Mixed Metaphors






Mixed Metaphors:
TheDanse Macabre in Medieval
and Early Modern Europe

Edited by

Sophie Oosterwijk and Stefanie Knoll

CAMBRIDGE
SCHOLARS

PUBLISHING



Mixed Metaphors:
TheDanse Macabre in Medieval and Early Modern Europe,
Edited by Sophie Oosterwijk and Stefanie Kndll
This book first published 2011
Cambridge Scholars Publishing
12 Back Chapman Street, Newcastle upon Tyne, NBEG, 2)XK

British Library Cataloguing in Publication Data
A catalogue record for this book is available fritra British Library

Copyright © 2011 by Sophie Oosterwijk and Stefaéll and contributors

All rights for this book reserved. No part of thisok may be reproduced, stored in a retrieval syste
or transmitted, in any form or by any means, etettr, mechanical, photocopying, recording or
otherwise, without the prior permission of the aogiyt owner.

ISBN (10): 1-4438-2900-5, ISBN (13): 978-1-4438-Q90



CONTENTS

LiSt Of HIUSTFAtIONS .. .ceviieiieii et eeeeme et et e e e e e e e ean e eend ix

PrEfacCe .. .. XXi
Hartmut Freytag

INEFOAUCTION .. eeee s 1
Sophie Oosterwijk and Stefanie Knéll

Duality and Allegory

Dance, Dialogue and Duality: Fatal Encounters eNtedieval
DanSe MaCaADIE ......coooiiiiiiiie et 9
Sophie Oosterwijk

Dances of the Living and the Dead: A Studybainse Macabrémagery
within the Context of Late-Medieval Dance Culture.............ccccccoee.... 43
Frances Eustace with Pamela King

Dance, Music, and Inversion: The Reversal of theuh Order
in the MedievaDanse Macabre.............ccuveeiiiiveieiieeeeeeee e 73
Susanne Warda

From Allegory to Anatomy: Femininity and tianse Macabre........ 101
Maike Christadler

Macabre Parallels

Dialogue and Violence in Medieval llluminationstbé Three Living

and the Three Dead...........cccveiririiiiee i 313
Christine Kralik

Mixed Encounters: The Three Living and the Threadia Italian Art... 155
Marco Piccat



Vi Contents

Death Personified in Medieval Imagery: The Motiflaxdéath
RIdING @ BOVINE ..ottt 169
Sylvie Bethmont-Gallerand

Death in Drama and Literature

Romance MacabreMiddle English Narrative and the Dead
I (g (=R oo = R PT PP 191
Kenneth Rooney

Frightened or Fearless: Different Ways of Facingtbeén the Sixteenth-
Century Majorcan PlaRRepresentacio de la Mort ...........ccceeveeveeeenn. 207
Lenke Kovacs

The Kiss of Death: Death as a Lover in Early Modenglish

Literature and Al .........eoiiiieieeeeeeeeeeee et e e e 237
Jean Wilson

Spatial Contexts

Places for Reflection: Death Imagery in MedievabtCistalls.............. 269
Kristiane Lemé-Hébuterne

The IstrianDanse MacabreBeram and Hrastovlje ...........ccccccceeeeeen. 291
Tomislav Vignjevi

TheDanse Macabreat Bierdzany-BierdzskaSmier¢ (Poland) ........... 311
Jutta Schuchard

TheMacabrein Print

A Phenomenon of Parallel Reading in the OfficehefDead ................ 325
Caroline Zohl

Letters without Words? THeanse Macabrénitials by Hans Holbein
AaNd NiS FOIIOWETS ...ttt erree et 361
Winfried Schwab

Mix and Match: Huldrich Fréhlich’®anse Macabréeditions............... 385
Stefanie Knoll



Mixed Metaphors

vii
BIiDlOGIraphY ... e 407
(O00] 011801V (0] £ 441






LIST OFILLUSTRATIONS

Text figures (b& w)

Sophie Oosterwijk

1.

10.

11.

‘Imago mortis’, woodcut by Michael Wolgemut iHartmann
Schedel’'d_iber Chronicarum(Nuremberg Chroniclepublished by
Anton Koberger in 1493. © Graphiksammlung ‘Menscil 0 od’,
Heinrich-Heine-University Diisseldorf.

Death and the Nun, woodcut by Hans Holbeinttbanger inLes
simulachres & historiees faces de la mpublished in 1538.
Incised tomb slab of an unmarried girl namegeborch (d. 1429)
from the Franciscan friary in Nykoping, now in tNgkdpingshus
Museum (Sweden). Photo: F.A. Greenhill Collection.

Death playing the shawm at the start of Berotki's 1463Danse
Macabre formerly in the Marienkirche, Libeck. Lithograpftes
Robert Geissler (1872). © Graphiksammlung ‘Mensald Tod’,
Heinrich-Heine-University Disseldorf.

Four musical corpses, additional woodcut in ékpandedDanse
Macabreedition published by Guy Marchant in 1486.

Woodcut at the start of tHeébat du corps et de I'amm the
expandedDanse Macabreedition published by Guy Marchant in
1486.

Brass of John Rudyng, Archdeacon of Lindoin1481), with a
detail of Death, at Biggleswade (Bedfordshire). Bin and photo:
Martin Stuchfield.

Brass of the park-keeper James Gray (d. 15%i)nsdon
(Hertfordshire). Rubbing: Martin Stuchfield.

Death and the Knight, woodcut by Hans Holb&i@ Younger in
Les simulachres & historiees faces de la npatblished in 1538.
Wheel of Life, orRota vitae alias fortungewith seven Ages,
woodcut, Middle-Rhine areag.1480 (London, British Library,
IC.35). © The British Library.

The faces of the two effigies on the doublekée tomb of Alice de
la Pole, duchess of Suffolk (d. 1475), Ewelme (Qdéhire).
Photos: C.B. Newham.



12.

13.

14.

15.

List of lllustrations

Death and the Emperor, woodcut by Hans HolbenYounger in
Les simulachres & historiees faces de la npotlished in 1538.
Emperor Maximilian | (d. 1519), woodcut poitray Albrecht
Durer, 1518.

