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Margaret M. Smith

Scribal conventions utilized red to
articulate texts, and, for his printed
edition of the Psalter of St Bruno in
the late 1480s, Georg Reyser followed
a manuscript model which used red in
this way. Just a few years later Anton
Koberger’s edition of the same text
had worked out a method of convey-
ing the same complex sets of informa-
tion using only black. This paper
compares the typographic design of
the two editions in order to expose
the changes that Koberger needed

to make. It argues that these editions
serve as a case study for one of the
most important differences between
the design of the manuscript and the
printed book — the use of colour.
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1. For this, and other background
information, I am directly dependent on
Margaret T. Gibson, ‘Carolingian glossed
psalters’, in Richard Gameson (ed.) The
early medieval Bible: its production, decor-
ation and use (Cambridge, 1994), p. 96.

2. (Oxford, The Clarendon Press, 1993.)
The example was chosen because it is a
recent work, issued by a pre-eminent
academic publisher.

The typography of complex texts:

how an early printer eliminated the scribes’red

Editing the key texts in various fields of study is one way that modern
scholars and academics make their reputations, but as an activity the
editing of texts is not at all new. Editing can be undertaken at different
levels and for different purposes. In the modern academic world much
editing leads to the critical edition, which aims to present the best
readings of the text in question. This is not the place to enter the
lengthy debate about how ‘best’ is defined, because this article is not
concerned with this kind of critical editing, but with editing which is
related in that it involves many of the same steps and problems — the
comparison of sources, the recording of different wordings (the ‘vari-
ant readings’), and the recording of scholarly comments. The history
of textual editing stretches back at least to late antique times: closely
argued explanation of the Book of Psalms in Latin began in the fourth
century AD with Hilary of Poitiers, Augustine worked in the fifth cen-
tury and Cassiodorus in the sixth." Despite the distinct possibility that
electronic handling could soon make editing an outmoded activity,
scholarly editions continue to be produced on paper, and thus many
of the challenges confronting the designer of edited texts are still with
us. This article will focus on one edited text that was produced at the
beginning of printing in order to discuss some of the evolving
traditions of presentation.

Although the analogy between fifteenth-century editions of the
Psalter and modern critical editions can be pushed only so far, it seems
worth continuing to place these late medieval examples within the
context of modern concerns, for the sake of the parallels in problems
of design. An example of a recently published critical edition is George
Eliot’s Romola, edited by Andrew Brown.? Brown’s introduction of
over seventy pages discusses, among other things, the way in which
variant readings are recorded in the textual apparatus, using abbrevia-
tions to indicate the sources of the variants. Looking at the pages of the
edition, it can be seen that the main text lies in a ‘normal’ position tak-
ing up most of the page, and the variant readings are treated as foot-
notes, placed on the same page as the main text. Each note is preceded
by a numeral, from 1 to 9, which corresponds to a superscript numeral
flagging the word in the text to which the note relates. Following the
whole text, with its footnoted variant readings, comes a section titled
‘Explanatory notes’ (pp. 589—673). Here there are fuller notes of a dis-
cursive and explanatory nature, notes written both by the modern edi-
tor Andrew Brown, and by the author herself, George Eliot. Brown’s
notes are distinguished from Eliot’s by special treatment of Eliot’s —
these are placed in quotation marks and also followed by a bracketed
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Figure 1. An opening from
George Eliot’s Romola,
edited by Andrew Brown
(Oxford, The Clarendon

Press, 1993).
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abbreviation: [GE]. The existence of such an explanatory note is sig-
nalled to the user of the edition by an asterisk in the main text, and
cach explanatory note itself is preceded by a page number to locate the
relevant page within the main text. Although there are yet further ele-
ments to this particular edition, its principal parts can be categorized
as: (1) the main text, with (i1) textual variants placed in footnotes on the
same pages as the main text; both text and footnotes followed in the
book by (ii1) explanatory annotations, which are positioned as endnotes
in relation to the main text. Footnotes are cued by superscript refer-
ence numerals and endnotes by asterisks. There is a main text, a system
for recording variants from some ten sources, and a system for annota-
tions both by the original author and by the modern editor. As modern
critical editions go this is probably reasonably typical, although the
sources of its variants are not particularly numerous and it is perhaps
somewhat unusual to have authorial as well as editorial explanatory
notes. Typicality is not particularly important here and probably ought
not be sought, because every edited text presents a different set of
problems to be solved by its editors and designer. There are parallels
between the most recent edited texts and edited texts of all periods,
including, as this paper hopes to show, some of the earliest edited texts
to have been printed. The design problem is the presentation of several
layers of information within a single volume and sometimes on a single
page, layers which must be differentiated with clarity and consistency,
if they are to achieve their purpose; this is an issue which may not be
unique to critical editions, but which nonetheless must rank relatively
high on a scale of difficulty for the designer.

r

ROMOLA 3. THE BARBER’S SHOP 39

up and down the length of his shop. “This is no time to apply to

stirred by the swarm of Greeks' as our Messer Angelo, who is fond
of quoting some passage about their incorrigible impudence—audacia
perdita”

“Pooh! the passage is a compliment,” said the Greek, who had
recovered himself, and seemed wise enough to take the matter gaily—

“‘Ingenium velox, audacia perdita, sermo
Promptus, et Iszo torrentior.”

A rapid intellect and ready eloquence may carry off a little impu-
dence.”

“ZAssu.redly,” said Nello. “And since, as I see, you know Latin lit-
erature as well as Greek, you will not fall into the mistake of
3Giovanni Argiropulo, who ran full tilt against Cicero,” and pro-
nounced him all but a pumpkin-head. *For, let me give you one bit
of advice, young man’—trust a barber who has shaved the best chins,
and kept his eyes and ears open for twenty years—oil your tongue
well when you talk of the ancient Latin writers, and give it an extra
dip when you talk of the modern. A wise Greek may win favour
among us; witness our excellent Demetrio, who s loved by many,
and not hated immoderately even by the most renowned scholars.”

“I discern the wisdom of your advice so clearly,” said the Greek,
with? the bright smile which was continually lighting up the fine form
and colour of his young face, “that I will ask you for a little more.
‘Who now, for example, would be the most likely patron for me? Is
there a son of Lorenzo who inherits his tastes? Or is there any other
wealthy Florentine specially addicted to purchasing antique gems? I
have a® fine Cleopatra cut in sardonyx’, and one or two other'
intaglios and cameos”,* both curious and beautiful, worthy of being
added to the cabinet of a prince. Happily, I had® taken the precaution
of fastening them within the lining of my doublet before I* set out on
my voyage. Moreover, I should like to raise a small sum for my pre-
sent need on this ring of mine” (here he took out® the ring and
replaced it on his finger), “if you could recommend me to any honest
trafficker.”

