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ABSTRACT

Neidhart was a popular medieval poet. who created song.s

parodying Minnesang, medieval courtly lyric. He had a host

of imitators whose creations are an integral part of t.he

Neidhart. manuscripts .

The mirror, an important symbol ín traditional
Minnesang, is one of the main erements of continuity in this
Neidhart tradition, and it, has fascinated critics for over a
century. fn one song', a mirror is stolen from Frid.erun, a

village girl , by a peasant boy. The sj-nger develops this
scene and the mirror int.o a leitmot.if in his other songs.

This study investígates Friderun, s mirror, and the

theft of the mirror (ie. the SpiegeTraub), in the work of
Neidhart and his imitators, the "Neidhartianer". Why did
Neidhart choose the mirror for a leitmot.if? How d.id he want

the mirror imagery to work? This thesis attempts to provide

an overview of this complex symbol within the Neidhart

tradit.ion and t.o make sense of the vast body of l-it.erature

surrounding the Spiegelraub.

The process begins wit.h a discussion of t.he song in
which the spiegeTrau.b occurs. rn addit.ion, other Neidhart.

songs in which objects are stolen from peasant, girls are

investigated, as are songs which refer to either a mirror or

the SpiegeTraub. The process also includes a chapt.er

Lv



devot,ed to the critics' response to the SpiegeJraub. Their
understanding of the mirror and the spiegelraub is as varied
as the mirror's mult.ivalency ín medieval literat.ure.

The thesis concludes with the idea t.hat Neidhart stol-e

the mirror and its reflection of traditionar Minnesangt and

thus he is abl-e Lo creaLe a new ref lect.ion f or his songs.

This new refrect.ion st.íll i-ncrudes all t.he associations of

Minnesang and courLly socj-ety. In stealing the mirror,
Neidhart and t.he "Neidhartianer" were able Lo change and.

moul-d t.his complex symbol, and make it Lheir own.

f7
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ÏNTRODUCTION

There are many puzzles surrounding t.he work and figure
of Neidhart. von Reuent.al . This is wit.nessed in the research

over t.he past cent.ury and in t,he many articles which

contínue to appear every year. Who was Neidhart. von

Reuental-? Very litt1e is actual-l-y known about t,he

historical Neidhart. What lit,tle inf ormat.ion there is has

been gleaned through his work and that of his

contemporaries.

Wolfram von Eschenbach was a poet in Thuringia around

the year L220. In one of his poems, hê makes reference to a

her Nithart and alludes to images which are found in
Neidhart's wínLer song.s. (a description of the wint,er and

summer songs will be provided in Chapter 1.) These songs

are believed to have been composed in Bavaria, sj-nce the

place names which in occur in t.hem are locat,ed in t,he

Bavarian region. From this one can infer t.hat a poet,

referred to as Neidhart, did exist and that he had achieved

some success and popularity with at l-east, his winter song's.

Since Thuringia l-ies north of Bavaria, and time woul-d have

been required for the songs to move nort,h and become

familiar to the Thuringian audience, iL becomes evident that
the winter songs must have been composed wel-l- before 1-220.



One can only galess the year Neidhart was born, buL it was

Iikely in the lat,e 12th century.l It is al-so fairly safe

to conclude that he may have spent some t,j-me in Aust.ria

because some of his songs contain place names of local-ities
in Austria. In addition t,o the loca]ities he names, he al-so

makes reference Lo the Aust.rian Duke Frederick II, who

appears to have been a patron of Neidharl.

It is difficult. to det,ermine whether the poet who

sLarLed t.he Neidhart tradition--he had many imit,ators--was

indeed named Neidhart.. Nevert,hel-ess, t.his name has been

accepted by general concensus for a poet who did reaIly
exist. The authenticit.y of his surname, von Reuental, is
also questionabl-e. The name von Reuental (Val-e of Grief )

was f írst int,roduced by Morit.z Haupt.. Not only is this place

name used in the songs over 20 t.imes, but it ís also t.he

name of geographical- localities in southern Germany.

However, there is no evidence t,o support the conclusion that
t.he poet was born in a place called Reuental. Upon closer

examination of these songls, it appears that, the poet plays

with the word Reuental- much the way he plays with symbols

and metaphors.

It appears, then, t.hat Neidhart employed von Riuwental

as the name of the poor village knight, Lhe literary
persona who speaks in t,he songs, whose home has become

1 Eckehard Simon, Neid.hart
Aut,hor Series, DO. 364 (Boston:
t6.

von Reuental-, Twayne's World
Twayne Publishers, L975) fS-



a rrVa1e of Grief rr because of t.he hostil actvities of

Engelmar and his fel-low peasant.s. By introducing tthis,l

name, Neidhart also seems to make fun of a rule of

traditional minnesong to the effect that t,he poet

should refrain from naming himself in his songs. At

the same time, the name assumes the significance of a

rrcommercial't appeal: since the poet lives in the

pauper's lot in Riuwental, hê seems to be appeal_ing to

the generosity of his public. (Simon, 20)

Although attempt,s had been made in the 19th century to
reconstruct the life of Neidhart using the informat,ion found

in his summer and wi-nter songs, crit.ics are now in agreemenL

t,hat. the songs cannot be considered aut.obiographical. Also,

one cannot assume that the poet was born into court.ly

societ.y just, because he refers to himself as a knight, ot
squire, in his songs. Simon believes that, Neidhart rwas a

professional poet. of indifferent social_ slatus who made his

living by entertaining audiences with his songis" (17¡ .

Al-1 other aspect.s of this enigmat,ic life are equally

sketchy. One can only guess that t.he deat.h of this poputar

poet. occurred some time in the 1230s since references in his

songs t,o hist,orical events come t.o an end at t,his time

(Simon, 33) .

Biographically, little may be known about. the poet

Neidhart. and his imitat,ors; however, t.his has not. hindered

the transmission of t,heir songs. A Lotal of 24 complet.e,



partiar r or fragmentary manuscript.s have been transmitted to
us and they range in dat.e from the late 1_3t.h century to t.he

middle of the 15th century.2 The production of t.he

manuscripts appears to have occurred in two groupings. The

first took place from t2B0-l-350, and the second. product.ion

from 1-410-1480. The early manuscript.s are all vel_lum

whereas t.he manuscripts from L4L0-1_480 are paper. One thing
most of the manuscrj-pt.s have in common is that t,he wincer

songs always outnumber t.he summer songs. fL appears that
Neidhart., âs well as his imitators, preferred to write about.

the rowdy peasants found in the wint,er songs. The

manuscripts provide us with other interesting observat.ions

regarding the popularity, reception, and the scribes,
perceptions of Neidhart. An overview of the manuscript.s

witl f ollow. For more d.etailed inf ormation about t.he

manuscripts, see Appendix A, whích cont.ains a list of all
the manuscrj-pt,s, where they originated, and where they now

are located.

In the older manuscripts, Neidhart,s songs can be found

with the songs of other courtly poets. rn ot.her manuscripts

he is not considered of such a high sLation. In MSS.B and.

C, which originaLed around 1-300-1330, the scribes assessed

the social standing of the poet,s and ordered their songs

accordingly. Thus poets of a higher social class appear at

2 Edmund Wiessner, êd., Die Lieder Neid.harts, 4iln ed.,
revised by Hanns Fischer and Paul Sappler (Tubíngen: Max
Niemeyer Verlag, l9B4), IX-XV.



the beginning of t,he manuscript, and poet,s of a l_ower social_

staLion appear towards t,he end. In both of these

manuscripLs, the compilers chose t.o place Neidhart near the

end (Simon, LL7) .

Four of the earlier manuscripts originated in differenL
regions, and therefore are writ,t.en in various dialects:
Middl-e Franconian, Middle German, and Rhinish Franconian.

This demonst,rates how popul-ar the songis had become.

The Riedígg Codex R, MS.R, is a manuscript which

contains only Neidhart song:s. It was compiled in Lower

Austria around 1300. MS.R will be used in this
invest,ígation because of its history as being the most,

authoritative col1ect.ion, and also because most critics have

used this manuscript. in their investigat.ions. However

aut,horitative t,his collection may be, there continues to be

dissent among crit,ics regarding which songs are authentic

and which spurious. Simon stat.es that MS.R cont,ains 383

sLanzas with only one Pseudo-Neidhart (Simon, j_j_B), whereas

v'Iiessner notes t.hat. the manuscript contains 365 stanzas, two

of which are duplicates, and 1-B spurious stanzas (Wiessner,

XTV) .

MS.R also contains stanzas which were written in the

marg'ins of the manuscript. by at. least. a couple of different
scribes. This seems to indicat,e, Simon bel_ieves, ilthat

these songs were circulat.ing at. that time with varying

numbers of stanzas or, more IikeIy, that. other scribes had



access to sources containing fuller versionrr(j_j_B) . This

could add to t,he confusion of det,ermining which stanzas are

authentic and which st.anzas are spurious.

It was mentioned above that. Neidhart, had a host of
imitators. Most of the spurious songs and verses appear in
the manuscript.s of the 15t.h cent.ury. This appears to be a
natural evolution because the songs were noL. only

transmitted on vellum or paper, but were also t.ransmitted

orally t.hrough recitat,ion. rn oral tranmissions variat.ions
will always occur. Of course, some of the changes

introduced were intent.ionar as imitat,ors added verses Lo, or
created new versions of songs. rn add.ition, some composed

t.heir own songis based on the original t.hemes, and. these

songs found Lheir way into the manuscripts. sj-mon observes:

"Al-l- t.his led by t.he fifteent.h century to such differences
between Neidharte in the various manuscripts that t.he

reconstruct.ion of a single 'original' version is often no

longer possible, Qa) .

The largest Neidhart, collection known to us is MS. c

which was written bet.ween 1461- and. i-466 in Nurenberg by a

single scribe. This collection has 1,068 stanzas (L27

songs) with 395 authentic stanzas and 703 spurious ones. rt
appears t,hat, the scribe attempted to compile all_ of the

songs of the Neidhart and t.he "Neidhartianer" .

The l-ast manuscript. whlch witl be mentioned here is
MS.z, which was compiled around tS66 and contains the



stories of Neidhart Fuchs. This col-lect.ion contains only 12

aut.hentic stanzas; the other 341- are spurious. Three sL.anzas

belong to oswald von wolkenst.ei-n, a Tyrolean poet who lived
from 1-377 to 1-445. The songs in the Neidhart Fuchs

col-lection are much coarser than those composed by Neidhart

and the "NeidharL.ianer" . 'The edit.or has a pronounced.

t.endency t.o make individual verses sound coarser, Lo

increase the satirical effects, and wherever possible, ro

come up with more exaggerated stat.emenLs" (Simon,131) .

wit.h the widespread transmission of t,he 24 Neidhart.

manuscript.s and the many song's which comprise them, is it
possible to distinguish bet,ween the songs which are

authentic and those that. are spurious? Moritz Haupt. was one

of t.he earliest. schorars to undert,ake this Lask, one which

was conLinued in the landmark revision of Haupt,s text. by

Edmund wiessner in 1923. The result was a major pubrication
of Neidhart's songs and the methods and crit.eria used. to
judge which songs were authentic and which spurj-ous.' This

work, more notably in its more recent. revised ed.it.ions, has

been the basis for research and instruct,ion up to the
present. day. of the 24 NeidharL. manuscripts, Haupt bel_ieved.

that. manuscrj-pt R was the most authentic.

several years later, wiessner produced a new ed.it.ion of
t,he Neidhart material, based once again on the t,ext. of Haupt

3 Moritz Haupt, Neidharts Lied.er, 2nd ed.. rev. bv Ed.mund.
Wiessner (Leipzig: 1923) .



and on his own earlier revi-sions of t.hat text (see note 2) -

He maintained that t.his new edition was not, to reprace the

Haupt-Wíessner edition but rather enhance it..
More recently fngrid Bennewitz-Behr has undertaken a

study which criticizes the Haupt-Wiessner edit.ion:

Die fritik richtet sich hier sowohl gegen die
Darbietungsform des rrkritischenrr rext,es an sich--diese
Überlegungen sLehen damit zweifelsohne in engem

Zusammenhang mit den editionstheoret.ischen Diskussionen

der beiden letzten Jahrzehnt.e--als auch gegen die
Auswahl-kriterlen, mi-t deren Hil-fe Haupt. ,,echtes" von
rrunechtemrr Überlieferung'smaterial glaubte unt.erscheiden

zu können.a

In spite of t.hese criticisms, manuscript R in the

fourth edition of wiessner's Die Lieder Neidharts will be

used as the basís of this investJ_gation, the purpose of
which is not to investigat.e the artist.ic uniqueness of a

particular poet named Neidhart, who is after al_I an almost.

