MARGARET OF YORK'S Visions or loONDAL
RELATIONSHIP OF THE MINIATUR ES TO A TEXT

TRANSFORMED BY I'RANSLATOR AND [LLUMINATOR!

Roger §. Wieck

- Ithough Z7e Visions of Tondal was the most widely read story in Northern
Europe of a journev to the next world. Margaret of York’s copy of the Vistons
s the only known manuscript with a cycle of illustrations.? No other illus-

trated manuscripts have survived and none are known to have existed.? Thus the first

and tundamental step in understanding the twenty miniatures is to read the text it-
selt. Indeed, this 1s what Simon Marmion, Margaret’s artist, had to do when faced
with a commuission to 1illustrate a text that had no pictorial tradition. The resulting
relationship between text and picture in Margaret’s book is thus a very close one,
and 1t 1s possible to experience this relationship, as Margaret did, by viewing the
reproduced miniatures and reading the excerpts from the text provided in the Getty
Museum's 1990 publication of the Zondal.

1'he excerpted texts in this recent publication are, it must be stressed, from
the version of 7%e Visions of 1ondal to be tound in the Getty manuscript. '|'he original
treatise was composed 1n Latin at Regensburg around 1149 by a monk named Marcus
for Gisila, abbess of the Benedictine convent of Saint Paul in that city.* 'T'he Getty
translation into old French was done 1n the htteenth century by a person whom |
suspect, but vet cannot prove, was David Aubert himselt, the scribe who signed the
Tondal and its sister manuscript, 74e Vision of the Soul of Guy de 1hurno, also in the
Getry Museum.® Whether or not the Getty translator was Aubert does not matter to
this article: what does matter is that a comparison of the Getty French text with the
[atin original reveals a number of differences. And it 1s an awareness of these dif-
ferences between the original twelfth-century Latin and 1ts fitteenth-century French
rranslation that enables one to understand more fully the iconography of Marmion’s
cvele, more fully than if one read either the original Latin or the French translation
alone. These differences, of course, are not self-evident in the Getty’s 1990 publi-
cation, but can be gleaned from a comparison of the Getty version with the original
[Latin © Thus the first theme I will discuss 1s the transtormation of 7%e Visions of 1ondal
by the translator. The second theme, which will also increase our understanding of
the Getty miniatures. is a by-product of the first: the transtormation of the Viszons by

the illuminator.

Transformation of The Visions of Tondal by the Translator

The differences between the twelfth-century Latin text ot the Viszons and the fif-
teenth-century French translation can be categorized into three types: additions,
omissions, and errors.

Certain sections of text in the Getty version do not exist in the Latin. The
translator composed, for example, a new prologue (tols. 7-7v). 'I'he themes of the
original Latin prologue, with its specific references to Abbess G., to whom the text
was dedicated, were deemed unsuitable for Margaret of York.” At the end of the
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Latin original describes, in two short chapters, how ‘Tondal cncounthrS Saint Rud
han and then meets with Saint Patrick and four Irish bishops.” The Getty transla.tm‘
deleted these two sections. The fact that these episodes are more C(mCCl’n‘Cd with
ewelfth-century Irish religious politics than matters of faith relevant to the fifteenth
century may have encouraged the translator to omit them.'" Not included by Mar-
garet’s translator, they were, of course, not illustrated by Marmion. But their absence
has another, more subtle, but quite profound influence on the cycle of pictures,
which I will return to in the second part of this paper in the discussion of the trans-
formation of the Visions by the illuminator.

It 15 1n the category of translation errors, however, that we hit pay dirt. Mar-
garcts translator had a good grasp of Latin, but his hold was not perfect. The errors
he made are relauvely small and few, and they would not even be worthy of discus-
sion were it not for the fact that, ironically enough, some of these very errors seem
o have caught Marmion’s eye during his reading of the text. A few of them end up
having 4 pivotal influence on the Tondal pictures.

I here are a few mistakes in hell. There is the large, birdlike creature who con-
sumes the unchaste monks, nuns, and priests and, a little later, according to the
Latn original, gives birth to these unfortunate souls into a treezing lake. Margaret's
translator changed the verb to “defecate,” and this very means of conveyance from
the beast's stomach into the glacial surface of the lake s the one Marmion illus-
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Figure 72.