“Let us see, let us see,” said Nello, perusing the floor, and walking

1 greeks (in his day) MS 2 (?Sicuro) Assuredly MS

3 our) Giovanni MS 4 (And let) For, let MS

5 young man] bel giovane MS 6 (is) (was) is MS 7 with (his usual) MS
8 a (few worth adding to the cabinet of a prince) MS'

g sardonyx] sapphire MS 1 {one or two} other MS

2 intaglios and cameos] s 2 3 intagli and camei MS CM

3 {Happily} I had MS

s before 1 itted myself to the ((decei ((waves))
M.

S
5 took {out} MS
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Piero de’ Medici, "though he has the will to make such purchases if
he could always spare the money; but I think it is another sort of
Cleopatra that he covets most.* . . . Yes, yes, I have it. What you
want is a man of wealth, and influence, and scholarly tastes—not one
of your learned porcupines, bristling all over with critical tests, but
one whose Greek and Latin are of a comfortable laxity. And that man
is Bartolommeo Scala, the secretary of our Republic. He came to
Florence as a poor adventurer himself—a miller’s son—a ‘branny
monster,” as he has been nicknamed by our honey-lipped 7Poliziano,
who agrees with him as well as my teeth agree with lemon-juice. And,
by the by, that may be a reason why the secretary may be the more
ready to do a good turn to a strange scholar. For, between you and
me, bel giovane—trust a barber who has shaved the best scholars—
friendliness is much such a steed as Ser Benghi’s:* it will hardly show
much alacrity unless it has got the thistle of hatred under its tail.
However, the secretary is a man who’ll keep his word to you, even to
the halving of a fennel seed;” and he is not unlikely to buy some of
your *gems.”

“But how am I to get at this great man?” said the Greek, rather
impatiently.

“I was® coming to that',” said Nello. “Just now everybody of any
public importance will be full of Lorenzo’s death, and a stranger may
find it difficult to get any notice. But in the meantime, I could take
you to a man who, if he has a mind, can help you to a chance of a
favourable interview with Scala sooner than anybody else in
Florence—worth seeing for” his own sake too, to say nothing of his
collections, or of his daughter Romola’, who is as fair as the
Florentine lily before it got quarrelsome, and turned red.”

“But if this father of the beautiful Romola* makes collections, why
should he not like to buy some of my gems himself ?”

Nello shrugged his shoulders. “For two good reasons—want of
sight to look at the gems, and want of money to pay for them. Our
old Bardo® de’ Bardi is so blind that he can see no more of his
daughter than, as he says, a glimmering of something bright when she
comes very near him: doubtless her golden hair, which, as Messer

6 (even if he were likely to have the money or the will for such purchases) though
he has (will enough for) the will MS

7 (Angelo) Poliziano MS 8 (jewels) gems MS

9 I was] Ebbene, I was MS

1 that if you had waited the space of ((an Ave)) a credo) MS'

2 seeing for] MS 1 2 3 sceing, for CM

3 daughter {Romola} who (is among the dusty books like Hesperus in the forest of
gloom) MS

4 beautiful Romola) beautiful daughter MS 5 Bardo] Bardi MS



3. The notes are not placed at the foot of
the page, but in a separate column.

4. The use of a smaller size of type for
footnotes is so common as to now be expect-
ed; commentaries, too, are normally in a
smaller size; elsewhere I have commented
that at the beginning of printing when a
great many printers at first possessed only
one size (indeed only one font) of type, the
first problem that caused them to deploy a
second type in their books was the presen-
tation of text and commentary on the same
page; see M. M. Smith, “The pre-history
of “small caps”: from all caps to smaller
capitals to small caps’, Journal of the Printing
Historical Society, 22 (1993), 7901006 (88).

5. The separation of text and notes might
suggest that economy was reason enough
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The categories of text observed in the 1993 Romola can be found
in earlier edited texts: a main text, plus variant readings of the text, and
explanatory notes by more than one person. The means by which vari-
ants and notes are handled may have changed somewhat, but not the
principles themselves. In the two fifteenth-century examples about
to be discussed the main text is the Psalter, the textual variants derive
from earlier versions of the Psalms and and there are explanatory notes
(commentaries) by several of the Fathers of the Church: St Jerome,
St Augustine of Hippo, Cassiodorus, St Bede (the Venerable), and St
Gregory (the Great). The text proper is differentiated from the
explanatory notes, which are on the same page,’ by the size of type,
with the type used for the notes (not unexpectedly) of a smaller size
than the text-type.* A parallel difference in size of type is found in the
1993 Romola, even though the text and the explanatory notes are not
on the same page.’ Romola uses special symbols to represent problems
in the principal source of the text, angled brackets « » for deletions,
double angled brackets « » for deletions within deletions, square brack-
ets [ | for illegible words, question marks for non-definitive readings,
and braces { } for additions in the manuscript. The fifteenth-century
editions in question use the asterisk * and the obelisk + to indicate the
sources of the variant textual readings. The Romola edition indicates
George Eliot’s explanatory notes by her initials, and in a similar way
the Psalter indicates the authors of the sections of commentary by
using their initials.

Although it is valuable to set these two editions of the Psalter
within the context of an activity that continues in the modern scholarly
world, my purpose in comparing the two to each other is somewhat
different. The editions offer the opportunity to discuss one way in
which the solutions to the problem of presenting text and commentary
on the same page were evolving, at least in part as a result of the new
method of producing books, by means of movable metal type. Printing
from movable type altered certain features of textual presentation for
reasons arguably to do with economy of production, and in the case of
these Psalters the earlier incunable edition makes use of red as part of
its system of differentiating elements to a significantly greater degree
than does the later edition. This is not the only difference between
them, and it is possible that explanations for the use of red in the earlier,
and for its near absence in the later, lie elsewhere than in the economics
of book production, but the matter is particularly interesting because
the movement away from the significant use of red in books is an
important general development of late fifteenth-century book design.’
These editions also allow some comments on two incunable methods,
both borrowed from medieval manuscripts, of combining text and
commentary on the same page, methods now somewhat unfamiliar
at first sight. In fact the methods amount only to a difference in

for the use of smaller type, and this possi-
bility cannot be eliminated.