unknown entit.y given the sLate of t.he evid.ence.t Rat.her,

Ingrid Bennewitz-Behr, OriginaL und Rezeption.
Funktions- und überrieferungsgeschichtriche studien zur
Neidhart-sanmlung R, Göppinger Arbeiten zur Germanistik, ed..ulrich MüIler, Franz Hundsnurscher und cornelius sommer, fio.
437 (Göppingen: Kümmerle verlag , 1,987) 2 .

s rn fact, Neidhart becomes a fictitious charact.er who
conquers peasants in later l-it,erature as demonst.rat.ed. inwittenwiler's Der Ring, and t.he peasants come t.o be portrayed
as fools in the FastnachtspieTe of later cent.uries. see HeddaRagotzky, rrDer Bauer in der Narrenroll-e. zur Funktion
'verkehrten weIt.' im frühen Nùrnberger Fast.nachtspielr" ín
TTpus und rndividual-ität im MittelaLter, ed. ltorst wenzel-



this thesis will focus on the artist,ic integrity of a

unified t.radition; a tradition started by the real poet, who

is known as Neidhart., and by the conti-nuators who built on

his foundation. Generarly, the name Neidhart wil-l be used

in this presentat,ion but with t,he understandíng that the

complete Neidhart tradition is being referred to.
One of the main elements of cont,inuit,y in this

tradition is the mirror, and t,his t.hesis wilt investigace

the occurrence of t.he mirror in t.he oeuvre of Neidhart and

the "Neidhart,ianerrt, observing how it is woven into the

song's as a leitmoti-f , how the imagery was meanL to be

underst,ood, and what. the response of critics has been.

rn order to understand the context in whÍch the mirror
occurs, âfl overview of the songs in manuscript R wil_l_ be

provided. The songs have been divided into two categorj-es:

the summer songs and the wint.er songs. Chapter 1 wil_l

begin with a brief description and. summary of these songls,

and it will also investi-gate common elements they share wit.h

Minnesang, since Neídhart used l4innesang as his point of
depart.ure.

chapter 2 will provide a detailed investigat,ion of Lhe

song: in which the mirror first appears. In this song-, a

peasant. boy snatches a mirror away from a peasant girr and.

(München: wilhelm Fink verlag, 1983) vor 4, Forschungen zur
GeschichLe der älteren deut.schen Lit,eratur, ed. ,Joachim eumke,
Thomas cramer, Kraus Grubmül1er, Gert Kaiser, Horst wenzel,
I I-LUJ-.



hence Lhe theme and cont.ent of this song are commonly

referred to as the spiegeTraub (ie., t.heft of t.he mirror).
There are scenes in ot.her songis in which an obj ect is stolen
from a village girl, and t.his chapter arso wil-l- include a

discussion of these scenes, for iL appears that the act. of
stealing is as significant as the object which is taken from

the girl.

As mentioned earlier, Lhe mirror is woven into t.he

other songs as a leitmotif , and these occurrences wil-l- be

investigated in chapt.er 3. A mirror , ot the act. committ.ed

in t.he spiegerraub, is referred t,o 1-7 times in manuscript. R.

These first three chapters wílI reveal- how enigmat.ic the use

of mirror imagery is, and why it has become one of t.he greac

Neidhart puzzles.

one of the reasons the mirror is such a comprex issue

is due to its multivalency. The puzzle, or mystery, of the

mirror and its spiritual connotations dat,es back to early
Christianity when PauI writ.es in Corinthians I: ]-3,L2: ,,Now

v¡e see onry puzzling reflections in a mirror, buL then we

shall see face to face" (NEB) . In his article ,rDas Rät.sel

des Spiegels", Reinhold Seeberg begins his discussion of
t,his biblical passage wit,h the fol_l_owing st.atement,: 'rDiese

Stelle bereit.et den Ausleglern Schwierigkeit.. "6 His

response coul-d have been writ,ten for a st.udy of t.he mirror

' ReÍnhol-d
Reformation, 10

Seeber, rrDas Rätsel des
(l-91-l-): ]-37
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in the work of Neidhart., and it. is a sent.iment echoed by

many crit.ics. Again seeberg: r'Die Frage isL immer wieder:

was sol-I das Bild vom Spiegel? Denn am Spiegel liegt das

Rä.tselhafLe" (138) .

critics agree that t.he mirror is the central metaphor

of this particul-ar liLerary period, but there are not manv

systematic investigat.ions which deal solety with this
metaphor.T However, there are several studies which

provide a general description of, and introduct,ion to, the

use of the mirror in courtly and l-at,er literature. one such

work is by August Langen:

Die Verwendung des Spiegelsymbols im deutschen

schrífttum bis zum 18. Jahrhundert. ist. im wesenLrichen

durch die Mystik best,immt. Die Seele als "stillerrr und.

ungetrübt.er Spiegel, der bei rein 1ei_dendem Verhalt.en

das Bild Gottes in der unio mystica in sich aufnimmt

und zurückstrahlt--das ist die in orientalischer und.

spätantiker Mystik vorgeformte, im Grundsätzlichen fast.

überaIl greiche symbolseLzung. Got.t und Menschenseele,

Schöpfer und Geschöpf st,ehen wie zwei aufgestetlre
Spiegel einander gegenùber, deren Kraftst.röme hin und

wieder fließen.

Diese Sinngebung--die bei weitem wichtigste--erbt
sich vom späten Mittelalter bis zu den mystischen

7 $qrgot Schmidt, ,,fdentität, und Distanz. Der Spiegel
al-s chif f re in der höf ischen Dichtung des MittelarËeré, "Literaturwissenschaf tJiches ,rahrbuch, n. s. 19 ( j-978 ) z 233-255.
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Strömungen der Barockzeit und des i_9. Jahrhund.erts

fort .8

This appears to be a relatively straightforward explanation

t.hat coul-d provide a good starting point. for an

investigat.ion that, will- focus on the use of t,he mirror
metaphor within a literary tradtion. What this description
of the mirror as symbol neglects to address is t.he

multivalency and the layers of meaning of the metaphor which

can occur within t.he parameters of t.his seemingly straight
f orward explanat.ion.

Fortunately, t.here are some systematic studies

conduct.ed into t.he use of t.he mirror as met.aphor. Herbert

Grabes devot,es a book to mírror imagery in medieval English

liLeraLure, and he notes:

The employment of the mirror in metaphoricar contexLs

is so frequent, and del-iberate a st.rategy in t.he English

literature of t,he thirteent.h to seventeenth centuries
that. the mirror can be said to const,itute the cent.ral
j-mage for a particular world view; ...,,"

* Augrust Langen, uZtrr Geschicht,e des Spiegelsymbols in
der deutschen Dicht.ung','t rn Germanisch-Romanische
Monatsschrift 28 (19a0) : 269-280.

s Herbert Grabes, The MutabLe GJ-ass. Mirror Imagery in
the Titres and Texts of the Mid.dLe Ages and hnÇlisn
Renaissance, trans . Gordon Coll_ier (Cambridge: Cambiid.ge
University Press , L982) 4.
This book al-so includes an extensive bibliography of art.icl_es
and books that. concern t.hemselves with t.he mirror as symbol,
strucLure, and met.aphor.
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Although his investigation is limited to medievar English
lit,erature, his mirror findings can be transferred, to a

certain extent, to Minnesang: rtrt is werr known, too, LhaL

mirror metaphors also occur within texts of which t.he mosc

important categories are theological writ.ings and. love-
poet.ry (particularly mediaeval courtly lyric) r'(Grabes, 3) .

The world view of which Grabes speaks is related to the one

expressed by Langen, but Grabes provides dozens of practical
exampres of how mirror imagery is presented in the texts of
the Middle Ages and Engrish renaissance, and. it. is through
this presentat.ion t.hat the multivalency of t.he metaphor

becomes painfully evident,.

rn spite of this valuable resource--it, does, aft,er all,
focus solery on Engrish literature--it is stilI necessary tro

study t.he mirror imagery of an author within the context of
his own work and within t.he t,radition in which he is writing
in order to understand t.he depLh of it.s meaning. symbols

and metaphors are not statj-c but rather are changed, shaped,

and molded by the individuals who use them. For t.his reason

it is impossible to create an exhaust.ive study of t.his, or
any metaphor:

Dennoch liegt noch keine systematische Betrachtung

dieser l-it.erarisch bevorzugt.en Metapher vor,
begreiflicherweise, da sich ersL nach der sicht.unq des

schi-er uferlosen und mannigfattig verflochtenen
Materials nur aus sorgfältigen Einzelbetracht,ungen die
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Geschichtes eines Bil-des verf olgen läßt.; insbesond.ere

l-assen sich erst von ihnen her begründet.e Urt,eil-e

darüber gewinnen, in wel-chem Maße literarische
Konvent,ion oder OriginaliLät bei der Gestalt.ung eines

Bildwortes bet,eiligt sind. Dabei ist ferner zt)

beachten, daß neben der Macht. der Tradition die

Tatsache des Urmotivs steht., das heißt, daß Bilder
exístieren, die stets neu erfindbar und erfü11-bar sind,

da sie a1len Menschen gehören. Hierzu gehört auch der

Spiegel. (Schmidt, 233-234)

Chapter 4, The Critics, Response, will- include a short

descript.ion and evaluation of the research into the mirror
imagery within the Neidhart tradition by a variet,y of
crit.ics, and the dissenL among them as t.o how the mirror is
meant. to be understood will become evident. The chapter

al-so will include t.his researcher, s conclusion as to how

Neidhart. and the "Neidhartíaner[ wanted t.he mirror srrmbo]-ism

to work.

The mirror is noL only a significant el-ement in cerms

of cont.ent, buL also strucLure. Chapt.er 5 explores t,he

mirror as a structural feat.ure of the songs and. how

structure and conLent enhance each other and give deeper

meaning to t.he mirror imagery present.ed in the work.

The goal of this thesis is t.o provide an overview of
some of the research already completed on this fascinat.ing

and complex mot.if , and to present further reflect.ions on a
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subject which has atready received ít.s fair share of
attent.ion over the century. rt will become clear, however,

that the riddl-e of the mirror will_ cont.inue to hol_d a

fascination over readers and critics al_ike.
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CHAPTER 1

THE SONGS

The foll-owing chapter provides a description and

overview of NeidhatL' s oeuvre. The songs have commonly been

divided into two categories, the summer songs (sommerLieder

lSLl ) and the winter songs (ÍtlinterTieder lWLl), and many

also contain counLerstanzas (Trutzstrophen) and spurious

verses.t Any descript,ion of Neidhart,s songs would also

have to include one of tradit.ionaL Minnesang since Neidhart

used it as a point of departure for both his winter and his
summer songs:

Voraussetzung

Neidharts ist.

das Sommerlied und lrlinterlied

,klassische' Minnesang, und dies

für

der

nicht nur im genetischen Sinne, sondern hinsichtl_ich
ihrer Aufnahmebedingung. Letzteres heißt, daß die

spezifische Intention der beiden Liedtypen nur

erkennbar war, wenn der Hörer das Minnesanqschema

daneben zu halten vermochte.2

1 The terms summer songs and winter songs were coined by
Rochus von Liliencron in "Über Neidhart.s höfische Dorfpoesie"l
zeitschrift für deutsches Al-tertum 6 (1848) : 79; see uckehard.
simon, Neidhart von Reuental- (Bost.on: Twayne publishers, rg75)
86.

2 KurL Ruh, t'Neidhart,s Lieder. Eine Beschreibung des
Typusff, in studien zur deutschen Literatur und. sprache des
MittelaTters. Festschrift für Hugo Moser zum 6s. Geburtstag,

(continued.. . )
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warter Blank provides a succinct descript.ion of Minnesang in
his article "Junge Minne zrt .Alten Frauen,?rl

Der sångerische Minnedienst steht im Hohen Minnesang in
einem unauflösbaren SpannungsverhäIt.nis von djenesù und

7on- Beständige Dienstl_eistung des Sängers

kontrastiert nach dessen Auskunft hart mit der

Nichteinlösung des versprochenen Lohnes durch die Dame.

unverbrüchliche Treuebindung und deren stet,s erneutre

Zusicherung durch den Minnediener gehören genau so zum

Typus dieser Líeder wie dessen ständige Klage, daß die
Dame ihn nicht erhört. . . . Als nicht erl-aubt gilL in
diesem Regelsyst.em eine wie immer geartet.e körperliche
ErfüI1ung der Liebe, da man durch sie die entschej-dende

geistíge und gesel-lschaftliche Komponente dieses Minne-

Spiels gefährdet sieht,.3

rn his book Neidhart von Reuentaf, Eckehard simon

provj-des a useful description of t.he t.hemes and general

subject. mat.t.er of Neidhart,s songs. In his art.icl_e

Neidharts Lieder: Eine Beschreibung d.es Twus, Kurt Ruh arso

summarizes t.he themes and roles in Neidhart,,s summer and

winter songs; however Ruh f ocuses more at.tent.ion on the
similarities and differences Neidhart.,s songis have wíth

'(. . . continued)
eds. Besch, Jungbluth, Meissburg€r, Nerlman (Berlin: Erich
Schmidt Verlagi, 1974) tSZ.