Hellmouth, \n De raptu anime 1undali (Speyer,
Johann and Konrad Hist, circa 1483). New
York, Pierpont Morgan Library, PML 189,

leat 17.

Figure 73

Stmon Marmion. Lucifer, Prince of Darkness 11
of Tondal. Malibu, J. Paul Getty

[ /Ir‘ ‘ 1!1\‘)}:);‘;
Museum .

Ms. 30, fol. 30v (detail).
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to Marmion, that “dedens” was meant literally as “within.” The original Latin

phrase 18 infra murum ex illa parte, qua ipsi venerant.”'™® Marcus used “infra’’ to
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mean “below,” which in his text means “at the bottom of” the wall Jean-Michel

Picard, capturing the genuine sense of the original, translated this section as “they
[ Tondal and his guide] saw an extremely high wall, and on the near side of the wall.
in the direction they were coming from, there was a very large multitude of men and
women enduring wind and rain.”'* Medieval Latin, however, stretched the definition
of “infra” to also mean “within,” and this is the sense, mistakenly, that Margaret's
translator found in the word.** He is guilty, in this case, of translating words and not
meaning.*' Marmion innocently took the phrase “dedens le mur” literally and en-
sconced the Bad But Not Very Bad within the substance of the wall (fig. 74). The
result was probably not as peculiar looking to fifteenth-century eyes as it may be to
our own. l'he Bad But Not Very Bad are positioned like sculpture on a Romanesque
facade or, as my colleague William Voelkle has observed, like the ten painted statues
of personified Vices that the lover encounters on the exterior of the Garden of Mirth
in the opening passages of the Roman de la rose.?* Verification that this interpretation
on the part of Margaret’s translator was indeed erroneous can be found in a contem-
poraneous source. This is the circa 1483 printed edition, De raptu anime Tundali. 1he
Bad But Not Very Bad in the printed book are shown “infra murum™ according to
Marcus’s original meaning: a mass of rather bedraggled-looking souls, piled up 1n a
heap, is shown ‘“‘at the bottom of and not “‘within’’ the wall (hg. 75).

Tondal and his guide continue along this wall and, entering 1t through doors
that open of their own accord, come to the fields inhabited by the Good ButhNot
Verv Good.? There, as described in the subsequent chapter, they see also Kings
Corichober and Donatus.? Margaret’s translator committed no major errors here and

the Latin original, French translation, and Marmion’s pictures are in accord. londal
b

| | : >Nt: hours each
and the angel then witness King Donatus’s temporary torment for three

Figure 74.
Simon Marmion. 7%e Bad But Not Very Bad,

in 1%e Visions of Tondal. Malibu, ]. Paul Getty
Museum, Ms. 30. fol. 33v.

Figure 75.

Lhe Bad But Not Very Bad, in De raptu anime
{undali (Speyer, Johann and Konrad Hist,
circa 1483). New York, Pierpont Morgan
Library, PML 189, leaf 19v.
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Margaret's version, in translation, reads, “When they had pmu‘:cdcd a lietle !}};
came upon a wall, very tall and shining. The wall was all of solid silver, well wrough

and very handsome. But the soul could see no door. And (I know not how) he then looked
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one (fig. 76).%° Margaret’s translator completely misunderstood the Mysterious pas-
sage of Tondal and his angel #4rough the silver wall. In the Getty manuscript, the pair
approach the wall and then “mysteriously” see the assembly. "They do not pass
through the wall. This is reflected, albeit subtly, in Marmion’s illustration (fig. /7).
The Faithfully Married are definitely on the ousside of their wall. ‘The sky, here
painted gold, is alongside the silver wall, and, in the viewer’s imagination, descends
to the horizon. The assembly clearly stands on the outside of whatever the silver wall
1s enclosing and not inside as the twelfth-century text describes.
londal and his guide next visit the Glory of Martyrs and the Pure.” T'he orig-
ial Latin, in Picard’s translation, reads, . . . they beheld another wall as high as
t/hc first one and mzldc‘of the purest and brightest gold. . . . They passed through it in
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Simon Marmion. 7he Faithfully Married;