‘Vng roy mort’ @& dead King and the Author, final woodcut in Guy
Marchant’'sDanse Macabredition first published in 1485.

Portrait of John Isham (1567), by an anonynagtist, oil on panel,
Lamport Hall (Northamptonshire). © The Lamport Hatust.

Frances Eustace with Pamela M. King

16.

17.

18.

19.

20.

21.

22.

23.

24.

The Cardinal and the King, woodcut in Guy Munat's Danse
Macabreedition first published in 1485.

The Friar and the Child, woodcut in Guy Mamf& Danse
Macabreedition first published in 1485.

The Parson and the Labourer, woodcut in Guych&nt's Danse
Macabreedition first published in 1485.

The Archbishop and the Knight, woodcut in GMjarchant's
Danse Macabredition first published in 1485.

The Clerk and the Hermit, woodcut in Guy Mamts Danse
Macabreedition first published in 1485.

The Bishop and the Squire, woodcut in Guy Mant's Danse
Macabreedition first published in 1485.

The Monk, the Usurer and the Poor Man, woodoutGuy
Marchant’'sDanse Macabredition first published in 1485.

The Lawyer and the Minstrel, woodcut in Guyrtkeant'sDanse
Macabreedition first published in 1485.

The Astronomer and the Burgher, woodcut in Gdgrchant’s
Danse Macabredition first published in 1485.

Susanne Warda

25.

26.

27.

‘Dantz hus scene with musical and dancing corpses, opening
woodcut inDer doten dantz mit figuren clage und antwort schon
von allen staten der werlattributed to the printer Heinrich
Knoblochtzer, after 1485.

The Abbot and the Canon in the B&anse Macabremural by
Niklaus Manuel, 1516-19/20, lithograph from Josd®drgmann,
Niklaus Manuels Todtentanz(Bern,c.1823). © Graphiksammlung
‘Mensch und Tod’, Heinrich-Heine-University Dissaifl

Death and theantwercksmarfCraftsman), woodcut iDer doten
dantz .. attributed to Heinrich Knoblochtzer, after 1485.



28.

29.

30.

31.

32.

Mixed Metaphors Xi

Death and the Pope, engraving by Matthdusavid¢hie Elder based
on the GroRRbasdbanse Macabremural of c.1440, published in
1649.

Death and theWaldbruder (Hermit), engraving by Matthaus
Merian the Elder based on the GroRBb&sshse Macabrenural of
€.1440, published in 1649.

Death and the Queen, engraving by MatthdusiaMehe Elder
based on the GroRbadghnse Macabrenural ofc.1440, published
in 1649.

Death and the Cripple, engraving by Matthaieridh the Elder
based on the GrolRbadehnse Macabrenural ofc.1440, published
in 1649.

The Widow and the Maiden in the Bé&danse Macabrenural by
Niklaus Manuel, 1516-19/20. Lithograph from Jos&#rgmann,
Niklaus Manuels TodtentanzBern,c.1823). © Graphiksammlung
‘Mensch und Tod’, Heinrich-Heine-University Dissaifl

Maike Christadler

33.

34.

35.

36.

37.

38.

39.

40.

The Monk and the Abbess in the Bdbanse Macabremural by
Niklaus Manuel, 1516-19/20, lithograph from Josd®drgmann,
Niklaus Manuels Todtentanz(Bern,c.1823). © Graphiksammlung
‘Mensch und Tod’, Heinrich-Heine-University Dissaifl
Monogrammist MPeath and the Maiderengraving, first half of
the sixteenth century. © Graphiksammlung ‘Menschl drod’,
Heinrich-Heine-University Disseldorf.

George GroszZThe Artist in his Studiophotograph,c.1918. ©
Grosz-Archiv, Akademie der Kiinste, Berlin.

Hans Sebald Behameath with Three Womeengraving,c.1540.
© Graphiksammlung ‘Mensch und Tod’, Heinrich-Heine-
University Dusseldorf.

Hans Sebald Behameath and the Sleeping Womangraving,
1548. © Graphiksammlung ‘Mensch und Tod’, Heinrldbine-
University Disseldorf.

Niklaus ManuelDeath a as Mercenary with a Maidedrawing on
panel, 1517. © Kunstmuseum Basel, Inv. Nr. 419.t®hdartin P.
Buhler.

Niklaus Manuel,Bathseba at her Toilettedrawing on panel
(reverse of Fig. 38), 1517. © Kunstmuseum Basel, Mr. 419.
Photo: Martin P. Bihler.

Albrecht Durer,Blazon of Death engraving, 1503. © Kunst-
museum Basel, Inv. Aus K.10.147. Photo: Martin BhiBr.



Xii List of lllustrations

41.  ‘Von buolschafft(On Courtship), woodcut from Sebastian Brant's
Ship of Fools published in Basel, 1499. © Universitatshibliothek
Basel, DA 11l 4a:2.

42a-b. Matthaus Greute®mnis Caro Foenum et Gloria Scut Flos Agri,
with and without lifted skirt, engraving, 1596. @aStsbibliothek
zu Berlin — PreuRBischer Kulturbesitz - Handschnifieteilung: YA
2840 K.

43. Title page of Andreas VesaliuPe humani corporis fabrica
published in Basel, 1543, engraving. © Universiidibothek
Basel, Lb | 1.

44.  Flowering foetus, engraving from Adrianus ®fiigs’ De humani
corporis fabrica libri decem published in Frankfurt, 1632. ©
Universitatsbibliothek Basel, Lb Il 6:1.

Christine Kralik

45.  The Three Living and the Three Dead, miniainré¢he De Lisle
Hours (New York, Pierpont Morgan Library, MS G.50] 6v),
€.1320-25. © The Pierpont Morgan Library, New York.

46.  Master of the Munich Boccaccio, The Three Lgvand the Three
Dead, miniature in the Hours of Anne de BeaujeuriPa
Bibliotheque nationale de France, NAL 3187, fol9#3c.1470.00
Bibliothéque nationale de France.