3 wart,er Brank, ",Jungre Minne zu 'Alten Frauen, ? Eín probl-em des
späten Minnesangs,' Literaturwissenschaftl-íches,rahrbuch, n.s. 29(i-988): 23-
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Minnesang than Simon.a I will therefore rely on both of
these sources for this discussion, which will begin wít.h an

overvíew of the summer songs, Lhen the winter songs, the

counterstanzas, and finally the spurious verses.

There are few si-milarities between t.he summer and t.he

winter songs. The summer songs are thus cal-led because they

begin with a depiction of a spring setting (Natureingang).

A Natureingang ís also a characterist,ic of Minnesang. The

scenes and themes of the summer song can, accordj_ng to
Simon, be divided into five groups.

The first group encompasses i_0 songs which share the

theme of peasant gír1 and mother bickering (Simon 4L-44). A

girl wants to go to the vil-l-ag,e dance with the hope of being

with the singing knight, buL her mother tries to dissuade

her. The peasant. girls are attracted t,o the knight. because

he fratters Lhem, best.ows gifts upon them, and because he is
a knight and courd offer them a dífferent future. However,

t,he mot.hers do not share the same sentiments and t.hey employ

verbal and physical t.hreats to hinder, unsuccessfully, t,he

daught.ers f rom at.tending t,he village dances.

n Because Ruh focuses on the rerationship between
Neidhart's songs and Minnesang, he must concede "soñderfd.1l_e"(exceptions) which he is unable t.o use in his d.iscussion.t'[Die Sonderfålle] weisen zwar Konst.anten des Typus auf , so
durchwegs den Natureingang, sLehen indes durch andersartige
Thematik und Funt,ion deutl-ich außerhal-b des systems" (j-53t.
His exceptions incrude: two crusade songs, NeidharL,s t.hree
later songs, SL 27-29, and t.he SpiegeTraub song.
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rn Lhese song's one can det,ect strong similarities to
tr}:e Minnesang model. rn Minnesang an unnamed rady of higher
status is praised and exalted by a knight. who is usually of
lower rank. He promises undying devotion and service in her

name. Society plays the role of Huote (the gn¡ard) t,o ensure

the lady's reput,ation remains unsullied, thaL is, the

relationship remains on a spiritual revet and. is never

sexually consummated. rn this first. cat.egory of summer

song.s, Lhere is a rol_e reversal. The knight, of higher

st.at.us, is the object of l-ove and praise. The peasant. girls
assume the role of the lower ranked knight in cl_assical_

minnesang, and the mot.her acts as the watchd.og.s

The second group of summer songs is similar to the

first, and it comprises four songis. Here the

mother/daughter roles of group one are reversed: the amorous

mother wanLs to be with the knight. whil-e t.he daughter

att,empts to frust.rat,e her mot.her,s efforts (Simon, 44) .

The six songis in group three feature dialogues between

two peasant. girls. They talk about. love, t.he village
dances, and, of course, t.he knight von Reuental-. Jealousies
regarding t,he knight, arise and the result is a discussj-on

which changes t.o an alt.ercat.ion (Simon, 44-45) .

Only t.wo songis are cont,ained in group f our. In t.hese

songs, a peasant girl perf orms a monologr,re in which she

t Ruh notes t,hat. the peasant sLatus of t,he pursuing lady
makes it possible for love to be expressed on a sénsual ratherthan a spirit,ual level (L57) .
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discusses the problems of Huote (being guarded), also a

f amiliar presence ín convent. j-onal Minnesang as noted above.

The girl expresses her desire to be rescued. from the ever

watchful eyes of Huote (Simon, 46) .

The last group is a miscellaneous cat,egory, and seven

songs can be found in it (Simon, 46-50) . The only t,hing

these songs share is the singer von Reuental_ speaking in the

first person singular. The significant. topics in this group

incl-ude the SpiegeTraub, which Neidhart ilwill eventually

raise to t,he level of a discordant leitmotif in the

Winter Songs", t.wo crusade song's, and a songi in which

Vrõmuot (joy/cheerfulness), personified, leaves Austria
(Simon, 47) . Simon does not attempt an analysis of the

SpiegeTraub, but he raises the questions scholars have been

wrest.ling with f or decades:

Although t.he poet seems obsessed with Vriderun and her
mirror, he only tells us about Engelmar,s crude t.heft
that it happened but never why or how.... most of our
questions are never answered: Where did this mirror
come from and why was Vriderun selected t,o recei_ve it?
Was it. a present properly befitting only a courtly lady
that the Reuentaler, violat,ing convention, gave to
Vriderun? Is it a symbol of narcissísm by which
Vriderun is attract.ed to her own refl_ect.ion? Or does
this glass of fashion represent. self-recognition or
sel-f-awareness? Neidhart. never answers t.hese
quest,ions. (47 -aB)

It is no wonder the SpiegeTrau.b has been so popular among

schol-ars. The possibilities for j-nterpret.at.ion are endl-ess.

To summarize, the summer song,s, with a few exceptions,

are gienerally Iight,, and the parody of Minnesang is
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entert,aining.t The tone, strucLure, and t,hemes of t.he

r¡/inter songs are very differenL as the fol-l_owj-ng discussion
will- demonst.rate.

The winter song's tend to have more stanzas than t.he

summer songs, and t.he sLanzas themselves are longer t.han

those of the sunìmer songs. The winter songs open with a

$/inter scene which is oft.en described as an absence of
summer: the birds are silent, the trees are bare, and the
flowers have disappeared. whereas the summer songs tended

to take place outdoors, the wint,er drives everyone indoors.
This adds to the dreary setting of winter.

simon arg'ues that the winter songs are quite dissimil_ar
to the summer songs, but t,hey share common element,s with
Minnesang such as st,ruct,ure, imagery, and language.t 'rFor
his Winter Songs, Neidhart. employed the t,raditional
tripartite stanza of minnesong, consisting of pes (Stol_l_en) ,

counterpes (GegenstoTfen), forming the frons (Aufgesang) ,

and t.he cauda (Abgesang),, (Sj_mon, 52) . The simil_arit.íes to

t Ruh, oD the other hand, theorizes that, a direct parody
of Minnesang in t,he summer songs is timited because thereversal in roles el-iminates the service-reward relationshioinherent in traditional Minnesang. ',Die vertauschung deiMinnerelation führt zum Wegfall des Dienst-Lohn-Verhältnisses
und damit einer der wicht.igst.en Bestimmungen hoher Minne. DieMöglichkeit der direkten parodie ist so entscheidend
eingeschränktrr (1-58) . only the scenes in which the mother anddaughter exchange rol-es provide a direct parod.ist.ic
relationship

t compare Ruh who, as noted earlj-er, based. his discussionon t.he premise t.hat both t,he summer and winter sonss shared
common elements with Minnesanq.
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Minnesang in imagery and language are crucial t,o the

creat.ion of a stark contrast. Lo Minnesang in t.erms of

content. r'... [I]n t.he context of describing the actions of
peasant. dandies and in praising a village girl as the

exalted lady l-ove, t,he langruage of minnesong is t.wisted to

create satirical ef fect.s" (Simon, B6) .

The t.hemes of the winter songs are much more numerous

than t.hose of the summer songs--Simon has ident.ified eleven

themes (52-7 B) --and at. first glance they seem to defy

classification. However, Simon believes t.hat it is possible

to identify thematic elements in this apparant hodgepodge of

images:

tll t is my conviction that the diffuse, irregular,
and f ragment.ed appearance of t.he Wint.er Songis, the lack

of t.ransitions and the abrupt changies from one topic t.o

another--traits which scholars have frequently noted

and criticized--are the result of a compositional

technique which works with smaller thematic entit.ies
rather than with each song. as a unif ied stat.ement.. In

other words, certaín definable themes are often put.

together in such a way as to form a discordant and

disj oint.ed song pattern which is apparent,ly the ef f ect

t,hat Neidhart wanted to convey. (Simon, 53)

It is beyond the scope of t.he present invest.igation to
confirm or reject t.he above convíction. However, accuracy

of interpreLation aside, iL is a useful and appropriate
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statement at. thís point in the discussion in that it
prepares us for the wide variety of images which wirl be

encountered in the winter songs.

As mentioned above, the winter song.s open with a

depict.ion of winter. what often fol-l-ows t,his scene is Lhe

singer's lament that he has been devoted to his exalted lady
in song and service, and that she continues to be

indifferent and to spurn his efforts.s Neidhart utirizes
the t.heme of service and unrequit,ed love, the found.at.ion of
conventional Minnesang, and the vocabulary of Minnesang tro

express his suffering, but with this twist: the exal_ted

lady Lo whom he is devot.ed and sings praises is a village
girr. t'Thus Neidhart. transf ers language and imagery of high
minnesong to t.he village mirieu wit,h the resurt that both
real-ms become t.he objects of sat.ire" (Simon, 57) . The

juxt.aposition of t.he singer ridiculing his peasant rival_s

for intruding upon hJ-s relatj-onship wit,h his lady fol_l-owed

by a l-ament of his suffering for love, heightens the

J-ncongruity between conventional Minnesang and Neidhart's
parodistic depict,i-on of the same in a peasant. set.ting.
Simon refers t.o this as a themat.ic dichotomy. (Simon, 59)

Anot.her t,heme which emerges in t.he winter songs is the

singer's appeal to his friends for advice. This can occur

B In the winter songs,
lyric rr J rr and is of t.en t,he
summer songs t.he singer only
person.

Neidhart t.ends to utilize the
subj ect of the songs . In t.he
occasionaly speaks in t,he first
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when the singer has been unsuccessful_ in his attempts t.o

ff wintr his ladies , or when hi-s peasant rivals ínterfere with
his attempt.s aL Minne duty. This theme is not, original Lo

Neidhart; it also appears in songs of earlj-er Minnesänger;

However, Neidhart exploits this theme just as he has the one

previously mentioned: in one song (WL B) tfre singer asks

his friends how he can win hisrrlady", while in fact he is
act.ively attempting to entice a protest.ing peasanL girl.
His attempts prove to be successful.

Of course the question of who these friends are has

been asked. Simon, like most critics, believes that more

than likely the friends were Neidhart's listeners, t.hat is,
the courtly audience.

In WL B the singer successfully seduces the peasant

girl,. however, t.his ís not the norm for the winter songs.

rn most cases, hê loses the girl to his peasant rivars, who

are noL portrayed in an appealing ]ight. This is another

common t.heme of the winter songs. Al-t.hough the peasant boys

are clothed in knightly at.tire, it is clear that t.hey are

imposters: they are clumsy with the 'rladies", the peasant

girls, and commit crude acts against them.

simon has identified t.hree other themes closely rel-at,ed

to this one. when the rival-s successfulry interfere with
the knighL's attempts at Minne duty, the singer retal-iates
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by insurting them and threatens to do physical harm to them,

a threat he never fu1fills.e
The second relat.ed theme is the singer's ridicul-e of

t.he peasanL boors in their knightly at.tire. He t.akes

tremendous preasure in disparaging their unsuccessful

ef f orts at emulat.ing the dress of t,he court.Iy class.
The third theme in t.his group is the description of the

peasant, dances: floL only have Lhe peasant swains faired at
imitating the dress of the courL, t.heir clumsy display on

t.he dance f l-oor further heightens their boorishness. These

scenes , of course, are all described from the singer, s

perspective. They are arso distinct from the d.ance scenes

in the summer songis in which t,he peasant girls, and at. times

the knight von Reuent,al, dance 1ight,Iy on t.he meadow. In
the wint,er songs, the dancing takes place ind.oors and the
peasant boys part.icipat,e with the girls.

A ninth theme in the winter songs is the singer, s

inclination to call the peasants by name. simon notes t.hat

Neidhart utilizes l2s names in the winter songfs, names of
both men and women (69) . This st.ands in sharp contrast to
convent.ional Minnesang which never reveals t.he name of the
exalted lady or the lyric rtltr.

