stage. 

1. The Lyons Terence, Q4V. 
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Theatre historians, although they frequently note that the characters 

are dressed in contemporary attire, have been unable to agree about the 

extent to which the stages, too, may reflect a contemporary reality. 

The difficulty in evaluating the Lyons Terence woodcuts as theatre docu

ments, I believe, stems from two assumptions which I have challenged. 

The first assumption is that if the stages record a contemporary 

stage, then the illustrations record contemporary staging; or, converse

ly, that if the woodcuts do not record the staging of Terence's plays, 

they do not reflect contemporary stages. Identifying staging, the ways 

in which actors use a given stage to present a play, with the stage, the 

structure itself, has led historians to claim that the woodcuts either 

record a production or do not. As a result, they have been unable to 

isolate particular ways in which the woodcuts may reflect a contemporary 

reality. But staging and the stage are separable; significantly, what 

occurs on the Lyons Terence stages (and has been seen as staging) is not 

controlled by the form of those stages. One indication that this is so 

is the number of woodcuts Lawrenson and Purkis identify as representing 

action that cannot possibly take place considering the structure of the 

stages. Another is that although the stages change from play to play, 

the conventions governing the depictions of the*characters do not. 

Moreover, because these conventions are concerned with dialogue rather 

than action, they are unrelated to staging, that is, to aiding a reader 

in visualizing the performance of plays. Clearly, the woodcuts do not 

represent Terence's comedies as staged. It is, however, an error to 

deny that the stages themselves reflect contemporary structures only 
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because the character groups represented on them are controlled by ar

tistic conventions and not by the requirements of production; and it is 

also unconvincing to argue that all of the stages must be fanciful be

cause four of them seem impractical. 

The second assumption is that since the woodcuts illustrate 

Terence's plays, they must record a performance of Terence or at least 

a classical revival. This assumption has led historians to look for the 

source of the Lyons Terence stages among those used in a rather limited 

number of classical revivals, notably the performances held in Rome and 

Ferrara. In addition to forcing historians to devote much of their ef

forts to explaining how someone connected with Trechsel's staff knew of 

the Italian performances, this assumption may also have blinded them to 

another possible influence on the woodcuts, one not necessarily associ

ated with classical revivals: the booth stage. Although several the

atre historians note the supports showing in some of the Andria woodcuts, 

none has pursued in print the possible influence of the booth stage, a 

temporary structure consisting of a stage supported by barrels, tres

tles, or posts and backed by a cloth-draped booth. The Andria stage, 

supported by posts and cross-bracing and backed by a curtained structure, 

clearly reflects this method of constructing a stage. It does not, how

ever, reflect any particular booth stage. Notably, the compartment la

bels, which identify the households of characters who take part in the 

comedy, are a literary rather than a staging feature. Because the booth 

stage was probably a common kind of stage used throughout Europe during 
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the Middle Ages and the Renaissance, it provides a form with which both 

artist and reader would be familiar. 

The familiarity of a form rather than its particular association 

with the staging of Terence's plays characterizes another way in which 

the woodcuts present a classical story through contemporary images. The 

conventions used to suggest the passage of time are those common to con

temporary narrative art as are the conventions which indicate transi

tional links between character groups. In addition, the last four 

stages, which, unlike the Andria stage and even the Eunuchus stage pat

terned after the Andria stage, become progressively less realistic, less 

like a booth stage, and more fanciful--but fanciful in the fashion of 

forms familiar in contemporary art, such as the baldaquin. The Lyons 

Terence woodcuts combine familiar forms into a whole that is unique. 

Like all contemporary narrative illustrations, the woodcuts rely on 

recognizable images; unlike other narrative sequences, the woodcuts use 

these images to focus the reader's attention not on a diverting story, 

but on the Latin dialogue of a play. They thus use the power of pic

tures to elucidate the language that the humanists prized above all else. 