47a. The Ghent Associates, The Three Living and Theee Dead,
miniature in the Berlin Hours of Mary of Burgundynch
Maximilian 1 (Berlin, Kupferstichkabinett-SMPK, 78 B 12, fol.
220v), ¢.1480. Photo: Joerg P. Anders. © Bildarchiv Preui&sc
Kulturbesitz / Art Resource, NY.

47b. The Ghent Associates, Corpse with a speamaraffin, miniature
in the Berlin Hours of Mary of Burgundy and Maxiraih | (Berlin,
Kupferstichkabinett-SMPK, 78 B 12, fol. 221m%,1480. Photo:
Joerg P. Anders. © Bildarchiv Preufdischer Kultuitzeg Art
Resource, NY.

48. The Master of the Dresden Prayerbook, The Thidag and the
Three Dead, miniature in a Flemish book of hoursr{iB, KK-
SMPK, 78 B 14, fol. 277v)£.1480. © Bildarchiv PreuRischer
Kulturbesitz / Art Resource, NY.

Marco Piccat

49. The Legend of the Three Living and the Thread)avoodcut in
Guy Marchant’s expandddanse Macabre edition of 1486.



Mixed Metaphors Xiii

50a-b. Encounter between death and a group ofipdgirom all walks of
life, sometimes described as a ‘predica della mdq@&ermon of
Death or ‘predica dei morti’ $ermon of the Dead fifteenth-
century fresco in the abbey of San Michele dellau€d Turin.
Photo: author.

Sylvie Bethmont-Gallerand

51. Albrecht Direr,The Four Horsemen of the Apocalypssodcut,
1498. © The British Library.

52. A blindfolded figure of Death on a cow pursuirgg young
horseman, marginal decoration in the Amiens Mi¢$ak Hague,
Royal Library, KB MS 78 D 40, fol. 154v), 1323. €h& Hague,
Royal Library.

53. Death riding a bovine, misericord in the chuofhSaint-Adrien,
Pocé-sur-Cisse (Indre-et-Loire), late fifteenth toepn Photo:
author.

54.  Death riding a crocodile, emblem frdPnoteusby the Dutch poet
Jacob Cats published in 1618. © Graphiksammlungn$éd und
Tod’, Heinrich-Heine-University Diisseldorf.

Kenneth Rooney

55.  Simon Bening and workshop (Southern NethedgnRaising of
Lazarus, miniature at the start of the Office @ ead in the book
of hours of Joanna of Ghistelles (Use of Messineadly sixteenth
century (London, British Library, Egerton MS 21746|. 64v). ©
The British Library.

Lenke Kovacs

56. Danse Macabrenural in the former Franciscan convent of Morella
in the province of Castellén (Spair)1470. Photo: author.

57. Costumed dancers in a Maundy Thursday progessio/erges
(Spain). Photo: author.

Jean Wilson

58. Monument to John Latch and his wife Sarah hbot 1644),
Churchill (Somerset). Photo: Norman Hammond.

59a-b. Details of the monument to John Latch dadiife Sarah (both d.
1644), Churchill (Somerset). Photo: Norman Hammond.



Xiv

60.

61.

62.

63.

64.

65.

List of lllustrations

Brass to Joan Strode (d. 1649) at SheptoneWMdBomerset).
Rubbing: Martin Stuchfield.

Boetius Bolswert, engraving after David Vinokibs, Unequal
Lovers and Deathearly seventeenth century. © Graphiksammlung
‘Mensch und Tod’, Heinrich-Heine-University Diissaifl
Eighteenth-century tombstone showing a youiy twplding a
maiden-garland and being accompanied by Death slseleton,
Falstone (Northumberland). Photo: Norman Hammond.

Detail of the eighteenth-century tombstoneatoyoung girl at
Falstone (Northumberland). Photo: Norman Hammond.
Tombstone of Deborah Devanport (d. 1774),ld it€Compton
(Rhode Island, USA). Photo: Norman Hammond.

Tombstone of Lovis Devanport (d. 1774), Li@empton (Rhode
Island, USA). Photo: Norman Hammond.

Kristiane Lemé-Hébuterne

66.

67.

68.

69.

70.

71.

72.

73a.

73b.

74.

75.

Arm-rest with Death in the abbey church of Trinité, Vendéme
(Loir-et-Cher, France), late fifteenth century. Rh@uthor.
Misericord with Death and foliage, Remy chuf€ise, France),
sixteenth century. Photo: author.

Arm-rest with Death and scythe, Saint-Martix-8ois (Oise,
France), very end of the fifteenth century. Phataghor.

Misericord with Death and young lady, ChaurremiVexin (Oise,
France), 1507-15. Photo: author.

Arm-rest showing a lady with hourglass and liskeollegiate
church of Sainte-Catherine, Hoogstraten (Belgiwm)525. Photo:
author.

Misericord showing a putto leaning on a skurltop of a coffin,
church of Saint-Gervais-Saint-Protais, Pari$540. Photo: author.
Misericord showing a reclining putto with hglass and skull,
Grote Kerk, Dordrecht (Netherlands), 1538-41. Phathor.
Pendentive showing a young lady with a mirfaniens Cathedral
(Somme, France), 1508-19. Photo: author.

Pendentive showing a young man with a slutjens Cathedral
(Somme, France), 1508-19. Photo: author.

Misericord with Death looking at himself in rairror, Orbais
(Marne, France);.1520-25. Photo: author.

Parclose with a jester and bauble, colleg@terch of Sainte-
Catherine, Hoogstraten (Belgiung)1525. Photo: author.



Mixed Metaphors XV

Tomislav Vignjevé

76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

86.

Vincent of KastavDanse Macabrdresco on the west wall in the
church of St Mary, Beram (Istria), 1474. Photo: eBce and
Research Centre, Koper.

The Merchant and Knight in tli#ganse Macabrdresco at Beram
(Istria), 1474. Photo: Science and Research Cetger.

The Knight, woodcut in the Heidelberg Blockbpo&1458
(Heidelberg, Universitatsbibliothek, Cod. Pal. ger#38). ©
Universitatsbibliothek Heidelberg.

The Beggar in thBanseMacabrefresco at Beram (Istria), 1474.
Photo: Science and Research Centre, Koper.

