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A Leaf of the Baptism of Christ and its Place
in Thirteenth-Century Bavarian Psalter
Illumination
Gude Suckale-Redlefsen

A

striking single leaf in Houghton Library (MS Typ 997) shows on
its recto the Baptism of Christ and on its verso a full-page initial B for the
opening of Psalm 1 (Beatus vir). Illuminated in southeastern Germany in the
second quarter of the thirteenth century, the leaf measures 17 x 13 cm., the miniatures
measure 152 x 104 mm. (Baptism), and 155 x 113 mm. (initial B). Sold at auction in
Munich in 1912 to Edgar Huidekoper Wells (1875–1938), it was acquired by George J.
Dyer for the Fogg Art Museum (1927.21) before being transferred to Houghton Library
in 1990.1
The miniature of the Baptism shows the naked Christ standing with crossed legs
in the middle of the Jordan against the foil of a highly burnished gold ground (see
figure 1). He is distinguished by a cross halo and holds his right hand in front of his
chest in a gesture of blessing. Ocher-colored waves pass over his body, but let his lighter
colored skin show through. Following Byzantine tradition, the green-ocher colored
river is given the form of a mountain that reaches up to Christ’s shoulders. The Son
of God turns his head slightly to the right, where John the Baptist, fully clothed in
a light brown fur mantle, lifts his right arm in blessing. On the other side, an angel
holds the light garment that the baptized Christ has laid aside. Above a light blue skirt
whose folds are indicated by white highlights, the angel wears a red mantle with a
scatter pattern consisting of sets of three dots. His towering wings, which are red on
the outside, white on the inside, are decorated with bands of white dots. Christ and the
angel have gold nimbi; that of John is ocher and pink. Both the halos and the figures, as
well as the internal drawing of the figures, are outlined with powerful, black penstrokes.
The simple array of colors is limited to blue, red, and ocher in various degrees of
brightness. The oversized figures overlap the three-part frame, which consists of a blue
band flanked by two ocher bands that are outlined in black or white and modelled in
graduated tones.
1

C. G. Börner, Auktions-Institut, Kunst- und Buchantiquariat, Manuskripte und Miniaturen des

XII./XVI. Jh., Auction catalog CX: November 28, 1912 (Leipzig: Börner, 1912), 10, no. 15.
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Turning the leaf over, we find a large format vine initial formed of highly polished
gold (see figure 2). The initial not only perfectly fills the blue ground, which is further
decorated with groups of three white dots, but it also overlaps the frame. The body of
the initial divides into segments that open to reveal gold dots at the center both where it
forms the two bows of the letter B and in the upright. Like the vine scrolls in the interior
spaces, both the upper and lower serifs also take the form of spirals that terminate in
rolled-up leaves. The three-part frame is like that of the miniature of the Baptism and
differs only in that it employs other colors. The inner band employs two different tones
of pink. The gold band in the middle is framed by vertical bars in pink and horizontal
bars in two shades of green. Glued into the right margin is a strip of paper bearing an
earlier shelfmark and a note, most likely dating to the early twentieth century, stating
“Sächs.-Thüringische Malschule des XIII. Jahrhunderts” (Saxon-Thuringian school of
painting of the thirteenth century).
Although no more than a fragment, the leaf can be restored to its original context.
It belonged to a psalter and stood before the principal text, as indicated by the B-initial
on the verso that opened the first psalm: [B]eatus vir. The leaf formed part of a cycle of
scenes from the life of Christ and presumably was preceded by other representations
of Christ’s infancy. Scenes stretching from the Passion to the Last Judgment could
have been in found in other groups placed before other psalms. We can obtain an
impression of what the psalter may once have looked like by comparing it with the
so-called Bamberg Psalter (Bamberg, Staatsbibliothek, Msc. Bibl. 48).2 Its decoration
consists, in part, of a series of full-page miniatures that are divided into three groups
of five placed before Psalms 1, 51 and 101. Each of these three psalms was, moreover,
introduced by a full-page decorative vine initial. Unfortunately, no further leaves are
known from the lost psalter from which the leaf now in Houghton Library survives.
In both its iconography and disposition, however, it offers such a close match to the
Bamberg Psalter that one can at least use the latter manuscript to reconstruct the
former’s iconographic program. If the pictorial cycle was no less extensive than that
in the psalter still in Bamberg, the miniature of the Baptism and the decorative initial
would have been preceded by the Annunciation, the Nativity, the Annunciation to
the Shepherds, the Adoration of the Magi, and the Presentation in the Temple. It is
possible, however, that the series of scenes was less extensive.
Hanns Swarzenski was the first to take notice of the miniature of the Baptism in
Cambridge and included it in his corpus of German manuscript illumination of the
2

Elisabeth Klemm, Der Bamberger Psalter (Wiesbaden: Ludwig Reicher Verlag, 1980); Die Andechs-

Meranier in Franken: Europäisches Fürstentum im Hochmittelalter, exhibition catatlog (Bamberg: Haus der
Bayerische Geschichte, 1998), 378, cat. no. 6.24 (Gude Suckale-Redlefsen); Elisabeth Klemm, “Schwerpunkte
der Regensburger Buchmalerei im späten 12. und ersten Drittel des 13. Jahrhundert: Anmerkungen zum
Forschungsstand,” in Zeitschrift des Vereins für Kunstwissenschaft 63 (2009), 9–45, esp. 36–37.
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Figure 1. Psalter leaf, second quarter of the thirteenth century. Cambridge, Mass., Harvard University,
Houghton Library, MS Typ 997, recto. Transfer from Fogg Art Museum, 1990.
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Figure 2. MS Typ 997, verso.
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thirteenth century.3 He linked the leaf to a group of manuscripts and fragments that
he localized to the diocese of Augsburg. Also belonging to this group was a set of nine
leaves from a dismembered psalter, now in New York (Morgan Library and Museum,
MS M. 275).4 Swarzenski, however, declined to draw a direct connection between
the single leaves in New York and Cambridge. Meta Harrsen, who largely followed
Swarzenski‘s analysis in her publication of 1958 on the Middle European manuscripts
in the Morgan Library and Museum, saw no close connection between them.5
The set of leaves in New York consists of the following miniatures, gathered under
the signature MS M. 275:
1r: Annunciation (Swarzenski, figure 749)
1v: Nativity (Swarzenski, figure 750)
2r: Presentation in the Temple
2v: Adoration of the Magi (Swarzenski, figure 754)
3v: Arrest of Christ
4r: Initial for Psalm 38: D[ixi custodiam], with Christ before Pilate
(Swarzenski, figure 762)
5v: Flagellation
6r: Initial for Psalm 51: Q[uid gloriaris], with the Crucifixion
7v: Noli me tangere (Swarzenski, figure 777)
8r: Initial for Psalm 80: E[xultate], with Doubting Thomas and the
Anastasis (Swarzenski, figure 769a)
9r: Pentecost
The first four miniatures depict exactly those scenes that must have preceded the single
leaf in Houghton Library. The eight full-page miniatures in New York measure 22.7
x 14.6 cm., the three full-page pictorial initials, 15.6 x 11 cm., and thus differ in their
dimensions from those of the leaf of the Baptism in Cambridge. One nonetheless has to
reckon that when a manuscript is dismembered, different leaves are variously trimmed,
3

Hanns Swarzenski, Die lateinischen illuminierten Handschriften des XIII. Jahrhunderts in den

Ländern an Rhein, Main und Donau, 2 vols., Denkmäler Deutscher Kunst (Berlin: Deutscher Verein für
Kunstwissenschaft, 1936), 1:140, no. 63.1; 2:fig. 755.
4

Swarzenski, 1:141, cat. no. 65; 2:133–134, figs. 749–750, 754, 762, 769a, 777.

5

Meta Harrsen, Central European Manuscripts in the Pierpont Morgan Library (New York: Pierpont

Morgan Library, 1958), cat. no. 25, figs. 43, 44.
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especially if they have different owners. The differing dimensions of the various leaves
can therefore not in and of themselves be held against considering the leaves all part
of one set. More decisive are the dimensions of the miniatures themselves. In terms of
style, the pictorial conception of the images is closely related. It is characterized above
all by the large size of the figures and a similar manner of structuring the folds. Other
common elements among the leaves in New York and Cambridge include the generous
overlapping of the frames, the structuring of the faces in three-quarter view with red
cheeks, and the use of sets of three decorative dots. The degree, however, to which the
Cambridge leaf belongs with those in New York can only be determined for certain by
a direct comparison of the originals. Even if the miniatures did not originate from the
same psalter, they undoubtedly came from the same workshop.
I now turn to the localization and dating of the psalter leaves. Hanns Swarzenski
further related them to another psalter in the Morgan Library and Museum in New
York (MS M. 280) and another in the Germanisches Nationalmuseum in Nuremberg
(Hs. 56632).6 These two manuscripts have in common not only a largely identical
iconographic repertory, but also a similar style. As noted by Meta Harrsen, the obits
added to the calendar in the psalter in New York point to its having been used in the
diocese of Trier.7 Hardo Hilg localized the psalter in Nuremberg to southern Bavaria
or Austria, perhaps in the diocese of Salzburg, and to a convent of Dominican nuns on
account of the entries in its calendar, and dated it to the second half of the thirteenth
century.8 Compared with the version in Cambridge, the Baptism of Christ in the psalter
in Nuremberg reveals certain variations. Christus is larger than the Baptist and does
not turn in a reverse movement towards John, but rather strides towards him. The angel
holding the garment, who has a partner on the opposite side, is shown half-length and
transplanted into heaven. In contrast to the miniature in Cambridge, the contours in
the faces of the figures in the psalters in New York and Nurenberg are still more broadly
drawn, and the eyes more darkly shadowed. These variations on the model permit one
to identify the two psalters as later products. They might well, however, still come from
the same workshop that worked over a long period of time and used binding sets of
models. The single leaves in Cambridge and New York undoubtedly belong among the
earlier works of this school.
The fact that the calendar of one psalter (New York, Morgan Library and
Museum, MS M. 280) points to Trier and that of the other (Nuremberg, Germanisches
Nationalmuseum, Hs. 56632) to Salzburg further permits one to suppose that all
these psalters were made in a center that produced works for export. Whether this
6

Swarzenski, 1:140–141, cat. no. 64; 2:figs. 748, 758,761, 763–764, 767, 769, 770, 772, 777a; and 1:141–

142 ( cat. no. 66); 2:figs. 751–753, 756–757, 759, 760, 765b, 766, 768.
7

Harrsen, cat. no. 23, fig. 41.