6. The decline of red in the incunable
period was the context which led me to in-
vestigate the beginnings of small caps (see
Smith, “The pre-history of “small caps™’) at
a time that [ was considering the role of italics
as a functional equivalent to red; for some
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comments and bibliography on the period
when red was supplied by hand, see M. M.
Smith, ‘Patterns of incomplete rubrication
in incunables and what they suggest about
working methods’, in L. .. Brownrigg
(ed.) Medieval book production: assessing
the evidence (1.os Altos Hills, 1990),

pp. 133—46.
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7. Respectively Hain 4o11 and 4012;
Koberger reprinted in 1497 (Hain 4013), and
together these three were the only incunable
editions of this particular Psalter.

8. Decorative alternation is frequently
encountered in late medieval books, especial-
ly the alternation of blue and red enlarged
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placement on the page: we are quite used to footnotes and endnotes,
and these commentaries could be thought of merely as long notes
placed alongside rather than below or following the text.

Two early editions of the Psalter of St Bruno

The earliest incunable edition of the Psalter of St Bruno was produced
by Georg Reyser in Wiirzburg; scholars have not been able to date it
more precisely than between 1485 and 1489. The later edition of con-
cern here was produced in 1494 by Anton Koberger of Nuremberg.”
Reyser’s edition uses red and black in a way that might be character-
ized as binary. Red headings and rubrics are used within black text; and
within the red headings themselves there are black abbreviations indi-
cating sources. The opposite occurs within the commentaries: red
abbreviations indicate sources within the black-printed text. The two
colours alternate in a significant (as opposed to a decorative) manner.®
Koberger’s 1494 edition, although using hand-executed red in the
copy to be discussed here, no longer depends on the purposeful use

of red that is found in Reyser’s edition. While it cannot be denied that
the red is still used in a functional way, all the printed elements are in
black, including most of the elements that had been printed in red

in Reyser’s edition.

Analysis of the design of complex texts, or of any text for that
matter, is not commonly undertaken.? Such analysis might be consid-
ered a reversal of a designer’s work. A designer receives copy, analyses
the structure of the text, deploys his differentiating techniques and
builds the page and the edition, often, to be sure, based on convention-
al models, especially in the fifteenth century. The process is reversed
by readers as they observe the differentiations (or perhaps absorb them
in a relatively unconscious manner), in order to perceive the structure
of the text and ultimately to understand it. The process can also be
reversed by the typographic historian for a different purpose — to
understand how the fifteenth-century ‘designer’ worked, what devices
he used to build the edition and why he used those devices rather than
others. Reyser used red-printed elements as a key feature of his edi-
tion, and less than a decade later Koberger had all but eliminated red.
Within the general pattern of the elimination of red in the late fifteenth
century, it is possible that it was Koberger who was responsible for the
changes in this particular text. Indeed it is not just possible, but proba-
ble because Koberger used Reyser’s edition as the source of his text
(his ‘copy text’), as will be suggested below.

The text: St Bruno’s Psalter

The version of the Psalter that has been attributed to St Bruno, who
was bishop of Wiirzburg for the period from 1034 to 1045, has been
shown by the late Margaret Gibson to have had its origins in the eighth

framework for theoretical discussion’, in

his “Typography and discourse’, in Rebecca
Barr, Michael L. Kamil, Peter B. Mosenthal,
and P. David Pearson (eds), Handbook of read-
ing research, (New York, L.ongman, 1991)
vol.2, pp. 341-80 (pp. 347-8).

initials, thus it is important to make the point
that this alternation is functional rather than
decorative.

9. This point is related to Robert Waller’s
that there is a ‘lack of a technical linguistic
metalanguage with which to handle graphic
phenomena’ [and] ‘a lack of a common
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10. Margaret T. Gibson, ‘The Psalter-
commentary attributed to Bruno, bishop of
Wirzburg’, Studi Medievali (cited as forth-
coming, 1994, in her article in Gameson,
Early medieval Bible, p. 97, but likely to be
held up due to her death).

11. See The Cambridge history of the Bible,
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century rather than in St Bruno’s century, the eleventh.”® The argu-
ment about St Bruno’s personal relationship (or rather his lack of
one) to the text is not particularly relevant to the current work; it is
the nature of the text itself that needs to be explained in some detail,
in order to allow a discussion of the design of the books that carry it.
This Psalter includes the full text of the biblical Book of Psalms, and
also various related texts: glosses (or commentaries) by five different
patristical commentators, Jerome, Augustine, Cassiodorus, Bede and
Gregory, and also prayers, or ‘orationes’, sometimes known as ‘col-
lects’, which would be used when the Psalter was used in a church
service. The Psalter text is St Jerome’s second revision, known as the
Gallican Psalter. For this, Jerome had depended upon the Hexapla of
Origen, which was itself an elaborate gathering of texts of the Psalms
presenting the Hebrew text, the Hebrew text transliterated into Greek
characters, and four Greek versions, all arranged in parallel columns.
From Origen’s Hexapla, Jerome apparently imported into the Gallican
Psalter the special critical symbols (the asterisk and the obelisk) show-
ing which variant readings were present in the Greek source texts, but
not in the Hebrew, and which had been added from the Hebrew con-
tained in the version of Theodotion, a second-century translator of
the Old Testament." All this means that the base text of St Bruno’s
Psalter is quite complicated — with indications of Greek sources, and
of Hebrew sources via Theodotion’s translation. To the complicated
main text in these editions are added the patristical commentaries and
the prayers, making altogether some ten different categories of text:

— the text of the Psalms (Jerome’s Gallican, hereafter the main text)

— the variant readings of the Psalms from Greek sources

— the variant readings of the Psalms from Hebrew sources

— indications of a strumming of the harp, known as the dyapsalma™

— the headings giving the Psalm number only

— the longer headings functioning as titles, or brief arguments, to the
individual Psalms

— alternative readings of the titles, as used by the different patristical
commentators

— the commentary on each whole Psalm, by the different patristical
commentators

— the commentaries on specific words or phrases within the Psalms,
by the different patristical commentators

— the prayers.

The two incunable editions use somewhat different systems to handle
these elements, as will be discussed next. It seems likely that principal
differences — the elimination of red-printing, and the re-arrangement
of the relationship between text and commentary by Koberger — were
both economy measures.

ed. G.W.H. Lampe (Cambridge, 1969), vol. 2,
p.88; however The concise Oxford dictionary
of the Christian Church, ed. E. A.Livingstone
(Oxford, 1977), p. 240 relates the critical
signs to the Septuagint.