The Lyons Terence woodcuts, although innovative, are not sur

prising. When Badius joined Trechsel's printing house in 1492, he was 

enthusiastic about publishing classical texts in the proper manner, as 

is apparent in his dedicatory epistle to his friend Laurent Bureau. He 

was concerned with the accuracy of the printed edition and its style, 

its typeface, and its conformity to classical standards. To judge from 

affinities between the woodcuts and the miniatures of the y family of 
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manuscripts, it seems clear that Trechsel's printing house had access to 

an illustrated Terence manuscript. Since the fashion among humanist 

printers of the day was to produce the classics as they were found in 

manuscript, it is possible that Badius strove to duplicate the illus

trated Terence manuscript in a printed form. Such an attempt would ac

count for the Lyons Terence's strict adherence to the traditional divi-

division of the text, the distribution and placement of the woodcuts, 

and their primary content. Badius would also have known, of course, 

that the comedies were not rhetorical exercises as they had been thought 

to be throughout the Middle Ages, but intended to be played upon a stage. 

He may therefore have elaborated the rudimentary curtained portals he 

found in the miniatures into historical forms, two of which closely re

semble the contemporary booth stage. In the Lyons Terence Badius cre

ated a book that was beautiful, pedagogically useful, and acceptable 

to humanist criteria. 
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Table A-l. Entrances and Exits Occasioning Scene Division. 
Scenes Scenes Occasioned Scenes Occasioned By 

Occasioned By By Simultaneous Entrances Separated Scenes Occasioned 
Plays Entrances Only Exits and Entrances from Preceding Exits By Exits Only 

And. 1.1, 1.5, 2.4, 1.2, 1.4, 2.1, 2.2, 3.3 monologue 9 11. 1.3 monologue 22 11. 
2.5, 3.1, 3.2, 5.1 3.5 dialogue 5 11. 2.3 dialogue 37 11. 
3.4, 4.1, 4.2, monologue lh 11. 2.6 dialogue 26 11. 
4.4, 5.2, 5.5b 4.5 dialogue 6% 11. 4.3 monologue 6^ 11. 

5.3 dialogue 4% 11. 
5.4 dialogue V$ 11. 
5.5a dialogue 4^ 11. 

Eun. 1.1, 1.2, 3.2, 2.1, 3.1, 3.3, 3.4, 2.1 monologue 10 11. 
3.5, 4.3, 4.5, 4.1, 4.2, 5.1, 5.3, 2.2 monologue 7 11. 
5.2, 5.4b 5.8 5.4a 5.5 5.7 2.3 monol ogue 3 11. 

3.3 dialogue 6^ 11. 
4.4 dialogue 4 11. 
4.5 dialogue 9 11. 
4.7 dialogue 3 11. 
5.1 dialogue 6 11. 
5.4a monologue 5 11. 
5.6 monologue 5 11. 
5.9 dialogue lh 11. 

monologue 5 11. 

Heaut. 1.1, 2.2, 2.3, 2.4, 3.1, 3.2, 4.5, 1.2 monologue 7% 11- 2.1 monologue 17 11. 
- 4.1, 4.3, 4.4, 4.6, 5.1, 5.3 3.3 monologue 3 11. 4.2 monologue 11 11. 

4.7, 5.4, 5.5 4.8 monologue 7 11. 
5.2 monologue 5 11. 
5.3 monologue 6% 11. 



Table A-l, continued. 

Scenes Scenes Occasioned Scenes Occasioned By 
Occasioned By By Simultaneous Entrances Separated Scenes Occasioned 

Plays Entrances Only Exits and Entrances from Preceding Exits By Exits Only 
Ad. 1.1, 1.2, 2.3, 2.1, 3.3a 3.5 4.1, 2.1 monologue 14 11. 

2.4, 3.2, 3.3b, 4.2, 4.3, 4.4, 4.6, 2.2 monologue 12^11. 
4.5, 4.7, 5.2, 5.3, 5.4 3.1 dialogue 7 11. 
5.5, 5.6, 5.7, 3.3a dialogue 1% 11. 
5.8, 5.9 3.4 monologue 12 11. 

3.5 monologue 4 11. 
4.3 monologue 5 11. 
4.6 monologue 6 11. 
5.1 monologue 5% 11. 
5.3 monologue 4% 11. 

Phorm. 1.1, 1.2, 1.4, 1.3, 2.2, 4.1, 4.5, 2.1 dialogue 12 11. 2.4 dialogue 24 11. 
2.3, 3.2, 4.2, 5.1, 5.2, 5.3, 5.4 2.2 monologue 4 11. 3.3 dialogue 33 11. 
4.3, 5.5, 5.6, 3.1 dialogue 6 11. 4.4 dialogue 31 11. 
5.9 5.3 monologue 6 11. 