8

Hardo Hilg, Die lateinischen mittelalterlichen Handschriften, Kataloge des Germanischen

Nationalmuseums Nürnberg: Die Handschriften 2/2 (Wiesbaden: Harrassowitz, 1986), 87ff.
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workshop was actually located in the free imperial city of Augsburg or whether it was
in Regensburg or elsewhere in Bavaria cannot be decisively determined for lack of
conclusive information. In any case, the workshop was not located in a monastery,
but rather in an urban center. There are programmatic connections, but only loose
stylistic similarities, with the Bamberg Psalter, dated ca. 1220–1230, whose place of
origin in Bavaria (Windberg, Regensburg, or Bamberg) is hotly debated. The single leaf
in Cambridge is probably later in date and, moreover, represents a lower level of artistic
accomplishment.
No convincing comparisons can be made between the leaf in Cambridge and
other psalters that more or less certainly originated in Franconia—for example, the
Würzburg Psalter (Munich, Bayerische Staatsbibliothek, Clm 3900) and the Melk
Psalter (Stiftsbibliothek, Hs. 1903). Works of Silesian manuscript illumination—for
example, the so-called Hedwig Psalter in Wrocław (Breslau), (Universitätsbibliothek,
Cod. Membr. Mut. I F 440),9 illuminated ca. 1240 with nineteen full-page miniatures,
including seventeen scenes from the life of Christ and numerous vine initials—resemble
the psalter from which the Cambridge leaf originated only in their iconographic
program, not in style.
The supposition recorded in the glued-on note that the picture of the Baptism
belongs to the Thuringian-Saxon school of illumination cannot be maintained. Building
on the basis for the research on this group of manuscripts provided by Arthur Haseloff
in his dissertation of 1897,10 numerous subsequent detailed studies on the major works
of this artistic circle have provided a good overview of the specific characteristics
of its production.11 Among the most famous luxury manuscripts of the group are
9
10

Die Andechs-Meranier in Franken, 374, cat. no. 6.19 (Gude Suckale-Redlefsen).
Arthur Haseloff, Eine thüringisch-sächsische Malerschule des 13. Jahrhunderts, Studien zur

deutschen Kunstgeschichte 9 (Strasbourg:Heitz, 1897).
11

Renate Kroos, Drei niedersächsische Bildhandschriften des 13. Jahrhunderts in Wien, Abhandlungen

der Akademie der Wissenschaften in Göttingen: Philosophische Klasse, 3. Folge, 56 (Göttingen:Vandenhoeck
& Rupprecht, 1964); Renate Kroos, “Sächsische Buchmalerei 1200–1250: Ein Forschungsbericht,” Zeitschrift
für Kunstgeschichte 41 (1978): 283–316; Andreas Fingernagel and Martin Roland, Mitteleuropäische Schulen
1 (ca. 1250–1350), Die illuminierten Handschriften und Inkunabeln der Österreichischen Nationalbibliothek
10 (Vienna: Verlag der Österreichischen Akademie der Wissenschaften, 1997); Elisabeth Klemm, Die
illuminierten Handschriften des 13. Jahrhunderts deutscher Herkunft in der bayerischen Staatsbibliothek,
Katalog der illuminierten Handschriften der bayerischen Staatsbibliothek in München 4 ( Wiesbaden:
Ludwig Reichert Verlag, 1998); Harald Wolter-von dem Knesebeck, “Felder der Ausdifferenzierung von
Stilformen und Stilbegriff: Der Zackenstil und die Musterbuchfrage,” in Stilfragen zur Kunst des Mittelalters:
Eine Einführung, ed. Bruno Klein et al. (Berlin: Reimer Verlag, 2006), 95–122; Beate Braun-Niehr, “Die
sächsische Buchmalerei und Magdeburger Skriptorien im 13. Jahrhundert,” in Aufbruch in die Gotik 1209:
Der Magdeburger Dom und die späte Stauferzeit, exhibition catalog, 2 vols. (Magdeburg-Mainz: von Zabern,
2009), 1:221–233.
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the so-called Landgrafenpsalter in Stuttgart (Württembergische Landesbibliothek,
MS HB II24)12 and the so-called Elisabethpsalter in Cividale (Museo Archeologico
Nazionale, MS CXXXVII),13 both of which were written for Sophia von Wittelsbach,
the second spouse of Hermann I, Landgraf of Thüringia. Both manuscripts represent
exceptionally luxurious editions that were intended for female private piety and
dynastic commemorations.14 The Saxon-Thuringian school of painting, however, also
produced numerous, much simpler psalters. With these, however, Swarzenski’s group
of manuscripts supposedly produced in Augsburg betrays no connections whatsoever.
The members of this group stand on their own as testimony to the increasing popularily
of luxurious copies of the psalter as the prayer book of choice for German aristocrats,
especially women, and clerics of the thirteenth century. 15

12

Der Landgrafenpsalter: Faksimile und Kommentarband, ed. Felix Heinzer (Graz-Bielefeld:

ADEVA, 1992).
13

Harald Wolter-von dem Knesebeck, Der Elisabethpsalter in Cividale del Friuli: Buchmalerei für

den Thüringer Landgrafenhof zu Beginn des 13. Jahrhundert (Berlin: Deutsche Verlag für Kunstwissenschaft,
2001); Salterio di Santa Elisabetta: Faksimile und Kommentarband, ed. Claudio Barberi (Udine: Ministero per
i beni e le attività culturali, Soprintendenza regionale per i beni e le attività culturali Friuli Venezia Giulia,
2002).
14

Gude Suckale-Redlefsen, “Zwei Bilderpsalter für Frauen aus dem frühen 13. Jahrhundert,” in

The Illuminated Psalter: Studies in the Content, Purpose and Placement of its Images, ed. Frank Olaf Büttner
(Turnhout: Brepols, 2004), 249–258.
15

Jürgen Wolf, Buch und Text: Literatur- und kulturhistorische Untersuchungen zur volkssprachigen

Schriftlichkeit im 12. und 13. Jahrhundert, Hermaea 115 (Tübingen: Max Niemeyer, 2008), 96–100, 183–190.
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The “Sweet Style” in Regensburg:
An Addition to the Leaves from the early
Fourteenth-Century Antiphonary from the
Dominican Convent of the Holy Cross
Robert Suckale

A

mong the leaves from German illuminated manuscripts in
Houghton Library is an initial A for the antiphon, Adorna thalamum tuum
Syon representing the Presentation of Christ in the Temple (Cambridge,
Mass., Harvard University, Houghton Library, MS Typ 961) (see figures 1 and 2).
Measuring 49.2 x 37 cm., the initial itself 95 x 90 mm., the leaf was painted in
Regensburg ca. 1310. The leaf was cut from the winter portion of an antiphonary that
was sold by the Dominican convent of the Holy Cross (Heilig Kreuz) in 1876.1 The leaf
bears traces of two systems of foliation or pagination: the older of the two, the number
222 at the upper middle edge, drawn in red, probably dates from the sixteenth century;
the number 495 in pen at the upper right corner was added later, most likely in the
seventeenth or eighteenth century.
Thirteen leaves originating from this manuscript have previously been identified and
are listed here in their probable sequence in the original manuscript:

1

The assertion in the HOLLIS catalog description that the antiphonary adopts Franciscan use

appears to be without any factual foundation. For the antiphonary, see Meta Harrsen, Central European
Manuscripts in the Pierpont Morgan Library (New York: Pierpont Morgan Library, 1958), 47; Robert Suckale,
“Die Zeit der Gotik: Die Regensburger Buchmalerei von 1250 bis 1350,” and “Die Regensburger Buchmalerei
von 1350 bis 1450,” in Regensburger Buchmalerei, ed. Florentine Mütherich and Karl Dachs, Regensburg
5.19 – 8.9.1987, exhibition catalog (Munich: Prestel, 1987), 79–110, esp. 88–89; The Ernest Erickson Collection
in Swedish Museums, ed. Jan Wirgin (Stockholm: Museum of Far Eastern Antiquities, 1989), 116–118 (Ulf
Abel); Robert Suckale, “Praenotatiunculae zu einer Geschichte der Regensburger Malerei des frühen 14.
Jahrhunderts,” in Glas, Malerei, Forschung: Internationale Studien zu Ehren von Rüdiger Becksmann, ed.
Hartmut Scholz et al. (Berlin: Deutscher Verlag für Kunstwissenschaft, 2004), 131–142, esp. 138–142.
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Isaiah: A[spiciens a longe], First Sunday in Advent, Matins. Stockholm, Nationalmuseum
NMB 2328, Ernest Erickson Foundation, Med.1.2
Fleuronné initial: E[cce nomen domini venit de celo longinquo], First Sunday in Advent,
Vespers. Stockholm, Nationalmuseum NMB 2328, Ernest Erickson Foundation Med. 2
(ex fol. 1 in the foliation in chalk).
Birth of Christ (in the upper half, the bust of God the Father in the form of Christ):
H[odie nobis celorum rex], Christmas, Matins.3 New York, The Morgan Library and
Museum, MS M. 870.1.
Stoning of Stephen: S[tephanus autem plenus gratia], 12.26. Antiquariat Jörn Günther,
Stalden (formerly Hamburg), Cat. no. 5 (1997), no. 33.
Massacre of the Innocents: C[entumquadragintaquatuor milia], 12.28. Antiquariat Jörn
Günther, Stalden (formerly Hamburg), Cat. no. 5 (1997), no. 33.
Circumcision: E[cce agnus dei qui tollit peccata mundi], 1.1. Baltimore, Walters Art
Gallery, MS W. 754a.4
Baptism (in the upper half, the bust of God the Father in the form of Christ): H[odie
in Iordano baptizato], 1.13. Stockholm, Nationalmuseum NMB 2328, Ernest Erickson
Foundation, Med. 3 (ex fol. 63 in the foliation in crayon).
Presentation of Christ in the Temple: A[dorna thalamum tuum Syon], 2.2, Candlemass,
Matins. Cambridge, Mass., Harvard University, Houghton Library, MS Typ 961.
Crucifixion of Andrew: D[um perambularet dominus], 11.30. New York, The Morgan
Library and Museum, MS M. 870. 2, (ex fol. 199 in the foliation in crayon, page 408 in
the pagination).5
2