The Beggar, woodcut in the Heidelberg Blockhoakl458
(Heidelberg, Universitatsbibliothek, Cod. Pal. ger#38). ©
Universitatsbibliothek Heidelberg.

Master with the BanderoleBhe Wheel of Fortune and the Tree of
Estates engraving, 1464. © Vienna, Graphische Sammlung
Albertina.

Danse Macabre Venetian woodcutc.1500. © Bremen, Kunst-
halle.

The Physician in thBanse Macabrdresco at Hrastovlje (lIstria),
1490. Photo: Science and Research Centre, Koper.

The King, Queen and Cardinal in tbanse Macabrefresco at
Hrastovlje (lIstria), 1490. Photo: Science and Reteaentre,
Koper.

The Child in th®anse Macabrdresco at Hrastovlje (Istria), 1490.
Photo: Science and Research Centre, Koper.

The Child, woodcut in the Heidelberg Blockbook,1458
(Heidelberg, Universitatsbibliothek, Cod. Pal. ger#38). ©
Universitatsbibliothek Heidelberg.

Jutta Schuchard

87.

88.

89.

The Danse Macabrescene in the Catholic parish church of St
Hedwig in Bierdzan (Bierdzany) near Opole (Oppdmm)Silesia
(Poland). Photo: author.

Ground plan of the church of St Hedwig in Hian (Poland).
Sammlung Nietsch, 1936/38. © Herder-Institut Magouildarchiv.
Image No. 249576.

Title page of Matthdus Merian the Eldeff®dten-Tantz wie
derselbe in der I6blichen und weitberiihmten StadseB ... zu



Xvi List of lllustrations

sehen igt, ¢1725. © Graphiksammlung ‘Mensch und Tod’,
Heinrich-Heine-University Disseldorf.

Caroline Zo6hl

90. The Three Living and the Three Dead, metdigulean Pichore in
a book of hours (Use of Rome) published by JearbiBarand
Guillaume Le Rouge, Paris, 22 August 1509. © Ramaatiquariat
Bibermihle, Heribert Tenschert.

91. The Three Living and the Three Dead. anonynmatalcut in a
book of hours (Dominican Use) published by YolaBismhomme,
Paris, 1542. © Staatsbibliothek zu Berlin.

92.  Expulsion from Paradise: (left) metalcut bgrd@ichore in a book
of hours (Use of Rome) published by Jean Barbier @uillaume
Le Rouge, Paris, 22 August 1509, and (right) anansmmetalcut
in a book of hours (Dominican Use) published by armle
Bonhomme, Paris, 1542. © Ramsen, Antiquariat Bilidle
Heribert Tenschert / Staatsbibliothek zu Berlin.

93.  Adam and Eve in the world and Cain slaying |IAfleft) metalcut
by Jean Pichore in a book of hours (Use of Romd)ighed by
Jean Barbier and Guillaume Le Rouge, Paris, 22 sugt09, and
(right) anonymous metalcut in a book of hours (W§eRome)
published by Thielman Kerver, Paris, 5 December 915®
Ramsen, Antiquariat Bibermihle, Heribert Tenschert.

94.  Adam praying to God: (left) metalcut by JeachBre in a book of
hours (Use of Rome) published by Jean Barbier amtlsme Le
Rouge, Paris, 22 August 1509, and (right) anonynmoetglcut in a
book of hours (Use of Rome) published by Thielmamvéer, Paris,
24 November 1520. © Ramsen, Antiquariat BibermuHleribert
Tenschert / Staatsbibliothek zu Berlin.

95. The funeral mass of Raymond Diocres: (left)tatceit by Jean
Pichore in a book of hours (Use of Rome) publisigydJean
Barbier and Guillaume Le Rouge, Paris, 22 Augush9]l5and
(right) anonymous metalcut in a book of hours (W§eRome)
published by Yolande Bonhomme, Paris, 5 Decembd9.1®
Ramsen, Antiquariat Bibermihle, Heribert Tenschert.

96.  Birth, Death and Old Age: (left) metalcut lad Pichore in a book
of hours (Use of Rome) published by Jean Barbier @uillaume
Le Rouge, Paris, 22 August 1509, and (right) anasmmetalcut
in a book of hours (Dominican Use) published byelinan Kerver,
Paris, 24 November 1520. © Ramsen, Antiquariat Bilithle,
Heribert Tenschert / Staatsbibliothek zu Berlin.



Mixed Metaphors Xvii

97.  Souls in Purgatory: (left) metalcut by JeanhBie in a book of
hours (Use of Rome) published by Jean Barbier amtisme Le
Rouge, Paris, 22 August 1509, and (right) anonymrmetlcut in a
book of hours (Dominican Use) published by YolaBismhomme,
Paris, 1542. © Ramsen, Antiquariat Bibermihle, bterti Tenschert /
Staatsbibliothek zu Berlin.

98. Deathbed Ars moriendi (left) metalcut by Jean Pichore in a book
of hours (Use of Rome) published by Jean Barbier @uillaume
Le Rouge, Paris, 22 August 1509, and (right) anansmmetalcut
in a book of hours (Dominican use) published by avale Bon-
homme, Paris, 1542. © Ramsen, Antiquariat BibermuHleribert
Tenschert / Staatsbibliothek zu Berlin.

99.  Job on the Dung heap: (left) metalcut by J&ahore in a book of
hours (Use of Rome) published by Jean Barbier amtisdme Le
Rouge, Paris, 22 August 1509, and (right) anonymrmetlcut in a
book of hours (Dominican use) published by YolaBdsmhomme,
Paris, 1542. © Ramsen, Antiquariat Bibermihle, bt
Tenschert / Staatsbibliothek zu Berlin.

100. The Three Enemies of Man: World, Flesh arel Erevil: (left)
metalcut by Jean Pichore in a book of hours (UseRofme)
published by Jean Barbier and Guillaume Le RougsjspP 22
August 1509, and (right) anonymous metalcut in akbof hours
(Use of Rome) published by Thielman Kerver, PdrisSeptember
1522. © Ramsen, Antiquariat Bibermihle, Heribem3ahert.

