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IV

Discussions of modelling environments must always give 
way to the discussion of modelling subjects. If we apply 
this exercise to editorial theories and practices, we should 
note that the materials which have been viewed, traditio-
nally, as the ‘witnesses’ of text are rarely, if ever, only wit-
nesses of text or even primarily witnesses of text. This is 
especially evident in medieval manuscripts which is why 
they will provide us with the first area of investigation. 
This chapter takes the phenomenon of interpictoriality 
into consideration and works towards an understanding 
of editorial scope beyond notational integrity. It also sug-
gests preliminary structural approaches for the descripti-
on of transmission variances that we may encounter with 
multi-transmitted picture programmes. This is embedded 
in discourses from art history, particularly with the no-
tion of a ‘picture criticism’ analogous to ‘text criticism’. 

pictures



Nam quod legentibus scriptura, hoc 
idiotis praestat pictura cernentibus, 
quia in ipsa ignorantes vident, quod 

sequi debeant, in ipsa legunt qui 
litteras nesciunt; unde praecipue 
gentibus pro lectione pictura est.

Gregory the Great, MGH Epp. 2, Gre-
gorii I papae Registrum epistolarum, Ber-
lin: Weidmann, 1899, Liber XI, 10, 270.



medieval picture works
that vary in transmission

We can trace the foundations of the “medieval western-image doctrine”1 
to a very specific point in time – a very specific set of letters, in fact. The 
correspondence in question occurred around the year 600 AD between 
Serenus, Bishop of Marseille, and Pope Gregory I.2 Word had reached 
the Pope that Serenus was in the habit of destroying images in his church 
in order to stifle their worship. In response, Pope Gregory I penned 
words of admonishment. While he commended Serenus for his fight 
against idolatry, he mounted a defence of the depictions and, in doing 
so, advanced an educational argument that, unbeknownst to him, would 
be cited throughout the centuries to follow. A translation from the 19th 
century put it thus: “What Scripture presents to readers, a picture pre-
sents to the gaze of the unlearned: for in it even the ignorant see what 
they ought to follow; in it the illiterate read.”3

The notion of pictures as ‘books of the illiterate’ caught the imagina-
tion of medieval writers and modern scholars alike.4 Indeed, one might 

1 Celia M. Chazelle, “Pictures, Books, and the Illiterate: Pope Gregory I’s Letters to 
Serenus of Marseilles,” in: Word & Image 6/2 (1990), 138–152, here 138. In 1954, Ernst 
Kitzinger declared the sentiments from Gregory’s letters “classical expressions of the 
Western attitude,” a statement that must be seen in the context of his juxtaposition of 
Byzantine iconoclasm with Roman idolatry, cf. Ernst Kitzinger, “The Cult of Images 
in the Age before Iconoclasm,” in: Dumbarton Oaks Papers 8 (1954), 83–150, here 132.
2 For information about the discourse surrounding these letters, see Chazelle 1990, 
passim.
3 James Barmby, Gregory the Great (The Fathers for English Readers), London: Society 
for Promoting Christian Knowledge, 1879, 201f.
4 Cf. Lawrence G. Duggan, “Was Art Really the ‘Book of the Illiterate’?” in: Reading 
Images and Texts: Medieval Images and Texts as Forms of Communication. Papers from 
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be tempted to link several phenomena to the dictum, not least of all the 
fact that the typological picture bibles that became especially popular 
in the late Middle Ages were retroactively titled Biblia pauperum, the 
bibles of the poor. There is neither evidence that this was a common 
contemporary way of referencing these works nor is there evidence that 
these manuscripts and block-books5 were intended for or used by those 
of low income; quite the opposite.6 According to Gotthold Ephraim 
Lessing, an entry in the catalogue of the Herzog August library in 
Wolfenbüttel sufficed to promote the label, based on a faded addition 
to a manuscript by a later hand.7 However it came to be – and that may 
be subject to further discussion in this chapter, when we return to the 
Biblia pauperum in a different capacity –, it has remained, and so has the 
sentiment that pictures served a certain communicative function.8 If we 

the Third Utrecht Symposium on Medieval Literacy, Utrecht, 7–9 December 2000, ed. 
by Mariëlle Hageman and Marco Mostert, Turnhout: Brepols, 2005, 63–107 [originally 
published in Word & Image 5/3 (1989), 227–251].
5 Not all Biblia pauperum were block-books but some of them were. For studies of the 
Biblia pauperum in that context specifically, see Avril Henry, “The Iconography of 
the Forty-Page Blockbooks Biblia Pauperum: Form and Meaning,” in: Blockbücher des 
Mittelalters: Bilderfolgen als Lektüre, ed. by Gutenberg-Gesellschaft, Main: von Zab-
ern, 1991, 263–288, and Nigel F. Palmer, “Junius’s Blockbooks: Copies of the ‘Biblia 
pauperum’ and ‘Canticum canticorum’ in the Bodleian Library and their Place in the 
History of Printing,” in: Renaissance Studies 9/2 (1995), 137–165.
6 Cf. Maurus Berve, Die Armenbibel: Herkunft, Gestalt, Typologie. Dargestellt an-
hand von Miniaturen aus der Handschrift Cpg 148 der Universitätsbibliothek Heidel-
berg (Kult und Kunst; vol. 4), Beuron: Beuroner Kunstverlag, 1969, 7–9, and Avril 
Henry (Ed.), Biblia pauperum: A Facsimile and Edition, Aldershot: Scolar Press, 1987, 
3f. and 17f.
7 Cf. Gerhard Schmidt, Die Armenbibeln des XIV. Jahrhunderts, Graz [et al.]: Böhlau, 
1959, 1. For one of the earliest references to this, see Friedrich Laib and Franz Joseph 
Schwarz (Eds.), Biblia pauperum, Zürich: Leo Wörl, 1867, 14. And for Lessing’s assess-
ment itself, see Gotthold Ephraim Lessing, “Ehemalige Fenstergemälde im Kloster 
Hirschau,” in: id., Zur Geschichte und Literatur: Aus den Schätzen der Herzogl. Biblio-
thek zu Wolfenbüttel (vol. 2), Braunschweig: Fürstl. Waysenhaus-Buchhandlung, 1773, 
317–344, here 335–337 [also published in Gotthold Ephraim Lessing’s sämmtliche Schrif-
ten (vol. 9), ed. by Karl Lachmann, Berlin: Voß, 1839, 228–245].
8 This can be seen in the many examples of literature concerned with the ‘reading’ of pic-
tures and images or the difficulty thereof, cf. e.g. Herbert L. Kessler, “Reading Ancient 
and Medieval Art,” in: Word & Image 5/1 (1989), 1; Suzanne Lewis, Reading Images: 
Narrative Discourse and Reception in the Thirteenth-Century Illuminated Apocalypse, 
Cambridge: Cambridge University Press, 1996; Elizabeth Sears, Thelma K. Thom-
as and Ilene H. Forsyth (Eds.), Reading Medieval Images: The Art Historian and 
the Object, Ann Arbor: University of Michigan Press, 2002; and Mariëlle Hageman 
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recall the primacy of text-based hermeneutics in the history of scholar-
ship and especially the humanities, it will hardly surprise that we find at 
least one legitimization strategy for pictures rooted in their relation to 
the function of texts, regardless of whether this is explicitly framed as 
‘books for the poor’ or not.