t\n Lhe Visions of Tondal. Malibu, J. Paul Gerty
Musecum, Ms 30, fol. 37.
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m.)t r']u: cu‘sc In the circa 1483 woodcut, where. again, the wall forms an enclosure
within which the blessed reside (fig. 79). There is another difference between this
woodcut and Marmion’s miniature, Neither the Latin original nor the French trans-
lation specity the location of the thrones occupied by the Martyrs and the Pure. The
woodcut correctly reflects the sense of the Latin original, that is, thrones simply set
here and there within the walled enclosure. Marmion, however, introduces an imag-
inative innovation and ensconces the Martyrs and the Pure within their gold wall, a
positioning obviously paralleling that of the Bad But Not Very Bad (fig. 74). While
the latter must glumly stand in Romanesque niches, the Martyrs and the Pure gert
to relax on golden Gothic thrones.

Tondal and the angel proceed to the Glory of Good Monks and Nuns, where
twelfth-century and fifteenth-century texts are in general harmony.** I he next chap-
rer describes their visit to the Tree of the Confessors, the second episode Marmion
chose not to illustrate, again for reasons I will relate below.*

Tondal and his guide then come to the Glory of Virgins and the Nine Orders
of Angels.* Did fatigue plague Margaret's translator, or haste to complete the com-
mission hound him? Curiously, he left out one of the Nine Orders of Angels.”® He
11so made a more serious error. The Knight Tondal and his angel arrive at the final
wall of their journey, this one made of precious stones and mortar that was like gold.
The original Latin, from Picard’s translation, tells us, . . . they saw a wall whose
height, beauty and brightness were unlike the others. . . . This wall . . . aroused
minds of those who saw it. As they climbed the wall, zzey saw

ereat love for it in the
he eve has not seen nor ear heard nor has 1t entered 1nto the

without a doubt that
hat things God has prepared for those who love Him. For, there 7key

.. They also heard words that cannot be told

heart of man w

saw the nine orders of blessed spirits. .

" (italics mine).?” Margarets cranslator, however, provides this version: ™ ['his

wall was so bright and shiny that - would ward off any displeasure or trouble, and 1t
would inspire with consolation and joy the hearts of those who would look upon it.

O how great are the things prepared by Our Lord God for those who love Him, be-

cause they wi// see the orders of the blessed angels. . . . They will hear the secret

words that cannot nor must not be told” (italics mine).*® The beatific vision, to which

Tondal is treated in the Latin original of the twelfth century, 1s mistakenly withheld
h-century French cranslator who changed the verb tense

from him by the fifteent
This difference between the original text and its trans-

from the past to the future.
lation can be instantaneously grasped by comparing the circa 1483 woodcut with the
Getty miniature. As the cut shows, Tondal, lifted up by his angel, receives his
olimpse of Virgins and the Nine Orders of Angels over the wall of gems (hig. 80).
Marmion’s picture reflects the text from which he was working and shows "londal’s
frustrating confrontation with the wall; indeed, it is this concealing wall that 1s the

real subject of the miniature (fig. 81).

Figure 78.

Simon Marmion. The Martyrs and the Pure,

in The Visions of Tondal. Malibu, ]. Paul Getry
Museum, Ms. 30, fol. 38v.

Figure 79.

The Martyrs and the Pure, in De raptu anime
Tundali (Spever, Johann and Konrad Hist,
circa 1483). New York, Pierpont Morgan
Library, PML 189, leat 23.
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I'ransformation of The Visions of Tondal by the Illuminat

The next world described by the twelfth-century Visions of Tondal was a very difterent
place from the hercafter helieved to exist in the fifteenth century. A greater under-
standing of Marmion’s cycle emerges from an awarencss of how the illuminator care-
fully managed to wed the twelfth-century eschatology with that of his own time.

The next world described in The Visions of Tondal is divided into five unequal
parts: Upper Hell, where torments are temporarys [Lower Hell, the seat of Lucifer,
where torment is unending: the exterior wall of Terrestrial Paradise, where the Bad
But Not Very Bad endure temporary pain; Terrestrial Paradise, inhabited by the
Good But Not Very Good and a place of both temporary pleasure and punishments;
and, finally, Celestial Paradise, a series of places ot eternal reward. ‘| ' he fifteenth-
century hereafter, on the other hand, had a much simpler topography: hell, purga-
tory, and heaven. Purgatory, as the fifteenth century was to know it, was not born
antil about 1170, that is, about twenty years after the monk Marcus wrote his Visions
of Tondal.” "I'hus Marmion was commissioned to illustrate a vision of the next world
that was very much out-of-date and seriously at odds with codified eschatology. Had
he followed the text precisely, his pictures might have looked quaint, more likely a
ittle odd, and even more likely heretical. He was, however, able to camouflage the
twelfth-century vision, cleverly reshaping it in his miniatures to make it fit a fif-
teenth-century mold,