Winfried Schwab

101. Hans Holbein the Younge&lphabet of Deathwoodcutsg.1523.

102. Johann Quentel, The Pope (H), woodcut, Capgh550.

103. Johann Quentel, The Knight (N), woodcut, Qo&yc.1550.

104. Johann Quentel, Hunting Scé@¢, woodcut, Cologne;.1550.

105. Johann Quentel, The Pope and the King Playagds (L),
woodcut, Colognes.1550.

106. Johann Quentel, Robbery (M), woodcut, Cologrié50.

107. Johann Quentel, Three Elegantly Dressed Bdéf)) woodcut,
¢.1550.

108. Johann Quentel, Nobleman and Noblewomamw@ddcut,c.1550.

109. Johann Quentel, The Cardinal (T), woodcutp@me,c.1550.



XVii

List of lllustrations

Stefanie Knoll

110.

111.

112.

113.

114.

115.

116.

PI. 1.

Death and the Senator, woodcut and text frudrich Frolich’s
1608 edition. © Herzog August Bibliothek Wolfenlsit(67 Poet.).
Death and the Abbot, woodcut from Huldrichdlieh's 1608
edition, with the monogram of the master ‘HW’ beltive Abbot’s
right elbow. © Herzog August Bibliothek Wolfenbilt(67 Poet.).
Death and the Pope, woodcut from HuldricHi€m& 1608 edition.
© Herzog August Bibliothek Wolfenbiittel (67 Poet.).

Death and the Blind Man, woodcut from Hulbdrrdlich’s 1608
edition. © Herzog August Bibliothek Wolfenbittel7(®oet.).
Death and the Young Man, woodcut from Hulifadlich’s 1608
edition. © Herzog August Bibliothek Wolfenbittel7(®oet.).
Death and the Nun, woodcut after Hans Holb&mnages of Death
(1554, first ed. 1538). © Graphiksammlung ‘Mensaid uTod’,
Heinrich-Heine-University Disseldorf.

The new illustration of Death and the Abbegspdcut from the
1870 edition published by Danz in Leipzig. © Gradgammlung
‘Mensch und Tod’, Heinrich-Heine-University Dusseifl

Colour plates

Burial scene with a charnel house in thekfaaund, miniature at
the start of the Office of the Dead with Death omlack horse
charging at a Pope and an Emperor in the lower imabgok of

hours produced in Paris, 1440 (London, British Library Add. MS
18751, fol. 163r). © The British Library.

Pl. 2a. Death and the Chess-player, wall paintiyg Atbertus Pictor

(1440-1507) in the church of Taby, Stockholm Cou8yeden),
1480s. Photo: Hakan Svensson (Xauxa)

Pl. 2b. Death and Bishop, sole extant stained-gies®el from a larger

PI. 3.

Pl. 4.

Danse Macabrenvindow scheme¢.1500, in St Andrew’s church
Norwich. Photo: Mike Dixon.

The Three Living and the Three Dead, Psafdrobert de Lisle
(London, British Library, MS Arundel 83 I, fol. 72), c.1310. ©

The British Library.

The Three Living and the Three Dead, in mgitation manuscript
probably produced for Marie de Brabant (Paris, BBibJiotheque

de l'Arsenal, MS 3142, fol. 311v)£.1285. © Bibliothéque
nationale de France.



PI.

PI.

PI.

PI.

PI.

PI.

PI.

PI.

PI.

PI.

Mixed Metaphors XiX

5. Danse Macabre mural in the former Franciscan convent of Morella
in the province of Castellén (Spair)1470. Photo: author.

6. The exemplum of the wicked young Emperorotaihg his father’s
corpse, illustration in the so-called Carthusiarsdgilany (London,
British Library, Add. MS 37049, fol. 87r)¢.1435-40. © The
British Library.

7. Hans Baldung Griemeath and the Maiden, drawing, 1515. ©
Kupferstichkabinett, Staatliche Museen zu BerlidZk4578.

8. Simon Bening and workshop (Southern Nethed® Raising of
Lazarus, miniature at the start of the Office & ead in the book
of hours of Joanna of Ghistelles (Use of Messiflesidon, British
Library, Egerton MS 2125, fol. 64v), early sixtdertentury. ©
The British Library.

9a. Encounter between death and a group afip#gfrom all walks of
life, sometimes described as a ‘predica della mdi$ermon of
Death) or ‘predica dei morti’ $ermon of the Dead), fresco in the
abbey of San Michele della Chiusa, Turin, fifteeo¢imtury. Photo:
Renzo Dionigi.

9b. Death on a cow assaulting a woman on a fr@mrginal decoration
in the Amiens Missal (The Hague, Royal Library, KE 78 D 40,
fol. 91r), 1323. © The Hague, Royal Library.

10. Death riding a bovine, miniature with tlubnic of the Office of the
Dead on a single sheet from a book of hours, Fi@)clearly
sixteenth century(?). © Graphiksammlung ‘Mensch uhadd’,
Heinrich-Heine-University Disseldorf.

11. Death on an ox attacking a young noblemaméemetery, opening
miniature of the Office of the Dead in the De Crdigmok of Hours
(Paris, Bibliothéque de I'Assemblée nationale, hs, fol. 93r),
late fifteenth century. © Paris, Bibliotheque deAdsemblée
nationale.

12. Triumph of Death, in a French translatidrPetrarch’sTrionfi by
Simon Bourgouin (Paris, Bibliotheque nationale dan€e, ms. fr.
12423, fol. 37v), first quarter of the sixteenthnuoey. ©
Bibliothéque nationale de France.

13. Death riding a bovine, in a cortege conmpgi€aige (Age) as a
man playing tambourinéMaladie (Disease) holding the banner of
‘Atropos’, and Accident as a man blowing a horn, illustration of
Pierre Michault'sLa Danse aux Aveugles (Paris, Bibliothéque
nationale de France, ms. fr. 1989, fol. 34r), fdteenth century. ©
Bibliothéque nationale de France.



XX List of lllustrations

Pl. 14. Vincent of KastavDanse Macabrdresco on the west wall of the
church of St Mary, Beram (Istria), 1474. Photo: edce and
Research Centre, Koper.