A.
TEXT�IMAGE STUDIES

In hindsight, one might view the extension of editorial theory towards 
picture works as an organic evolution of the interdisciplinary process-
es that began decades ago, precisely because of the closely entwined 
transmission of textual and pictorial materials. In the 1970s and 1980s, a 
field of text-image studies emerged. This development manifested itself 
quite notably in the publication of the journal Word & Image: A Jour-
nal of Verbal/Visual Enquiry. In German academia, it was furthermore 
marked by an increase in respective collected volumes.9 Of note, in the 
German context, is also the ‘Catalogue of German-Language Illustrated 
Medieval Manuscripts’, the Katalog der deutschsprachigen illustrierten 
Handschriften des Mittelalters (KdiH), which was initiated by Hella 

and Marco Mostert (Eds.), Reading Images and Texts: Medieval Images and Texts 
as Forms of Communication. Papers from the Third Utrecht Symposium on Medieval 
Literacy, Utrecht, 7–9 December 2000, Turnhout: Brepols, 2005. See also, more generally 
from the point of view of literary studies, James A. W. Heffernan, “Reading Pictures,” 
in: PMLA 143/1 (2019), 18–34, online: <https://doi.org/10.1632/pmla.2019.134.1.18>.
9 For an increase in collected volumes in Germany pertaining to text-image studies, be-
ginning in the 1970s, see Hella Frühmorgen-Voss and Norbert H. Ott (Eds.), Text 
und Illustration im Mittelalter: Aufsätze zu den Wechselbeziehungen zwischen Literatur 
und bildender Kunst (Münchener Texte und Untersuchungen zur Deutschen Literatur 
des Mittelalters; vol. 50), München: C.H. Beck, 1975; Christel Meier and Uwe Ru-
berg (Eds.), Text und Bild: Aspekte des Zusammenwirkens zweier Künste im Mittelalter 
und früher Neuzeit, Wiesbaden: Reichert, 1980; Wolfgang Harms (Ed.), Text und Bild, 
Bild und Text: DFG-Symposion 1988, Stuttgart: J.B. Metzler, 1990; Klaus Dirscherl 
(Ed.), Bild und Text im Dialog (Passauer interdisziplinäre Kolloquien; vol. 3), Passau: 
Rothe, 1993; and Karin Krause and Barbara Schellewald (Eds.), Bild und Text im 
Mittelalter (Sensus; vol. 2), Köln [et al.]: Böhlau, 2011. See furthermore the important 
collection of essays in Michael Curschmann, Wort, Bild, Text: Studien zur Medialität 
des Literarischen in Hochmittelalter und früher Neuzeit (Saecvla spiritalia; vols. 43 and 
44), Baden-Baden: Valentin Koerner, 2007.
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Frühmorgen-Voss and Norbert H. Ott in Munich in 1991 and continues 
to be published to this day; since 2016 in a digital format as well as in 
print.10

As for the emergence of text-image studies, it might be fair to say 
that this new field responded to a desideratum – a gap in the research 
that had not been filled by either art history or literary studies, leaving 
many questions about manuscript culture, multimedial expressions of 
thought, and networks of meaning unanswered. Research that is bound 
to a history of transmission will always yield to the intent of observa-
tion. The body of evidence may remain unchanged, bar rare revelations, 
but it does not speak for itself; nor does it speak to everyone with the 
same voice. When we link evidences to support an argument, that argu-
ment derives from a point of view that shapes the lens with which we 
regard an object of study. Accordingly, information will have already 
faded in or out, depending on the criteria of relevance that guide our in-
trinsic Erkenntnisinteresse (‘interest in insight’). When studying a man-
uscript, a palaeographer will notice certain details and those will likely 
be different from the features a codicologist may observe, a philologist, 
an art historian. Here the slopes and curves of letters, there the binding, 
here the ink, there the flourishes of decoration, here the commentary in 
the margins, in between lines, there the tactile feeling of flesh on the one 
and hair on the other side of the parchment; each and every clue, visual, 
physical, semantic, or otherwise, meaningful in its own right. I am, per-
haps unnecessarily so, repeating a sentiment that has echoed throughout 
the previous chapters, and yet I do not think it redundant since true in-
terdisciplinarity – the bridging of the gaps that fall to the wayside of spe-
cialization – challenge this aspect of scholarship the most: the patterns 
of thinking pre-established in our mind, inherited from the foundations 

10 See Katalog der deutschsprachigen illustrierten Handschriften des Mittelalters (KdiH; 
vol. 1–), initiated by Hella Frühmorgen-Voss and Norbert H. Ott, ed. by Ulrike Bo-
demann, Kristina Freienhagen-Baumgardt, Pia Rudolph, Peter Schmidt, Christine Stöl-
linger-Löser and Nicola Zotz, München: C. H. Beck, 1991–present. See also the web 
presence of the project, <https://kdih.badw.de/das-projekt.html> (accessed 11 March 
2023), and the database Deutschsprachige illustrierte Handschriften des Mittelalters 
which is based on the KdiH and covers, at the date of access, the first eight volumes; cf. 
<https://kdih.badw.de/datenbank/start> (accessed 12 June 2023).
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and frameworks of our disciplines, trained on specific sets of materials, 
with an eye towards specific kinds of evidences. Such a challenge comes 
with its own set of pitfalls; ignorance of that which is already known, su-
perficiality of observations, obsolescence of references. Two considera-
tions compel me to move forward still: (1) While editorial theory has not 
reckoned with pictorial or textual-pictorial materials in any sustained 
way, and while these materials do not speak for themselves, the pull of 
their evidentiary entanglement is strong enough to have reached across 
disciplines before, indicating a wealth of materials in need of scholar-
ly edition or, at the very least, deserving of editorial attention. (2) The 
editorial concern that colours our view on these materials may well be 
distinct from the views that have come before. 

There is no singular editorial concern either, of course, just as there is 
no singular type of material that would be of interest to us here. It might 
be best to understand both as contingent on a variance in transmission, 
for the purposes of the current inquiry. Variance in transmission mean-
ing traces of genetic evolution or the existence of multiple witnesses of 
a ‘work’ (a classical editorial boundary that I will adhere to for the time 
being). Since the example of Diebold Lauber’s workshop, as discussed in 
CHAPTER I, has already shown that we can principally conceive of mul-
ti-versioned picture works in the context of manually reproduced me-
dieval manuscripts, attention must shift towards the particulars. What is 
the state of research that is relevant for the question of their scholarly 
edition, i.e. the question of a structural making-sense?