' NeidharL's physical drubbing of his peasant rival-slater becomes one of the t.hemes in Heinrích T¡'IitÈenweiler' s DerRing, a mock-epic satirical poem writ,ten in the first decadeof the 1-5t.h century.
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The singer ut.ilizes this same technigue of naming tro

comprise the tent.h theme, that of place names--he employs 17

dj-fferent place names in t.he winter songs (7L) . Some

critics have attempted to l-ocate these places on maps, and

some have sought. to reconsLruct Neidhart,s travels based on

these names. Simon, however, postulates that the place

names are just substit,utes for Riuwental-, the vale of Grief :

rn my víew, the seventeen Austrian place names funct.ion

collectively as a substit.ute for Reuental and can

t.herefore be considered the equivalent of t.he Riuwentar

theme. Neidhart probably picked up the names of t.hese

haml-ets and brooks during his travels wit.h Duke

Frederick and courd no doubt counL on his viennese

audience to be familiar with these as places of
profound rusticity. (Zr)

The el-eventh theme of the winter songs can be found in
verses t,hat appear to have been att.ached to the songs but
are unrel-ated to the general content. rn t.hese verses the
singer reveals aspects of his personal sit.uation to the

audience, aspects which usually have to do wit,h his poor

financial- and emotional circumstances, and appeals to the
listeners for support and. assistance.

The t.hemes mentioned above constit.ute t.he winter songs,

most of which revolve around t.he singer, s usually
unsuccessful- att,empts at winning a "Iady" and his
disparaging portrayal of hÍs peasant rivals. The above
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discussion provides an overview of t.he content and st.ructure
of the winter Songis; however, two more issues must be

briefly considered in t.his overview of Neidhart,s corÐus.

They are t.he spurious verses and the countersL.anzas

(Trutzstrophen) .

Many verses have made their way into t.he corpus which

were penned by Neidhart imitat.ors, the rrNeidhartianer,'.

This thesis ís not concerned with the authenticit,y of arl
t,he verses in t.he Neidhart oeuvre, âs the 'rNeidharLianer"
strove to be as faithrul- t.o t.he spirit of the original as

possible. The Trutzstrophen, however, rec¡uire some

explanation.

The origin of t.hese counterstanzas has been the subject
of much discussion. They are found almost exclusively in
t.he winter songs in which the singer usually is insult.ing a

peasanL. The Trutzstrophen are att.ached to t,he end of the

song and are written from t,he peasant,s perspective, who

responds in kind to the singer's allegations. 'rln the

majority of t.he songs involved, t.he poet at.tacks or makes

fun of a certain peasant., and eit,her the peasant or some

associat,e of his replies in kind., usually raisj-ng the threat
by several fact.ors" (79) . Since ít is the peasants

responding t,o the singer, critics originalry believed these

phrases were created by t.hem. There is st.ill no agreement

on t.he origins of these Trutzstrophen, alt,hough some critics
bel-ieve t.hey are too sophisticated t,o have been created bv
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peasant fork, especially if one accepts that Neidhart played

for a courtly audience. rn any case, careful studies done

by Haupt and Wiessner indicat,e that most. of t.he

countersLanzas could not, have been penned by Neidhart.

simon, on Lhe other hand, suggest.s that Neidhart. courd be

the writer of some of the Trutzstrophen: "stilI, Lhere are

some st.anzas which, âs far as diction and. metrics are

concerned, could have been composed by Neidhart..."(82¡. He

al-so confirms t,hat Neidhart, would not have been set.ting a

precedent by doing so.'o rf one agrees that. Neid.hart was

the originator of some of the Trutzstrophen, then j-t would

fo1low t,hat the ttNeidharLianertt courd have followed his
example and composed the others.

The above discussion has provided an overview of t.he

Neidhart oeuvre. An understanding of this larger context is
essenLiar when examining individuar songs within the corpus.

This holds part.icularly true for the spiegeTraub, since the
poet weaves it as a teitmot,if into the wint.er songs. The

next chapter will focus on SL 22, the song in which the

spiegelraub occurs, and other scenes in which objects are

taken from girls, in order to determine whether or not

parallers can be drawn bet.ween such incidents and t.he

SpiegeTraub.

10 'rcountersLanzas simirar to Neidhart,,s have come downto us in the song repertoj-res of der von Kürenberq andFriedrich der Knecht," (Simon,83) .
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CHAPTER 2

THE SPTEGELRAUB

The mirror is a powerful motif and symbol in t,he song-s

of NeidharL and the Pseudo-Neidhart. The scene in which it
is f irst int,roduced, SL 22, is of ten referred t.o as the

spiegeTraub, and the mirror itself as Friderun,s mirror. rn

this scene, the singing knight. laments the theft. of
Friderun's mirror by the peasant, Engelmar. Rorf Muel_ter

observes:

. . . ITI here has always been some vaguely sensed feering
that the episode of Friderun's mirror is crucial to the
entire corpus. A link between the summer and winter
songs (it is ment.ioned sixteen t,imes in the lat.ter),
the episode deserves closer at.tention.l

This SpiegeJrau.b díscussion will- begin wlth a brief
description and investigat,ion of the song. A discussion of
spiegeTrau-b references which surface in ot.her songs will_ be

reserved for the next. chapter. The songs in manuscript R in
wiessner/pischer's Die Lieder Neidharts will be utilized for

t Rolf R. Muel-Ier, "ofr t,he Medieval sat.íric Fi-ct.ions ofNeidhart and wit.tenwiler: Fool-s for their Theme, let satirebe t.heir Song, " in: Windor Conne1l, êd., in hohem orise. AFestschrift in Honor of Ernst s. Dick, Göppinger arbèiten zurGermanistik, 480 (Göppingen, 1989) 300.
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t,his and all f ollowing discussions. (See Appendix B f or
SommerTied 22 with English t.ransl_ation. )

SL 22 begins with the characteristic int,roductory

verses describing t.he passing of wínter and the coming of
spring. It is the t,radit.ional -A/atureingang of Minnesang.

The t.rees yearn t,o clot,he t.hemselves wiLh l_eaves, and the

nightingales begin to sing, happy t.hat the month of May has

arrived again. The winter was very long this year, but now

t.he meadows are covered with flowers, and the singer stat.es

that, he has sent. Friderun, a peasant girI, a beaut.iful
wreath. The gift indicates that Friderun is the sinser,s
chosen girl.

rn verses three and four, he instructs t.he young women

to sing new songs and t.ake part in the coming of spring. He

promises that. nearly all sorrows of the heart wil_l

di-ssipat.e; the girls should do as he ad.vises and dress for
the occasion. ft is time to celebrat.e,. wir sul_nz ûf dem

anger wo7 wikîsen: "Iet us dance in the meadows" (26,L) .,

rn the middle of the fourth verse, Lhe carefree t.one of
the song suddenly changes as the singer switches Lo t.he pasc

2 when referring to an entire song:, the song numbers used.in the standard editions since t,he 19t.h cent,ury wirr be used.
Part.s of songs are referred to by sLanza and l-ine number, a
method of identif ication also developed by i-9th cent,ury
editors like Moritz Haupt and Karl Lachmann for editj-ons or
Middl-e High German song t,exts. such enumeration, found j-n t.he
margin of the text. edj-tions, progresses through the text
independent of t,he song number and refers to the piovenance of
t.he mat.erial- in t,he manuscripts on which the text is based.
Thus "(26,1)" refers to line L of sLanza 26 in MS.R.
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tense and recall-s a similar time when Friderun skipped like
a dol-l- among the ot.hers. on the other side of the group,

Engelmar secret,ly watched.

The singer continues his recolrection as t.he song moves

int,o verse f ive. He describes how t.he dancers began t.o

choose their partners; the knight was t,o sing the dance song.

for t.hem. However, he was unabl_e to sing, and t.his .at a

t.j-me when the summer fills everyone,s hearL with joy', I gegen

der zît sô diu sumerwünne manegem herzen vreude gît (26,r2-
14\

rn verse six, the singer suddenly slips back into the
present. t.ense and reveals why, at times, he is unabl-e tro

heed t,he peasant,s' requests f or his songs: he has

responsibilities at. his estate which keep him busy many

mornings. nu heizent sî mich singen; / ich muoz ein hûs

besorgen, / daz mich sanges wend.et manegen morgen (26,15-

A7). Thus, he cannot attend and sing at some dances. At

first glance, t.his confusion of t.enses appears to signal the

singer's dist.ress and confusion. 'Das Durcheinander der

zeít- und Bezugsebenen ist. . .raffiniert unaufd.ringliche

Darstellung der verwirrung des sángers. . . "3 A scene in t.he

present. reminds him of a simil-ar one in the past. He

utj-l-izes the past t.ense to recall- certain events only to
switch back to the present when he speaks of the

' ulrich Gaier,
wi7er, Brant und zur
Niemeyer Verlag, L967)

Satire: Studien zu Neidhart, l^Iitten-
satirischen Schreibart (Tübingen: Max
26-27 .

3r_



circumst,ances, that is his estate, which hind.ered., and

cont.inue t.o hinder, him from singing . t¡fie soL ich gebâren?

'rWhat shall I do? " the singer asks (26 ,]-B) . There is a

perceived conflict. He shourd be singing, but sometimes he

cannot.

The cause of his distress and confusion, however,

remains unclear t.o the reader until- the singer l_ament.s t.hat

he continues to be outraged that. Engelmar t.ore Friderun, s

mirror from her side z mirst an EngeLmâren ungemach, daz er
Vriderûnen ir spiegeT von der sîten brach (26,L9-22) .

f n verses seven and eight, t.he singer observes t.hat

Eng'elmar's father would have spared Friderun. Engelmar

himself does not. know the meaning of moderat,ion. He and

anot.her peasant have wronged her, but she has a friend. who

will not let t.his incident go unnoticed forever, and, for
this reason, Engelmar wants to drive Friderun away.

This informat,ion is fol-lowed by a short description of
Engelmar. He is portrayed as a buck among the youngi women

and is considered t.he lead dancer. His strengt.h ries ín t.he

round dance, and he finds favour among the girls.
Verse nine begins with the curious comment that, in

jest,, Engelmar took a\^ray Friderun,s doll cradle. "This we

courd have weathered but not the beautiful ivory-framed

mirror which he vj-olently snatched from her., Der het ir
genomen / in schimphe ein tockenwiegel / daz hiet wir
verkTagt, niewan den spiegeT / / den sîn hant / ir nam
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gewaJticTîche; (t24,:-7-24). The singer has lost. his
happiness because of this.

The song in manuscripL R ends with a more detailed
description of t.he mirror, s intricat,e f eatures. f t had a

beautiful braided cord t.hat was imported from spain, and the
ends of the cord were animars fashioned out of red gotd.

The singer closes by stating that never has he suffered so.

nie geschach sô l-eide mir (L25 ,32) .

SL 22 ís unique among the summer songs. Kurt Ruh

excl-uded it. from his discussion in Neid.harts Lieder. Eine

Beschreibung des Ty¡sus because he viewed it as an except.ion

to t.he patt,ern of the summer songs (Ruh,i_53) . In many of
t.he summer songs, it is the peasant girls who give chase to
the singing knight, whereas in this song Friderun is not

only the object of the knight,s desire, but also of
Engelmar's. This is also t,he only summer song in which a

peasant boy appears as a rival to the singer. rs this why

the t.heft of the mirror appears to have caused the singer
such anguish? rs t.he singer distraught because for the

first. time he has lost his víI1age girl Lo a virlage boy?

Does the violent nature of t.his act, heighten his distress?4
rt. is t.empting to speculat.e along the l-ines indicated by the
above questions.

o In medieval literat.ure, the mirror
virginity. See Herbert Grabes, I6t-A62.
The forceful way in which Engelmar stole
Friderun coul-d, Lherefore, symbol-i-ze t.he
.'.ì -^-i -.i r..v¿!YlrfJLy.

could symbolrze

t.he mirror f rom
taking of her
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As mentioned above , sL 22 is unigue among the sunìmer

songis, and it serves not just as a link between the summer

and winter songs, but almost, as an int.roduction to t.he

winter songs. rt is one of t.he f ew summer songs in which

t.he singer uses the lyric 'rtr. The rores of traditional-
Minnesanq which are reversed in the summer songs--girI
pursues knight. in t.he latter- - , appear to be restored in ,s-L

22. The singer admits to having sent Friderun a wreath,

thereby acknowl-edging that, she is his girl. she is also ín
possession of a va]uable, artfully handcrafted mirror,
something more befitting a courtly lady than a peasanL

girl . s This is a t.heme developed. ful1y in the wint.er

songs: t.he peasants clothe t,hemsel-ves in courtly attire and

handle objects which are normally associated with court.ly
society.