5.4 dialogue 4 11. 
5.8 monologue 10 11. 

Hec. 1.1, 1.2, 2.2, 2.1, 3.1a , 4.1 , 4.2, 3.2 monologue 9 11. 2.3 monologue 7 11. 
3.1b 3.4 4.3, 4.5, 5.1, 5.3 3.5 monologue 7 11. 3.3 monologue 54 11. 
4.4, 5.2 4.1 dialogue 14 11. 

monologue 5% 11. 
4.2 monologue 11 11. 
5.1 dialogue 20 11. 
5.3 monologue 5 11. 
5.4 monologue 25 11. 



Table A-2. Scenes Consisting of a Single Action. 

Act/Scene 
Play Verse Signature Type of Action Preceding Action 

Exit leaves one on-
stage. 

Cleared stage. 

Exit leaves two on
stage. 

Those on-stage remain 
and eavesdrop. 

Those on-stage remain 
in dialogue. 

Those on-stage remain 
in dialogue. 

Entering character 
joins those on-stage 
after two lines. 

Entering character 
joins those on-stage 
after four lines. 

Number of 
Characters 

Depicted Comment 
And. 1.3:206 

1.4:228 

2.3:375 

2.4:404 

2.5:412 

3.2:481 

4.2:684 

4.5:797 

b7 

b8V 

c8 

dlV 

d2 

d5V 

e7 

f4V 

monologue 

monologue 

dialogue 

monologue 

monologue; 
asides 
dialogue 

monologue 
asides 

dialogue 

dialogue 

3 
[2;1] 

4 

[i;3] 

4 
[2; 2] 

Exit represented. 

Archill's, mute 
audience to mono
logue, represented. 

Exit illustrated. 

Glycerium illus
trated within. 

5.1:820 f6 dialogue Cleared stage. 



Table A-2. Scenes Consisting of a Single Action, continued. 

Play 
Act/Scene 

Verse Signature Type of Action Preceding Action 

Number of 
Characters 

Depicted Comnent 
And, 

(cont.) 
5.3:872 gi dialogue Entering characters 

join those on-stage 
at once. 

3 Exit illustrated. 

5.4:904 g2v dialogue Entering characters 
join those on-stage 
after two lines. 

4 

5.5a:957 g5 monologue; 
aside 
monologue 

Character on-stage 
remains though 
separate. 

2 Shown together 
(incorrectly). 

Eun. 1.1:46 h2 dialogue Cleared stage. 2 

1.2:81 h3v dialogue Entering character 
joins those on-stage 
after five lines. 

3 

2.1:301 h7V dialogue Cleared stage. 2 

3.1:391 kl dialogue 
asides 

Cleared stage. 3 
[i;2] 

3.4:539 k7 monologue Cleared stage. 1 

4.1:615 13 monologue Cleared stage. 1 

4.2:629 14 monologue Cleared stage. 1 



Table A-2. Scenes Consisting of a Single Action, continued. 

Act/Scene 
Play Verse Signature Type of Action 

16^ 

m7 

dialogue 

dialogue 

monologue 

dialogue 

monologue 

dialogue 

dialogue 

dialogue 

Preceding Action 

Number of 
Characters 

Depi cted Comment 
Eun. 4.4:723 
(cont.) 

5.1:817 

Heaut. 2.1:213 p8^ 

2.2:230 q2 

4.2:668 s5" 

4.3:679 

4.6:805 

4.7:829 

s6 

t5 

t6 

Entering characters 
join those on-stage 
at once. 

Cleared stage. 

Exit leaves one on
stage alone. 

Entering character 
joins one on-stage 
after 4^ lines. 

Exits leave one on
stage alone. 

Entering character 
joins one on-stage 
after four lines. 

Entering character 
joins one on-stage 
after five lines. 

Entering character 
joins those on-stage 
at once. 

3 Chaerea, reported 
[2;1] rnuta, illustrated. 

Representation of 
character in error. 