12. Unfortunately, this interpretation is not
secure, and liturgical scholars are uncertain
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of the exact nature of the dyapsalma; see the
Oxford English dictionary, and H. Leclerq,
‘Diapsalma’ in Dictionnaire d archéologie chré-
tienne et de liturgie, (Paris, 190753, 15 vols)
vol. 4 (1920), col. 747; Professor Richard Pfaff
kindly advised on this point.



8o

Margaret M. Smith - The typography of complex texts

vigentiii.non pecudn meb2a mozeuon. Vi

tulos quippe pofuit:auc p2o innocentibug

aut p2o poicatozibus quox. imagine in vi:
tuli figura euangelifta lucas (ufcepit:vel il
o8 qui 91ae fuas in boftid (wauicatis faca

- glearibus obtuleruie

D refluemiferacdis ineffabile nomé
trinicatis Oeus « qui biani pectozis
antril emudans vidjs-fup candoze ef
fidsninis! innona qifis in vifceribug
niis fpriifcéim.quo laude tud anniid:
are poffimus: vt recto padpaliqz fpi

~ vitu cofirmati mereamur eternis fedi

bus in irkm celefti oponi. DerveiufOs

1 Dfalm? ifte cdtinet vocé yphé efpbritia
A4 iudaid pph-BO ipm em loquit’ diceas

gﬂ Totus bic aitulus ad aduencn dii (Om.
per tépus antirpi irercfereduseft: qin ol
a0 rpi manifeltationé copetenter aptatur-vg

plalmo luo non difrepare videntur.

1 Quid glozianie in ma'icias Cum faripen
79 dinia necin bonis actibus dicat efle glo
riandii-fed papiat-qui gloziaturin dno glo
riecur/nunc gpbeta lceleratdi virii redargus
ie.-de fola fe malignitace iactantem. cur velie
de malie gloziar! vnde debuit confundi-

€1 Totadie! totii cepus vite fignificat. q:
fme aliq mtermiffione (p malus mali et opa
tur et cogitac-Iniutiai cogitauie bic e lin
gua dudt cogitalle-qz pellimos;. e ofuetudo
vt ait loquacur lingua §) cogueee cozdei- in
Sfulea pferre-Bn dc opauie mali bois dolii
acutenouaculeqz ficut illa pilos radic.et bo
mine nd ledit-icanec dolus/ate iufti nocéd va
lebit git einititur auferre midang- Terrena
ein bena pilis opancur-q2 pih fupfluitates
quedd funt copis-et tpalia bona aie

1 Hle eim diligic maliad/qui cognolcie® di:
ligere femp peccare-Super benignitaté.i. y
animii maliuoli benignitas tangic/ mox 3

vt Vidit deteltabile picit-et magis oiligit lo

qui iniquitace Gy verba equitaas pferre

k De antixpo vero didtur quiconfufis mo)
ribus diligic iniquitacé: currie ad oia verba

tunc imponent fuper

altare cuum vitulos
Infineintellecus da
wmo-cum venit doech

poumeus-et Innicig:

uit faul  Oirit illi-ecce
venit Oauid indomu
abimelechQ B Oox
Jrbediudavlatixpo
4 Psl-
uio gl

risima

licia:: +

qui : po

tens + es :iniquitate

CJota dieiniulticiam

cogitavitlingua tug:
ficue nouacula acuta
fecifti dolum

[Dilerifti iulticiaz fup
benignitate : iniquita
tem ma%géi; loquieq
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Figure 2. Reyser’s edition of the Psalter, showing the final two lines of Psalm
50 and the beginning of Psalm 51, together with some comments and a prayer.
(The Bodleian Library, University of Oxford, Auct. M. infra 2. 15, fo. [93] V.)
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Figure 3. Diagram of the page from
Reyser’s edition shown in figure 2.

Comments

Prayer :

Comments :

Ciota dieinivlticiam
cogitauit lingua tua:
ficut nouacula acuta
feciftioolum
Dilexifti iufticiaz fop
benignitate: iniquita
tem ma%gq; loquieq
tatem. Dpaplalma-
0 ilexifti offia verba
Figure 4. Detail of figure 2. Each new
verse begins with a one-line lombardic
letter, here the T of 7ota, the D of
Dilexisti, and the D of Dilexisti again.
Note the resultant space after dolum.

licia: +
qui: po
tens + e iniquitate

Figure 5. Detail of figure 2, showing
qui and es isolated by =+ and : (in red).
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Georg Reyser’s edition of 14859
In Reyser’s edition (figures 2 and 3), each page has two columns,
with the column closest to the book’s gutter (the right column on
versos and the left column on rectos) containing text in the first seven
categories: that is, the main text and its variants, the Psalm number
heading, the longer heading (titles and alternative titles), and the indi-
cation dyapsalma. The other column has only three text categories: the
commentaries to the Psalm as a whole, the commentaries to specific
phrases or words within the Psalms, and finally the prayers.

Text

: Long heading with variants by C& B

-+ Psalm number

: Text with variant readings imbedded

-+ Strumming (dyapsalma)

Main text type: 18omm
Prayer type: 112mm
Comments type: gomm
Red-printed

The main text of the Psalms is printed in black ink, using the
largest and most formal of the edition’s three types (a gothic rotunda
measuring 18omm for 20 lines), with the initials of each new verse of
the Psalms printed in red using a one-line lombardic letter™ (see figure
4). Each new verse of the Psalm begins a new line at the left margin
of the column. See the space after do/um in line 4; although this page
shows only one clear example, it is true for the whole edition.™ Altern-
ative readings of the main text from the Hebrew follow immediately
after the word in question, they are also in black and in the same type
as the main text, but they are set apart by a pair of distinctive symbols,
which are printed in red: a red obelisk (like a modern division sign) =
precedes, and a red colon follows. In figure 5, there are two additions
from the Hebrew using these signs, the addition of qui after /icia, and
the additions of es after potens. Alternative readings of the main text
from the Greek (not shown here) also follow immediately after the
word in question and are again in the same type in black, but they are
set apart by a different opening symbol, a red asterisk *, again a red

13. Lombardic letters, or lombards, are 14. This handling is the early medieval
late medieval round gothic capitals; they are  system known as per cola et commata, by
characterized by curved elements which which rhetorical phrases were isolated for
swell to pronounced bulges on the curves; oral presentation.

see Nicolete Gray, A history of lettering
(Oxford, 1986), pp. 109—21 (p. 109).
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Figure 6. The obelisk and the asterisk
are explained in the preface. (The
Bodleian Library, Universiy of Oxford,
Auct. M. infra. 2. 15, fo. [7]r.)

abitmelec> 1B ox
1pbediudavlatirpo
Figure 7. Detail of figure 2, showing

the Cassiodorus and Bede indicators,
C and B (in black).