As not,ed earrier, t.he f irsL indication of t.he sing'er, s

uneasiness regarding Engelmar is revealed in verse four when

he describes the lurking figure of his peasant rival_

secret.ly gazing at. Friderun. of all- the girrs dancing in
the meadow, it ís Friderun, the girl that has found favour

with the singing knight, who has caught Engelmar, s

s rt has been suggest.ed by some critics that Friderun, smirror had been a gift from t,he singing knight, âs it is
beautiful and val-uable, and mirrors were considered a stat.us
symbol of court.ly societ,y. How erse could Friderun have such
a val-uable object in her possession íf not, as a gift, from t.heknight? However, t,he singer never reveals that he has given
Friderun the mirror as a gift and to suggest t,hat he did so ispure speculation.
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att.ention. The peasant, rj-val- is another common t.heme that
is expanded upon in t.he winter songs. As pet.ra Gitoy-Hirtz
notes, in t.he wint.er songs, and. ín sL 22, t.he peasant rivals
play the rol-e of Huote. rn t.he summer songs this rol_e is
played by either the mother or her daughter--t.he scenes in
which one tries to prevent t.he other from att.ending the
dance or sneaking away to see the knight, from Reuentel--,
and in each case t,he peasants are very successful in their
rol-e as Huote.6 Engelmar t,akes advantage of the knight, s

absence and claims his t.erritory by stealj_ng the mirror from

Friderun's side. rt. seems natural- that the knight appears

distressed that his lady has been taken from him by a

peasant rival, and his response is to mock Engelmar,s

boorish behaviour: sîner basen bruoder / hiet sis woL

erl-âzen. / er kan sich deheiner dingen mâzen;,/ er ist ein
toerscher Beier (]-23,1--L24,4) . His ridicule of Engelmar

cont.inues as he st.ates that Engermar, s gewaTt lies in t.he

round dance and is popular amongl t.he girIs. sîn gewal_t d.er

is an dem reien under den kinden manicvaLt (L2+,].4-:.6).

Gewal-t is an at.tribut.e normalry used for a knight, and it
commonly referred to his st.rength and skill in t.he martial
arts. rn this scene the singer uses the word in mockery.

This is a typical reaction of t.he knight. in the winter

t Petra . GíIoy-Hirtz , Deformation d.es Iulinnesangs.VlandeTTiterarischer Kommunikation und geseTTschaftJicher
FunktionsverLust in Neidharts Lied.ern (Heidãtnerg : Carl- I¡,IinterUniversiLatsverlag, L9g2) ¿0.
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songs; he verbal-ly att.acks and mocks the peasant rivals but

rarely does he follow t,hrough physcially with any t.hreats he

makes.

The spiegeTrau-b is not the only occurence in Neidhart, s

oeuvre in which an object is snatched from a peasant. girl.
There are five other such incidences in the winter songs.

Does the significance of this scene l-ie in the act of takinq
an objecL, or is it t,he type of object seized that is
important? It is obviously pert.inent to t.he present

discussion to examine briefly the songs in which ot.her

theft.s occur and t.o observe how t.hey compare t,o the

Spiegelraub.

fn WL 9, the knight is the pursuer and takes a stylus
f rom his lady, who is not ment.ioned by name. She f eel-s

insulted and art,icurat.es her displ-easure. However, he feel_s

justified in taking it by st.at.ing that, he d.ares to go after
what he want,s.7 In this song, then, it is the singer who

takes an object. from his lady and t,hat is excusable even if
it is against the lady, s wil-l.

In f^IL L0, a peasant boor grabs a ball from t,he

singer's r'Iadyt'. Throughout t,he song the singer has been

insul-ting the village boys and specifically t.he boy who

7 Nieman sor an vrouwen sich vergâ.hen. / d.es wart ich wol-inne: mirst die mîne gram. / aer getrat ich reid.er aLsô nâ.hen,
/ daz ich ûz ir hende ein gTesîn grüffel narn / / ,wâ
gesâhet ir ie wîp die man aLsô gephenden? / jâ getrûwe ichzsust nâch mînem wi77en woL voTenden.t, / nâch den grüffeLîne
muose ich senden. (48, 8-1J; 48,26-28)
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takes the bal]. The act gives t.he knight addit.ional fuel_ to
vilify the peasant. boy. er zuhte ir einen baL. / erst ein
toerscher feie (50,29-30) . The situation described in t.his

song is similar to t.he SpiegeTraub--peasant boy steals
object from singier's "Iady" and is rídiculed--but. the acr

itsel-f does not affect, the singer emotionally as the

SpiegeTrau,b did.

The t.heft of a ring is compared with the theft. of
Friderun's mirror in WL l-8. The knight complains that.

boorísh peasants are treating him unfairly and court.ing his
lady; and before he describes the theft of the ring, he

reminds the audj-ence of what happened. to Frid.erun by asking:
nrHow did Friderun lose her mirror?tt He then reports t,hat

his lady lost her ring in the same manner: it was taken from

her against her wil-l .8

The similarities between the t.heft of the mirror and

the thef t of the ring do not, end here. ,fust as ín SL 22 ,

the singer is angry at and mocks his peasant rivar, although

his insults in this song' are more pronounced t.han in sL 22.

In WL tB the rival takes advantage of an opportunit,y as

Engelmar did in SL 22: wê mir sîn, / da er sî sô rehte dar

zuo vant (60,34-35) ! He follows this comment with anot.her

that shares common el_ements with a verse ín SL 222 iâ.

8 GîseJ-breht / unde ein toerscher ganze, l¡faJ-berû.n, / tuot
mir zaLLen zîten ungereht. / wie verLôs ir spieger vriderûn?
/ Arsô v7ôs mîn vrouwe ir vingerîd.e. / dô sî den krumben reien
û.f den anger trat, / dô wart es ir ab ir hant, seht,, âne ir
danc genonmen ! (60, 24-30)
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verkTagte ich wo7 daz vingerTîn, / het er ir verJ-enket njht
die hant: rrI would have been abte to get over t,he t.hef t of
the ring, had he not sprained her hand when he st,ol_e it'r
(60,36-37) . On the one hand, he likens t.he theft of t.he

ring to that of the mirror, and in the same breath he

dismisses the seriousness of the act. by remarking that he

coul-d have endured it. had t,he peasant, rivar not sprained the
rrlady'srt hand in the process.

One can draw paraIleIs between this comment and another

curious comment the singer makes in sL 22: Der [EngeLmar]

het ir genomen / in schimphe ein tockenwiegeT. / daz hiet
wir verkTagt, niewan den spiegeT: "In jest, he took away her

dol-I cradle. This we could have tolerated, but not the

mirror" (t24,]-7-]-9) . By comparing one evil act to anot,her,

t.he singer creat.es a scene in which the l-atter appears more

immoral- than the f ormer. rn sL 22 he compares t.he thef t. of
the mirror with t.he dort cradle, and concl-udes that. taking
the mirror is worse than stealing t.he cradle. As a resul-t

of the theft, his happiness has left him and never has he

suffered so. rn wL lB he first likens the theft of a ring
t,o the SpiegeTraub, but then he concludes t.hat. he could

have, in fact., endured the t.heft. of the ring if the peasant

boor had not sprained his "lady,str hand. If he coul_d have

endured t.his act, which he admit.s is as bad as the

spiegeTraub, does it fol-low Lhat he could have also endured

t,he spiegeTraub under some circumst.ances? The sinqer takes
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t.his one step furt.her and compares the peasant. boors wit.h

Engelmar. They are aggravating him as Engelmar did once.

The spiegelrau.b diminishes in emot,ional significance when

juxataposed with Lhese comparisons.

A similar comparison is made in WL 24. The singer
complains about his peasant. rivals and their cont.inual_

int,erference wit.h his attempts at Minne duty, and. he mocks

t.heir boorish efforts at masquarading as knights. Next., he

describes a scene in which two peasants, Hildebolt and

Willeger, offend the singer even more than Engelmar did.
Hil-dbolt gave der guotent the singer,s girl, a piece of
ginger which ü'Iilleiger snatched away from her.e

As was il-lustrated ín the discussion of WL :-.g, Lhe

fervent. nature of the spiegeTraub is reduced beside these

comparisons. The theft, of the ring is comparable to the

theft. of the mirror, but. now the audience is presented with
a theft that, is even worse than the Spiegelraub.

A similar comparison is made in V,IL 27 in which a

peasant oaf, Lanze, puIled a girl's head scarf from her and

al-so took her floral wreath . Lanze der beswaeret ein vil_

stoLzez magedîn. / eine kJ-eine rîsen guot / zarte er ab ir
houbet, / dar zuo einen bl-uomenhuot: / wer het im daz

erToubet (8a,2-6)? Once more the singer uses t,he

e EngeTmâr getet mir nie sô Leide an Vriderûne, / sam die
zwêne tuont. ich nîde ir pheTTerîne phosen, / die si tragent;
dâ 7ît inne ein wurze, heizet ingwer. / aer gab HiJd.eboll derguoten eine bî den tanze; die gezuhte ir WiJTegêr. (74,j_5-19)
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condit.ional- to qualify this act: Had Lanze not pulled. t,he

scarf from her head, she would have been able to get over

the theft, of her wreath. hiete er ir gebende / ungezerret

7âzen, / daz kränzeL hiete ouch sî verkorn (81,11_- j_3) . Then

he makes the rink to Engermar and the spiegeJraub. Lanze is
worse than Englemar who violent.ly stole the mirror from

Friderun. er is ungevüeger danne wîl-en EngeJmâr, / der

gewaTticlîchen nam / den spiegeT vriderûne (Ba,r4-i-6) . The

only difference bet,ween the course of events in t.his song

and the precedingi one is t.hat the girl whose scarf and

wreat,h were st,olen is not the singer,s lady. What remaj_ns

common bet,ween the two is that the peasant.s who committed

these acts are even more boorish and immoral than Engelmar.

This is the third song in which the significance of the

spiegeTraub has been Lhrown into question. I¡'Ias it or was it
noL a pivot.al and emotional_ event in the singer, s l_if e? An

observation by Eckehard simon about, the spiegeTraub seems

very fitting here:

As is frequently the case with Neidhart, s more extreme

asserLíons, it is difficult to determine whet.her we are

to take t,he poet, at his word or whether we are expected

to laugh with him at. an event of minor significance
which is exaglgerated out of all proport.íons . (64)

One important. quest,ion still remains t.o be answered,

namely: Why did the poet choose t,he mirror, which is so

rich in symbolic meaning in medieval literat,ure, t.o build
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his l-eitmot.if? How did Neidhart, and the pseudo-Neidharc.

poets want the mirror imagery to work? Is it the act, Lhe

object, or both t.hat is of significance? The above

discussion has demonstrated that t,he SpiegeTrau.b set a

precedent by which similar acts could be judged, but. it has

not shed light on the significance of the mirror itself.
The next chapter will focus on the other SpiegeTraub

ref erences, ín the hope that. this wil_l_ provide a new

perspective on t,his problem.
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CHAPTER 3

THE MIRROR AND THE SPTEGELRAUB AS LEITMOTIF

The preceding chapter examined Lhe SpiegeTraub within

the context of SL 22. This chapt,er will explore t.he mirror

and the t.hef t of the mirror in a broader cont,ext. Af t.er its

int.roduction in SL 22, reference t,o a mirror, Friderun's

mirror, or the act committed by Engelmar, is made twice in

Lhe summer songs (SL 27 and 28) and 17 times in t.he winter

songis, according to MS.R. This discussion will include not.

only specj-fic references made t,o t.he scene ín SL 22 but will

also consider the general- uses of mirror imagery ín

Neidhart' s song-s .

The singer refers to the mirror or SL 22 in a variety

of ways which can, and will-, be grouped and examined

according Lo theme: 1) peasant boors are compared to

Engielmar and his "dirLy" deed; 2) the thef t. of the mírror

marks the start of great unhappiness; 3) mirrors and

sit,uat.ions are compared to Friderun's mirror; and 4) the

singer uses mirror imagery which is not finked t,o the scene

in SL 22. The chapter will conclude with a synt.hesis of t,he

four t.hemes and how the seemingly disparate parts work

LogeLher to create a cohesive whole.

By far the most common reference Lo SL 22 is ín the

comparison of peasant oafs t.o Engelmar. That all- of these
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scenes take place in the winter songs makes sense, âs it. is
onl-y here t.hat the peasants, other than ín SL 22, appear as

the singer's rivals. These scenes folIow a formul-a: The

singer complains about his l-ack of success with his "lady"--
a peasant girl--because oafs are always interfering just as

Engelmar did once; or the singer comments that t.hese oafs

are as bad as or worse than Engelmar. In WL 12 he complains

about the boors because of their conti-nual- interference in
his at.t.empts to win a lady, and he t.hen remarks t.hat

Engelmar annoyed him once; he wishes that someone woul-d take

him to a place where he coul-d be safe from the peasants,

cocky threats. wî7en müet mich EngeLmâ.r. / owê, der mich

braehte, / da ich genaese vor ir üppicl-îcher dreu (53,26-

¿ó, .