Studies exist that examine individually illustrated manuscripts of 
epic poems about heroic figures from legends and sagas like Parsifal, 
Tristan, or Roland.11 There are also studies with a broader scope, 
specifically analysing the evolution of the text-image composition of 

11 See, for example, Norbert H. Ott, “Bildstruktur statt Textstruktur: Zur visuellen 
Organisation mittelalterlicher narrativer Bilderzyklen; die Beispiele des Wienhausener 
Tristanteppichs I, des Münchner Parzival Cgm 19 und des Münchner Tristan Cgm 51,” 
in: Bild und Text im Dialog, ed. by Klaus Dirscherl, Passau: Rothe, 1993, 53–70, and 
James A. Rushing Jr., “Images at the Interface: Orality, Literacy, and the Pictoriali-
zation of the Roland Material,” in: Visual Culture and the German Middle Ages, ed. 
by Kathryn Starkey and Horst Wenzel, Basingstoke [et al.]: Palgrave Macmillan, 2005, 
115–134. 
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multi-transmitted works like the aforementioned Biblia pauperum.12 
There is, to my knowledge, however, no comprehensive meta-study of 
the phenomenon as such, that is to say, the phenomenon of copying a 
picture programme (or cycle) alongside a text as well as independently 
from a text.13 Works that fall into this category with varying degrees 
of interrelation and variance in transmission would be, for example, 
the Bibles moralisées, the Speculum humanae salvationis, the Speculum 
virginum, the Sachsenspiegel, the Legenda aurea, the Beatus, or the 
Vaticinia summis pontificibus, to name only a few.14 Their circulation 

12 See Hanna Wimmer, Malena Ratzke and Bruno Reudenbach (Eds.), Studien zur 
Biblia pauperum (Vestigia bibliae; vol. 34), Bern [et al.]: Peter Lang, 2016.
13 Henrike Manuwald’s observations about text-image relations in medieval manu-
scripts may come closest, but they are confined to manuscripts from German-speak-
ing regions and do not specifically take into consideration whether there is a pictorial 
transmission variance (by way of multi-transmission) and what that might mean for 
the relation of text-image work witnesses among each other; see Henrike Manuwald, 
“Text-Bild-Beziehungen in der mittelalterlichen Manuskriptkultur (des deutschsprachi-
gen Raums),” in: Text – Bild – Ton: Spielarten der Intermedialität in Mittelalter und 
früher Neuzeit, ed. by Joachim Hamm and Dorothea Klein, Würzburg: Königshausen & 
Neumann, 2021, 189–232. If we take a broader view on the debate about ‘originals’ and 
‘copies’ and the transformational processes that (art-)works were subject to in medieval 
and early modern times, we will find a plethora of case studies, such as the art-historical 
explorations of this complex relationship in Wolfgang Augustyn and Ulrich Söding 
(Eds.), Original – Kopie – Zitat: Kunstwerke des Mittelalters und der Frühen Neuzeit; 
Wege der Aneignung, Formen der Überlieferung (Veröffentlichungen des Zentralinsti-
tuts für Kunstgeschichte in München; vol. 26), Passau: Klinger, 2010. See also Antonia 
Putzger and Joris Corin Heyder, “Kopieren, Faksimilieren, Dokumentieren: Vor-
moderne Ästhetiken der Genauigkeit in Bild und Schrift,” in: Duplikat, Abschrift & 
Kopie: Kulturtechniken der Vervielfältigung, ed. by Jörg Paulus, Andrea Hübener and 
Fabian Winter, Köln: Böhlau, 2020, 207–232, which connects manual reproduction with 
the issue of facsimilization sketched in CHAPTER I. 
14 For reference, see, respectively, John Lowden, The Making of the Bibles Moralisées (2 
vols.), University Park: Pennsylvania State University Press, 2000; Manuela Niesner, 
Das Speculum humanae salvationis der Stiftsbibliothek Kremsmünster: Edition der 
mittelhochdeutschen Versübersetzung und Studien zum Verhältnis von Bild und Text 
(Pictura et poesis; vol. 8), Köln [et al.]: Böhlau, 1995; Jutta Seyfarth (Ed.), Speculum 
virginum (Corpus Christianorum, Continuatio Medievalis; vol. 5), Turnhout: Brepols, 
1990; Dagmar Hüpper, “Funktionstypen der Bilder in den Codices picturati des 
Sachsenspiegels,” in: Pragmatische Schriftlichkeit im Mittelalter: Erscheinungsformen 
und Entwicklungsstufen, ed. by Hagen Keller, München: Fink, 1992, 231–249; 
Werner Williams-Krapp, “Bild und Text: Zu den illustrierten Handschriften der 
‚Legenda aurea‘ des französischen und des deutschsprachigen Raums,” in: Archiv für 
Kulturgeschichte 97/1 (2015), 89–107; John Williams, Visions of the End in Medieval 
Spain: Catalogue of Illustrated Beatus Commentaries on the Apocalypse and Study of the 
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ranges from a handful to several hundred illustrated witnesses.15 One 
might note that these works often appear to be either typological, 
didactic, eschatological, or diagrammatic in nature; this is merely a 
small observation, the significance of which I cannot ascertain. Quite 
apparently, transmitting a picture programme in a relatively stable yet 
mutable way was not a unique occurrence. You might ask why this 
should be interesting, in and of itself. First of all, the fact that a work – 
regardless of whether it consists of text, images, or both – has survived in 
multiple manuscripts is an indication of its dissemination and outreach. 
Second of all, the fact that a picture programme was copied alongside 
text – or even independently from a specific text – may speak to its role 
and reception within a work or as a work. Third of all, the relationship 
between multiple witnesses is more complex than that of an ‘original’ and 
its ‘copies’ and this relationship can be further illumined by the study of 
the stability or, conversely, the alteration of a picture programme across 
its transmission history, similarly as one would do with texts.

This is not to say that it might not be equally as interesting and re-
vealing to study the various ways in which the transmission of a singular 
text (or rather ‘work’) might have been illustrated over time.16 However, 

Geneva Beatus, ed. by Therese Martin, Amsterdam: Amsterdam University Press, 2017; 
and Hélène Millet, Les successeurs du pape aux ours: Histoire d’un livre prophétique 
médiéval illustré (Vaticinia de summis pontificibus), Turnhout: Brepols, 2004 [originally 
published as Il libro delle immagini dei papi: Storia di un testa profetico medievale, transl. 
by Cristina Colotto, Rome: Viella, 2002].
15 According to Lowden 2000 (vol. 1), 11, there are seven extant copies of the Bibles 
moralisées. The Sachsenspiegel survives in four illustrated manuscripts (Mscr. Dresd. M. 
32; Cod. Pal. germ. 164; Cim I 410; Cod. Guelf. 3.1 Aug. 2°) in addition to around 460 
manuscripts containing only the text or fragments thereof. For the Vaticinia de sum-
mis pontificibus, Hélène Millet lists 102 manuscripts in Millet 2004, 213–216. FAMA: 
Œuvres latines médiévales à succès, the portal maintained by the CNRS, IHRT, and 
the École nationale des chartes, edited by Pascale Bourgain and Dominique Stutzmann, 
which compiles the known information about the most widely circulated medieval man-
uscripts written in Latin from different manuscript catalogues, lists 951 Latin manu-
scripts for the Legenda aurea, <http://fama.irht.cnrs.fr/oeuvre/254308>. For the Specu-
lum humanae salvationis, the bibliography refers to 400 manuscripts, <http://fama.irht.
cnrs.fr/oeuvre/267499>, and for the Speculum virginum to 36 witnesses, <http://fama.
irht.cnrs.fr/oeuvre/254664>. For the Beatus commentary, it states that 43 manuscripts 
are known, <http://fama.irht.cnrs.fr/oeuvre/254577> (all accessed 7 June 2023). 
16 An example for this would be Cora Dietl, Christoph Schanze and Friedrich 
Wolfzettel (Eds.), Artusroman und Bildlichkeit (Schriften der Internationalen Artus-
gesellschaft; vol. 17), Berlin / Boston: De Gruyter, 2023.
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we should be cognizant of a distinction here: In the case of picture pro-
grammes that were transmitted multiple times, such as the Biblia pau-
perum or the examples from the Spiegelliteratur (the genre of specula),17 
the pictures were evidently more than a mere illustration of a text; this 
might also be true for other so-called illustrations, a designation that by 
default links such images to a text, in the service of which they perform, 
but it is undeniable in cases where picture programmes developed a life 
of their own. By way of example, I want to point to the Vaticinia de 
summis pontificibus, a series of pope prophecies that originated in the 
13th century.18 They were later appropriated by the Protestant reformers 
of the 16th century, specifically Andreas Osiander, Erhard Schön, and 