D refluemiferacdis ineffabile nomé:
trinitatis Oeus » qui biani pectodis
ancril emioans vidjs-fup candozé ef
fidsniuis! innona qifis in vilceribug
nig (piffcifi-quo laude tud anniid:
are poffimus: vt recto pidpaliqz fpi
vitu cSfinmati‘mereamur eternis (edi
bus inirim celefti sponi. Der+eiufds

Figure 8. Detail of figure 2, showing
the prayer with its first initial a lom-
bard P (in red).
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colon follows the variant reading. The obelisk and asterisk are
explained in the preface; see figure 6.

The harp strumming, called the dyapsalma, is indicated by the use
of the same type as the main text, but printed red, so the typographic
signal comes from a change of colour only. Likewise the heading giving
the number of the new Psalm is in the same type as the main text, but
printed in red; here Ps /i (figure 2, line 10). The harp strumming and
the Psalm number are both ‘rubrics’.” The harp strumming rubrics
probably once functioned as instructions, whereas the Psalm number
rubrics function as markers and identifiers of the change of Psalm,

i.e. they function as headings. Also in the category of rubrics come
the more extensive headings to each Psalm, which were apparently
Jerome’s, and which serve as titles and/or summaries of the Psalm.
In some cases these were quite lengthy; for example, the heading in
figure 2 is over five lines long. These headings are printed in the type
of the main text, but in red. The patristical commentators on the
Psalms did not always agree on the heading, and so variant headings
had to be printed, and these were separated from Jerome’s and
assigned to specific commentators by the use of black lombard
abbreviations: C for Cassiodorus, B for Bede, G for Gregory, A for
Augustine (where Jerome is needed, H is used for the Latin form
of his name Hieronymus)." (See figure 7 for the indication, CB,
showing that Cassiodorus and Bede agreed on the alternative
heading to Psalm 51, which follows, beginning ‘Vox’.)

The system in Reyser’s edition alternates between black and red in
a systematic way: at base there is a black-printed main text, with vari-
ant readings sandwiched between red-printed symbols; then there are
red-printed rubrics for the Psalm number, the strumming indicator,
and the longer headings/summaries, with variant readings of the
headings indicated by black-printed symbols. A similar alternation is
found in the commentaries as will be shown, and this results in consid-
erable intertwining of black and red on the page. In figure 2, it will be
seen that fifteen lines on this page have both colours, which must have
presented the printer with considerable headaches in printing the
two colours in register.

The other three categories of text (commentaries on the whole
Psalms, commentaries on specific parts, and prayers) are placed in the
adjacent column, on the left in figure 2, and here the differentiation
problems are fewer. All three categories are printed in black, with the
commentaries distinguished from the prayers by a difference in type
size. The prayers are in the book’s intermediate type, a gothic fere-
humanistica of 112 mm/20 lines; the commentaries use the smallest
type in the edition, a gothic fere-humanistica of gomm/2o0 lines. The
use of these types differentiates the prayers from the commentaries
and also from the text’s larger (180 mm/20 lines) type. Red-printed
lombards are also used. Each prayer has a such a lombard for its initial
(using the same colour pairing as the main text of black text together
with red initial, only in smaller type; see figure 8); in the commentary

the conduct of the service.

16. The meanings of the symbols are set
out in the preface, part of which is shown
in figure 6.

15. Rubrics, from the Latin ruber, meaning
red, are headings; within books used in
church services, these headings sometimes
also function as instructions to the priest on
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Figure 9. Detail of figure 2, showing

the Jerome and Cassiodorus indicators,

lombards H and C (in red).
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Figure 10. Detail of figure 2 showing
juxtapositioning of comments to their
respective texts, and also the resultant
gaps in comments.

tunc imponent uper:
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Infineintellecus 0a
uid-cum venit doech
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Figure 11. Detail of figure 2, showing
the apparent double-spacing of the
final two lines of Psalm 50.

17. The lemma (plural lemmata) repeats
the text-word to be commented upon in the
commentary, immediately before the com-
ment itself begins. On the use of reference
letters, see Margaret T. Gibson, The Bible
in the Latin West (Notre Dame, 1993), p. 50,
where she notes that they were part of
traditional scriptorium practice, along with
size variations of script for the various
categories of text.

18. The different layouts for text and com-
mentary used in the manuscript period is a
question that deserves more work than has
yet been done. Two very interesting articles
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sections, smaller red lombards are used in a different way — here they
indicate which patristical author was responsible for each comment.
In figure 9, H (Hieronymus, i.e. Jerome) provides the first two lines
of comment on the whole of Psalm 51, then C (Cassiodorus) provides
four lines on the whole Psalm, followed by six lines by C on the first
phrase, Quid gloriaris in malicia (this phrase is a lemma, showing the
words of the text that are about to be commented upon)."”

As well as the functions of red, it is important to notice the method
of coordinating the main text with the commentaries, not only for its
own sake, but for comparison with the Koberger edition’s method
below. The principle governing the method is quite transparent and
represents a common way of coordinating text and commentary in
medieval books.”® An attempt is made to start each section of commen-
tary immediately adjacent to the piece of the main text to which it
relates. So in figure 10 the Quid gloriaris commentary is more or less
immediately to the left of the five-line space for the Q of Quid in the
main text; and the commentary for 7ota die is to the left of the same
words in the main text. It has to be said that the attempt to keep the
commencements of text and commentary horizontally level often leads
to gaps, of the type seen here before the 7ota die commentary. Indeed
a considerable number of pages in this edition have more (and larger)
gaps than would be appealing to the modern eye, or acceptable to the
modern designer." Gaps in the commentary column occur when the
text requires more space than the commentary; when the opposite
occurs and there is more commentary than text, then gaps occur
between the lines of text. An example can be seen in figure 11,
showing the top of the right-hand column (containing the final two
lines of Psalm 50). On some pages of this edition, there are so many
such gaps that the main text appears to be double-spaced.