Carl Nordenfalk, Bokmålningar fran medeltid och renässans I Nationalmusei samlingar

(Stockholm: Rabén & Sjögren, 1979), no. 10, 54–55.
3

Given that the dates of certain church feasts often vary from place to place, only the dates most

commonly used are supplied.
4

Dorothy Miner, “Since De Ricci,” Journal of the Walters Art Gallery 29–30 (1966–1967): 69–103;

31–32 (1968–1969): 41–118, here 29–30: 87–91; Alison Stones and John Steyaert, Medieval Illumination, Glass,
and Sculpture in Minnesota Collections (Minneapolis: University Gallery, University of Minnesota, 1978), 28.
5

Contrary to Regensburg tradition, the saint is shown as both young and without a beard. In

contrast, the way in which he is bound to the Cross with a tau is common through southern Germany.
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Figure 1. Antiphonary leaf, Regensburg, ca. 1310. Cambridge, Mass., Harvard University,
Houghton Library, MS Typ 961, recto. Bequest of Philip Hofer, 1984.
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Figure 2. MS Typ 961, verso.
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Cathedra Petri (Christ giving the Keys of the Church to Peter): S[imon Petre antequam],
1.18. Baltimore, Walters Art Gallery, MS W. 754b.
Agnes covered in Hair:6 D[iem festum], 1.21. New York, The Morgan Library and
Museum, MS M. 870. 3, (ex fol. 209 in the foliation in crayon, page 468 in the added
pagination).
Conversion of Saul: Q[ui operatus est], 1.25. Stockholm, Nationalmuseum NMB 2328,
Ernest Erickson Foundation, MS Med. 4 (ex fol. 63 in the foliation in crayon).
Lucy and Agatha: D[um torqueretur], 12.13./2.15, last recorded as being in Haverhsam,
Rhode Island, collection of Philippe Verdier.
Only initials prior to Candlemass (2.20) survive from the Winter portion of the
antiphonary. From this it can be concluded that the manuscript was already a fragment
when it was sold and broken up. The proprium de tempore and the proprium de sanctis
were not separated from one another. The manuscript is written in a very regular
vertical textura. The square notation is distributed across four lines of notation. Vertical
bars creating measures were added in part by a later hand. On the reverse of the leaf
in the Morgan Library and Museum (MS M. 870.3), the presence of a signature can be
made out.
The workshop that produced these initials apparently consisted of several painters,
who nonetheless shared a characteristic type of initial. Placed in front of a rectangular
or square gold ground, the parti-colored blue and red body of the initial fills or even
overlaps the black frame. The shafts are either divided into fields, display diamondshaped ornaments or, above all, a type of palmette or half-palmette form that is
characteristic of Regensburg. In other words, tectonic and metamorphic plant forms
are combined one with the other. An especially beloved motif is the three-leaved clover
that in this case is employed in the triangular space above the cross-shaft of the letter

6

This uncommon iconography is found only in a few, for the most part French, examples, e.g., an

Agnes in the church at Ecouis (Eure), dated 1311–1313, in so far as the covering with hair was reserved for
the far more prominent Mary Magdalene. See Françoise Baron, in L’art au temps des rois maudits: Philippe le
Bel et ses fils 1285–1328, exhibition catalog (Paris: Grand Palais, 1998), 106–107, with the former identification
as Mary Magdalen. For the legend of Agnes’s having been covered with hair, see Lexikon der christlichen
Ikonographie, 8 vols., ed. Wolfgang Braunfels (Freiburg i.Br.: Herder, 1973), 5:58–63. See also Willibald
Sauerländer, “Notizen aus der Ausstellung: L’art au temps des rois maudits. Philippe le Bel et ses fils 1285–
1328. Paris, Grand Palais, 17. März–29. Juni 1998,” Kunstchronik 52 (1999): 19–29.
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Figure 3. Breviary of the Teutonic Order. Frankfurt am Main, Staats- und
Universitätsbibliothek, MS lat. oct. 3, fol. 254v.
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A as well as at the end of a branch in lieu of fleuronné decoration. The majority of the
figural initials in the manuscript, however, were enriched with red and blue fleuronné.7
In addition to the historiated initials, which are as high as two to three lines of
text with their accompanying notation, the manuscript also contains equally large red
and blue fleuronné initials. The next level of decoration in the overall hierarchy of the
manuscript consists of alternating red and blue initials with filigree ornament, each of
which is no more than a single line of text or notation in height. Lower in the hierarchy
are initials in black ink of the same size, but without filigree decoration. Similar, if
somewhat smaller, initials also occur. Smallest of all are the alternating red and blue
capital letters of the display scripts employed for titles, which are embellished with
filigree in the opposing color.
The name “Gerwich,” which appears alongside the image of the martyrdom of St.
Andrew in the Morgan Library and Museum, can be identified according to monastic
custom in Regensburg as the name of a female donor, not as that of the artist. No
doubt she was not alone. With the exception of the prophets, which can be attributed
to a painter who otherwise appears not to have been active in Regensburg, all the
miniatures were made by the most productive painting workshop in Regensburg in
the early fourteenth century.8 The same workshop also produced wall-painting and
stained glass.9 Developing the specific Regensburg variant of the “Zackenstil” (jagged
style), the workshop combined it with the simpler style of decoration characteristic
of the university bibles produced in Paris and, for the figures, that found in Upper
7

It is possible, however, that the lack of accompanying filigree on the leaf at Harvard could be

attributed to the oft-observed tendency in illuminated manuscripts to simplify decorative procedures in the
course of executing the work.
8

It does not, however, make much sense to name the two artists, named as witnesses in a document

of 1342 as Master Heinrich the painter and Master Ortlieb the painter, in conjunction with the workshop of
illuminators, although related panels executed as late as the 1340s can be found among those in the cathedral.
See Alois Elsen, Der Dom zu Regensburg: Die Bildfenster (Berlin: Deutscher Verein für Kunstwissenschaft,
1940), 25.
9

Gabriela Fritzsche, Die mittelalterlichen Glasmalereien im Regensburger Dom, 2 vols., Corpus

Vitrearum Medii Aevi, Deutschland 13 (Berlin: Deutscher Verlag für Kunstwissenschaft, 1987); reviewed
by Achim Hubel, in Kunstchronik 42 (1989): 358–383; Hubel, Die Glasmalereien des Regensburger Domes
(Munich and Zurich: Schnell & Steiner, 1981); Gabriela Laipple-Fritzsche, “Mittelalterliche Glasmalerei im
Bistum Regensburg,” in 1250 Jahre Kunst und Kultur im Bistum Regensburg, ed. Peter Morsbach (Munich
and Zurich: Schnell & Steiner, 1989), 261–281. For wall-painting, see Anke Borgmeyer, Achim Hubel,
Andreas Tillmann, and Angelika Wellnofer, Stadt Regensburg, Denkmäler in Bayern III/37 (Regensburg:
Mittelbayerische Druck- und Verlags-Gesellschaft Regensburg, 1997), pl. LVI/4, 20–21, 24–25, and 136–137.
The engraved tomb plaque of the blessed Irish hermit Mercherdach in the Obermünster in Regensburg
comes from this workshop; see Joseph Braun, Tracht und Attribute der Heiligen in der deutschen Kunst
(Stuttgart: J. B. Metzler, 1943), col. 538.
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Rhenish manuscript illumination of the period.10 The flat manner in which the color
is laid down and the use of strong black lines for the representation of folds, hems,
and contours is all with good reason reminiscent of stained glass painting, which in
these decades could well be described as the leading task among painters. Borrowing
Dante’s formulation of the “dolce stil nuovo,” one can label the manner of painting
characteristic of this period as a “sweet new style.” 11 Not without reason can one see it
as having been rooted in the inward-looking mysticism of the time, especially as it was
cultivated in female monastic communities.
Characteristic of the working methods of the workshop is the almost serial nature of
its production, which consists of large, similar series of images and a close dependency
on an established canon of compositions that must have been passed down in the
form of model books. For example, the leaf with the Presentation in the Temple in
Cambridge can be compared with the same subject in the somewhat older Breviary of
the Teutonic Order in Frankfurt am Main (Staats- und Universitätsbibliothek, MS lat.
oct. 3, fol. 254v) (see figure 3).12 The principal motifs are essentially retained, although
their treatment is flatter and more stencil-like in execution. This workshop, which
dominated the market, began its activity in the late thirteenth century and flourished
until as late as the 1340s.