17 On the topic of the so-called Spiegelliteratur (which translates to mirror literature) in 
general, see Herbert Grabes, Speculum, Mirror und Looking-Glass: Kontinuität und 
Originalität der Spiegelmetapher in den Buchtiteln des Mittelalters und der englischen 
Literatur des 13.–17. Jahrhunderts (Anglia Book Series; vol. 16), Tübingen: Max Nie-
meyer, 2018 [reprint; originally published in 1973].
18 Millet 2004 and Fleming 1999 have been named before. For further literature, see 
Renate Blumenfeld-Kosinski, Poets, Saints, and Visionaries of the Great Schism: 
1378–1417, University Park, Pennsylvania: Penn State Press, 2010, 166–178; Herbert 
Grundmann, “Die Papstprophetien des Mittelalters,” in: Archiv für Kulturgeschich-
te 19/1 (1928), 77–138 [reprinted in Ausgewählte Aufsätze: Teil 2 – Joachim von Fiore 
(Schriften der Monumenta Germaniae Historica; vol. 25), Stuttgart: Hiersemann, 1977, 
1–57]; Robert E. Lerner, “Ursprung, Verbreitung und Ausstrahlung der Papstprophe-
tien des Mittelalters,” in: Weissagungen über die Päpste. Vat. Ross. 374, ed. by Robert 
E. Lerner and Robert Moynihan, transl. by Walter Simon, Zürich: Belser, 1985, 11–76 
[introductory volume of the facsimile edition of Cod. Vat. Ross. 374]; Robert E. Lern-
er, “On the Origins of the Earliest Latin Pope Prophecies: A Reconsideration,” in: 
Fälschungen im Mittelalter: Teil 5 – Fingierte Briefe. Frömmigkeit und VII Fälschung. 
Realienfälschungen (Schriften der Monumenta Germaniae Historica; vol. 33), Hannover 
1988, 611–635; Orit Schwartz and Robert E. Lerner, “Illuminated Propaganda: The 
Origins of the ‘Ascende Calve’ Pope Prophecies,” in: Journal of Medieval History 20 
(1994), 157–191; Marjorie Reeves, “The Vaticinia de Summis Pontificibus: A Question 
of Authority,” in: Intellectual Life in the Middle Ages: Essays Presented to Margaret 
Gibson, ed. by Lesley Smith and Benedicta Ward, London [et al.]: Hambledon Press, 
1992, 145–156 [reprinted in Marjorie Reeves, The Prophetic Sense of History in Me-
dieval and Renaissance Europe (Variorum Collected Studies; vol. 660), London / New 
York: Routledge, 1999, part VII, 145–156]; Pia Holenstein Weidmann, “Die Vaticinia 
pontificum: Tradition einer Bildprophetie,” in: Nova acta Paracelsica 13 (1999), 153–184; 
Paola Guerrini, Propaganda politica e profezie figurate nel tardo Medioevo (Nuovo 
Medioevo; vol. 51), Napoli: Liguori, 1997; Paola Guerrini, “La propaganda politi-
ca nei manoscritti illustrati,” in: La propaganda politica nel Basso Medioevo: Atti del 
XXXVIII Convegno storico internazionale. Todi 14–17 Ottobre 2001, Spoleto: Centro 
italiano di studi sull'alto Medioevo, 2002, 561–582.
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Hans Sachs who adopted the picture programme in 152719 but not the 
Latin text, instead fitting the images (adapted by Erhard Schön) with 
vernacular verses (written by Hans Sachs) to capture the political po-
tency of the iconography in changed circumstances of reception.20 The 
‘mystic’ nature of the origin of the prophecies apparently led to them 
being attributed to Hildegard von Bingen at some point21 although this 
might be a bibliographical fault, given that Osiander published a second 
book in the same year with prophecies that he attributed to her.22 

19 See Eyn wunderliche Weyssagung von dem Babstumb wie es yhm biß an das endt 
der welt gehen sol jn figuren oder gemæl begriffe gefunden zu Nuermberg ym Cartheu-
ser Closter vnd ist seher alt. Eyn vorred Andreas Osianders. Mit g°utter verstendtlicher 
außlegung durch gelerte leut verklert. Welche Hans Sachs yn teutsche reymen gefast vnd 
darzu gesetzt hat, Nürnberg: Guldenmund, 1527. A digitized facsimile edition and tran-
scription of this work exists as part of a series of editions published by the Taylor Insti-
tution Library, one of the Bodleian Libraries of the University of Oxford, in this case 
edited by Kezia Fender and published in 2015: <https://editions.mml.ox.ac.uk/editions/
weyssagung/> (accessed 2 July 2023).
20 Cf. David Heffner, “Regnum vs. Sacerdotium in a Reformation Pamphlet,” in: The 
Sixteenth Century Journal 20/4 (1989), 617–630, here 619. See also Jonathan Green, 
Printing and Prophecy: Prognostication and Media Change 1450–1550, Ann Arbor: Uni-
versity of Michigan Press, 2012, 96–99. On the figure of Hans Sachs, see Niklas Holz-
berg and Horst Brunner, Hans Sachs: Ein Handbuch, Berlin / Boston: De Gruyter, 
2020, and here, with respect to the changed verses, 29, work 134. On the topic of the 
Protestant appropriation of the prophecies, see Aby M. Warburg, Heidnisch-antike 
Weissagung in Wort und Bild zu Luthers Zeiten (Sitzungsberichte der Heidelberger Aka-
demie der Wissenschaften, Philosophisch-Historische Klasse; vol. 1919/26), Heidelberg: 
Winter, 1920 [reprinted in Aby M. Warburg, Ausgewählte Schriften und Würdigungen 
(Saecvla spiritalia; vol. 1), ed. by Dieter Wuttke, Baden-Baden: Koerner, 31992, 199–304]. 
On the medieval relationship between prophecies and political as well as religious un-
rest, see also Robert E. Lerner, “Medieval Prophecy and Religious Dissent,” in: Past & 
Present 72 (1976), 3–24, and his assessment that “[p]rophecies, of course, did not create 
Luther or the doctrine of solifidianism, but German receptivity for sweeping religious 
change may have been heightened by the circulation of numerous texts that expressed 
dissatisfaction with the government of the Church and certainty of imminent ecclesias-
tical renovation” (ibid., 24).
21 This attribution applies, for example, to the coloured editions of the pope prophecies 
published by Gabriel Kantz in Zwickau, VD 16 W 4645; cf. München, BSB, Res/4 H.ec-
cl. 870,29, online: <https://mdz-nbn-resolving.de/urn:nbn:de:bvb:12-bsb00053611-6>, 
and München, BSB, 4 H.eccl. 826, online: <https://mdz-nbn-resolving.de/urn:nbn:de:b-
vb:12-bsb10160055-6> (both accessed 2 July 2023; noted in case the record should be 
corrected in the future).
22 See VD 16 H 3633; Sant Hildegarten weissagung vber die Papisten vnd genanten 
geistlichen, welcher erfüllung zu vnsern zeyten hat angefangen, vnd volzogen soll wer-
den, with a preface by Andreas Osiander, Zwickau: Gabriel Kantz, 1527; Munich, BSB, 4 
H.eccl. 827, online: <https://mdz-nbn-resolving.de/urn:nbn:de:bvb:12-bsb10160056-2>. 
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While the picture programme as found under the Vaticinia de summis 
pontificibus umbrella made reference to the Latin text it accompanied 
or vice versa, it did not, in fact, originate with those manuscripts ei-
ther, rather having been borrowed from or at least heavily influenced 
by a Byzantine tradition of oracles,23 and it would furthermore seem 
as though the picture programme was more compelling to viewers and 
readers than any accompanying text, taking precedence in the long 
term.24 The vernacular verses reinterpreted the images, thereby creating 
a new link that someone unfamiliar with the earlier tradition of the im-
ages could misunderstand in its causality. Here, as dramatic a statement 
as it might seem, the images do not bend to the text. The text bends to 
the images.25