Pl. 15. John of KastaDanse Macabrefresco in Holy Trinity church,
Hrastovlje (Istria), 1490. Photo: Science and Reteaentre,
Koper.

Pl. 16. Death and the King, illumination in a Frentuxury Danse
Macabre manuscript (Paris, Bibliothéque nationale de Feamas
fr. 995, fol. 3r), early sixteenth century. © Bittlheque nationale

de France.



PREFACE

HARTMUT FREYTAG

A book like the present volume is long overdue,ifditls a serious lacuna
in this field of study.Mixed Metaphorswill not only benefit researchers
but also the many aficionados of tbense MacabreThis French term
that has long since become familiar in all Europlegguages reminds us
of the famous cycle that was painted in 1424-2%henwalls of one of the
charnel houses in the parish cemetery of Les Shintscents in Paris. It is
this French mural that appears to have been tlytnoof all later artistic
examples of a medieval motif that has proved t@abénspirational as no
other from this period. If | may be permitted a punvould say that the
Danse Macabrestill has not died nearly six centuries after fist
appearance on the scene.

If the Danse Macabre- also known as the Dance of Deatanza de la
muerte, dodendans, Totentanz, Dgdedamse3urmatants- has had such
a profound impact all over Europe from its emergenc the later
fourteenth century until the present day, it ischese text and image meet
the criteria of a mass medium and have thus hailespread impact. The
reasons for this success are manifold. Thense Macabreis easily
understood by many different audiences becausecdrapasses both text
and image, and even when one component is lackiegother still
manages to fill the gap. Furthermore, the langugEghe Danse Macabre
is not that of literary and academic textsiz. Latin — but that of the
vernacular, which means that nobody is excludednfrthe lesson
transmitted through its words. TBanseis of its time, yet also timeless; it
is valid for today and for eternity. In the facepmégue, poverty, war and
suffering in the world, it picks up on the indivaluand collective anxieties
of mankind and by representing both physical andtsal death it raises
fear — but also hope. After all, tilmnse Macabraever fails to remind us
of salvation through Christ and the mercy of Godasfinal judge. The
Dansethus appeals to the desire of each individualutél fhis duty in
ordo christianudor the benefit of the Christian community durinig life
on earth. This duty is based on a system of vathas applies to all
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mankind and thus transcends the social hierarchysystem that nobody
could ignore as it was in accordance with the relig beliefs of the time.

As a mass medium that was as familiar in the cibekate-medieval
Europe from Paris and London to Basel and Lubeckelsas in remote
areas, thdanse Macabrexhibits its migratory character. Meanwhile the
Danseremains constant — but never identical — in itsecmessage of
memento mor{Remember that you must die). It changes accortting
location and language, it continues earlier formaragery and text, and
soon sheds first the one and then the other medinip,to resume it later
in another form. TheDanse reduces and expands its repertoire of
characters and contents, and in line with its aatdptcharacter it always
finds new and fascinating ways to bring acroskég message. And it
achieves all thisomnibus locis(in all places),omnibus linguis(in all
languages), and at the same tiomenibus mediigi.e. in text and image),
in public as well as in private sacred and profspgces, on a monumental
scale as well as in manuscripts and in print. drcdntinuation of existing,
and appropriation of new and newly combined formd aontents, the
Danse Macabrés characterised by the principle of agaptatio continua
the ability to change and adapt itself continuously

It is the great merit oMixed Metaphorghat this volume addresses all
the above characteristics of tlEmnse Macabre As its editors, the art
historians Sophie Oosterwijk and Stefanie Knoll éa@hosen English as
today’'s scholarlylingua francain order to reach the widest possible
readership — rather in the spirit of tBmnseitself — and moreover to
inspire  Anglo-American researchers who until relenshowed a
comparative lack of interest in the subject. Anitddal merit of this
volume is that the contributors do not devote thelues to just one visual
or textual source, or fix their attention solely e dependence of one
version on another, or confine themselves to génevarviews of
particular motifs. Neither do they address thedesiand unanswerable
guestion of the etymology of the wondacabrenor the problem of what
came first — image or text. The present volumeesponds instead with
the principle of an interdisciplinarity that traescs national boundaries.
This principle is particularly appropriate not orityr the subject but also
for the many countries and academic disciplinesudnd together here.
The complex title of ‘Mixed Metaphors’ likewise ssitheDanse Macabre
very well: it sums up facets of the paradoxicahedats that are presented
to the viewer in the chain of living and dead dasce

In addition the title of the book outlines incouniies that are genre-

specific; ambivalences, ambiguities, contrasts emntradictions that are
all found in the incompatibility of transience aaternity, life and death.
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The title ‘Mixed Metaphors’ also takes into accouhe principle of
adaptability of theDanse while the subtitle indicates not only the central
theme but also the time frame and the geographmalad of the examples
discussed in this bookjz. Europe in the Middle Ages and early modern
era.

The contributions by the mostly younger and miceearscholars in
this volume who represent a multitude of languaayes countries reflect
how theDanse Macabrdas a pan-European phenomenon that transcends
linguistic and national boundaries. The multipleestions they address
and their methodological starting points match rieny disciplines they
cover. They address specifically tiranse Macabreas well as wider
issues, such as the components of dance, musidiaodue, the inversion
of the natural order, violence, gender distinctjagosnographic and related
aspects. Moreover, the book introduces sources libae often been
neglected, such as the Istrian examples of Damsein Slovenia, the
‘Representacié de la Mort’ from Majorca, and aualty unknown wall
painting in a wooden church in Poland.

By addressing so many different aspects in themtrdmutions the
seventeen authors in this volume paint a diverdealso representative
cycle that is symbolically reminiscent of its vesybject in the number of
dancers. In view of the cycle of man and death GElase Macabre
reminds both reader and viewer of the Last Judgeméien God will
determine eternal death and eternal life for aHaswveighs justice against
mercy, as symbolised by the figures 10 (justice) Aiimercy).

Editorial note

The editors would like to thank Sally Badham, Joayliss, Mary
Woodcock-Kroble, and the student-assistants dtltiieersity of Disseldorf
for their help with preparing images for this volenand especially Tony
Carr for meticulously compiling such a compreheasndex.