10

Alfred Stange, “Studien zur oberrheinischen Malerei um 1300,” Münchner Jahrbuch der bildenden

Kunst 9 (1932): 17–48; Ellen J. Beer, Beiträge zur oberrheinischen Buchmalerei in der ersten Hälfte des 14.
Jahrhunderts unter besonderer Berücksichtigung der Initialornamentik (Basel and Stuttgart: Birkhäuser,
1959); Codex Manesse, ed. Elmar Mittler, exhibition catalog (Heidelberg: Universitätsbibliothek, 1988), esp.
Lieselotte E. Saurma-Jeltsch, “Das stilistische Umfeld der Miniaturen,” 302–349.
11

Beer, Beiträge.

12

For this manuscript, see Robert Suckale, “Praenotatiunculae zu einer Geschichte der

Regensburger Malerei des frühen 14. Jahrhunderts,” in Glas, Malerei, Forschung, 131–142; Georg Swarzenski
and Rosy Schilling, Die illuminierten Handschriften und Einzelblätter des Mittelalters und der Renaissance
in Frankfurter Besitz (Frankfurt a.M.: Frankfurter Bibliophilen-Gesellschaft, 1929), no. 66, pl. 30–31; Karin
Bredehorn and Gerhardt Powitz, Die mittelalterlichen Handschriften der Gruppe Manuscripta Latina,
Kataloge der Stadt- und Universitätsbibliothek Frankfurt am Main 4/III (Frankfurt a.M.: Klostermann,
1979), 83–86.
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The Houghton Library Lanzelet Fragment
Nigel F. Palmer

I

t has become a commonplace of literary criticism over the last forty years that texts
change with time. They take root, grow and evolve, establish new connections.
They respond to new patterns of circulation and distribution, they engage with
different media (such as their illustrations) and with the new and constantly changing
audiences for whom they were copied or who were the recipients of earlier copies.
The Middle High German Lanzelet romance, of which MS Ger 80 (see figure 1) in
Houghton Library represents a significant fragment, a pair of leaves from the first half
of the fourteenth century, is a witness to this process.1 At the time when the poem
was first composed in couplet verse on the basis of an unknown French model by a
certain Ulrich von Zatzikhoven, some time in the years after 1193/94, an “Arthurian
romance” did not mean what it did later or what it does to us today. Major texts that
were to determine the contours and “rules” of the genre had at this time not yet been
composed. That goes for Hartmann von Aue’s Iwein and Gottfried von Strassburg’s
Tristan, influential German narrative poems from the German South-West composed
in exactly the region in which the Lanzelet author is to be sought, and hardly more
than ten or at most fifteen years later. It also goes for the Parzival of Wolfram von
Eschenbach. When the Houghton fragment came to be written in the first half of the
fourteenth century, at a time when the composition of texts of this type in German was
drawing to a close, the situation was different from that around 1200. It was different yet
again a century later, when the manuscript now in Heidelberg, which represents a new
and distinctive style of German manuscript with two miniatures from the “Alsatian
workshop of 1418,” was written.
In the following pages I shall begin with the composition of Ulrich’s Lanzelet
in the last years of the twelfth century and then move on to an overview of the
manuscript tradition of the poem, with a view to providing a codicological context
for an understanding of the individual witnesses. In the final section I shall attempt to
place the Houghton Lanzelet, which must be taken together with a double leaf in the
1

Ulrich von Zatzikhoven, Lanzelet, ed. Florian Kragl, 2 vols. (Berlin and New York: de Gruyter,

2006). For a comprehensive and very accurate description of the Houghton Library fragment, see 2:848–850.
For the most recent literary account of Ulrich’s Lanzelet in a European context, see Frank Brandsma and
Fritz Peter Knapp, “Lancelotromane,” in Höfischer Roman in Vers und Prosa, ed. René Pérennec and Elisabeth
Schmid, redaction Nils Borgmann, Germania Litteraria Mediaevalis Francigena (GLMF) 5 (Berlin and New
York: de Gruyter, 2010), 393–457, esp. 397–404.
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Figure 1. Ulrich von Zatzikhoven, Lanzelet, Fragment G. Cambridge, Mass., Harvard University,
Houghton Library, MS Ger 80, fol. 1r. 21.0 x 15.0 cm. (text 17.5 x 13.2 cm.).
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University Library of Klagenfurt (Perg.-Hs. 47: figure 4) that has long been known to
have originally formed part of the same book, within the broader picture. My aim is
to offer some thoughts on how this manuscript, in its material aspect as a book, can be
seen to intersect with the history of the text as manifested in its original composition
and in the tradition of the five manuscripts and fragments of Ulrich von Zatzikhoven’s
work of which we have knowledge today. In other words, to show how the Houghton
Lanzelet intersects with the manuscript culture of the period in which it was written. It
will be evident, I hope, that this case study belongs in the context of an ongoing project
in medieval studies to go beyond the study of manuscripts as a “Hilfswissenschaft” and
to use the linguistic, paleographical, codicological and historical evidence as the basis
for a broader analysis of medieval literature in its cultural context.2

I.
A key aspect of the literary situation in the German lands at the time when the Lanzelet
romance was written is the relationship to French, which can be documented both
in the production of new literary texts based on French models and in the culture of
the material book. In the last years of the eleventh and the first years of the twelfth
century, when the first Early Middle High German couplet texts were composed, such
as the Altdeutsche Genesis and Exodus, comparable literary forms had yet to emerge
in England and France. At this time German vernacular literature enjoyed a certain
“précocité.” The Kaiserchronik with just over 17,000 lines of verse datable to the middle
of the twelfth century, while postdating the beginnings of the Anglo-Norman and
French literary tradition, stands out as the first historical chronicle in verse to be
composed in a European vernacular language. From the time of Lambrecht’s Alexander
(ca. 1160–1170) and Heinrich von Veldeke’s Eneasroman (some time after about 1183)
onwards, however, things changed, and the autonomy of the Latin-German indigenous
literary tradition, which had itself been a major factor of the renaissance of the long
twelfth century,3 no longer stood intact. From now on we can observe repeatedly how
the writers of German epic and romance regularly reflect on their position at the
2

For German literature, see Jürgen Wolf, Buch und Text: Literatur- und kulturhistorische

Untersuchungen zur volkssprachigen Schriftlichkeit im 12. und 13. Jahrhundert, Hermaea 115 (Tübingen: Max
Niemeyer, 2008). For French literature, see Keith Busby, Codex and Context: Reading Old French Verse
Narrative in Manuscript, 2 vols., Faux titre: Études de langue et littérature françaises 221–222 (Amsterdam and
New York: Rodopi, 2002). See also Deutsche Handschriften 1100–1400: Oxforder Kolloquium 1985, ed. Volker
Honemann and Nigel F. Palmer (Tübingen: Max Niemeyer, 1988); Nigel F. Palmer, “Von der Paläographie
zur Literaturwissenschaft: Anläßlich von Karin Schneider, Gotische Schriften in deutscher Sprache, Bd. I,”
Beiträge zur Geschichte der deutschen Sprache und Literatur 113 (1991): 212–250.
3

For a recent discussion of Germany’s place in this process, see Rodney Thompson, “The Place of

Germany in the Twelfth-Century Renaissance,” in Manuscripts and Monastic Culture: Reform and Renewal in
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intersection of two cultures, describing a one-way transition from French to German
in rather concrete terms. Pfaffe Lambrecht, the author of the Alexanderlied, presents his
work as standing in a strict line of literary descent: the tale of Alexander, some details of
which are recorded in the Book of Machabees, was composed in French by Alberic of
Besançon, whose work is now presented in a German version so exclusively indebted
to this single source that whatever untruths Alberic put about will have been carried
over into the German poem.4 Pfaffe Konrad, the author of the German Rolandslied,
describes the procedure whereby he claims first to have translated the French into
Latin and then, in a second step, to have rendered the Latin into German.5 Gottfried
von Strassburg reports that, having recognized how not all previous authors of Tristan
narratives had followed the best version, namely that of “Thomas von Britanje,” he
undertook a comprehensive search in Latin and French manuscripts until he finally
found the right text, which he is now able to present to his German audience.6 These
statements about the transfer process may be true (or in some measure true), but their
function in context is not to establish a historical record; they are rather symbolic,
conveying to the audience a sense of how they should situate the poetic narrative with
which they are presented, whether this be through oral performance or through a
manuscript book.
At the end of his prologue to Willehalm (ca. 1210–1220), Wolfram von Eschenbach
places the poem which is to follow in the context of cultural transfer between France
and the German lands:
There is simply no German poetry that can match the story which I have in
mind, neither in its ending nor in its beginning. He who aspires to worthiness
should invite this tale to come up to the fireside in his house: she is billeted
here with the new arrivals. The noblest of Frenchmen have acknowledged that
there never was a sweeter subject matter, in terms of worthiness or truthfulness.