['he first thing Marmion did was to unite Upper and Lower Hell. Al[h()ugh the
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Figure 80. -
The Glory of Virgins and the Nine Orders of

Angels, in De raptu anime lundali (Speyer,
Johann and Konrad Hist, circa 1483). New
York, Pierpont Morgan Library, PML. 189,

leaf 26.

Figure 31.

Simon Marmion. Tke Glory of Virgins and the
Nine Orders of Angels, in The Visions of lonaal.
Malibu, J. Paul Getty Museum, Ms. 30,
fol. 42.



place in late medieval eschatology that is both part pain and part pleasure. By not
Jlustrating Donatus’s torment, Marmion made Terrestrial Paradise look entirely
a part of heaven, 1ts front lawn, so to speak, hiding, at least visually, its purgatorial
(;m]diti()nb (hg 82)

I'he second episode Marmion also purposefully omitted was the entire chapter
describing the “Iree of the Confessors, a huge tree filled with flowers, fruit, and birds,
beneath which sit the Confessors.” “Tondal and his guide visit this arboreal marvel
immediately before their final stop, the wall of Virgins and the Nine Orders of An-
gels. Heaven, by the fifteenth century, had become 4 very urbanized place; 1t was
typical for artists, especially in the North, to depict heaven as a man-made city. ™
With this tradition behind him, Marmion decided to use the text’s emphasis on walls
to unify his heaven by rendering it (except for the tents inhabited by the Good
Monks and Nuns) as a series of increasingly fine walls: that enclosing the Good But
Not Very Good, that of the Faithfully Married: that of the Martyrs and the Pure;
and, finally, that of Virgins and the Nine Orders of Angels. Illustrating the chapter
describing the “Iree of the Confessors would have destroyed this unifying theme of
walls and reintroduced a dominant green element into the cycle of miniatures, a
greenness that Marmion has Tondal leave way back with the Good But Not Very
(Good. Marmion's picture for this chapter, had he painted one, might have looked
something like the miniature of the 7ree of Life in Margaret of York’s Apocalypse, Mor-
gan 484, a book also written by David Aubert (though illustrated by an artist related
to the Master of Mary of Burgundy) around the same time as the Tondal (fig. 83).*
Irees might have their place in heaven, even in the fifteenth century, but not as the
second highest place of celestial reward.

‘I'his emphasis on heavenly “murality,” as it may be called, in Margaret's Tondal
lustrations derives not only from predominant fifteenth-century conceptions of
heaven, but also from the translator’s errors, which reinforced the late medieval pre-
disposition to celestial walls by giving them a more significant role than they had 1n
the Latin original: the errors that ensconced the Bad But Not Very Bad /0 their
wall; that positioned the Faithfully Married defore their wall, not behind 1t; that,
having ensconced the Not Very Bad into their wall led to the ensconcement ot the
Martyrs and the Pure into theirs; and, finally, that robbed "londal of his view of
the beatific vision. The translated 7ondal/ emphasizes the walls of heaven in a way
the original text does not.

Marmion had one serious problem in fashioning, out ot 7%e Visions of londal, a
pictorial cycle of the hereafter that would be acceptable to his fifteenth-century
reader. This was the peculiar situation of the Bad But Not Very Bad. 'T'hese souls,
to Marmion as to any contemporaneous reader, were obviously in a purgatorial state;
but purgatory’s purifying flames, the torment traditional by the late Middle Ages for
that place, are not to be found in the twelfth-century text for these Not Very Bad.
(They are exposed to wind and rain and must endure hunger and thirst.) Marmion

Figure 82.

Torment of King Donatus, author’s construction
of the miniature Simon Marmion might have
painted for this unillustrated episode in 7%e

Visions of Tondal.

Figure 83.