Cf. also Michael Embach, “Beobachtungen zur Überlieferungsgeschichte Hildegards 
von Bingen im späten Mittelalter und in der frühen Neuzeit. Mit einem Blick auf die 
Editio princeps des ‚Scivias‘,” in: ‚Im Angesicht Gottes suche der Mensch sich selbst‘: Hil-
degard von Bingen (1098–1179), ed. by Rainer Berndt, Berlin: Akademie-Verlag, 2001, 
401–460, here 451. Green notes that the Hildegard prophecies and the pope prophecies 
circulated in at least two bound collections, combined with another work, “suggesting 
that these three may have been distributed as a unit or regarded as such by some readers” 
(Green 2012, 225, fn. 29).
23 Aby Warburg already pointed this out in Warburg 1920/31992, 245f. See, on the origins 
on the picture programme, furthermore, Andreas Rehberg, “Der ‚Kardinalsorakel‘-
Kommentar in der ‚Colonna‘-Handschrift Vat.lat. 3819 und die Entstehungsumstände 
der Papstvatizinien,” in: Florensia: Bolletino del Centro Internazionale di Studi Gioachi-
miti 5 (1991), 45–112; Andreas Rehberg, “Ein Orakel-Kommentar vom Ende des 13. 
Jahrhunderts und die Entstehungsumstände der Papstvatizinien: Ein Arbeitsbericht,” 
in: Quellen und Forschungen aus italienischen Archiven und Bibliotheken 71 (1991), 
749–773; and Lerner 1985, 13–21. It would appear that the texts were borrowed in con-
junction with the picture programme and translated from Greek to Latin, accounting for 
some of their obscurity, cf. Hannes Möhring, Der Weltkaiser der Endzeit: Entstehung, 
Wandel und Wirkung einer tausendjährigen Weissagung (Mittelalter-Forschungen; vol. 
3), Stuttgart: Thorbecke, 2000, 272–275, and Grundmann 1928/1977, 13.
24 Matthias Kaup has pointed out that the prophetic literature flourished during the 
time of the Great Western Schism (1378–1417) because it provided orientation amidst 
the confusion; cf. Matthias Kaup, “Der Liber Horoscopus: Ein bildloser Übergang 
von der Diagrammatik zur Emblematik in der Tradition Joachims von Fiore,” in: Die 
Bildwelte der Diagramme Joachims von Fiore: Zur Medialität religiös-politischer Pro-
gramme im Mittelalter, ed. by Alexander Patschovsky, Ostfildern: Thorbecke, 2003, 
147–184, here 147. It stands to reason that it also flourished during the time of the ref-
ormation due to this, as well as having a propagandistic political function; cf. ibid., 174, 
and Lerner 1976.
25 Jonathan Green goes so far as to say that “[t]he traditional roles of word and image 
are here reversed: it is the unlearned who need the text to aid their understanding, while 
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B.
OF CROWS AND DOVES

After having severed this assumed inherent connection between a text 
and its picture programme – or the picture programme and its text –, 
it might be helpful to take a step back and clarify the terminology and 
framework of the considerations that are to follow. 

A glance at the research literature confirms that there is no concise 
agreed upon definition of what a ‘picture programme’ (Bildprogramm), 
‘picture cycle’ (Bilderzyklus), or ‘picture system’ (Bildsystem) might 
be  – the terms are often either used with a tacit understanding or 
denote a rather specific focal point.26 The Katalog der deutschsprachigen 

intelligent people, according to Osiander, will comprehend the images immediately” 
(Green 2012, 98).
26 Definitions do exist, of course. In the context of manuscript illumination, Christine 
Jakobi-Mirwald defines a programme as “a planning concept underlying a book design 
which selects the depictions and distributes them across the book (or among other pic-
ture carriers)” (Christine Jakobi-Mirwald, Buchmalerei: Terminologie in der Kunst-
geschichte, Berlin: Reimer, 42015, 23, original: “Ein einer Buchausstattung zugrundelie-
gendes planerisches Konzept, das die Darstellungen auswählt und im Buch (bzw. auf 
anderen Bildträgern) verteilt”). This is differentiated from a Zyklus (‘cycle’) which is the 
“series of pictures that, taken together, illustrate a text” (ibid., 24, “Serie von Bildern, 
die zusammen einen Text illustrieren”). In the definition of cycles, Jakobi-Mirwald fur-
thermore states that the “transmission carriers of picture programmes may be ordered in 
transmission stemmata that parallel the textual transmission or proceed independently 
from it” (Jakobi-Mirwald 2015, 24, “Die jeweiligen Überlieferungsträger der Bildpro-
gramme können ggf. zu Überlieferungsstammbäumen (Stemmata) angeordnet werden, 
die parallel zur Textüberlieferung oder davon unabhängig laufen.” – ‘stemmata’ is bold-
ed in the original). Unfortunately, we do not learn more about this practice. Another 
definition of a ‘picture programme’ can be found in the introduction to iconography by 
Frank Büttner and Andrea Gottdang. It reads: “But the purpose of iconography does 
not merely lie in the interpretation of singular picture works. Since time immemori-
al buildings or single rooms of special importance have been decorated with extensive 
series of pictures and figurines that are, generally speaking, not only linked through a 
formal relation of decoration but must be understood as an overarching unit of content, 
for which the term of the ‘programme’ has established itself.” (Frank Büttner and An-
drea Gottdang, Einführung in die Ikonographie: Wege zur Deutung von Bildinhal-
ten, München: C.H. Beck, 2006, 24, original: “Die Ikonographie hat aber ihre Aufgabe 
nicht nur in der Deutung von einzelnen Bildwerken. Bauwerke oder einzelne Räume 
von besonderem Rang wurden seit alters her mit umfassenden Folgen von Bildern und 
Figuren geschmückt, die in der Regel nicht nur einen formalen Dekorationszusammen-
hang bilden, sondern auch als übergreifende inhaltliche Einheit aufzufassen sind, für 
die sich der Begriff des ‚Programmes‘ eingebürgert hat.”) For an application of the term 
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illustrierten Handschriften des Mittelalters (KdiH) states that “[s]ome 
manuscripts provide a continuous iconographic program indicating that 
the provision of both text and images was part of the basic concept.”27