Twelfth-Century Germany, ed. Alison I. Beach, Medieval Church Studies 13 (Turnhout: Brepols, 2007), 19–42,
on German literary texts 20–22, 27–28.
4

Pfaffe Lambrecht: Alexanderroman. Mittelhochdeutsch/Neuhochdeutsch, ed. and trans. Elisabeth

Lienert, Universal-Bibliothek 18508 (Stuttgart: Reclam, 2007), v. 1–18.
5

Das Rolandslied des Pfaffen Konrad: Mittelhochdeutsch/Neuhochdeutsch, ed. and trans. Dieter

Kartschoke, Universal-Bibliothek 2745 (Stuttgart: Reclam, 1993), v. 9080–9083; cf. Kartschoke, “in die latîne
bedwungin: Kommunikationsprobleme im Mittelalter und die Übersetzung der ‘Chanson de Roland’ durch
den Pfaffen Konrad,” Beiträge zur Geschichte der deutschen Sprache und Literatur 111 (1989): 196–209.
6

Gottfried von Strassburg: Tristan, ed., on the basis of the edition by Reinhold Bechstein, by Peter

F. Ganz, Deutsche Klassiker des Mittelalters N. F. 4 (Wiesbaden: Brockhaus, 1978), v. 131–171.
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Neither thrust nor assault has impaired this poem in any way: that’s what they
say over there—now you can hear it here.7
The Friulian poet Thomasin von Zerklaere presents his long Middle High German
poem, completed in 1215/16, which is published under the title Der welsche Gast, as a
visitor from the world of the Romania, beseeching the German lands to behave like
a good hostess (“ein guot hûsvrouwe”) and to treat the “welscher gast” appropriately,
noting how his words relate to those previous poems that she has heard which were
translations from Romance into German. He presents himself as an intruder, a
“Welshman” speaking to his audience in German.8
Ulrich’s Lanzelet offers a particularly eloquent example of symbolic narrative that
situates the poem in a cultural context. The poet describes in his epilogue how his
rendering into German of a French book (“ein welschez buoch”) about Lancelot took
place in the context of political interaction between England and the German lands,
constructing a symbolic analogy between the transfer of literature from one realm to
another and the imprisonment of Richard the Lionheart at Dürnstein on the Danube
and the subsequent transfer of noble hostages from foreign lands to Germany in return
for the king’s freedom:
I tell you, nothing has been subtracted or added to what is said in a certain
French book, which first came to our attention when, by God’s will, the king of
England was captured by Duke Leopold, who demanded a large ransom. The
captive king offered to him as hostages noble lords of the highest birth from
many distant lands, counts, freemen and the like. Emperor Henry directed that
they should be divided up among the German lands as he thought fit. One of
these hostages was Hugh de Morville, in whose possession we had previously
seen the French book about Lancelot. Ulrich von Zatzikhoven was then
compelled, by the entreaties of dear friends, to undertake the arduous task and
to put this long and remarkable tale as best he could into German verse, with
no other incentive than to stand higher in the estimation of good people.9
7

“Unsanfte mac genôzen / diutscher rede deheine / dirre, die ich nû meine, / ir letze und ir

beginnen. / swer werdekeit wil minnen, / der lât dise âventiure / in sînem hûse ze viure: / diu vert hie mit
den gesten. / Franzoiser die besten / hânt ir des die volge lân, / daz süezer rede wart nie getân / mit wirde
noch mit wârheit. / underswanc noch underreit / valschete dise rede nie: / des jehent si dort – nû hoert se
ouch hie!” Wolfram von Eschenbach, Willehalm: Nach der Handschrift 857 der Stiftsbibliothek St. Gallen, ed.
Joachim Heinzle, Altdeutsche Textbibliothek 108 (Tübingen: Max Niemeyer, 1994), lines 4,30–5,14.
8

Der wälsche Gast des Thomasin von Zirclaria, ed. Heinrich Rückert, Bibliothek der gesammten

deutschen National-Literatur 30 (Quedlinburg: Basse, 1852), v. 87–99.
9

“Als ich iuch berihte, / sô enist dâ von noch zuo geleit, / wan als ein welschez buoch seit, / daz

uns von êrst wart erkant, / dô der künic von Engellant / wart gevangen, als got wolte, / von dem herzogen
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This statement fits into a familiar pattern. Historical narratives (such as the Alexanderlied
and the Rolandslied), romances of antiquity (such as the Eneasroman), the German
adaptations of “chansons de geste” (such as Willehalm), and Arthurian romance
(such as Ulrich’s Lanzelet and Wolfram’s Parzival) are all presented by their authors
as German equivalents to works of French literature—as “visitors” from the Romania,
hostages from abroad stranded in Germany. In view of this it is very striking that,
in terms of their physical appearance, the German manuscripts of courtly literature
demonstrate only sporadic dependency on French models.10 This is a point to which I
shall return with a concrete example.
If the authors claim cultural dependency on French poetry for their subject
matter, the social context with which they seek to connect is that of the highest
German aristocracy, the world of the “knights.” Heinrich von Veldeke, the author of
the Eneasroman, tells a story about his manuscript being stolen during the wedding
festivities of Landgrave Ludwig III of Thuringia and the Countess of Cleves, who had
borrowed it from him to read, with the underlying implication that his work was of
considerable personal interest to the most powerful nobles of the realm.11 Wolfram von
Eschenbach stresses that he received the French source for Willehalm directly from
Landgrave Hermann of Thuringia and states that his hero “kuns Gwillâms de Orangis,”
second only to Charlemagne in terms of noble birth, is a knightly figure with whom
Liupolte, / und er in hôhe schatzte. / der gevangen künic im satzte / ze gîsel edel herren / von vremden landen
verren, / an gebürte harte grôz, / grâven, vrîen und der genôz. / di bevalch aber keiser Heinrich / in Tiutschiu
lant umb sich, / als im riet sîn wille. / Hûc von Morville / hiez der selben gîsel ein, / in des gewalt uns vor
erschein / daz welsche buoch von Lanzelete. / dô twanc in lieber vriunde bete, / daz dise nôt nam an sich /
von Zatzichoven Uolrich, / daz er tihten begunde / in tiutsche, als er kunde, / ditz lange vremde mære / durch
niht, wan daz er wære / in der frumen hulde dester baz.” (v. 9322–9349) The historical figures mentioned are
Richard the Lionheart, king of England, d.1199; Duke Leopold V of Austria and Steiermark, d.1194; Emperor
Henry VI, d.1197; Hugh de Morville, lord of Burgh by Sands, son of Simon de Morville, d.1202. The Becket
murderer, Hugh de Morville of Appleby, lord of Westmorland, is thought to have died in the mid-1170s and
is therefore unlikely to be Ulrich’s Hugh de Morville; see Nicholas Vincent, “The Murderers of Becket,” in
Bischofsmord im Mittelalter: Murder of Bishops, ed. Natalie Fryde and Dirk Reitz, Veröffentlichungen des
Max-Planck-Instituts für Geschichte 191 (Göttingen: Vandenhoeck & Ruprecht, 2003), 211–272, esp. 223–229;
and for Hugh de Morville of Burgh by Sands, p. 225 with n. 64.
10

For a much more positive view of the relationship to French, see Wolf, Buch und Text, 87–96.

For further discussion of the influence of the layout of French manuscripts on those from Germany in the
late twelfth and early thirteenth century, see Christine Putzo, “Die Frauenfelder Fragmente von Konrad
Flecks ‘Flore und Blanscheflur,’ zugleich ein Beitrag zur alemannischen Handschriftenüberlieferung des 13.
Jahrhunderts,” Zeitschrift für deutsches Altertum 138 (2009): 312–343, esp. 317–320.
11

Heinrich von Veldeke: Eneasroman. Mittelhochdeutsch/Neuhochdeutsch, ed. and trans., on the

basis of the edition by Ludwig Ettmüller, by Dieter Kartschoke, 2nd ed., Universal-Bibliothek 8303 (Stuttgart:
Reclam, 1997), lines 352,25–354,1.
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his audience will feel able to identify directly (3,8–4,1). In a similar manner, Ulrich
von Zatzikhoven’s account of how he received his French source manuscript from
Hugh de Morville, one of the noble hostages sent to the Hohenstaufen Emperor Henry
VI in return for the freeing of Richard the Lionheart in 1193/94, is not just presented
to record a historical event, but rather to press the implicit claim that the Lancelot/
Lanzelet romance was of direct interest to the highest European nobility.
We do not know who Ulrich’s patron was, and we have no real clues that would
enable us to narrow down the identity of the “liebe vriunt” (v. 9342) who pressed him
to write. In the passage quoted above it is stated that the author first found out about
the French Lancelot romance when the king of England was taken prisoner by Duke
Leopold (December 21/22, 1192) and he himself had the opportunity to make the
acquaintance of the noble hostage Hugh de Morville, “in whose possession he had
previously [‘vor’] seen the French book” (v. 9340–9341). No matter how we interpret
the details, the passage claims that there was an interest in the French Lancelot and in
the composition of a German version among the highest nobility at the Viennese and
Hohenstaufen courts, as well as among the vassals of Richard the Lionheart. The author
Ulrich von Zatzikhoven himself, however, is generally held to be identifiable with
“capellanus Uolricus de Cecinchovin, plebanus Loumeissae” (parish priest of Lommis,
west of Zezikon in Canton Thurgau), who witnessed a charter dated March 29, 1214,
recording a donation by Count Diethelm of Toggenburg, his younger brother Friedrich
and their mother Countess Guota to St. Peterzell, a monastic cell dependent on the
Benedictine abbey of Alt St. Johann in Toggenburg (in the valley of the Thur, Canton
St. Gallen).12 Both Lommis and Zezikon belonged to the territory of the powerful
counts of Toggenburg, who were repeatedly engaged in struggles with the abbey of St.
Gallen for territorial power in eastern Switzerland.13 Did the poem have its origin at the
Hohenstaufen court, which is not otherwise known to have displayed any interest in
vernacular epic or romance in the years before 1200,14 or under the patronage of one of
the great noble families such as the Toggenburger or the Zähringer?
12

Jacob Baechtold, “Ulrich von Zatzikhoven,” Germania, Vierteljahrsschrift für deutsche

Alterthumskunde, 19 N. R. 7 (1874): 424–426.
13

Erwin Eugster, “Die Herren von Toggenburg,” in Wirtschaft und Herrschaft: Beiträge zur ländlichen

Gesellschaft in der östlichen Schweiz (1200–1800), ed. Thomas Meier and Roger Sablonier (Zürich: ChronosVerlag, 1999), 311–342. For an alternative to the Zezikon hypothesis, see Michael Bärmann, “Ulrich von
Zatzikhoven und die Entstehung des mittelhochdeutschen Lanzelet-Romans: Überlegungen zur Herkunft
des Dichters und zur Gönnerschaft,” Das Markgräflerland (1989): 62–84; he proposes an identification of
“Zatzikhoven” with Zizingen near Müllheim (Markgräflerland) and Count Berthold V of Zähringen (1186–
1218) as a possible patron.
14

Kragl, Lanzelet, 2:1272. For the Hohenstaufen court, see Joachim Bumke, Höfische Kultur. Literatur

und Gesellschaft im hohen Mittelalter, 2 vols., dtv 4441 (Munich: dtv, 1986), 2:647–653, with a discussion of
Lanzelet on 561–562.
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The questions regarding patronage and the milieu in which the Lanzelet was
commissioned and written are of significance for our present discussion in that they
offer different ways of thinking about the historical context in which the manuscript
tradition of the Lanzelet first took shape.