Circle of the Master of Mary of Burgundy.
Lhe Tree of Life, in the Apocalypse of Margaret
of York. New York, Pierpont Morgan Library,
M. 484, fol. 114v.
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picture relationship.” But with a masterpiece like Margaret's
Thus we can understand the Getty text

ity of discussion of purg
ne on the shelf. But 1t did not.

Soul of Guy de Thurno, the story

[1l-

described 1 this |
Vork, might have
Visions of Tondal

atorial states n [ e |
The sister manuscript

ry to haunt his

llustrated by Simon Marmion, 7%¢
s, and

ns and number of line
plement each other. The
purgatory; the Guy text

under the heading, ~teXt-
Visions of Tondal, this

e also begin to

by examining the very text

he read, but also by recognizing the different theological mind-sets represented by
an author and an illuminator separated by three hundred medieval years. Finally, we

also begin to understand more about a book when we stop to consider where 1ts pa-

tron might have put it on the shelf.

Notres

et les manuscrits francais de ce texte,” Revwe
celtique 28 (1907), pp. 411-12, beheved that

! This article 1s dedicated to the memory of
Philip Hofer who, as owner of 74e Visions of

Tondal in the early 1980s, introduced me to
the manuscript and let me begin my study of
it. My thanks also to the private collector
who acquired the Tondal after Hofer's death
and who also gave me continued access; to
Harvard College Library for a Douglas W.
Brvant Fellowship in 1982 that enabled me
to studv Simon Marmion manuscripts in Eu-
ropean collections; to Madeleine Mc-
Dermott, my collaborator on the ZJondal
translation: and to Jean-Francois Vilain.

the translation 1in Getry Ms. 30 was indeed
the work of David Aubert. For Aubert’s ca-
reer, see P. Cockshaw, “Aubert (David).”
Brographte nationale 37 (1971), p. 11. The
single miniature from 7%e Vision of the Soul of
Guy de Thurno is reproduced in Malibu 199():,
hg. 19. Professor Joseph Donatelli of the
-L.Tni\-'crsity of Manitoba is presently prepar-
INg a (friticul edition, uccompani.cd by a
translation into modern English. of the L:;tin
text, De spiritu Guidonis.

?  See Malibu 1990. This publication contains 6 In comparing the twelfth-centu [
s 2 = IV y’ N
color reproductions of all twenty miniatures with the fifteenth-century F ) : 1ttin text
. o Ls 20 < . 3 _F" [ICNC ‘ la_
from Gertey Ms. 30 and, pp. 37-39, excerpts rionBIihave fusca s Ly (.h transla
from a translation of the text by M. Mc- translation into modern E l'iht prceent
ye : . ; NngLs y
Dermortt and R. Wieck. The pertinent bib- Michel Picard, in Picard/de Pg : f Lot
liography on the Zondal, as well as 1ts sister The only other version of 7; (;’m S0P
. s \ a .
manuscript, 14e Vision of the Soul of Guy de English, Gardiner 1989. sh OT al in modern
Thurno (]. Paul Getry Museum, Ms. 31), can caution » should be used with
be found in “Acquisitions/1987," GetryMus]
988), pp- 152, 154. 7
LOESIIPP A0 o8 7 The Geny prologue s not published
Wagner 1882 e €d; see
> . - ot 2 e s .
3 Palmer 1982 gives the most recent and com- farcy 1989, pp plp()g 13‘ ind Picard/de Pont-
plete list of all known, as well as lost, Tondal e utilize Or;e th : ;_I he Getry prologue
e gt : e _ CIne Iro
manuscripts. Palmer has, more recently, dis- inal, namely. thar e mffthc LLatin orie-
. . | o * - Xt O '
COV erec_i an mcynabular edition of the text lation that makes the cred i1s a trans-
embellished with three illuminations: see able’ tol : 5“31{\ more easily ayail-
.l . - * Ccader. he - :
his essav, p. 157, below. contains the phrase. “p Getty  version
| facompter er mere Ay ~& Vous voulons
4 The critical edition of the Laun text can be (“For th: rc de latin ep tranchois
: . e IS T€a i
| ? SO W -
found in Wagner 188Z. and translate from | C Want to recount
o s atininto French for vou
il y x n-L_ d : d, l‘ l*"_' d__-v (' IS detd Un h - -
5 R. Verdeven, “La date de la Vision de Tondale gl the Lartin
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S e T Boa-a