INTRODUCTION

SOPHIE OOSTERWIJK ANDSTEFANIE KNOLL

In the beginning there was the author. All the exite suggests that the
now lost mural that was created in the cemetetyesf Saints Innocents in
Paris in 1424-25 started with an image of the anmys author who
explained to the reader/viewer the nature of thekwo follow: ‘La dance
macabre sappelletiie Danse Macabrd is called. The Middle English
poet John Lydgate went one step further inDasice of Deattby adding
his own Preface to his adaptation of the Frenchmpaeferring to it as
‘Macabrees dauncé’Here it is the editors’ task to introduce the tieem
The term ‘macabre’ is nowadays so familiar thamight seem to need
no explanation; it is often used very loosely bg fhublic and scholars
alike without full understanding of its origins @neaning. The same
applies to thddanse Macabrea theme that most peoplenk they know
although they are likely to associate Bensewith much later interpretations
of this medieval motif. There is the 1874 symphopa@emLa Danse
Macabreby the French composer Camille Saint-Saéns, wtociures up
a vision of dancing skeletons fleeing back to tlggaves at the break of
day, or Walt Disney'’s first Silly Symphony animatidhe Skeleton Dance
of 1929, which presents a similar scene, albeit wifferent music. More
recently still, there are the films of Tim Burtomhile ‘Gothic’ culture has
further increased interest in all things ‘macabrehong medievalists the
most familiar image may be the ‘Imago Mortis’ woaticwith its
frolicking cadavers in Hartmann Scheddlisremberg Chroniclef 1493
(Fig. 1) — an image that is commonly used as amstilation in the
literature on the subject. This woodcut has bedibetately chosen for the
cover of this book, although it may not even bé&ae” Danse Macabrén
that it does not include the livirfgThe fact that Saint-Saéns composed his

! Florence Warren (ed.), with introduction and ndig8eatrice WhiteThe Dance

of Death, edited from MSS. Ellesmere 26/A.13 aiil Bansdowne 699, collated
with the other extant MSSEETS, o.s. 181 (London, 1931, repr. Woodbridge,
2000), I. 24. The French quotations are from Guydidant’s 1485 edition.

2 See the essay by Sophie Oosterwijk in this volume.
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musical interpretation nearly five hundred yeaterathe first mention of
the term underlines the enduring yet adaptableitguaithe Danse

From relative neglect — at least by anglophone lstfie- theDanse
Macabre is rapidly becoming a fashionable topic of reskaamong
scholars from different disciplines. However, ipiecisely because of the
many transformations over time that the originahmag and reception of
the theme in its different manifestations are ofteisunderstood. Too
narrow an approach — be it historical, art-histarir literary — is likely to
result in an incomplete or biassed view, quite Bfsam the fact that one
also ought to consider examples of thansenot just in isolation but in
both a wider and an international context. Yetlitezature has grown so
vast that such an approach would now be not judtitious but almost
foolhardy, especially as the bulk of studies on shbject is written in
languages other than Englidh.

It was especially the problem of language and iessibility that
called for a new study in English with essays bgrmational experts in
this field. This book not only offers examples tEtlatest research, but
also brings together a variety of approaches téemifit aspects of the
Danse Macabrdtself and its many parallels. For there were ofbems of
the ‘macabre’ in medieval culture that influenckd genesis and character
of the Danseor were inspired by it in turn. As the authorghis volume
demonstrate, there are many comparisons and cfeyemces between
the Danseand the Legend of the Three Living and the Thread) tomb
iconography, the imagery in the Office of the Dé&adooks of hours, and
the presentation of death or Death personifiedhierocontexts.

Part of the problem when studying thanse Macabrés the fact that
it is hard to define because it is so many thirgkterary text as well as a
visual motif — sometimes in combination, but natays — with moreover
performative potential, even if it has never beesvpd conclusively that
the theme originated in some type of performandeerd is also the
possibility of folklore influence about revenantaunting the living,
although this likewise remains suppositfoA. broad contextual approach
is needed for a proper understanding ofDla@se All too often, the focus
among historians is on itkemento morinessage, to the exclusion of its
satirical character that literary scholars havegltmeen aware of. Inter-

8 James Clark’s 1950 monographe Dance of Death in the Middle Ages and the
Renaissancenay be flawed and outdated in many respects, dwtviould dare
attempt a similarly succinct new study of banseacross Europe.

4 Nancy Caciola, ‘Wraiths, Revenants and Ritual iadidval Culture’,Past and
Present 152 (1996), 3-45, esp. 40-44.
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preting theDanseas a religious theme — or as ‘church’artcan result in
a supposed ‘discovery’ of its profane character@edte a false paradox.

Any attempt to distinguish between religious anduta is fraught
with danger as medieval morality happily combinethtaspects. Even the
underlying Christian way of thinking or the occurce of church
representatives in thBansedo not make it a religious theme. After all,
Chaucer's<Canterbury Talegan hardly be termed a religious poem despite
its pilgrimage motif and the inclusion of a monkpiest, a pardoner, a
friar, a nun and prioress — in fact, far from itkéwise, the church setting
in which theDansefrequently occurred needs to be understood properly
there is a vast difference between the more pueéligious spaces, such as
the nave or the cemetery, and the liturgical enclof the choir, even
though profane imagery can often be found in tharcttalls. Cemeteries
likewise had a more public character. The Dutclkohign Johan Huizinga
painted a vivid — if not wholly accurate — pictuwkthe cemetery of Les
Innocents in Paris where the paintednseacted as a backdrop to scenes
of trade and prostitution as well as to sermonscgssions and festivitiés.
Miniatures of burial scenes in late-medieval bookshours frequently
depict similar charnel houses with visible pilesskiills and bones in their
roof spaces (Pl. 1), thereby illustrating how caomeraries were
confronted almost daily with the prospect of thaivn mortality and the
inevitable decomposition of their remairsc transit gloria In real life
these stark reminders must have been even moragiig and pungent —
than any painting or poem, but they only encouragéidts and authors to
conjure up ever more horrifying spectres of death decay.