II.
We know of five manuscripts of Ulrich’s Lanzelet that survived, either intact or as
fragments, until relatively modern times. In chronological order they are: Oxford (B,
see figure 2), Strasbourg (S), Vienna (W, see figure 3), Cambridge/Klagenfurt (G/GK,
see figures 1 and 4) and Heidelberg (P, see figure 5). Only Vienna and Heidelberg offer
a complete text, albeit in two quite distinct recensions, the existence of which proved a
problem for modern editors, now resolved in the two-volume edition by Florian Kragl
of 2006, also available in a partial reprint in his Studienausgabe of 2009.15 The Strasbourg
fragments were destroyed by fire during the bombardment of the town library in
1870, but are known to us from two independent earlier publications. All manuscripts
have been fully described by Kragl, who also offers a complete transcription of all
textual witnesses in the appendix to his first volume and a CD-ROM, with complete
photographs of all manuscripts. In 1988 Hans-Jochen Schiewer presented an overview
of all the manuscripts and fragments that have been preserved of the so-called “postclassical” Arthurian romances up to the year 1400, including the Lanzelet, inviting
us to compare the salient codicological features of the three fragments B, S and G/
GK and manuscript W with those of other works of the genre.16 For further details
and a full bibliography of publications relating to the five manuscripts we can consult
the manuscript census (“Handschriftencensus” and “Gesamtverzeichnis Autoren/
Werke”) on the website of the “Marburger Repertorien.” 17 In view of this wealth of
high-quality information it will suffice here to provide a brief overview of salient
features of the transmission, as recorded to date (details of the language as cited in the
“Handschriftencensus” in September 2010), with select bibliography:
15

Kragl, Lanzelet; Ulrich von Zatzikhoven: Lanzelet. Text–Übersetzung–Kommentar. Studienausgabe,

ed. Florian Kragl (Berlin and New York: de Gruyter, 2009).
16

Hans-Jochen Schiewer, “‘Ein ris ich dar vmbe abe brach / Von sinem wunder bovme’: Beobachtungen

zur Überlieferung des nachklassischen Artusromans im 13. und 14. Jahrhundert,” in Deutsche Handschriften
1100–1400, 222–278, recording details of the Lanzelet fragments as nos. 21–23 on 246–249. Ulrich’s Lanzelet
is not a “post-classical” Arthurian romance, although the author does seem to have been acquainted with
Veldeke, Eilhart’s Tristrant, and Hartmann’s Erec; see Kragl, Lanzelet, 2:1054–1062. It certainly makes good
sense, however, to look at the Lanzelet transmission alongside that of Wigalois and the “post-classical”
German romances.
17

<http://www.handschriftencensus.de/> (accessed September 1, 2010).
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Figure 2. Ulrich von Zatzikhoven, Lanzelet, Fragment B. Oxford, Bodleian Library,
MS. Germ. b 3, fol. 10v. [7.0] x 9.9 cm. (text [6.3] x 8.0 cm.). By permission.
.

B: Oxford, Bodleian Library, MS. Germ. b. 3, fol. 9–10 (fragment of one double
leaf
Parchment: originally ca. 110 leaves; originally ca. 13.0 x 9.9 cm. (text 11.3 x 7.8–
8.2); one col. of originally ca. 24 lines, written continuously. One hand.
Date: 1st quarter 13th century (script)
Dialect: Low Alemannic (see below)
Text: v. 2259–2285, 2304–2327, 2346–2369, 2389–2412 (99 verses)
S: Strasbourg, Town Library, Johanniterbibliothek Cod. A 107 (2 leaves)
Parchment: originally 74 leaves (Schiewer); “small quarto” (Mone); two cols. of
39 lines
Date: ca. 1300 (?)
Dialect: Alemannic (?Swabian) (see below)
Text: v. 3089–3214, 3472–3598 (255 verses)18
W: Vienna, Österreichische Nationalbibliothek, cod. 2698
Parchment; I + 59 leaves; 25.5 x 17.0 cm. (text 20.8–21.2 x 14.0); two cols. of 40
lines. Two hands: A (fol. 1ra–32rb, v. 1–5073, fol. 34rb–va, v. 5361–5392, fol. 37rb–
39va, v. 5857–6231, fol. 40ra–58vb, v. 6271–9444 and colophon) and B (fol. 32va–
34rb, v. 5074–5360, fol. 34vb–37rb, v. 5393–5856, and fol. 39vb, v. 6232–6271)
Date: 2nd quarter 14th century, probably 1330s (script/illumination)
Dialect: Alemannic (Swabian) (see below)
18

No concrete evidence of the physical appearance has survived. The text of the fragment is known

to us from Eberhard Gottlieb Graff, “Aufgefundene Bruchstücke größerer mittelhochdeutscher Gedichte,” in
Diutiska 1, ed. E.G. Graff, 3 vols. (Stuttgart: Cotta, 1826–1829; reprint Hildesheim and New York: Olms, 1970):
1:1–46, here 31–39; and from Franz Joseph Mone, “Bruchstücke alter Rittergedichte,” Anzeiger für Kunde der
teutschen Vorzeit 4 (1835): 314–326, here 321–326.
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G and GK: Cambridge, Mass., Houghton Library, MS Ger 80 (two leaves)
+ Klagenfurt, Universitätsbibliothek, Perg.-Hs. 47 (two leaves)
Parchment: originally 76 leaves; 20.7–21.0 x 14.3–14.7 cm. (text 17.2 x 13.0); 2
cols. of 33 lines. One hand.
Date: 1st half 14th century
Dialect: Central German (see below)
Text: Klagenfurt v. 3628–3645, 3648–3678, 3682–3712, 3715–3744, 3747–3776,
3781–3809, 3814–3842, 3847–3875, 3880–3891 (239 verses); Cambridge v. 4422–
4542, 5270–5387 (239 verses)
P: Heidelberg, Universitätsbibliothek, cod. Pal. germ. 371:19
Parchment: Paper; 1*–3* + 1–177 + 178*–179* leaves; 24.5 x 18.4 cm. (text 18.5–
19.5 x 8.5–11.5); one col. of 22–28 lines. Two hands: A (fol. 2r–82r, v. 1–4143) and
B (fol. 82r–177v, v. 4144–9444 and colophon). Miniatures on fol. 1v and 2v, the
first depicting six knights setting out from a castle or city, the second a portrait
of the author as scribe. Twelve red headings most likely derive from captions in
an illustrated exemplar.
Date: dated February 1, 1420
Dialect: Low Alemannic (Alsace)
Ulrich’s Lanzelet is an important document for the literary history of Middle High
German romance in the German South-West, which is a region that had close links to
France and was dominated by powerful noble families who would seem to be eminent
candidates for the patronage of the new courtly literature, which had become popular
since the 1170s.20 Here a remark made by Schiewer, in his study of the manuscripts of
the postclassical Arthurian romances, may serve as a useful pointer, namely that the
Lanzelet manuscripts of the thirteenth and fourteenth centuries, like that in Heidelberg
from the fifteenth century, are written in Alemannic dialect. This is not exactly true, or
19

Matthias Miller and Karin Zimmermann, Die Codices Palatini germanici in der

Universitätsbibliothek Heidelberg (Cod. Pal. germ. 304–495), Kataloge der Universitätsbibliothek Heidelberg 8
(Wiesbaden: Harrassowitz, 2007), 256–258. See also Lieselotte E. Saurma-Jeltsch, Spätformen mittelalterlicher
Buchherstellung: Bilderhandschriften aus der Werkstatt Diebold Laubers in Hagenau, 2 vols. (Wiesbaden:
Reichert, 2001), 2:69–70, no. 1.47.
20

For the corpus of twenty-seven surviving manuscripts of German literary texts copied in this

region before the middle of the thirteenth century, see Putzo, “Frauenfelder Fragmente,” 326–329. Regarding
the relative position of the German South-West in the lines of communication between France and
Germany, see the critical remarks by Martina Backes, “Literarische Kommunikationswege am Oberrhein,” in
Kulturtopographie des deutschsprachigen Südwestens im späteren Mittelalter: Studien und Texte, ed. Barbara
Fleith and René Wetzel, Kulturtopographie des alemannischen Raums 1 (Berlin and New York: de Gruyter,
2009), 1–11.
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rather it is based on a series of rather imprecise statements in the literature which need
systematic revision.
The early Oxford fragment (B), which with only ninety-nine verses does not offer
much to go on, is written in what is, for the period, a fairly standard Middle High
German, with a small number of thinly distributed individual characteristics (such as
<ei> for ei, <e> for ä and æ, <k-> in initial position, final <-c>, <-j-> for -g-, <sc> for
sch, second person plural in -ent, preservation of the dissyllabic form of the pronoun
“ime,” “nit” for niht, “ienen” for ieman, <d-> in “gůten dac,” and “wan is nit sach” for
wan ichz niht sach). Taken together, these linguistic features make it virtually certain
that the scribe was an Alemannic speaker, and most likely working in the western,
Upper Rhenish region—not in the Swabian area to the east of the Black Forest, and
most probably not in Switzerland.21 The manuscript is plausibly dated on the basis of its
script to the first third of the thirteenth century.
The lost Strasbourg fragment (S) is similar in its linguistic forms to B, even if it
may have been written almost a century later (<ei> for ei, <e> for ä and æ, rounding
e
of e to <oe> in “vroemede,” <k->, <-c>, <-g-> as a glide e.g. “vru ge,” <z> for s in “graz,”
second person plural in -ent, “het”/“hetten” for third person singular and plural of
hân, “ime,” “niht,” “gestan”/“gan”). It is undoubtedly Alemannic, with no features that
could be described as Eastern Upper German (that is, from Eastern Swabia, Bavaria
or Austria). It is more likely to have been written somewhere to the west of the Black
Forest than in Württemberg, around Lake Constance or elsewhere in the Swabian
region.22 Franz Joseph Mone, when he published the text of S in 1835, states that the
fragments were from a manuscript in “klein Quart” and that it dated from the end of
the thirteenth century.23
The Vienna manuscript (W), misleadingly (if not incorrectly) described in the
literature as “Alemannic,” is undoubtedly Eastern Upper German, with some distinctive
Swabian or Eastern Swabian (Alemannic) features, some of which could equally be
21