" - & 3 . iy [ » ;

4 45y, 1 he transiation Of this praver Is not
= -y - 7 - .

sublished; sce Waener 1882, p. 56. and Pi-

-srd/de Pontfarcy 1939, pp. 1565

2 ~ _¢ar tout incontinent il fut teru

»n son bras destre lequel il avoit estendu au
plat pour prendre 2 mengier tellement que a

v rerraire ne le povoit.” See Malibu 1990,
“All of a sudden, Tondal was
struck 1n his night arm, which he had ex-
tended toward a platter of food to help him-

<elf and he could not withdraw 1t.”” Wagner

)
-
. "™
F.—lﬂ-

1882, p. 8: “Nescio namque cita qua occa-
SIONE PErcussus manum, quam extenderat,
replicare non poterat ad os suum.” Picard/de
Pontfarcy 1989, p. 112: “For, struck by |
know not what sudden occurrence, he was
not able to lift to his mouth the hand he had
stretched 1in front of him.™

Wagner 1882, pp. and Picard/de
Pontfarcy 1989, pp. 154-55.

See de Pontfarcy’s chapter, *“T'he Political
Dimension,” in Picard/de Ponttarcy 1989,
pp. 29-47, and ].S. Emerson, ""T'he Vision
of Tundal and the Politics of Purgatory,”
Ph.D. diss., Brown University, Providence,
1990.

Fol. 25: “Et quant elle avoit aucunes ames
devorees & mengies, €t quen son ventre
elles estoient a neant devenues, elle les
reiettoit par derriere sur la glace, et estoient
illec leurs tourmens renouvellez.” Malibu
1990, p. 49 (where the text 1s slightly
abridged) and pl. 10: “When it had devoured
and eaten some souls, and they had been re-
duced to nothing in its belly, the beast would
defecate them onto the ice where their tor-
ments were renewed.” Wagner 1882, pp. 27—
28: “ _ _erdum in ventre ejus per supplicia
redigerentur ad nihilum, pariebat as in stag-
num glacie coagulatum, ibique renovabantur
iterum ad tormentum.”’ Picard/de Pontfarcy
1989, p. 130: . . . when they had been tor-
tured and reduced to nothing in 1ts belly, it
gave birth to them in the lake congealed with
ice and there they were again subjected to

the same torment.”

Fols. 15-15v: *“Si vindrent asscz tost apres a

~ une grande vallee a merveilles, terriblement
‘infecte et puante ct moult horrible et hi-
‘deuse. Celle vallee estoit si tres parfonde

‘que lame du chevallier Tondal ne pOVOIL re-
garder jusques aufons. Mais elle ouoit tres-
bien en bas ung grant bruit et ung espovent-
able ton, ansi comme dune bien grant flambe
et dun grant vent estruians lun contre lautre.
it venoit de cel abisme en hault une telle
puanteur de souffre et dautres corruptions
comme de charroignes. . . . Malibu 1990,
p. 43 (where the text is somewhat abridged)
and pl. 6: “Soon after they arrived at a great
valley, awesomely and terribly noxious and
stinking, very horrible and hideous. "This
valley was so very deep that the soul of the
Knight ‘Tondal could not even see the bot-
tom. But he was hearing quite well, from be-
low, a great noise and an awe-inspiring thun-
der, as if coming from a great conflagration

/4
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and a ereat wind, the one struggling against
the other. Out of this abyss arose such a
stench of sulphur and other corruption, as if
from carrion. . . . Wagner 1882, pp. 14-15:

_ . venerunt ad vallem valde profundam,
putridam nimis ac tenebrosam, cujus profun-
ditatem ipsa quidem anima videre non po-
terat. sonitum autem sulphurer fluminis et
ululatus multitudinis in imis patientis audire
valebat. Fumus vero de sulphure et de ca-
daveribus sursum insurgebat fetidus. . . .
Picard/de Pontfarcy 1989, p. 119: ©. . . they
arrived at a verv deep valley, most stinking
and dark. the depth of which the soul could
not see at all, but he could hear the sound ot
a sulphurous river and the howling of the
multitude suffering below. A feud smoke
reeking of sulphur and corpses rose to the
heights. . . .