A similar sj-t,uation occurs in WL L8, the scene in which

a ring is stol-en from a t'Iady". The singer complains about

the peasants in general and how they t.hink they are so

clever. Again he wishes t.hem away and remarks that Engelmar

tormented him once. A7l-e drî / dünkent sich die dörper wîse

gar. / herre got, nu schaffe mich ir vrî! / hi bevor dô nüet

mich EngeTmâ.r (61-,4-7) .

WL 26 is another song which adheres to this formul_a--

peasants int.erfer, singer is angry and recalls Engelmar. In

ít, t.he singer complains t.hat two peasants are responsible

for his lady's rejection of his att.empts aL Minne dut.y. One

in particular, Madelwig, causes him st.ress and is a ilsmart
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alecrr, and the singer announces thaL he has reason to be

angry at Mandelwig. Then he suddenly swit.ches attention
a\Áiay from Mandelwig and asks if anyone has seen t.he one who

Look Friderun's mirror? He fEngelmar] does not, care about

his conduct although the singer has been ashamed for
Eng'lemar's behaviour.l Immediately aft,er this the singer

plunges into the next, scene and describes an oaf who is
making advances towards the singer's lady.

In the above songs, Lhe singer has made only indirect
comparisons to Engelmar and/or t.he SpiegeTraub scene.

However, in these short one or two rine implied comparisons,

he evokes in t.he audience/reader, a wealth of associat.ions.

One recalls not. only Engelmar and his violent acL, but. al_so

the carefree days of spring, which now stand in stark
cont.rast, t.o t.he winter scenes, and Friderun, who danced like
a doll- \nrith t,he ot.hers. The audience/reader arso recall-s

t,he singer's confusion and anger. However, these indirect
comparisons are also a source of confusion for the read.er.

should the audience/reader accept t.he emotion and distress
ín these scenes as equal t.o that experienced by the singer

of the Spiegelraub, or does the l-atter scene become the

object of parody?

' rch hân ungemach von MadeTwîge. / sîner ungenâden Jîde
ich mêre danne vi7. / sîner ungevúege ich viJ- verswîge, /diech den l-iuten nimmer halbe ze ôren bringen wil_. / ich bin
im von schuTden gram. / erst ze snabeJ-raeze. / sach ab iemen
den, der Vrdierûn ir spiegeT nam? / den ge7îch ist aLl_ez sîn
geTaeze. / ze mangen stunden ich nich sines ungeTimphes scham.(26, 79,29-37)
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In t.he following references, Lhe singer makes a direct
link between the boors in the winter songs and Engelmar in
SL 22. These comparisons result in a perceived

trivializat,ion of the enLire incident.

WL 3I is one long complaint about peasants who possess

varying degrees of st.upidity. One is not, necessarily worse

t,han t.he other, and so it. is noL clear why the singer

compares one to Engelmar specifically. In fact, t.he singer

\Á¡arns the other peasanLs to beware of the large, strong

felIow named Bear. "Do you see t.he one who stol-e Friderun,s

mirror? This one acts the same. He belongs t.o those who

would like t.o see me leave this place. "2 Perhaps the

singer has great.er fear of this peasant. because of his size

and power. It has been demonstrated in an earlier chapter

that t.he singer t,hreatens the peasants but never foll_ows

t.hrough. A more Iikely explanation is that the singer

simply wishes t.o hold this big, clumsy rrBearrr up Lo

ridicule.

There is a second example of int.ertext.uality in this
song when the singer refers to the oaf who was beaten

because of a piece of ginger (WL 24). Neidhart. is fond of

'Dâ ir bî ein ander sît, / twøe geteTinge, / dâ sul_t ir
iuch hueten woL vor enem toerschen knehte. / der gêt alrest
hiwer her vür / und ist geheizen Ber. / der ist fanc und
ahseTwît, / gîtic übel-er dinge / unde wünscht, d.az er kom, da
er im genuoc gevehte. / er kumt kûne in zer tür. / phî, wer
brâhte in her? / erst noch tumber, dane die uns in den anger
sprungen. / sânt ir den, der Vriderûn ir spiegel- nam? / jener
der gebârt aLsam. / erst ir einer, der mich hât von Tieber
stat verdrungen. (90,34-9I,2:..) '

45



utilizing vocabulary, imagery, and scenes which have alread.y

appeared in his songs, âs well- as in the t.hose of

Minnesänger.

In WL t4 the singer describes a train of peasants

masquerading as knight.s and how their behaviour is
incongruous wit.h their dress. He mocks them and remarks

t,hat they are dumber t.han the one who stol_e Friderun, s

mj-rror. 'rNow they are the ones who resent. my happiness and.

keep the woman for whom my heart longs away from me.il3

One song, WL 24, in which two boors are involved in t.he

incident where ginger is stol-en from "the good oneil, was

already discussed in the previous chapter. There t.he

peasants are considered even worse Lhan Engelmar. EngeLmâr

getet mir nie sô Teide an Vriderû.ne, / san die zwêne tuont
(74,15-16). A smiliar comparison ís found in WL 20. The

singer is angry at some peasant boys who are continually
interfering and are happy atr t.he knight,s mj_stortune. The

singer remarks: 'tOne of them has depressed me as you never

did, Master Engelmar.rt under disen vieren hât nir einer
mînen muot beswaeret, / daz er nie sô trüebe wart von iu,
her EngeTmâ.r (65,2-6) .

' sj welTent sîn / tumber, danne d_er uns Vriderûn ir
spiegeT nam. / des gewaTtes was uns hie zerunnen. / nu sint ezjene, / die mir vröude enbunnen / und mir d.ie guoten verrent,
nâch der ich mîn herze sene. (56,2-7)
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In WL 30, the singer, afLer a long life of unrewarded

service, decides to serve God instead of his Iady.a He is
saddened to be growíng old when someone request.s a song from

days gone by, from the time when the singer sang of peasants

in the Tullner area. Immediately, the singer launches into
a song' about an oaf who is dumber t.han t.he one who stole
Friderun's mirror. erst noch toerscher, danne der uns

Vriderûn ir spiegel nam (88,27) . Anot.her peasant., even

cruder than Engelmar, is the one who snatched t.he head scarf

from a village girl's head in WL 27. er is ungevüeger,

danne wîl-en EngTemâr, / der gewaTticJ-îchen naÍì / den spiegel

Vriderûne (81 , L4- l-6 ) .

The last reference in this category is subject to a

slight.ly different. presentation. It is one of t.he few

occurences in which t.he singer displays such btatant

sarcasm. In t.his song, WL 33, the singer describes a scene

in which an oaf steps on the skirt. of therrladytt he is
t.rying to impress. The oaf acts like a fool and forever

whispers in t.he rrlady'srr eart which annoys the singer. The

singer, of course, regards the oaf and his crony as tot.al

idiots and remarks that. in all- of Germany there can,t be

anyone who knows how to treat. women bett.er. Even Engelmar

n This is not. t.he only t.ime this t,hought. is expressed in
Neidhart's songis. A simil-ar declaration is made in WL 34. It
is also a t.heme common t.o Minnesang. Minnesängrer who have
utilized this motif include Friedrich von Hausen, Heinrich von
Morungen, Oswald von Wolkenst,ein, and Carl- von Kraus. See
Edmund Wiessner, KoÍtmentar zu Neidharts Liedern (Leipzig:
S . Hirzel- Verlag, 1,954) 21,L.
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did not do this wel-I with Friderun. The singer ends by

commenting: t'Woul-d t,hat he ltne oaf] might rat.her t.ear her

skirt. t.han whisper sweeL nothings in her earlrtt If there

was any doubt. as to how the singer wanted the audience to

understand t.hese comparisons, t,his reference makes iL clear.
Engelmar and the brutal act he committed, like everything

el-se, is fair game to be mocked and parodied.

Engelmar, like the SpiegeTraub, is woven as a l_eitmot.if

into the other song's because his name sparks a series of

associations in the audience's mind; but he is not

necessarily any more or l-ess evil- than the ot.her peasant

boys. In fact, Helmut Birkhan believes that t.he oafs are

interchangeable :

Die FüIle der Dörpernamen bedeutet nicht
Individual-isierung des Dörpers im realistischen Sinn,

sondern im Gegenteil Massenhaftigkeit und wie die schon

bei Neidhart. oft gestiftet.en, bei seinen Nachahmern

noch weiter getriebenen Verwandtschaftsverhältnisse

nahelegen, eine gewisse Austauschbarkeít. Ein dörper

ist wie der andere, sie sind ja auch aIle miteinander

verwandt. .6

s jâ waen inder zwêne knaben / in al-l-en diutschen rîchen
/ bezzer ez mit wîben haben / niht gein einer griuze. /
EngeJmâr gewan ez niht sô guot mit Vriderûne, / aLs ez doch
der einer hât. / jener dürke7 ir di wât, / ê aaz er dâ gerûne!
(98,32-39)

6 He1mut Birkhan, Zur Datierung, Deutung und Gl-iederung
einiger Lieder Neidharts von ReuentaT (Wien: ÖsLerreichischè
Akademie der WissenschafL, L97L) 1-0-11-.
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Several references are made in the winter songs which

equate the loss of happiness with the theft, of Friderun, s

mirror. A common theme here is t.hat the singer,s life-long
unrewarded aLLempts at Minne-service leave hím feeling
depressed, and he cites the theft, of Friderun, s mirror as

t.he start of al-I this unhappiness. In WL 23 three peasant.

boys are pursuing the singer's girI, and the singer is not

happy abouL t.his. In fact., he has not been happy si_nce

Engelmar st,ole Friderun's mirror, and blames Engelmar for
all his misforLune. The singer goes on to say that so much

injust.ice has occurred since this incident as has not

occurred in a hundred years. He then remarks that Friderun

ïr.ever complet,ely recovered f rom t,his incident, and he wishes

t.hat, t.he hand which tore the mirror may be Iamed.7 The

sent.iment.s expressed in this songl are consistent. with those

in SL 22. The singer conf irms t.hat the Spiegelrau.b was a

pivotal event, and that he specifically, and society
generally, have experienced only misfortune since that time.

A similar sit,uation occurs in WL 25. Throughout thís
song:, t.he singer whines about his unsuccessful_ attempts to

win hj-s lady's af fect.ions because the interf erence of his

peasant ri-vaIs prevent.s him from even getting near his lady.

' von iuwern schul-den hân ich disiu 7eit, her Engel_mâr.
/ S¡t von iuwern handen Vriderûn den spiegel v7ôs, / so ist
unbiTdes viJ- geschehen, des genuoge müezen jehen, / dazs in
hundert jâren nie sô viJ- dâ vor geschach. / neiaiu J-aster unde
schaden sî doch nie verkôs / noch verkiesen niht enwi7. ('70,37-
40, 7t,L-3)
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He further complains about having missed his opportunity for
happiness and wonders if he will- ever be able to find good

fortune again. Then he observes that Engelmar started all
of this with dear Friderun when he took her mirror, ,,to

which that l-out, was not entitledrt. an der J-ieben Vriderunen

huop ez EngeTmar, / der ir spiegeT nam, / des im gouche niht
gezan. / des ist unvergezzent ich getuo ir einem sînes /
herzen küneginne alsam (78,7-g). It appears that Engelmar

set a precedent for other peasant boys when he st.ole t.he

mirror from the singer's girl. The singer's tone is one of

anger and frustration here. ft is a far cry from the

confusion and distress expressed in the original SpiegeTraub

incident. It is clear that. t,he singer's luck has changed,

and he is no longer getting his "fair share of the piet'. In
fact., he has not been receiving any favours from the girls
since the SpiegeJrau.b incident. Could the singer, s growing

anger and scorn be linked t.o unrequited, unconsummat.ed love

for which he hol-ds his peasant rival-s directly responsibl_e?

Equating the theft of t.he mirror with the loss of
happiness continues in WL 32. The set.t.ing is much the same

as in t.he previous L\^ro songs. He speaks of unacknowledged

life-long service and song. He t.alks about. how his hair has

turned grey due t.o the stress caused by his peasant rivals.
Following t.his, he specifically bl-ames Engelmar, who is
still- in possesion of t.he mirror, for his grey hair and. how
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he has experienced only sorror^r since that time. s A

comparable thought, is expressed in WL 34. After a lifetime
of unsuccessful- service, Lhe singer stat.es his intention of
relinguishing Minne-service in favour of holy service., He

complains of t.he ilI treatment, one receives when o1d, and

notes that once t,here were happy times, buL now t.here is
only sorrow in L.he count,ry since Engelmar stol_e the mj_rror

from Friderun. Not only is happiness gone but al_so

discipline and honor, in ot.her words Minnesang.Lo The

singer is referring to the lack of honor and discipline
displayed by the peasant boors towards the ,,ladies',, and

this is confirmed when the singer launches into t.he next

verse and ridicures one of the peasant boys for his boorish

ef f ort.s to seduce t.he qirl-,
1-Ì-ro rrror.¡--eding ,o.,1 songs share a common theme:

happiness has forsaken the singer, and, in some cases, the

counLry, ever since the mj-rror was stolen from Friderun.