Reyser did not develop this layout himself. It is almost certain that
he borrowed it directly from a Carolingian glossed Psalter of the
eleventh century. Margaret Gibson discussed a set of four luxury
Psalters,* one of which (Oxford, Bodleian Ms Laud. lat. 96) hasa
Wiirzburg provenance. The presence of the manuscript in Wiirzburg
at the time that Reyser was printing there does not of course prove
that it served as Reyser’s direct source, but he was brought to the
city specifically to print service books for the church, so his relations
with the Cathedral were very close and the likelihood that he used its
manuscripts as sources for his book is very high. The design of this
manuscript has similarities to Reyser’s edition that are more than just
striking. Both are in two columns, with the main text placed nearer

by Gerhardt Powitz describe and provide
examples of several layouts: a two-column
type, a three-column type, the glossed Bible
type, a four-column type, a ‘readings’ type
(where the commentary passage follows the
text passage), and a marginal gloss type.
Powitz uses Reyser’s Psalter as an example
of an incunable with the two-column type of
layout, and Koberger’s Psalter uses his three-
column type; unfortunately Powitz does not
discuss the differences in actual linking of
text and commentary which usually go with
the different layouts. See G. Powitz, “Textus
cum commento’, Codices manuscripti, 5
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(1979), 80—89, and (the briefer version),
“Text und Kommentar im Buch des 15.
Jahrhunderts’, in Buch und Text im 15.
FJahrhundert, ed. 1..Hellinga and H.
Hairtel (Hamburg, ¢. 1981), pp.35—45.

19. As a result of keeping text and
commentary level there are, in fact, hardly
any pages which are without gaps, sometimes
as many as four to six 2-line gaps, and some-
times with gaps up to three inches (7omm)
deep.

20. Gibson, ‘Carolingian glossed Psalters’,
especially plate 5.3.
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21. In the sample of incunables used for
my dissertation, ‘Form and its relationship
to content in the design of incunables’
(Cambridge, PhD dissertation, 1984), the
books of 1485—9 (633 total), included 16.1
per cent with three or four different types, so
the large majority, 83.9 per cent, used only
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the gutter on each page. Both differentiate text, prayers, and com-
mentary by graduated size of letterform. Both begin main text and

its commentary horizontally level. However it is the use of colour that
relates the Carolingian manuscript to Reyser’s edition most closely:
both use red for the same elements and categories of text — the
headings, the initials to the verses of the Psalms, the word dyapsalma,
the symbols *, +, and :, the initials to the prayers. While some of these
similarities might be due to the general use of red in manuscripts, to
find all of these features treated in the same way, especially the symbols
surrounding the textual variants and the word dyapsalma, cannot be
either wholly coincidental or wholly due to general usage.

To be sure there are also some differences between the manuscript
and the incunable. First the manuscript uses ‘hanging indents’ for the
verses of the Psalm, for the prayers and for the segments of commen-
tary. Hanging indents are rarely encountered in incunables, possibly
because they required considerable labour to achieve in type. Second,
the scribe used two more script variants than are found in Reyser’s
edition. The first heading to each Psalm is in red rustic capitals in the
manuscript, and this distinguishes it from the red carolingian minus-
cule of the variant heading. Red rustic capitals are also used for the
dyapsalma indication. And finally, first lines of the Psalms are in uncial
script. Altogether there are five script variations, three of size and two
of style, in the manuscript, whereas there are only three variations in
Reyser’s edition. It is possible that the constraints of working with
type were at work. In the 1480s it was relatively uncommon to find
even three types used within any one printed edition. The use of five
different types is almost never encountered.” As well as the differ-
ences in the use of types, Reyser’s edition has elements not found in
the manuscript — headings that give the numbers of the Psalms, and
the use of initials to identify the sources of the variant readings of the
headings, and initials to identify the sources of the segments of the
commentary. Assuming these were added at the time of the edition,
some learned editor would have to have made the identifications.
(These initials are particularly important because it is their presence
in Koberger’s edition that suggests that he based his edition on
Reyser’s.)

Altogether the similarities in design details between the manuscript
and Reyser’s edition are striking enough to make a close relationship
more than likely. If the manuscript did serve as Reyser’s model, it led
him to print in two colours in an unusually intricate and extensive
manner, but it did not lead him to use five type variations, nor to use
repeated hanging indents. Apparently he followed the model so
far as he could, and then compromised.

one or two types (table 4.1); to support the
point that it was the largest and most produc-
tive printers who used more than one type in
the presentation of individual books, the dis-
sertation includes a rank correlation statistic
comparing the productivity of printers
(measured in leaves rather than editions,
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to correct for inequality of comparing 8-leaf
quartos with 300-leaf folios), to the use of two
or more types per edition — the Spearman’s
rho rank correlation of +0.453 indicates a
close correlation between high productivity
and the use of two or more types per edition

(table 4.6).
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Anton Koberger’s editon of 1494

There were to be only two more incunable editions of St Bruno’s
Psalter, both printed by Anton Koberger, the first in 1494 (see figures
12 and 13) and the second in 1497. Although it cannot be proved that
the first Koberger edition used the Reyser edition as its model, it
seems probable. Not only does Koberger use the same initials to
indicate commentators, but they are in exactly the same form, i.e.

the simple initials. In editions of other texts Koberger used longer
abbreviations AUG, HIER, BEDA rather than A, H, and B; longer
abbreviations were also used by other printers. While not conclusive,
this is again suggestive, as is the fact that both printers used lombards
for the initials.** The two printers’ editions are quite different in their
overall aspect, and in the means of achieving the tasks of combining
text, commentary, and prayers. They are considerably different in
size to begin with: Reyser’s edition is a folio of 281 leaves, whereas
Koberger’s is a quarto of 174 leaves. One way to put the same text into
a smaller book is to eliminate wasted space on the page, and Reyser’s
edition is uneconomical in its use of space, to say the least.

Before comparing the two editions further, it is worth describing
Koberger’s edition on its own. All the printing is in black ink. There
are four rotunda types: the largest, 130 mm /20 lines, is used for only
two elements — the headline, Psa/mus, and the first line of the new
psalm [ Q |Uid glori-. The next largest type, g1 mm /20 lines, is used for
the main text; the next, 74 mm /20 lines, is used only for the introduc-
tion to the whole book (not seen in figure 12); and the smallest type,
63 mm /20 lines, is used for the commentary and the prayers. The
main text is placed in the centre of each page, with two columns of
commentary/prayers flanking it and wrapping around it. Within the
area of the main text are the longer headings, printed in black and in
the same type and size as the main text itself, but marked by a black,
printed paragraph mark. The variant longer headings are also printed
in black, with the abbreviations for their sources marked by black lom-
bards (see figure 14). The Psalm number heading is again in black in
the text-type, but it is centred on a line by itself, marked by a hand-
executed red paragraph mark (see figure 15).>3 The variants of the
main text from the Greek and Hebrew sources are marked by the same
special symbols that are in Reyser’s edition, * and :, or = and :, but
printed in black. The dyapsalma indication is printed in black in the
text-type, and the preceding space has been filled by a hand-executed
paragraph mark (see figure 16). In the two columns containing the
commentaries and prayers, the latter are distinguished by the heading
Oratio [prayer], which is further set apart by a hand-executed para-
graph mark that extends to become underlining as well, and also by a
space for a two-line initial P (see figure 17). The different commenta-
tors are indicated by lombards, printed in black (see figure 18 for H,
C, and C again).