Fol. 31: “Et avoit fourme dhomme depuis les

pies jusques a la teste, mais elle avolt plu-
sieurs mains et pies. Car elle avoit dix mulle
. . Et avoit autant de dois et de on-
2 Malibu 1990, p. 52 and pl.
13: “He had the shape of a man from the fteet

mains. .

gles es pies. . .

to the head, but he had many hands and feet.

.. And

he had as many toes and toenails.” Wagner

In fact. he had ten thousand hands. .

1882, p. 36: ** . .. habens formam humani
corporis a pedibus usque ad caput, excepto,
quod illa plurimas habebat manus ¢t cau-
dam. Habet quoque illud horrible monstrum
non minus mille manibus . .
Picard/de Pontfarcy

. ¢t in pedibus

totidem ungulas. . . .

1989, p. 138: . . . and had the shape of a

human body from head to toe, except that it

had many hands and a tail. "T'his horrible

monster had no less than a thousand hands
.. the nails on his feet were likewise,™

Chantilly, Musée Condé¢, Ms. 65, tol. 108,
reprod. in Meiss 1974, fig. 581. "I'he minia-
ture marks the end of the Oflice of the Dead.

De raptu anime Tundali (Speyer, Johann and
Konrad Hist. circa 1483): 1. R, Goft, Incunab>-
ula in American Libraries: A 1hird Census
(New York, 1964), '1'-498. "I'he copy in the
Pierpont Morgan Library (PML 189) 1s de-
scribed in Catalogue of Manuscripts and luarly
Printed Books from the Librartes of Willian
Morris, Richard Bennett, Bertram, Fourth l.arl
of Ashburnham, and Other Sources, Now lForm-
ing Portion of the Library of J. Pierpont Morgan:
Early Printed Books. Volume 1: Xylographica,
Germany and Switzerland (1.ondon, 1907), no.
189. Although Palmer 1982, p. 284, says that
only the Speyer editions of circa 1488 and
circa 1495 are complete, the Morgan copy of
the circa 1483 edition does have the com-
plete set of twenty-one woodcuts, and in
their proper order. 'T'he cuts are: 1) Tondal in
Amour (entitled Tondolus der Ritter); 2) londal
Suffers a Seizure at Dinner;, 3) londal's Guard-
ian Angel Comes to His Aid; 4) The Valley of Ho-
micides; S) 1he Valley of the Perversely Proud
and Presumptuous; 6) The Beast Acheron, De-
vourer of the Avaricious; 7) 1The Nail-Studded

Bridge for Thieves and Robbers; 8) The House of

Phristinus: Punishment for Gluttons and Forni-
cators: 9) 1he Beast That Eats Unchaste Priests
and Nuns; 10) The Valley of Fires, for Those Who
Commit Evil upon kil 11) The Cistern of Hell,
12) Lucifer, Prince of Hell; 13) The Bad But Not

24

Vory Bad- 14) King Cormac tn 1orment. 15) The
Joy | of the Faithfully Married (incorrectly enti-
'led De Visione glorte Sanctorum); 10] The Gilory
of the Martyrs and the Pure; 17) The G/f}f‘_“j of
Good Monks and (N uns; 18} The Tree of the Con-
brssors- 19) The Glory of Virzins and the Nine Or-
dors of Angels: 20) Tondal Vistts the Four [risa
B 3._,,-,5;)2;__; and the Empty Throne, 21) Iondal's

Spul Is Returned to His B 0dy.

Malhibu _

abrideed). Fols. 33-34: 51 passcrent tans de
tenebres quilz sen retrouvercnt dehors et €
ieu cler. car la clarte leur apparu ct puis leur
. . llz chemi-

1990, p- 33
3

evint moult grant lumere. .
cerent si longuement quilz vindrent a ung
nur moult hault. Et dedens le mur de la part
dont ilz venoient avolt grant multitude de
hommes et de femmes quy nuyt ¢t jour €s-
roient au vent et a la pluye €t avoient grant

douleur et par especial de tain X sO1l.

Wagner 1882, p. 40: "Euntes autem viderunt
murum nimis altum et intra murum €X 1a
parte, qua 1psi venerant, erat plurima mul-
itudo virorum ac mulierum pluviam ac ven-
cum sustinentium. Etilli erant valde tristes,

famem et sitim sustinentes. . .« . '
Picard/de Pontfarcy 1989, p. 141,

].H. Baxter and C. Johnson, Medieval Latin

) 5

Wordd-List (L.ondon, 1945), p. <49,

It mav also be possible that Margaret's trans-

lator encountered a poorly written  text

where. instead of “infra,” he saw, or thought

ih

he saw. “intra.”’ which means “in or

“within.”