" Schouwet an mîn hâr, / daz gevar ist aJs ein îs ! / daz
grâwet mir (des ist niht rât), / wande mir von getelingen
niwan J-eit geschach. / jener EngeTmâr, / von des schul-den bin
ich grîs, / diu hiute noch den spiegeT hât, / den er dörper
Vriderûnen von der sîten brach. / von der zît / inner sît /warp ich nimmer mêre, / ich enhiete ein itenjuwez
herzenTeit. (93 ,3-]-2)

' See f oot.note number 4, Ch.3 .

10 Ê dô kômen uns sô vreuden richiu jâr, / dô die
hôchgemuoten wâren Tobesam: / nu ist in a77en l_and.en niht wan
trûren unde kTagen, / sit der ungevüege dörper EngeLmâr / der
vi7 Tieben Vriderûne ir spiegeT nam. / dô begunde trûren
vreude û.2 a7 den Tanden jagen, / daz si gar verswant. / nit
der vreude war verswant / zuht und êre; disiu driu sît Jeider
nieman vant. (96, 3 -11-)
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This theme is consist.ent r^rith the emotions initially
expressed in SL 22; however, ít. is difficul_t to take the

singer at face value as the context. of these winter songs is
dif f erenL f rom that of the spiegeTrau.b scene. Tn sL 22 , the

sj-nger's feelings of confusion and distress and his
admission that not.hing quite as unfortunate has ever

happened t,o him sound genui-ne. However, the context of the

above wint.er songs puts the spiegeTrau.b int.o a different
1ight. one could accept t.he singer's assert.ions of the l_oss

of all happiness when the mirror was stolen, were it. not. for
the juxtapostions. On t.he one hand, he creates a

deceptively authent.ic scene utilizing Minnesang ranguage and

imagery, only t,o destroy this image when he begins his
tirade against t.he peasant.s when he ridicules and mocks

their boorish behaviour. rn among arl of this he refers tro

t.he spiegeTrau-b and how al-l happiness has left since t.hat

time. Tot.al chaos appears to be reigning in the winter
song's, and references to Lhe spiegeTrau.b seem displaced. rt
is a case of crying wolf t,oo oft,en; the scene has l-ost its
meaning from misuse and overuse. rt is at times impossible

to determine whether t,he singer is referring to t.he scene in
SL 22 with or without. sarcasm or mockery.

Two songs hold references to Friderun, s mirror and

compare it. t,o another object, or situat,ion. The first. song.

in this category, SL 27, bears strong similarities Lo the

song's just discussed. The t,one of this song resembl-es the
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\Ärinter songs rather t.han the summer song's. It is a

beautiful May, but no one can be happy about it because

Austria is ful-l- of sorrow. The singer addresses the girls

and tel1s them to be confident that God in his g'oodness will
do away with all- sorrow. Then he talks about the j oy t,hat

summer brings and t.ells the girls t.o dance; Lady Joy will
join them. The village girls and boys are ready for the

dance, buL t.hen the singer admits that Lady Joy has l-eft.

Austria. rrwe will- have to do without her and Friderun's

mirror. We should be able to get over the mirror; Lady Joy

we will carry high above our heads shoul-d she be returned to
Austria.'r Vrômuot is ûz ôsterrîche entrunnen. / wir mugen

uns ir und Vriderûnen spiegeT wo7 verkunnen. / Aen spiegeT

sol-te wir verkTagen, / Vrômuot ût den handen tragen, / dies

uns her wider gewunnen (32,1-5). Unlike the above songs in
which the singer states that, happiness is gione since t,he

mirror was stolen, in this song, there is no direct. link
between loss of happiness and l-oss of the mirror. In fact,
t.he Lheft. of the miror is not awarded as much stature in
t.his songi as it is in the wint,er songs. He even gloes so f ar

as to say Lhat it is possible t,o get over the mirror if only

Lady Joy would be restored to Austria. In other words , if
t.hat which the mirror represents, which is happiness and

Minne, woul-d be rest.ored, iL would not be necessary to
restore t,he icon for t,hat happiness.
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WL 1-6 compares a peasant's mirror to the one owned by

Friderun. In the first two stanzas, Lhe singer complains

about his many years of service wj-thout reward. He then

recounts an íncident in which he had to suffer such

misforLune, for which a peasant boor is responsible, as he

has not had to suffer in a long time. The singer describes

the peasant's paLhetic attempt.s at imitating a knight. The

boor has a long sword with a mirror in it.s pommel, a mirror

which exactly resembles the one Friderun owned. The boor

asksrrthe good onerrto look at herself in this mirror. The

village girl refuses. She announces that she is not

impressed with his courtly behaviour and would rat,her give

away all her possessions than look into hj-s mirror. In

fact, she has three mirrors at home, each of which she

prefers to his. Again he insist,s she look into his mirror
and annoys the girl with his continual insj_stence. The

singer Lhen remarks Lhat this is the end of his st,ory and

confirms that, in general, the village boys cause him

grief." WL 16 seems Lo share more common el_ements with

" Ine gewan vor mangen zîten ungenâde mêre, / d.anne ich
hân von einem geteTinge. / derst a7sô getoufet, daz in niemen
nennen soL. / der ist an siner strâze beidiu tretzic unde
hêre. / Tangez swert al-sam ein hanifswiflgê, / daz treit er
aLl-ez umbe. im ist sîn gehiTze ho7. / dâ sint luoger in
gemachet, zeine zîzeTwaehe. / oben in dem knophe fit ein
spiegeTgTas, / den ge7îch aLsô daz Friderûnen was. dô bat er
die guoten, daz si sich dar inne ersaehe. / Sine wol-de iedoch
in sînen spiegeT nie geTuogen. / daz versagtes im in einer
smaehe. / si sprach verwendecTîchen: ttdaz ist immer ungetân.
/ ich bekenne iuch niht an iuwer hövescheit sô kTuogen. / ê ez
iu ze Tiebe an mir geschaehe, / jâ woLde ich ê verliesen
slehtes a77ez, daz ich hân.', / sî sprach: ,,7iupper, heime ich
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the other wint.er songs--a peasant, rival pursues the sing.er,s
trlady[ or "good onerr, âs she is somet.imes called, and the

singer is miserable as a result of t.his. However, by

comparing t.he mirror in the village boy's possession to

Friderun's mirror, the singer conjures up a series of SL 22

images--Engelmar, Friderun dancing like a doII, the viol_ent

theft of t,he mirror--to which WL 16 musL invariablv be

compared.

The two songs share some similarit.ies, --t.he scenes

which involve peasant interference are recatled. by t,he

singer--but mainly appear as a series of contrast,s. First.

of all, WL t6 takes place in the winter time. Second, the

roles which t.he characters play in this scene are a reversal-

of those ín SL 22. In WL 1-6, iL is the village boy who is
in possession of a mírror, one simil-ar to Friderun, s. He

bears no resemblence to Engelmar in his behaviour t.owards

the village girl in that he does not. force her t,o do

something against her wil-l-, rather he merely requests that.

she look into his mirror. This is i-n stark contrast ro

Engelmar who did not, reguest anything of Friderun and thus

risk rejection. Inst,ead Engelmar acted with brute force and

violently snatched t.he mirror from her. In WL L6 iL is the

village girl who acts rudely. She belit,tl-es t.he oaf ,s

hân noch guoter spiegeT drîe; / derst mir iegeTîcher l-ieber
danne der." / schiere sprach er aber: ,tvrouwe, Tuoget her!,t /
al-sô müete sî der gouch mit siner hoppenîe. / uie nit disen
dingen sí diu rede al-sô gescheiden! (59,6-26)
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behaviour and haught.ily rejects his reguest. The village

girl asserts herself in this song as Fríderun never did.

This is a Lechnigue often ut.ilized by NeidharL. He

continually assigns his characters different roles and does

not hesitate t.o reverse roles already established, or to

utilize them in a different context. He does not l-imit this

to the characters or images within his songs either. It. has

already been demonstrat.ed t.hat he borrowed langiuage and

images from traditional Minnesang and used them in a

radically different. sett.ing. The village girl considers the

peasant boy unworthy of her at.t.ent,ion as demonstrat.ed in her

remark that she is not impressed \,rith his attempt at courtly

behaviour. This is consist,ent with the sentj-ments expressed

by the girls in the summer songs; they rejected the village

boys in favour of someone of higher status, that is, t,he

singer. In fact, the ttgood onerr in WL 1,6 finds the boy so

dJ-sagreeabl-e, she woul-d rat,her lose all her possessions than

comply to his wishes and 1ook int.o his mirror. Why would

the vil-lage girl consider the act of gazing into the boy's

mirror so disagreeable? How is the mirror symbolism to be

understood in this passage?

In medieval l-iterature many object.s could act as

mirrors, and humans, or lovers, were among these (Grabes,

78). In WL 16, the village boy is expressing his erot.ic

desire for "the good one'r when he requests that she look

int,o his mirror. She is uninterested in forminq a union
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wit,h this boor who, she believes, is unworthy of her

attentions. She taunts him by remarking that she has three

mirrors of her own. If the lover can act as a mirror, and

if by looking int.o this mirror one expresses erotic desire,

t,hen it would follow that. t.he "good onew would rather have

no lovers t,han the peasant boy. ê ez iu ze J-iebe an mir

geschaehe, / jâ wol-de ich ê verliesen sLehtes a77ez, daz ich

hân (59,20-2L) . However, the ilg'ood onett has three mirrors,

or lovers, which she prefers and has no need for the boor's

af f ect.ion.

Two other song-s refer to the lover as a mirror of the

beloved. SL 28 begins with the observaLion that the change

in season to spring brings happiness even though the singer

has been unsuccessful in his Minne-service. The song then

moves to a conversation between two peasant gír1s. The

first speaks of how men no longer possess the l-aw of honour

to secretly beg for their, Lhe gi-rIs', love. She is not

interested in unworthy love. man sint niht in êren, / daz

si tougen unser minne gern. / ich wi7 von in vaLscher minne

enbern (33,5-7). Her friend responds t.hat men are

different. Some are honourable, some are not. The singer

then takes his turn again and reiterates what. the girls have

said: "Men who should be praising ladies and smiting into

their happy eyes have tarnished themselves by part.icipating

in activities never before seen in Germany. A man who wanLs

57



to reduce women to lust is not, the woman's mírror.rr12 In

other words, such a man is not a good example of how a

woman's lover should act. The singer continues into the

next stanza lamenting the fact that fal-se love has displaced

honourable love, the love represented by Minnesang.

The second reference to t.he lover as mirror is found in

WL 34. This song was already ment.ioned ear1ier in the

context of its claim that happiness, discipline, and honour

are g'one since Engelmar stole the mj-rror from Friderun.

Related to t.his remark, and to the reference discussed in ,SI,

28, is the singer's observation Lhat Minne, t.hat is Lady

Love, is losing her dignity, and he ís ashamed for her. He

continues: rtYou have ruined your reputation by giving your

hair ring t.o unworthy friends. May you be cursed! You 1et

a peasant put his finger in your hair ringi. " The singer

then speaks of Minne in the third person. That she did not.

give the ring to the knight when it was st,ill new and fresh!

She would still have been abl-e to give it to the peasant

l-ater. The singer does not understand w}ly Minne has acted

in this manner. Perhaps t,he peasant was Minne's mirror
(eye's delight) ?13

L2 Die den wîben hôchgenüete sol-den machen / unde in in
diu l-ôsen ougen soTden Tachen, / die habent sich bewoJlen mit
sô vremden sachen, daz hie bevor den Tiutschen wiTde was. / ja
ist er niht der wîbe spiegeTgTas, / der sí ze vreveL wil-
geswachen. (¡2,L8-23)

13 ich muoz mich ze manegen stunden vür dich schamen. /
dû verl-iusest dicke dînen riut,eTstap. / daz dû swachen
vriunden gîst dîn haerîn vingerTîn, / dêst dîn êre kranc. / da
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Like most of the commentary appearing in the songis, the

singer's lament over Minne,s downfall cannot be t.aken

completely seriously. on the one hand he complains that
Minne does not. pract.ise discretion when choosing her lovers,.

on t.he other hand, the singer i-s ind.ifferent as to whom she

bestows favours oil, just as long as she takes care of him,

the knight, first,. The Minne of Neidhart,s summer and

winter song's is unl-1ke Lhe Minne found ín traditíonal
Minnesang: In t.he summer songs, the village girls have

cl-aimed Minne as their own in t,heir pursuit of the knight.;

in the wint.er songs it. is t,he village boys who adopt and

alt.er the ways of Minne to suit their rol-e as rivals, and

the knight mimics and parodies i:he role of L]ne Minnesänger

when he complains of lifelong Minne-service which has gone

unrewarded.