22. It would be nice to be able to claim that  numbers, either centred as in figure 12, or
Koberger did not use lombards in other edi-  tucked into the end of the previous line using
tions, but this appears not to be the case. a common medieval method placement; the

23. There are two treatments of the Psalm  two treatments are used about equally often.
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Figure 12. Koberger’s editon of the Psalter, showing the same transition
as Reyser’s in figure 2: the final lines of Psalm 50 and the opening of 51.
("The Bodleian Library, University of Oxford, Auct. 1Q. 5. 19, fo. [50]V.)
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e Headline

: Comment
--First line of Psalm 51,
with initial space

Figure 13. Diagram of the page
in figure 12 (Koberger’s edition,
1494).
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Figure 14. Detail of figure 12 showing
the Cassiodorus and Bede indicators
(in black).
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Figure 15. Detail showing the
handling of Psalm number.
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Figure 16. Detail showing the
handling of the dyapsalma indicator.
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Figure 17. Detail showing the Oratio
heading and the hand-made two-line P.

mmmmmm  [Headline and first line type: 130mm
s Main text type: g1 mm
Comment and prayer type: 63mm

A system of alphabetical reference letters also operates in
Koberger’s edition. These occur immediately to the left of the main
text, using the lower-case of the smallest type, and at relatively regular
intervals through each Psalm. In figure 19, t and v, for Psalm 50, are at
lines 1 and 3 of the main text and lines 1 and 10 of the commentary.**
It can be observed that this system, which is another common medieval
system in both its layout and its basic working method, has two conse-
quences for page layout: first, it allows the commentary columns to be
completely filled with text and consequently to contain no gaps, and
second, it often moves the comment quite a distance from the text to
which it relates. In figure 12, the text phrase 7ota die which occurs in
the lower half of the main text has its comment near the top of the
right-hand commentary column.

Comparison of the two editions

The designs of these two editions have many points of similarity (see
figure 20). To begin with they carry the same texts (the same prefatory
material, the same main text, the same variants, the same headings
with one exception to be discussed below, the same commentaries,
and the same prayers). Each of the editions uses multiple sizes of type
(three in Reyser’s, four in Koberger’s), with the text type larger than
the commentary type; however, apart from using the same numbers
of types on the page, the deployment differs a little and so will also be
discussed below. Each new Psalm begins with an enlarged initial; lom-
bards are used for the abbreviations for the commentators; the same
special symbols are used to indicate sources of the textual variants.
And in each edition the main text is in one column on the page.

example, ‘reference letter’ is probably the
best phrase; medieval scholars often use
signes de renvoie, or ‘tie-marks’; on signes

24. Weare in need of agreement on a term
for such reference letters; ordinary scholars
refer to the modern equivalent as a ‘footnote’,
but this term should probably be reserved for
the note itself, rather than for the superscript
number serving as a flag; in the current

de renvoie, see D. Muzerelle, Vocabulaire
codicologique (Paris, 1985), item 421.11.
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25. As mentioned above, the Koberger edi-
tions uses a fourth type, but it is reserved for
the prefatory material and so does not feature

on the text pages, where in each edition

there are only three types.

Margaret M. Smith - The typography of complex texts

The points of difference between the two editions are of somewhat
more interest. The Koberger edition adds several features: a running
headline indicating the place among the Psalms by its number, a head-
ing Oratio to distinguish the prayers from the commentary, and the
alphabetical referencing system. Types are deployed differently: in
Koberger’s the largest in the edition is used for the headline and for
the first line of text; Reyser’s edition has no headline and does not
differentiate the first line of text. As can be seen in figure 20, Reyser’s
method of beginning Psalm 51 is to provide a five-line initial space,
but not to enlarge the first line (which in any case is reduced to only
a few characters due to the size of the initial space). Reyser’s largest
type is used for the main text and its headings. In Koberger’s edition
it is the second largest that is the text type, and the smallest is used for
both the commentaries and the prayers.”® In order to set the prayers
apart, he has had to introduce the Oratio heading; he also begins the
prayer with a two-line initial space, whereas Reyser had used a ‘two-
line’ printed red lombard, and had not needed the Oratio heading
because the commentaries and the prayers used different sizes of type.
In Reyser’s edition each new verse within a Psalm begins with a red-
printed one-line lombard, and each verse also begins a new line; by
contrast Koberger’s new verses begin with an ordinary black initial
and they do not begin a new line, but follow on immediately after the
end of the preceding verse. This change eliminates some spaces (see
the space after do/um in figure 20), but the practice of beginning each
verse on a new line adhered to the medieval principle of presenting
texts using the system of isolating rhetorical phrases (for oral presen-
tation) known as per cola et commata, the rhetorical phrase here
being the verse.
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Figure 20. The two editions:
Reyser’s on the left, Koberger’s
on the right.
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Probably the most striking difference between the two editions is
in basic layout. Reyser’s edition is in two columns to the page, the main
text near the gutter, and the commentaries and prayers near the fore-
edge. Koberger’s, by contrast, has the main text in the middle of the
page, with two columns of commentaries and prayers enclosing it.

By electing this layout Koberger had to relinquish the principle of
placing a section of commentary adjacent to the text to which it relat-
ed, and this, presumably, is the reason for the use of the alphabetical
referencing system. I do not mean to imply that Koberger devised the
entire system anew, for there were medieval precedents for the layout
of one column of text surrounded by two columns of commentary and
perhaps even more layouts of two columns of text surrounded by two
columns of commentary.® Some of these also used such referencing
systems, although others coordinated text and commentary by the use
of lemmata.*’ I.emmata are not so important when text and commen-
tary are immediately juxtaposed and Reyser’s edition appears to have
used them only occasionally. To change to a lemmata-based system,
Koberger would have had to supply them where they were lacking

in Reyser’s edition; instead he added the alphabetical referencing
system.?®

There are two further differences that need comment. The first
concerns the use of space within the text area, and the second the use
of red. As has already been mentioned, Reyser’s principle of coordi-
nating text and commentary allows spaces to develop — gaps often
occur between sections of commentary, and even sometimes between
lines of the main text. Koberger’s layout uses space much more effi-
ciently. With the referencing system, as long as text and commentary
occurred on the same page, they could be placed anywhere, completely
filling the text area with either text or commentary. If in some places
there was a great deal more commentary than text, the depth of the
main text could be adjusted. In Koberger’s edition the main text varies
between 20 and 37 lines, although usually between 22 and 26 lines to
the page. Koberger has also eliminated the space that occurred in
Reyser’s edition when each verse began on a fresh line. It seems likely
that one of the reasons for Koberger’s layout was to improve the
efficiency of the use of space.