'or Romanesque statues ensconced within
niches in a wall, see, from many possible ex-
amples, those dating to circa 1150 at Santa
Muarta at Ripoll, in norcheastern Spain, re-
prod, in R, Salvin, Medieval Sculprure (New
York and Greenwich, 1969), he, 119, For the
cnsconced statues in the Roman de la rose,
see, for instance, those depicted in a mid-
tourtcenth-century  French manuscript in
New York, Merpont Morgan Library, Nl
324 tol, 1, reprod, in G, de Lorms and |, de
Mceun, fae Romance of the Rose, 11, W, Rob-
bins, trans,, G, W, Dunn, e¢d. (New York.
1962), frontispiece, Interesting examples of
the panted statues ol the Roman de la rose
dating after Margaret's Tondal include Lon-
don, Britsh Library, Harley Ms, 4425, g
'lemish example of about 1490 probably
made for lungelbert of Nassau, reprod, in
Malibu 1983, fig. 6b, and New York, Pier-
pont Morgan Library, M, 945, a French ex-
ample ot about 1525 made for King Francis |
of France, reprod. in W.M, Voelkle, 7he Pier-
pont Morgan Library. Masterpieces of Medieval
Pammting: The Art of Hlumination (Chicago,
1980), microfiche 1469,

ols. 34-35; Malibu 1990, p. 55 and pl. 15;
Wagner 1882, p.
1989, p. 142,

41; Preard/de Ponttarey

lFols. 35-35v; Malibu 1990, p. 55 and pl. 16;
Wagner 1882, p.
1989, p. 143,

42: Micard/de Pontfarey
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19, Wagner 1852, pp. 4630 Picard/de Port.

farcy 1969, pp. 14950, 41

Fols, 40v-41v; Malibu 1990, p. 54: Wagner

1852, pp. )-51; Picard/de Pontfarcy 1949
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bencoits HI!L{C]C’. et des :trf,}mnrwlm ¢4
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. car 1)z verront les ordes de

.. r

vertus, les poestez, les scIgncuries. les
throsnes, les cherubins. les seraphins,” Mal.
ibu 1990, p. 59: ., , . because they will see
the orders of the blessed angels, the arch.
angels, the virtues, the powers, the domi-

nations, the thrones. the cherubim, and the
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caven depicted as an elaborate H(m_:
structure can also be seen in many ﬁftceé;;
century Flemish panels.
For Margaret of York's Apocalypse. see Stz
anne Lewis's essay in the present volume

The two manuscripts were togetherin Nine-
teenth-centurv Parisian Traua-Bauzomﬂ
binding when Philip Hofer owned then
Hofer (as he related to this author) gave the
codex for rebinding to 2 man who, instead of
pulling the text block of the Tondal/, sliced it
leaves from the binding. Today the Tondyi
exists as a group of forty-five single sheets
tabbed 1nto a modern calf binding commis-
sioned by the Getty Museum. (This binding
replaces a similar one commissioned Dy Smh:
eby’s of London, through whom the Mu-
scum bought the manuscript by private
treaty; see R.S. Wieck, “Tondal’s Vision.”
Sotheby’s Art at Auction 1987-88 [London,
1988, pp. 228-31). The Vision of the Soul of
Guy de Thurno is still bound in the Traurz-
Bauzonnet covers.

1 'he Getry manuscript of The Vision of the Soul
of Guy de Thurno offers, in twenty-six chapters
plus a prologue, an exhaustive discourse on
purgatory. There are chapters, for example,
discussing the location of “common” purga-
tory (the center of the earth): whether or not
it is possible for anyone to avoid purgatory (it
1s not); what is the most efficacious means 1o
offer relief to souls in purgatory (the celebra-
tion of masses); what are the most efficacious
praycrs to be offered for souls in purgatory
(the psalter, especially the Seven Penitential
Psalms with the Litany); and how efficacious
s the Office of the Dead in helping souls in
purgatory (very much so).
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