Instead of ‘iconographic program’, the German version of the docu-
mentation uses the arguably broader term of the Bildprogramm.28 For 
the purposes of this chapter, it might be useful to define a picture pro-
gramme as a series of pictures that was, to a certain degree, schematic 
in its order, arrangement, and composition, and relatively stable in its 
transmission, meaning that it was, similarly to a textual work, fixed in 
some way. When regarding such picture programmes, there tends to be 
an element of familiarity, if not in the execution of an image, then in its 
placement within the wider work context; no picture stands on its own, 
they all stand together. This is regardless of whether the pictures can 
be understood on their own or whether all of them are included in all 
of the witnesses; the point being that the work – in an ideal representa-
tion as well as in a material single witness – always consists of a series 
of pictures that bear a relation to each other and to the text that they 
share a space with; this relation does not have to be one of a narrative 
logic wherein one consecutive story is told that progresses throughout 
the pictures; the relation can be schematic more than it is sequential.29 

Bildsystem, see Wolfgang Kemp, “Mittelalterliche Bildsysteme,” in: Marburger Jahr-
buch für Kunstwissenschaft 22 (1989), 121–134, and his explanation for using the term of 
the ‘picture system’ as a way to capture both narrative and symbolic qualities of medie-
val picture works that had a tendency to ‘aggregate’ meaning in complex ensembles, cf. 
ibid., 121–123 and 126.
27 Cf. <https://kdih.badw.de/en/text-and-image.html> (accessed 11 March 2023).
28 Cf. <https://kdih.badw.de/text-und-bild.html> (accessed 11 March 2023).
29 The notion of medieval picture programmes being a type of ‘storytelling’ reminiscent 
of ‘modern’ forms like comic strips has been analysed in some recent studies, such as in 
Isabell Brähler-Köhler, “Von der Handschrift zum Sammelbild, vom Bilderbogen 
zum Comic: Die Rolandssage in mittelalterlichen und neuzeitlichen Text-Bild-Kombi-
nationen,” in: Geschichten sehen, Bilder hören: Bildprogramme im Mittelalter. Akten 
der Tagung Bamberg 2013 (Bamberger interdisziplinäre Mittelalterstudien; vol. 8), ed. 
by Andrea Schindler and Evelyn Meyer, Bamberg: University of Bamberg Press, 2015, 
49–74. The Erzählung (‘narrative’) of content has been a staple of writings about picture 
programmes, cycles, or, in Kemp’s nomenclature, systems, for much longer, however; 
especially since it was ‘put on the map’ by Kemp, so to speak, cf. Karin Lerchner, 
“Narration im Bild: Szenische Elemente im Bildprogramm des ‚Welschen Gastes‘,” in: 
Beweglichkeit der Bilder: Text und Imagination in den illustrierten Handschriften des 
‚Welschen Gastes‘ von Thomasin von Zerclaere (Pictura et poesis; vol. 15), ed. by Horst 
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If there were to be a witness of any of the discussed works that were to 
contain only one picture from the overall series without any placehold-
ers allocated for pictures that were then not realised and no indication 
that there were originally more pictures that are now lost, this would be 
highly curious.30 Generally, when it comes to medieval imagery and its 
eligibility for editorial concern, we should remember what art historian 
Wolfgang Kemp has stated: Namely that “the great common feature of 
the Christian period of art between 400 and 1400 AD is the dominance 
of the images over the ‘image’ (in the emphatic sense given to it by mod-
ern times) and of the contexts over the text.”31

Although no example for a picture from a picture programme being 
transmitted entirely outside of its programmatic context immediately 
comes to mind (which is not to say that such an example does not exist), 
the pertinent question is whether such a witness could still be considered 
a witness of the work, if we take the picture programme to be the work, 
or at least the pictorial part of the work. It might be possible to answer 
this in the affirmative, provided that the relation between the witness and 
the work were stronger than one of mere visual reference or what might 

Wenzel and Christina Lechtermann, Köln [et al.]: Böhlau, 2002, 65–81, here 65. See also 
Horst Wenzel and C. Stephen Jaeger (Eds.), Visualisierungsstrategien in mittelalter-
lichen Bildern und Texten, Berlin: Erich Schmidt, 2006.
30 Aside from the issue of picture programmes and whether there are manuscripts that 
contain a single picture from such a programme without any indication that it was part 
of a larger series, examples for manuscripts where space was allotted for illustrations 
and miniatures that were then never realised abound and Christopher de Hamel once 
phrased it nicely by stating that “[s]ome pages look very strange, like a wall with random 
bricks missing.” (Christopher de Hamel, The British Library Guide to Manuscript 
Illumination: History and Techniques, Toronto / Buffalo: University of Toronto Press, 
2001, 48.) See also the verdict by Karin Schneider that the spaces designated for Bilderzy-
klen (‘picture cycles’) – used by her to mean what we might call a Bildprogramm, such as 
the picture programme of the Speculum humanae salvationis – can be particularly telling 
as to a manuscript’s transmission and use of reference material, cf. Karin Schneider, 
Paläographie und Handschriftenkunde für Germanisten: Eine Einführung (Sammlung 
kurzer Grammatiken germanischer Dialekte. B: Ergänzungsreihe; vol. 8), Berlin / Bos-
ton: De Gruyter, 2014, 157.
31 Wolfgang Kemp, Christliche Kunst: Ihre Anfänge, ihre Strukturen, München: Schir-
mer/Mosel, 1994, 17, original: “Die große Gemeinsamkeit der christlichen Kunstepoche, 
die von 400 bis 1400 reicht, ist die Dominanz der Bilder über das ‚Bild‘ (im emphatischen 
Sinne, den ihm die Neuzeit gibt) und der Kontexte über den Text.”
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be called interpictoriality or even intermediality32 – a term applicable 
here since these reference systems do not discriminate between quota-
tions among depictions in manuscripts, tapestry, stained glass, et cetera, 
any more than they do between the (intentional or otherwise) relation 
of text and images within the same medium or surface of expression.33 
Therefore, for the purposes of editorial purview, the visual ‘inspiration’ 
of other works must be ruled out as a form of versioning the work that 
the picture programme is said to constitute. Few work witnesses will 
ever bear witness to the whole work as it was or came to be, especial-
ly when they represent temporal glimpses at works that evolved and 
expanded over long periods of time; not to mention that in the case of 
contradictory versions of a work, it would be impossible for one witness 
to contain ‘the whole work’ unless it contained those contradictory ver-
sions. But there are different layers of permeability, and the description 
of a picture programme necessitates its delineation from visually related 
but intellectually to a significant degree autonomous presentations that 