Table A-2. Scenes Consisting of a Single Action, continued. 

Act/Scene 
Play Verse Signature Type of Action Preceding Action 

Number of 
Characters 

Depicted Conment 
Heaut. 5.2:954 
(cont.) 

u5 

Ad. 

5.4:1024 u7' 

5.5:1045 x2 

1.1:26 

1.2:81 

x5 

x7 

2.1:155 y3 

2.3:254 z2v 

3.1:288 z5 

3.3a:355 &1V 

dialogue 

dialogue 

dialogue 

monologue 

dialogue 

dialogue 

dialogue 

dialogue 

monologue 

Entering character 
joins one on-stage 
after six lines. 

Entering character 
joins those on-stage 
at once. 

Entering character 
joins those on-stage 
after lh lines. 

Cleared stage. 

Entering character 
joins one on-stage 
at once. 

Cleared stage. 

Entering character 
meets one on-stage 
after six lines. 

Cleared stage. 

Cleared stage. 

2 

2 

4 

2 

2 

2 

Demea, reported 
muta, illustrated. 

Including one 
muta. 

Syrus, reported 
muta, illustrated. 



Table A-2. Scenes Consisting of a Single Action, continued. 

Act/Scene 
Play Verse Signature Type of Action Preceding Action 

Number of 
Characters 

Depicted Conment 
Ad. 3.5:511 A1 
Tcont.) 

4.1:517- A1 

4.3:592 A6 

4.6:713 B4V 

4.7:719 

5.2:776 

5.4:855 

5.5:882 

5.7:899 

B5 

B8 

C3 

C5 

C7 

monologue Cleared stage. 

dialogue Cleared stage. 

dialogue Cleared stage. 

monologue Cleared stage. 

dialogue Entering character 
joins one on-stage 
after one line within. 

dialogue Entering bharacter 
joins those on-stage 
at once. 

monologue Cleared stage. 

dialogue Entering character 
joins one on-stage 
at once. 

dialogue Entering character 
joins those on-stage 
after two lines. 

2 

1 

2 

1 

2 

Sostrata, mute 
audience to mono
logue, illus
trated. 

Demea, reported 
muta, illus
trated. 



Table A-2. Scenes Consisting of a Single Action, continued. 

Play 
Act/Scene 

Verse Siqnature Type of Action Preceding Action 

Number of 
Characters 

Depicted Comment 
Ad. 
"Xcont.) 

5.8:924 D1 dialogue Entering character 
joins those on-stage 
after h line within. 

4 

Phorm. 1.1:35 D7V monologue Cleared stage. 1 

1.2:51 El dialogue Entering character 
joins one on-stage 
after h line within. 

3 Mute audience 
illustrated. 

1.3:153 E5V di alogue Cleared stage. 2 Muta reported 
illustrated. 

2.2:315 F6 dialogue Cleared stage. 3 Muta reported 
illustrated. 

3.1:465 G5 dialogue Entering character 
joins one on-stage 
after six lines. 

2 

3.3:534 G8V dialogue Exit leaves three 
on-stage. 

3 

4.1:567 H2V dialogue Cleared stage. 2 

4.2:591 H4 monologue Cleared stage. 1 

4.3:606 H5 dialogue 
asides 

Entering character re
mains apart from those 
on-stage, who approach 
each other at once. 

4 
[3;1] 



Table A-2. Scenes Consisting of a Single Action, continued. 

Act/Scene 
PI ay Verse Siqnature Type of Action Preceding Action 

Number of 
Characters 

Depicted Comment 
Phorm. 4.4:682 
(cont.) 

H8 dialogue Exit leaves two on
stage; approach each 
other at once. 

2 

4.5:713 I1V dialogue Entering characters 
do not join one 
on-stage. 

3 
2; 1 

5.4:820 I7V monologue Cleared stage. 1 

5.8:894 K4 dialogue Entering characters 
join one on-stage 
after 4% lines. 

3 

Hec. 1.1:58 L7 dialogue Cleared stage. 2 -

2.1:198 M dialogue Cleared stage. 2 

2.3:274 M8 monologue Exits leave character 
alone on-stage. 

t 

1 

3.la:281 HL dialogue Cleared stage. 2 

3.lb:318 N3 voice within 
dialogue 

Character within 
remains separate. 