Cf. Schiewer, “Beobachtungen,” (1988) 248 (“Niederalemannisch”); Kragl, Lanzelet, (2006)

2:890–891 (“(Nieder-)Alem.”). Rosemary N. Combridge, in the original publication of B, “Das Fragment
B des Lanzelet Ulrichs von Zazikhoven,” Euphorion 57 (1963): 200–209, makes no comment on the dialect.
How precarious it is to attempt a more precise localization within the Alemannic area before 1250 is clear
from Putzo’s remarks, “Frauenfelder Fragmente,” 330 n. 76, referring specifically to Schiewer’s localization of
the Lanzelet fragment.
22

Cf. Schiewer, “Beobachtungen,” 248 (“Alemannisch”); Kragl, Lanzelet, 2:891–892 (“ins alem,

vielleicht schwäb. Gebiet zu stellen”).
23

Mone, “Bruchstücke,” 321. Kragl, Lanzelet, 2:847, is not correct in stating that Mone described

this manuscript as dating from the early thirteenth century and having been taken from the binding of a
“Salmansweil” (Salem) incunable; these remarks were made by Mone with reference to the Middle High
German Ainune fragment, cf. “Bruchstücke,” 314.
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described as Bavarian.24 It is datable on paleographical and art-historical grounds to
the second quarter of the fourteenth century, probably to the 1330s.
The language of the Houghton (G) and Klagenfurt (GK) fragments was described
by Hermann Menhardt, in his 1929 publication of the newly discovered leaves in
Klagenfurt, as Central German (“Mitteldeutsch”), an opinion that was confirmed by
Kragl in 2006.25 This diagnosis is correct, but it is possible to more precise. The Central
German language area can be divided into West Central German, which includes the
region of the Central Rhineland (from Heidelberg to Düsseldorf) as well as Hessen
as far east as Kassel and Fulda, and East Central German, embracing Thuringia and
Saxony, with principal centres of book production in Erfurt and (during the late Middle
Ages) in Leipzig. The total lack of unshifted voiced dental consonants (such as “dag” for
Middle High German tac) and any other of the specific features of Rhenish Franconian
makes it extremely unlikely that this manuscript is from the west. In addition to this
negative evidence, it is the combination of a series of Central German and specifically
East Central German forms that makes it more than likely that the manuscript was
copied somewhere in the East Central German region, east of Kassel and Fulda, north
of Würzburg: <ei> for Middle High German ei, the Central German spellings <u> and
<i> for uo and ie, the lack of any marking for i-mutation of o and u, the almost universal
apocope of final -e, <t-> für d- in “tiebalt” 3639 and “tecke” 3678, <k-> for g- in “kluc”
4464 (for gelücke), <-nd-> and <-ld-> in words such as “branden” 3701 and “solde”
4424, “quam” and “quamen” (not only in the rhyme), and above all the preponderance
of “nicht” where West Central German would normally have “nit.” As a special feature
one should note the occasional occurrence of shifted long vowels, namely <eu> for
iu in “euch” 3858, 3880, “euer” 44461, “geneus” for geniuz 3770, <ou> for û in “koum”
4483, 4541, “hovben” 4539 and “rovmen” 5282, as well as <au> in “gavffen” (?) 3629,
<au> for û in “saumen” 5281, and <au> for ou in “straufte” 3629 (rhyming with “rovfte”),
which all point to the south-east. Regarding the date, I see no reason to depart from
the traditional view that the manuscript was written in the first half of the fourteenth
century, perhaps later rather than earlier within this period.
The Heidelberg manuscript P, which was copied in 1420 in an identifiable
Strasbourg workshop, is written in the Upper Rhenish (Low Alemannic) variant of the
Alemannic dialect, as appropriate to that period.26
24

Oskar Hannink, Vorstudien zu einer Neuausgabe des Lanzelet von Ulrich von Zazikhoven (Diss.

phil., University of Göttingen, 1914), 7–15 (“Schwäbisch”); Schiewer, “Beobachtungen,” 248 (“Alemannisch”);
Andreas Fingernagel and Martin Roland, Mitteleuropäische Schulen I (ca. 1250–1350), Österreichische
Akademie der Wissenschaften, phil.-hist. Klasse, Denkschriften 245 (Vienna: Verlag der Österreichischen
Akademie der Wissenschaften, 1997), 318–320, no. 131 (“Alemannisch”).
25

Hermann Menhardt, “Das neue Klagenfurter Lanzelet-Bruchstück GK,” in Zeitschrift für deutsches

Altertum 66, N. F. 54 (1929): 257–267, here 259–260; Kragl, Lanzelet, 2:893–895.
26

Hannink, Vorstudien, 21–28. See also the detailed analysis by Kragl, Lanzelet, 2:875–879.
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Figure 3. Ulrich von Zatzikhoven, Lanzelet, MS. W. Vienna, Österreichische Nationalbibliothek,
Cod. 2698, fol. 1r. 25.2 x 17.0 cm. (text 21.2/20.8 x 14.0 cm.). By permission.
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The overall picture of the transmission of the Lanzelet romance, in terms of
date and localization, is as follows. One manuscript, of which a fragment survives
in the Bodleian Library (B), was copied within perhaps not more than three decades
of the original composition, conceivably within the author’s lifetime, and in SouthWest Germany, most likely in the region of the Upper Rhine rather than in eastern
Switzerland, where the chaplain Ulrich von Zatzikhoven is attested in the charter of
1214. The lost Strasbourg fragment (S) is testimony to a copy made a century after the
original composition, probably from the same region as that in Oxford. This is followed,
in the chronology, by the Vienna manuscript (W) which can be dated approximately to
the 1330s and most likely placed in Eastern Swabia. The Cambridge/Klagenfurt (G/GK)
fragments, to judge by the script just a little later than Vienna, document the reception
of the text further north, perhaps in southern or south-eastern Thuringia (which
would accord well with the <ou> and <au> spellings). In the fifteenth century we have
only the evidence of the Heidelberg manuscript from a Strasbourg workshop whose
productions mark the beginning of a phase in the marketing of German literary texts
during which they came to be presented as beautiful objects copied on paper in modern
cursive script in a single column, with wide margins, and often with illustrations. This
copy appears to have been made from an exemplar with such a cycle of illustrations.
The Lanzelet manuscripts demonstrate a continuous presence of the work in the
copying tradition over a period of two hundred years, but with no indication that the
work became truly popular or that it was ever greatly in demand. It did not achieve the
same status as the more widely copied romances, namely Hartmann von Aue’s Iwein,
Wolfram von Eschenbach’s Parzival, and Wirnt von Grafenberg’s Wigalois.

III.
With regard to their physical appearance, the Lanzelet manuscripts document a
series of different types of book and different modes of presentation. One difference
is in size. The Bodleian fragment (B) represents the early tradition of small-format
manuscripts (approximately 13 x 10 cm.) with a single column of twenty-four lines
(estimated), in which the verses are written continuously, like prose, rather than set out
in lines. The script is of high quality, suggesting that the combination of small format
and “prose” layout does not indicate lower status. The punctuation is of the basic type,
simply a rhyme point separating each verse from the next, and with no attempt to
mark the rhyming couplet, rather than the verse, as the basic metrical unit.27 Whereas,

27

For this form of punctuation, see Palmer, “Von der Paläographie zur Literaturwissenschaft,” 236–