32 On the topic of medieval and early modern forms of intermediality, see Joachim 
Hamm and Dorothea Klein (Eds.), Text – Bild – Ton: Spielarten der Intermedialität in 
Mittelalter und früher Neuzeit, Würzburg: Königshausen & Neumann, 2021, and Al-
fred Messerli, “Intermedialität,” in: Die Intermedialität des Flugblatts in der Frühen 
Neuzeit, ed. by Alfred Messerli and Michael Schilling, Stuttgart: Hirzel, 2015, 9–24. On 
the topic of interpictoriality, see Guido Isekenmeier (Ed.), Interpiktorialität: Theo-
rie und Geschichte der Bild-Bild-Bezüge, Bielefeld: transcript-Verlag, 2013. Sometimes, 
instead of interpictoriality, Interikonizität or Interbildlichkeit are used, or a variety of 
other terms, cf. ibid. 7 and Guido Isekenmeier, “In Richtung einer Theorie der Inter-
piktorialität,” in: ibid., 11–86, esp. 14, fn. 10. In a medieval context, Cynthia Hahn in 
particular has promoted the concept of ‘interpictoriality’ analogous to ‘intertextuality’, 
specifically in her work on hagiographies; cf. Cynthia Hahn, “Interpictoriality in the 
Limoges Chasses of Stephen, Martial, and Valerie,” in: Image and Belief: Studies in Cel-
ebration of the Eightieth Anniversary of the Index of Christian Art, ed. by Colum Hou-
rihane, Princeton: Princeton University Press, 1999, 109–124, and Cynthia Hahn, Por-
trayed on the Heart: Narrative Effect in Pictorial Lives of Saints from the Tenth through 
the Thirteenth Century, Berkeley [et al.]: University of California Press, 2001.
33 Medieval reference systems – as a way of ordering and communicating knowledge – 
are inevitably incredibly complex. Some indication for this can be found in the interdis-
ciplinary volume Sabine Griese and Claudine Moulin (Eds.), Verweiskulturen des 
Mittelalters, Wolfenbüttel: Herzog August Bibliothek, 2022, and the 2015 conference on 
which it was based, cf. the respective programme under <https://www.hab.de/mediae-
vistischer-arbeitskreis/> (accessed 13 June 2023).
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are, precisely for this reason, not representations of a work they have 
been inspired by or that they may be said to have inspired.

It might be best to specify what I mean. Around 1235–1250, account-
ing for several stages of revision, a Franciscan known as Alexander Mi-
norita34 wrote a commentary on the biblical Book of Revelation, his 
Expositio in Apocalypsim.35 This commentary was accompanied by a pic-
ture programme that has survived in several manuscripts. FIGS. 13 and 14 
show a direct comparison of one ‘scene’ depicted in two different manu-
scripts of the work, viz. ‘a picture’ of Domitian (51–96 AD) persecuting 
Christians – note that in the Cambridge manuscript in FIG. 14, the head 
of a Jewish figure, identifiable by the distinctive hat, pileus cornutus, 
has been added (cf. next to the stretched-out hand of Domitian on his 
horse), indicating the persecution of not only Christians but also Jewish 

34 Sometimes referred to as Alexander of Bremen in older literature. Also referred to as 
such in the description of MS Mm.5.31 at the Cambridge University Library, cf. <http://
cudl.lib.cam.ac.uk/view/MS-MM-00005-00031/1> (accessed 11 March 2023).
35 For information on this work in general, see Felicitas Schmieder, “Die Johan-
nesoffenbarung als Schlüssel zur Zeitgeschichte – Alexander Minoritas ‚Expositio in 
Apocalypsim‘ als Chronik,” in: Geschichte vom Ende her denken: Endzeitentwürfe und 
ihre Historisierung im Mittelalter (Forum Mittelalter – Studien; vol. 15), ed. by Susan-
ne Ehrich and Andrea Worm, Regensburg: Schnell & Steiner, 2019, 127–145; Sabine 
Schmolinsky, “Wer wird das Himmlische Jerusalem erbauen? Interpretationen in der 
Apokalypsenexegese des Alexander Minorita,” in: Geschichte vom Ende her denken: 
Endzeitentwürfe und ihre Historisierung im Mittelalter (Forum Mittelalter – Studi-
en; vol. 15), ed. by Susanne Ehrich and Andrea Worm, Regensburg: Schnell & Steiner, 
2019, 147–157; and Felicitas Schmieder, “Inscribing the Orient into a Historiogra-
phy of the Past, Present, and Future of Latin Europe: Alexander Minorita’s Exposi-
tio in Apocalipsim,” in: Collection de l’Ecole française de Rome 554 (2019), 253–266. 
See also Sabine Schmolinsky, Der Apokalypsenkommentar des Alexander Minorita: 
Zur frühen Rezeption Joachims von Fiore in Deutschland (MGH Studien und Texte; 
vol. 3), Hannover: Hahn, 1991; Sabine Schmolinsky, “Merkmale der Exegese bei 
Alexander Minorita,” in: Neue Richtungen in der hoch- und spätmittelalterlichen Bi-
belexegese (Schriften des Historischen Kollegs; vol. 32), ed. by Robert E. Lerner and 
Elisabeth Müller-Luckner, München: Oldenbourg, 1996, 139–148, online: <https://doi.
org/10.1524/9783486595789-010>; David Burr, “Mendicant Readings of the Apoca-
lypse,” in: The Apocalypse in the Middle Ages, ed. by Richard Kenneth Emmerson and 
Bernard McGinn, Ithaca: Cornell University Press, 1992, 89–105, here 99f.; and Peter 
K. Klein, “Introduction: The Apocalypse in Medieval Art,” in: The Apocalypse in the 
Middle Ages, ed. by Richard Kenneth Emmerson and Bernard McGinn, Ithaca: Cornell 
University Press, 1992, 159–199, here 192–194.
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FIG. 13: Depiction of Domitian persecuting Christians as one of the four horsemen 
of the apocalypse in Alexander Minorita’s Expositio in Apocalypsim in Wrocław 
University Library, MS I Q 19, after 1271, f. 27v, <https://www.bibliotekacyfrowa.
pl/publication/63> (PD).
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FIG. 14: Depiction of Domitian persecuting Christians and Jews as one of the four 
horsemen of the apocalypse in Alexander Minorita’s Expositio in Apocalypsim in 
Cambridge University Library, MS Mm.5.31, c. 1270–1290, f. 27v, <https://cudl.lib.
cam.ac.uk/view/MS-MM-00005-00031/58> (CC BY-NC 3.0).
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people under Domitian’s reign as described by Eusebius.36 Here, we can 
already sense the subtle changes that may have occurred in the different 
‘iterations’ of a picture programme, which, in this case, as is often the 
case, exhibits a proximity to a certain textual tradition of manuscript 
transmission that has led to it being regarded as part of the same ‘work’ 
rather than separate work expressions of the same motif; something to 
keep in mind as we continue our way through the maze of intermedial 
transmission variances. 