3 
l;2 

4.2:577 06V dialogue Cleared stage. 3 Muta illustrated. 

4.3:607 08 dialogue Entering character 
joins those on-stage 
at once. 

3 



Table A-3. Scenes Initiated b.y Eavesdropping and Asides 
Act/Scene Entering Speech 

Play Verse Signature and Asides 
1.5:236 cl 27 11. monologue 

5 11. asides 

2.1:301 c4 17 11. dialogue 

2.6:432 d3 2 11. monologue 
% 1. aside 

4.1:625 e4v 17 11. monologue 

2.3:292 i4 7 11. monologue 
43s 11. aside 

3.5:549 ic8 8 11. monologue 
1 1. aside 

4.3:643 15 5 11. monologue 
2 11. aside 

4.5:727 mlv 3 11. monologue 

5.2:840 nl 10 11. monologue 

5.4b:943 n5v 3 11. monologue 
2 11. asides 

5.5:971 n7 4 11. monologue 

Figures Repeated Comments 

on-stage 

entering 
(one of two) 

entering Davus only spoke aside 
to Pamphilus during 2.5; 
therefore, even though 
both were on-stage, Da
vus has the role of en
tering character. 

entering 

entering 

enteri ng 

on-stage 

entering 

entering 

entering 

entering 10 
o 



Table A-3. Scenes Initiated by Eavesdropping and Asides, continued. 

Act/Scene Entering Speech 
Play Verse Signature and Asides Figures Repeated Comments 

Eun. 
(cont.) 

5.6:1002 n8v 4 1 
1 1 

. monologue 
asides 

entering 

5.8:1031 o2v 3 1 
% 1 

. monologue 
aside 

entering Entrance illustrated. 

Heaut 1.1:175. p6 3 1 
%1 

. monologue 
aside 

entering 

2.4:381 q8v 17 1 
5 1 

. dialogue 

. asides 
entering 

3.2:512 r6 2 1 
3 1 

. monologue 

. aside 
entering 

3.3:562 r8 16 1 
1 1 

. dialogue 
asides 

on-stage Duplication misnamed? 

4.5:749 t2v 8% 1 
% 1 

. monologue 
aside 

entering 

Ad. 2.2:209 y7v lk 1 . monologue entering 

3.2:299 z6 18 1 
Zh 1 

. monologue 

. asides 
entering 

3.4:447 &6 9h 1 
4 1 

. dialogue 

. asides 
on-stage 

4.2:540 A3 7h 1 
6 1 

. monologue 

. asides 
on-stage 



Table A-3. Scenes Initiated by Eavesdropping and Asides, continued. 

Play 
Act/Scene 

Verse Signature 
Entering Speech 

and Asides Figures Repeated Comments 
Ad. 
Tcont.) 

4.5:635 

5.1:763 

5.6:889 

Phorm. 1.4:179 

2.1:231 

5.5:829 

5.6:841 

5.9:990 

Hec. 1.2:76 

2.2:243 

3.5:451 

5.1:727 

B1 

B7 

C6V 

E7V 

F2V 

I8V 

Klv 

K8 

L8 

M6V 

01v 

P4V 

2 11. monologue 
% 1. aside 

3h 11. monologue 
1 1. aside 

lh 1. monologue 

12^ 11. monologue 
4 11. asides 

14 11. monologue 
8 11. asides 

4 11. monologue 

5 11. monologue 
1^ 11. aside 

lh 11• monologue 
h 1. aside 

5 11. monologue 

3 11. monologue 
1 1. aside 

2 11. dialogue 
2 11. asides 

2 11. monologue 
2 11. aside 

entering 

entering 

enteri ng 

on-stage 

entering 

entering 

enteri ng 

on-stage 
(one of three) 

entering 

entering 

on-stage 

entering 



Table A-3. Scenes Initiated by Eavesdropping and Asides, continued. 

Act/Scene Entering Speech 
Play Verse Signature and Asides Figures Repeated Comments 

Hec. 5.2:767 P6V 2% 11. monologue entering 
(cont.) 1 1. aside 

5.4:841 Q2 13 11. dialogue one of two 
entering 

to 
ox 
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