237; Palmer, “Reading,” 77–86. Cf. Putzo, “Frauenfelder Fragmente,” 317–318.
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Figure 4. Ulrich von Zatzikhoven, Lanzelet, Fragment GK. Klagenfurt, Universitätsbibliothek,
Perg.-Hs. 47, fol. 1r. 21.0 x 15.0 cm. (text 17.5 x 13.2 cm.). By permission.
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Figure 5. Ulrich von Zatzikhoven, Lanzelet, MS. P. Heidelberg, Universitätsbibliothek,
Cod. 371, fol. 5v. 24.5 x 18.4 cm. (text 19.0 x 6.0/9.5 cm.). By permission.
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as Wolf has indicated, such manuscripts were not unknown in French,28 at the time
when Ulrich von Zatzikhoven was writing it is much more likely that the French
manuscripts that the German poet might have seen, including the “welsch buoch” that
he obtained from Hugh de Morville, would have been written out in lines, giving the
page a very different overall appearance. There is a clear break in the mise-en-page
between the French models, as they would have been known to the poets themselves,
and the earliest German manuscripts, such as we can inspect today in the surviving
copies. With a relatively short work such as the Lanzelet, with fewer than 10,000 verses,
the whole poem could easily be made up as a single small-format book containing a
single text. With longer texts, or with manuscripts that were planned as collections, the
“prose” layout was quite often presented as two columns on larger pages, and it is in fact
the case that copies (or at least fragments) of most of the poems composed before 1220
have survived in single- or double-column manuscripts with this distinctive “prose”
layout. This is true, to restrict myself to texts already mentioned in this study, of the
Altdeutsche Genesis and Exodus, the Alexander, Veldeke’s Eneasroman, Pfaffe Konrad’s
Rolandslied, Hartmann’s Erec and Iwein, Eilhart von Oberge’s Tristrant, and Wirnt von
Grafenberg’s Wigalois, of Wolfram’s Parzival and Willehalm, but interestingly not of
Gottfried’s Tristan. This early tradition for the layout of German narrative verse must
have made the German manuscripts seem very different, at least to those who had
travelled abroad, from the kind of vernacular books they would have associated with
France and England. An Arthurian romance like the Lanzelet may indeed have struck
contemporaries as a “stranger,” but such strangers were welcomed, and they could
easily become naturalized. Our earliest evidence for the Lanzelet shows us a literary
product of the Anglo-Norman culture in German dress. Although the case will now
depend on more subtle and less obvious features of layout, the same can also be said
for the later manuscripts.
It is not possible to say anything of substance about the appearance of the lost
Strasbourg leaves, which appear to have been from a fairly small book (“klein Quart”),
and thus no doubt rather smaller than the second surviving witness, the Eastern
Upper German copy in Vienna, whose text block measures approximately 21.2 x 14 cm.
Whereas the Strasbourg manuscript presented the text in two columns of thirty-two
lines of verse (apparently with rhyme points at the end of each verse), that in Vienna
has two columns of text, each with forty lines, and is quite small by comparison with
the later paper manuscripts in folio, whose size was determined by the measurements
of a folded sheet of late-medieval chancery paper. (MS. P, which is a paper manuscript
in folio, measures 24.5 x 18.4 cm.) The script is a rather elegant small textualis, with
28

Wolf, Buch und Text, 88. Busby, Codex and Context, 1:182–184, gives a different impression,

suggesting that it is only in the earliest manuscripts that French verse is written out as “prose,” and usually
only for moral or religious texts. He gives just three examples. The small format with the verse written out in
lines, however, is not uncommon.
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some delicate hairline ornamentation, a small number of decorative drôleries (several
dragons and a snake, some with human faces and foliage), and the scribe demonstrates
a rather modern approach to the articulation of the text, combining the traditional twoline minor red initials (“Lombarden”) in the German manner with paragraph marks
for subdivisions of a lesser order. Where there is some ornamentation this is either in
red or in paler and darker shades of brown, never blue, and there is no fleuronnée. The
sparing use of drôleries and the rather restricted types of decorative motif employed
display similar taste to those of Iwein manuscript B (Giessen, Universitätsbibliothek,
Hs. 97),29 and no doubt these two manuscripts, which although a century apart were
produced in the same region, were designed to appeal to a very similar type of audience
among the same group of noble families. The verses in W all begin with a small letter,
except where there is a new paragraph, and they are entirely devoid of metrical
punctuation, thus presenting the reader with the task of declaiming the text from an
essentially non-marked-up score. This is a style of German manuscript presentation
which had become well established during the course of the thirteenth century.30
Whereas the Heidelberg manuscript (P), as already indicated, represents a new
type of manuscript for the presentation of Arthurian romance, and one which was to
be developed further in the large-format, single-column manuscripts of the Alsatian
Lauber workshop (and which cannot be explored in detail here), the manuscript
represented by the Houghton Library fragments can be seen as typical of the reception
of this type of German narrative poetry in the central Middle Ages, in the period
before the Black Death. No doubt the Arthurian tales still appealed to the families
of the nobility, or they appealed because they styled themselves as being aimed at the
nobility, but the manuscripts in which they were copied, despite the expensive material
(parchment), do not in general present themselves as deluxe articles for the wealthiest
members of the aristocracy. The Cambridge/Klagenfurt leaves are approximately the
same in size as those of the Vienna manuscript, namely 21 x 15 cm., also in two columns.
But with some thirty-three (by contrast with forty) lines to the column and the choice
of a larger script, a rather rough simplified textualis, the manuscript addresses itself
to owners and readers with fewer bibliophile pretensions, which does not necessarily
mean of lower social status. In this context it may be significant to note that the lost
Strasbourg fragment appear to have been very similar in its page-layout, namely two
columns of thirty-two lines.
29

See, for example, plate 4 in Nigel F. Palmer, German Literary Culture in the Twelfth and

Thirteenth Centuries: An Inaugural Lecture delivered before the University of Oxford on 4 March 1993 (Oxford:
Clarendon Press, 1993). For illustrations of the drôleries in the Vienna Lanzelet, see Fingernagel and Roland,
Mitteleuropäische Schulen I, 2:figs. 410–413; for a description Kragl, Lanzelet, 2:833–834.
30

See, for example, Karin Schneider, Gotische Schriften in deutscher Sprache. I. Vom späten 12.

Jahrhundert bis um 1300, 2 vols. (Wiesbaden: Reichert, 1987), Tafelband: figs. 140 (Rudolf von Ems, Willehalm
von Orlens), 143 and 145 (Rudolf von Ems, Weltchronik), 146–147 (Rudolf von Ems, Barlaam und Josaphat).
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Characteristics of the script of G/GK are the high double-lobed a (which pushes
the dating into the second quarter and perhaps even towards the middle of the
century), occasional loops on the upper ascenders of b, d, and h (anticipating the
hybrid “bastarda” scripts that were later to become so common in German vernacular
manuscript production), f and long s with the shaft standing on the line (and thus not
descending below the line as in cursive and bastarda hands), and the rather unusual
and distinctively “vernacular” z with a curly tail. The lower lobe of g has a squashed
appearance and is tucked up so that at times it hardly extends below the line. Where
rounded letter forms meet, such as de, po, and especially da, they often overlap in the
manner of the “Bogenverbindungen” of a gothic text hand (but by no means always).
The letter h, when it has no loop, is sometimes ornamented by a horizontal stroke at the
top. The words are widely spaced, in a manner that militates against any gothicization.
The scribe obtains a high level of legibility, and makes very little use of abbreviations
(mostly just for the word “vnd” and ’ for “er”).
The verse layout in G/GK employs a technique which can be traced right back to
the very earliest Middle High German manuscripts set out in lines, where it is used to
highlight the metrical form of couplet verse.31 This is achieved by indenting the second
line of each couplet, and optionally (and in this case very irregularly) marking the
initial letter of the first line of the couplet by a majuscule (with the letters A, B, G,
J, N, M, and S), or by offsetting it from the following letter. In addition and as a less
usual feature, a red line is scored vertically, in every column, through the non-indented
initial letters of the first lines of the couplet, serving the same function as the red dashes
that are very frequently used in German manuscripts to mark the first letter of the
line, irrespective of whether size or shape marks the letter out as a majuscule.32 The
use of the red line needs to be seen together with the typically German red initials,
or what have sometimes been called “coloured capitals” or “Lombarden.” The scribe,
whom in this manuscript we can assume also served as rubricator, employs very simple
two-line red initials, devoid of any ornamentation and with an average of one such
initial on each page of the manuscript, in other words a new paragraph approximately
31

The first examples are the Berlin manuscript of Heinrich von Veldeke’s Eneasroman and the

Munich manuscript of Albert von Augsburg’s Leben des hl. Ulrich, for which see Schneider, Gotische Schriften
I, 1:91–92, Tafelband: fig. 43 and 222; Palmer, “Reading,” 87–88. For examples of this layout in French, see
Busby, Codex and Context, fig. I, 5 (the Oxford manuscript of Thomas’s Tristan), and II, 21 (Chrétien’s
Perceval). Why it should be that this layout is so much commoner in German than in French needs further
investigation.
32

For the “vertical red-line” technique, see Karin Schneider, Paläographie und Handschriftenkunde

für Germanisten: Eine Einführung, Sammlung kurzer Grammatiken germanischer Dialekte B,
Ergänzungsreihe 8 (Tübingen: Max Niemeyer, 1999), 152; Christine Putzo, “Komik, Ernst und Mise en page:
Zum Problem der Farblinien in Wittenwilers Der Ring,” Archiv für das Studium der neueren Sprachen und
Literaturen 246 (2009): 21–49, here 29 with n. 28 (listing examples).
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every sixty lines. They are completely different in character from what is found in
contemporary French book production, but nonetheless they play an important part in
establishing the “harmony of the page,” to use an expression coined with French penflourished initials in mind.33 Whereas the irregularity in the treatment of the letters at
the beginning of the line suggests that this is not the work of a professionally trained
scribe, the employment of the vertical red line and red initials shows a keen awareness
of tradition.
The tradition of mise-en-page observable in GK, but also in the Strasbourg and
Vienna manuscripts, with which it forms a set, is a German tradition. Just as with those
other manuscripts of the Lanzelet, the similarities with French book production are
slight, and here too, towards the middle of the fourteenth century, in a region that was
not that far away from major centers of the Empire such as Prague and Nuremberg,
German manuscript production cuts its own furrow, even when the poetic material to
be presented retains all the hallmarks of its origins in French culture.

33

Busby, Codex and Context, 185.
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century, art historiography of the Nazi era, and Paul Klee.
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“The Image of the Black” of the Menil-Foundation. Later she published catalogs of
the medieval illuminated manuscripts in the State Library of Bamberg. Author of
numerous articles and essays on German manuscript illumination of the eleventh
through thirteenth century, she has contributed to several facsimile-editions and
exhibition catalogs.

154 Harvard Library Bulletin

HLB21-1 Hamburger BOOK-REVISED 2011-0714.indb 154

7/14/2011 10:35:16 PM