Another example, to deepen complications (in the Latin sense of 
the word): Alexander Minorita makes recourse to Joachim of Fiore 
(c. 1130–1202),37 an influential theological figure,38 especially in the he-
retical circle of the Franciscan Spirituals that formed in consequence of 
the Armutsstreit39 in the 13th century.40 The aforementioned Vaticinia de 

36 It might also be a note of interest that the Book of Revelation is thought by most 
scholars to have been written towards the end of Domitian’s reign, cf. Ulrike Rie-
mer, “Domitian — (k)ein Christenverfolger?” in: Zeitschrift für Religions- und Geistes-
geschichte 52/1 (2000), 75–80, here 75f. On the matter of Eusebius and Domitian, see 
Leonard L. Thompson, The Book of Revelation: Apocalypse and Empire, Oxford [et 
al.]: Oxford University Press, 1990, 136. On the iconography of the ‘Jewish hat’, see 
Naomi Lubrich, “The Wandering Hat: Iterations of the Medieval Jewish Pointed Cap,” 
in: Jewish History 29/3-4 (2015), 203–244.
37 On the closeness of Alexander’s Apocalypse commentary to the Joachitic tradition 
and its co-transmission with Joachitic and pseudo-Joachitic works, cf. Schmolinsky 
1991, 20f., and Schmolinsky 2019, 150f. See also Marjorie Reeves and Beatrice 
Hirsch-Reich, “The Seven Seals in the Writings of Joachim of Fiore: With Special 
Reference to the Tract ‘De Septem Sigillis’,” in: Recherches de théologie ancienne et 
médiévale 21 (1954), 211–247, and Beatrice Hirsch-Reich, “Der Apokalypse-Kom-
mentar des norddeutschen Minoriten Alexander,” in: Recherches de théologie ancienne 
et médiévale 24 (1957), 361–364, here 361f.
38 On the figure of Joachim of Fiore, see the classic Herbert Grundmann, Studien 
über Joachim von Floris (Beiträge zur Kulturgeschichte des Mittelalters und der Renais-
sance; vol. 32), Leipzig [et al.]: Teubner, 1927; Matthias Riedl, Joachim von Fiore: Den-
ker der vollendeten Menschheit, Würzburg: Königshausen & Neumann, 2004; Henning 
Ottmann, Geschichte des politischen Denkens, Stuttgart: J.B. Metzler, 2004, 118–128, 
online <https://doi.org/10.1007/978-3-476-02911-9_7>; Julia Eva Wannenmacher 
(Ed.), Joachim of Fiore and the Influence of Inspiration: Essays in Memory of Marjorie E. 
Reeves (1905–2003), London: Routledge, 2013; and Matthias Riedl (Ed.), A Compan-
ion to Joachim of Fiore (Brill's Companions to the Christian Tradition; vol. 75), Leiden 
[et al.]: Brill, 2017. 
39 A conflict within the Franciscan order about the principle of poverty; also referred to 
as the usus pauper controversy, cf. David Burr, The Spiritual Franciscans: From Protest 
to Persecution in the Century After Saint Francis, Pennsylvania State University Press, 
2001, 137–144.
40 Cf. Matthias Riedl, “Longing for the Third Age: Revolutionary Joachism, Com-
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summis pontificibus originated in the same milieu and were ex post facto 
attributed to Joachim, making them one of the many pseudo-Joachitic 
works that circulated at the time.41 To be more precise, the Vaticinia are 
a combination of two series of pope prophecies with accompanying pic-
ture programme, created at different stages: the earlier Genus nequam 
series and the later Ascende calve series. In terms of intertextuality, this 
results in the interesting constellation that the author of yet another Joa-
chitic work, the Liber Horoscopus, would seem to have been influenced 
by the Genus nequam prophecies while in turn influencing the Ascende 
calve series.42 In the seventh prophecy of this latter series, Pope Benedict 
XI is referred to as avis nigerrima, corvini generis, “the blackest bird of 
the species of crow,”43 due to a widespread propagandistic identifica-
tion of the Dominican order with this imagery.44 (And we find the avis 
nigerrima turn of phrase in the Liber Horoscopus as well.)45 The crow is 
not only referenced in the text but depicted in the corresponding pic-
ture – albeit not in all witnesses. Curiously enough, some, such as CC 
Cim. 6 from Kremsmünster, replace the crow with a dove, the symbolic 
representation of the Franciscan order (see FIGS. 15 and 16). The motif of 
crows and doves also appears in other places of both picture series. In the 
second prophecy of the Genus nequam series, the Latin text references 

munism, and National Socialism,” in: A Companion to Joachim of Fiore (Brill’s Com-
panions to the Christian Tradition; vol. 75), ed. by Matthias Riedl, Leiden [et al.]: Brill, 
2017, 267–318, here 280f. See also the outdated but influential Marjorie Reeves, The 
Influence of Prophecy in the Later Middle Ages: A Study in Joachimism, Oxford: Clar-
endon Press, 1969.
41 Cf. Kaup 2003, 151 and 174, and Bernard McGinn, Visions of the End: Apocalyptic 
Traditions in the Middle Ages, New York [et al.]: Columbia University Press, 1979, 188f.
42 Cf. Kaup 2003, 169f. 
43 Schwartz and Lerner 1994, 171. For the full transcription of the prophecy, cf. ibid., 
189.
44 The crow was meant to be a symbolic representation of the Dominican order while 
the dove was meant to represent the Franciscan order – and it has indeed been argued 
that this central conflict lies “at the heart of the pictorial program” (Blumenfeld-Kos-
inski 2010, 169). Robert E. Lerner has analysed this particular iconography in Robert 
E. Lerner, “Ornithological Propaganda: The Fourteenth-Century Denigration of Do-
minicans,” in: Politische Reflexion in der Welt des späten Mittelalters / Political Thought 
in the Age of Scholasticism: Essays in Honour of Jürgen Miethke (Studies in Medieval and 
Reformation Traditions; vol. 103), ed. by Martin Kaufhold, Leiden [et al.]: Brill, 2004, 
171–191. 
45 Cf. Kaup 2003, 170f.
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FIG. 16: Detail from vaticinium VII of the Ascende calve prophecies, showing pope 
Benedict XI with a serpent and a dove appearing behind him, c. 1410/1415; from CC 
Cim. 6, Stiftsbibliothek Kremsmünster, f. 4r (image courtesy of the Stiftsbibliothek 
Kremsmünster).

FIG. 15: Detail from vaticinium VII of the Ascende calve prophecies, showing pope 
Benedict XI feeding a serpent with a crow behind him, c. 1360/1370; from VadSlg 
Ms. 342, Kantonsbibliothek, Vadianische Sammlung, St. Gallen, f. 7, <http://ww-
w.e-codices.ch/de/vad/0342/7> (CC BY-NC 4.0).
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FIG. 18: Detail from vaticinium II of the Genus nequam series, showing a pope 
(possibly Martin IV) with a serpent and a crow, 15th century; from Latin 10834, 
Bibliothèque nationale de France, Paris, f. 7v, <https://gallica.bnf.fr/ark:/12148/bt-
v1b84527986> (PD).

FIG. 17: Detail from vaticinium II of the Genus nequam series, showing a pope (pos-
sibly Martin IV) with a serpent and two crows, 14th century; from MS 404, Corpus 
Christi College, Cambridge, f. 88v, <https://parker.stanford.edu/parker/catalog/
jy663fr8353> (The Parker Library, CC BY-NC 4.0).






































































