The other important difference between these two editions is, as
has already been suggested, in the way they use red. In Koberger’s
edition there is no printed red at all. Koberger has made provision for
the use of some hand-executed red — the two-line initial space at the
beginning of the prayer, and the three-line initial space at the begin-
ning of the Psalm. He has also left spaces which could receive hand
paragraph marks, such as the one before the word dyapsalma; further-
more the copy under discussion has hand paragraph marks at Oratio
and at the Psalm number (see figures 12, 15, and 17). Spaces which
might have been filled with paragraph marks, but which lack them

26. See Powitz, “Textus cum commento’; to have used the layout of one column of
between 1482 and 1494 Koberger had text surrounded by two of commentary.
printed at least a dozen editions using two 27. See note 17 above.
columns of text surrounded by two columns 28. In 1493, Koberger’s edition of the
of commentary, mostly legal texts (based on  Decretales of Gregory IX had used small
manuscript precedents); he does not seem reference letters as superscript flags.
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29. Of course by not using lombards for
new Psalm verses, he has reserved them for
use as indicators of the commentators.

Margaret M. Smith - The typography of complex texts

in the copy under discussion, are found at the beginning of each sec-
tion of commentary, betweeen the reference letter and the commenta-
tor’s initial. Basically where Koberger has substituted black for red,
the element remains differentiated by some other means. The special
symbols + and * are recognizable whether in red or black, and the same
is true of the lombards for the different commentators. The Psalm
number depends on placement and proximity to the large initial that
signals the beginning of a new Psalm. Koberger has sacrified the
signalling of each new verse — there is no lombard and no new line.*
But two elements still did require differentiation: the headings to

new Psalms and the dyapsal/ma indication. Here Koberger added a
black-printed paragraph mark and a space for a hand paragraph mark,
respectively. In the first case the use of red-printed text was replaced
by a special symbol, a very common medieval one to be sure, but not
used elsewhere in the edition. In the second case red was retained,

but it would be hand-supplied rather than printed, and the

‘printed’ signal was in fact a space.

Koberger’s changes, assuming that he did use Reyser’s edition,
were several and involved rethinking the text’s system. He added a
heading to cue the prayer, he added a referencing system to coordinate
text and commentary, and he added a paragraph mark to distinguish
heading from text proper. He eliminated the red printing, if not quite
all the need for red. He reorganized the page layout. It is observable
that his edition required much less paper per copy than Reyser’s.
Much of the saving in paper depended on the fact that the types used
were considerably smaller in size. It is possible, although probably not
provable, that Koberger’s other changes were made specifically in
order to reduce further the costs of production by saving space within
the text area and by using only one colour of ink. If so, this is an exam-
ple of an early printer rethinking an articulation system that depends
on red, and coming up with solutions that nearly eliminate it. Even if
such conscious decisions and specific motivation were lacking, the two
editions, so close in time and yet so differently presented, represent an
interesting case study in the movement of the printed book away from
the manuscript tradition and its use of colour, towards the mono-
chrome book of the following centuries. In the movement away from
colour, edited texts, even with all their layers of information, are the
same as simple texts.
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Table 1. Summary comparison of the articulation systems.

Category of text

textual variants, Greek sources

textual variants, Hebrew sources

dyapsalma

heading to Psalm

variant heading to Psalm

Psalm number heading

beginning of new Psalm

beginning of new verse

commentary on whole Psalm
commentaries on words /phrases

prayers

Reyser’s edition

with red-printed lombard initials

uses special red-printed symbols
around the variant reading

uses special red-printed symbols
around the variant reading

Koberger’s edition
uses the 2nd largest type, in black, with
black-printed initials (not lombards)

uses the same special symbols,
but printed in black

uses the same special symbols,
but printed in black

uses the largest type, printed in red

uses the largest type, printed in red,
preceded by a black-printed lombard
indicator of source

uses the largest type, printed in red

5-line initial space

ranged left for each new verse, and
beginning with a red-printed lombard;
using the per cola et commata layout

uses smallest type, printed in black, together

with red lombard indicator of source

uses smallest type, printed in black, together
with red lombard indicator of source

uses middle type, printed in black, with
red-printed lombard initial (the only use
of the middle type; note: no use of a heading)

text and commentary begin at the same
horizontal level, sometimes with lemmata

Typography papers 1 1996 /7592

uses the 2nd largest type, preceded by a
space for a hand paragraph mark

uses the 2nd largest type, preceded by a
black-printed paragraph mark (the only
use of a printed paragraph mark)

uses the 2nd largest type, printed in black,
preceded by black lombard indicator

uses the 2nd largest type, printed in black,
sometimes centred (Psalm number is also
signalled by a headline in the largest type)

3-line initial space, sometimes (9 times only)
followed by first line of text in the largest
type

not specially signalled, as there is neither
the use of a lombard, nor of a new line

uses smallest type, printed in black, with
black lombard

uses smallest type, printed in black, with
black lombard

uses smallest type (same type as comment-
ary), printed in black with 2-line space for
hand initial, and preceded by black-printed
heading Oratio

alphabetical reference letter to the left of the
text in intercolumnar space indicates the line
containing words being commented upon;
corresponding reference letters are at the
start of relevant commentary
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Table 2. Deployment of types compared.

Type Reyser’s (3 types) Koberger’s (4 types)

l‘ugest e - oy oo i Ce I3omm/201mcg g
for the prefatory material and the for the headline (Psalm number)
main text, including the textual and for the first lines of nine
variants, all in black; with the of the Psalms

symbols for enclosing the variants,
and the dyapsalma, in the same
type, butall in red

second largest fere-humanistica r12mm/2o0 lines: rotunda 91 mm /20 lines: used for
used only for the prayers, in black the main text, for the variant readings,
for the headings and the dyapsalma,
all printed in black
third largest fere-humanistica gomm /20 lines: rotunda 74mm/4o lines: used only
used only for the commentaries, for the prefatory material, in black
in black
fourth largest not applicable rotunda 63 mm/2o0 lines: used for
both the prayers and the commentaries,
in black
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