It is in some ways futile to debate whether Br@nsebegan as a text or
as an image, a superstition, a rite or enactmemgnwn the course of its
long recorded history from the fourteenth centwythe present day it
diversified yet further. It is this diversity thtte present volume aims to
highlight — the mixing of motifs and metaphors tbharacterise thBanse
itself and ‘the macabre’ at large, both in the regdl period and beyond.

The volume has been divided into five sectionsthatessays contain
many cross-references that are intended to draemtaih to parallels and
comparisons elsewhere. The first section on Dualtyd Allegory
addresses questions about the nature of the detabpnists in th®anse

® Cf. Rolf Paul Dreier,Der Totentanz — ein Motiv der kirchlichen Kunst als
Projektionsflache fiir profane Botschaften (1425)63hD thesis (Rotterdam:
Erasmus University/Leiden: Brill, 2010).

8 Johan Huizinga, ‘The Vision of Death’: chapteriiTThe Autumn of the Middle
Ages transl. Rodney J. Payton and Ulrich Mammitzschi¢@go: University of
Chicago Press, 1996), 170.
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Macabre— whether Death personified or the dead as mimages of the
living. In some cases, as Sophie Oosterwijk suggebie question of
identity must be taken even further when real4ietraits are integrated
into the Danse and supposedly stereotypical protagonists areepted
instead as historical figures, thereby strengttgerhre vanitas warning.
Mirroring is also evident in the postures and moegata of the dead
dancers, especially in the woodcuts in the earkestch printed edition of
1485 by Guy Marchant, as discussed by Frances &austaher essay
written in collaboration with Pamela King. Dancedahe musical aspects
of the Danseare addressed by Susanne Warda. Referring maintlyet
German tradition, she stresses the aggressivelautic tones, as well as
the reversal of the natural order displayed inDiamse Maike Christadler
explores the erotic potential of tH@ansein the early modern period,
especially in relation to the allegorical meanirighe female body.

The focus of the second section is on Macabre BEralith first of all
the Three Living and the Three Dead, which was despread motif
across medieval Europe from the later thirteenthturg onwards. The
juxtaposition of the two groups of living and defgures has obvious
parallels with theDanse although this does not mean that the older theme
directly inspired the latter. Christine Kralik'ssay takes the depiction of
this moralising tale in medieval manuscript illumiion as its starting
point to discuss the elements of dialogue and midethat are also
important elements in th®anse while Marco Piccat discusses the
iconographic variations of the same motif and eglatmagery (Pl. 9a) in
mural paintings in medieval Italy. A very differentotif is analysed by
Sylvie Bethmont-Gallerandyiz. Death riding a bovine mount instead of
the more traditional horse. The author traces ¢higmatic iconography
from its earliest known occurrence in the margihs d-rench missal of
1325 to much later interpretations and variationétérature and art.

Death in all its forms was furthermore an inspoatito authors and
playwrights in the Middle Ages and the Renaissam@nneth Rooney
examines the role of the dead in two Middle Englisimances, their
nature, and their impact on the living protagonistsnke Kovacs deals
with the performative aspects of the motif in Sganéxamples. While the
SpanishDanca general de la Muertmay be the oldest extant text of the
Danse— older by perhaps thirty years than the Frena@mpwe know from
the mural in Paris — the focus of her essay is osixteenth-century
dramatic adaptation from Majorca. In this play Destimmons a range of
social representatives, each displaying a differeaiction to Death. A
special relationship to Death is discussed by Wdson. She deals with
the explicit eroticism that can be found in earlgdarn English literature,
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drama, and in tomb iconography, where sex and mi@eare closely
associated. Death is often presented as a lovermataphors of flowers,
marriage and death are mixed as in the words af RarShakespeare’s
Romeo and Julieds he scatters flowers on the tomb of his seemicghd
bride Juliet: ‘Sweet flower, with flowers the bridsed | strew’.

The fourth section focusses on spatial contextst 6f all on choir
stalls where profane imagery can be found alongsateings of a more
serious, death-related nature, as discussed byidtrsLemé-Hébuterne.
The mixing of metaphors is also evident in the tmedieval Istrian
frescoes examined by Tomislav VignjevHere theDanse Macabres
juxtaposed with the Wheel of Fortune and the Tre&mowledge with
Adam and Eve — the Fall of Man that brought sin dedth to mankind.
The latter subject was found in combination witd theme of the old man
and Death in a virtually unknown mural that Jutth®&hard encountered
in the wooden church at Bierdzany-Bierfigikla Smier¢ in Silesia (Poland),
dating to the early eighteenth century.

The art of printing played a crucial role in théetadissemination of the
Danse culminating in the famousmages of Deathwoodcut series by
Hans Holbein the Younger, first published in 153Baroline Zohl
examines the unusual picture cycle of eleven emggawhat accompanies
the Office of the Dead in a book of hours printedParis in 1509 and
includes the Tale of the Three Living and the Thigead alongside
images of the Expulsion, Souls in Purgatory, atised scene, Job on the
dung heap, and the Three Enemies of Man. Thevastontributions deal
with the reception of Hans Holbein’s macabre seoieprints. The focus
of Winfried Schwab’s essay is HolbeinBanse Macabrealphabet and
variations on these fascinating initials by followef the artist. Stefanie
Kndll re-examines the importance of Huldrich Fréhls Danse Macabre
editions, which mix motifs from Holbeinsnages of Deathwith elements
from the BaseDanse

The use of metaphors was very fashionable in the rf@edieval and
early modern period. Lydgate often combined sevierane sentence, as
in his description of how ‘cruel dethe that berwg®se and sage’ slays his
victims ‘by stroke of pestilence’ (Il. 6-7). Throligut this volume a yet
wider variety of images and metaphors appear: damessic, violence,
inversion, sin, sex, the Fall, the Wheel of Fortulee Three Living and
the Three Dead. All these fascinating variatiofsvedd authors and artists
to remind their contemporaries of the ultimatehrgverything must pass
and all men must die. For this is how the authdvlarchant's finalDanse
Macabrewoodcut (Fig. 14) sums it up with yet another mbta, ‘Cest
tout vent: chose transitoireA(l is but wind, something transignt