The above discussion has reveared the multivalencv of
the mirror in Neidhart's songs. when first encountered., t,he

Spiegelraub scene appears t.o be a pivotal event in t.he

singer's life and one which has caused him stress and

confusion unlike anyt.hing he has ever experienced. The

symbolic val-ue and multivalency of the mirror makes it. an

ideal object to steal. The Spiegelraub is unique, even

dû, vrouwe, habest undanc! / in dîn haerîn vingerLîn ein kneht
den vinger dranc. / Daz siz niht dem ritter an d.en vinger
stiez, / dô iz in der niuwe und. in d.er wird.e was ! / dannochhete siz dem knehte wo7 vür vor gegeben. / ich weiz rehteniht, war umbe sî daz 7iez. / rihte was der kneht ir ouqen
spiegeTglas. (96,33 - 97 ,O-4)
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amongi scenes in which other objects are seized from a

village girI, because it is t.his event the singer chooses to

compare with oLher situatj-ons and out, of which he fashions a

l-eitmotif. However, the apparent sincerity of the singer's

use of the motif in this song is caIled into question as t.he

reader encounters further references to the Spiegelraub-

scene depicting peasants v¡ho are at. least as boorish as

Engelmar was/ if not more so. The songs in which the theft

of Friderun's mirror marks t.he start of t.he loss of t.he

sing'er's and/or the counLry's happiness are a further

confusing point.. It is t.empting to take the singer's

expressed sorrow at face value and believe that Lhe

Spiegelraub ís a sign of degenerating times, t.imes in which

t.he courtly class loses its power and advant,age to the

upwardly mobile lower/peasant cl-asses. However, t.he singer

defl-ect,s any serious contemplation of t.he scene by quickly

launching into other scenes in which he ridicules boorish

peasants and their clumsy antics. This could be viewed as a

defense mechanism exercised on behalf of Minnesangt but this

is likely not. t,he case. Neidhart, after all, ridicul-es noL

only the peasants buL Minnesang as welI. Not,hing is too

sacred f or his caust.ic tongue.

It. is cl-ear that Neidhart was aware of the mirror's

symbolism--he demonstrated his familiarity with its

metaphorical- meanings in the last, t,wo songs discussed in

this chapt,er (SL 28 and WL 34) --and chose it del-iberaf elr¡
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for thaL reason. However, it is impossible t.o assígn one

def inition to t.he mirror as util-ized by Neidhart. This wil_l

become increasingly evident in the next chapt.er which

examines some responses t,o the SpiegeTraub by various

crit.ics.
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CHAPTER 4
THE CRIT]CS' RESPONSE

The spiegeTraub scene has fascinated critics for vears.
rt has been the focus of discussíon for over a century, and

t.he j-nterpret.ation of this scene has gone through cycles

usually closely relat,ed to the theory of scholarly
invest.igation popular at a particular time. Thus it. has

undergone a variety of schoo]s of thought. The number of
crit.ics who have expressed opj-nions on the spiegeJraub ís
too numerous for al-l t.o be discussed in this paper.

However, a brief overview of how some critics have attempted

to understand t.he Spiegelrau.b will be provided.

rn his study, Neidhart von Reuentar. Geschichte der

Forschung und Bibriography, Eckehard simon provides a good

overview of work done in this field up to i-968.1 Although

the focus of this chapter will be on more recent

investigat.ions, a few of the earliest Spiegelraub

int.erpretions are included. The d.iscussion wil_l begin with
how the spiegeTrau.b was received in the lat.e 19th century.

1 Eckehard simon, Neidhart von ReuentaJ-. Geschichte der
Forschung und BibTiographie (Massachuset.ts : Harvard unversity
Press, 1968 ) . For those who wish to spend. more t:-meinvestigat,ing earl-ier Neidhart studies, thiJ book is highly
recommended.
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Most. of the earlier critics approached the Neidharc

oeuvre from t.he positivist perspective: Neidhart,s life was

reflected in his songs. This does not mean that they were

in agreement on what. that life was. For exampre, opinions
differed on who Neidhart,s audience was, some critics
berieving Neidhart. performed for the peasant.s, others that
he played f or both Lhe court and peasant. societ.y.2 The

songs were considered autobiographical, and. scholars

attempted to reconst.ruct Neidhart.,s l_ife based on t.he

informat.ion given in his song corpus.

The present survey will begin with Rochus von

Liliencron (1820-19]-2) whose interpretation of NeidharL.,s

songs vras an except,ion t.o the popular positivist t.heory of
that time. He had difficurty comprehending why a knight,
who prayed for the courL, would have alLercations with
peasants. Why would Neidhart utilize Llne Minnesang

structure, afLer which t.he wint,er songis are patterned, Lo

port.ray peasant. affairs? Lil-iencron developed t.he theory of
rrmasking' Lo resolve these difficulties, a theory that. was

dismissed by both his contemporaries and lat.er schorars.

2 Karl Schröder, Otto Ri-cht.er, Eduard Tischers, et. a] .depicted Neidhart as living among the peasants and ad.optingtheir songs as a contrasL to the stilted, courtry, structured
poet.ry of the time (Simon:1-968, 38-39) .

Hermann Schmolke, oD the other hand, bel_ieved. Neidhart.played both for the court and for t.he village folk. when heplayed for the village people, hê refrained from singing thesongs which portray the peasants in a negativõ Íight(Simon:i-968, 40).
More recentry scholars are in agreement t.hat. Neidhartplayed for a courtly audience.
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Liliencron's masking theory cl_aimed. t.hat happenings of
the court were rrmasked" behind the facade of t.he peasant

world. The winter songs were a parody of life at court. An

aut.obiographical element could st,iII be found. in the songs

but not to the same extent, as the positivist approach woul_d

have it.. In ot.her words the songs would not always

represent exacL parallels to courtly Iife. Thus, for
example, Lhe spiegeJrau.b signified an unhappy or unrequj_ted.

courtly love affair (Simon:1-968, 28-29) .

ft is easy to understand why Liliencron woul_d be the

object of criticism because it. is very difficult to
substantiate such a theory, which is al_so very radical
rel-ative to t.he prevailing understanding of the Neid.harr

corpus of t.hat time. However, because Liliencron regard.ed

Neidhart's work in such an unusuar light. for t,hat time, his
views are remarkable and worth mentioning in passing.

Es bleibt aber doch bemerkenswert, daß Liliencron zu

einer Zeit, âls man immer mehr dazu neigte, Neidharts

dichterische Aussagen aIs Wirktichkeit auszulegen,

überhaupt, von Maskenfikt,ion, Verwechslungskunst und

Parodie sprechen konnt,e. (Simon:1968, 30)

According to Hermann schmolke, Neidhart's summer song.s

resembled folk songs and were created first. The singing
knight created and sang t.hese songs during the t,ime in his
lif e when he part,icipated in village lif e. They preced.e the

winter songs, which sat.irise the peasants and which the
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knight performed for the court. The winter songs sj-gnal a

more maLure period in the singer's rife. what occurred. in
the singer's life that made him t.urn from the carefree,
naive lifestyle in the village to t,he more formar one of the

court.?

The answer is found in t.he SpiegeTraub, although

Neidhart never explaj-ns the actuar scene, only recalls it.
The knight had given his girl Frj_derun a mirror, and

Engermar stol-e this gifL from her. Aft.er t.his occurrence

t.he knight, entered a period of mourning and suffering which

gave birth Lo the winter songs in which t.he peasant.s are

sat.irised. simon considers this the start of Neidharu

scholars' preoccupat.ion with the spiegeLraub. "Dieser für
schmolke letzt,hin rätselhafte spiegelraub, den Neidhart

niemals erzähIt, sondern immer nur beklagL, den Liliencron
auf eine höfische Liebesaffäre bezog, steht von j etzL an im
Zentrum der Neidhart.f orschung'rr (Simon :L96g, 40-4A) .

Richard Morit.z Meyer used schmol-ke,s work as a point of
departure. He also bel-ieved that, Neidhart performed. the

summer songs for a peasant audience, and t.he winter songs

for a courtly audience. However, he differed with schmolke

in his understanding of the spiegeTraub. rts significance
is not that. the singer lost his girl to the peasant., but
rat.her that the peasant' s brutal- perf ormance robbed t.he

lcnight. of his integrity in t,he vilIâgê, and he was forced t.o

leave this environmenL and rook elsewhere for an audience to
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pay him for his singing. Meyer, s reasoning was that
itleidhart was a knight, but, like many knights at t.hat Lime,

he had become impoverished and found a paying aud.ience among

t.he new rich peasants. Engelmar robbed the knight. of his
livelihood and thus Neidhart. found a new aud.ience at the
court (Simon:L968, 44)

The above three interpret,ations view the spiegeTraub

scene as a self-contained unit and a Wend.epunkt in
Neidhart's life. That t.he object is a mirror is of no

symbolic importance. considering the mirror, s reflecting
function becomes signif icant only in later int.erpretat.Íons.

rt was only many years later t.hat. a different approach

was t.aken. Hans Naumann berieved it. was not important that
the object stolen from Friderun was a mirror,. however, he

did not view the spiegerrau.b as a turning point in the
singer's l-if e. The only signif icance is t.he act of Laking

the object away from Neidhart's r'rad.y", and that another now

possesses it. The mirror itsel-f has no special meaning. He

likens t.his scene to others in which objects are Laken from
peasant. girIs.

So war es auch auf den Spiegel nicht angekommen,

sondern nur auf seine Fregnahme, vielmehr darauf, daß

dieser Gegenstand, der dem Mäd.chen gehört.e, sich jet-zL

im Besitz eines Mannes befindet., der nicht Neidharc

ist. Die Art des Gegenstandes spielt. offenbar keine

Ro1le, der spiegel an sich hat, keine sond.erbedeutung,
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es kann auch ein Griffel, Ingwer, Ring, Fürspann oder

was immer sein. Nur daß der Gegenstand dem Mädchen

gehört hat, isL not,wendig.3

The weakness in Naumann's argument is his examination of the
mirror only within the corpus of t.he Neidhart and

ItNeidhartianer". He fails t,o examine the mirror within the
related literary conventions of that period. consideri-ng

t.he widespread use of the mirror motif in ant.iquity and

medieval art, and literature, "it would be surprj-sing indeed

if no evidence of its magnetíc attraction vrere t.o be found

in superst,ition and systems of berief, in the proverbial
l-ore documenting this, or in liLerary texts" (Grabes, 5) .

choosing the appropriate mirror metaphor from med.ieval

literary convent.ion is no easy task, if not impossibre.

This will- become increasingry clear in t,he fotlowing
discussion.

According Lo Helmut. de Boor, the spiegerraub symbol-izes

the penetration of the threatening peasant world. into Lhe

court.ly sphere, since t,he mj-rror is t,he sign of the courtry
lady, and it was torn by a peasant from t,herrlâdy,srr side.
rt t.herefore symbolizes the dissorution of the sociar order
and in later songs the decline of courtly society and

Minnesang. The fact that the singer does not prevent. or
avenge the theft indicates he is not judging t.he action,

t Hans Naumann,
deutsches ATtertun

Spiegel, " in Zeitschrift für
Literatur, 69 (A%2) 298 .

ttFriderun's
und deutsche
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merely observing it. Although de Boor appears to be drawing

paraIlels between Neidhart,s songs and his reality, he

hastens t.o add that one shoul-d take care noL, to int.erpret
Neidhart's songs aIIegorically.

Der Spiegelraub wird geradezu das Symbol für den

Einbruch der bedrohlichen außerritt,erl-ichen welt in
Kreis und Recht. des Rit.tertums. Denn wie das schwert

Zeichen des ritterlichen Mannes ist, so der Spiegel

Zeichen der höfischen Frau. Er ist wie rngwer eine

ritterliche Gabe. Der Bauernlùmmel- aber reißt ihn dem

Mädchen von der Seite, und er tut. es ung.estraft.

Neithart vermochte es weder zu hindern noch zu rächen;

Friderun erhäIt den Spiegel nicht wieder.

weit über das Genrehafte hinaus macht Neithart den

spiegelraub zum symbor der Aufl-ösung gefügter ordnung

und geprägter Daseinsform. rn den späten Liedern wird
er zum Zeichen des Verfalls. . . .

Das Einmalige wird zum Typischen erhoben, zt)

urbildhafter Größe, ztJm Maß d.er Zeiten. Das ist sehr

mittelalterlich gedacht, und wird zum schlüssel_ für
Neit,harts Denken und Wollen. a

De Boor does touch upon the medieval mind in his
interpretation:'Das ist sehr mittelarterl-ich gedacht. . .,,,

4 Hel-mut de Boor, rrDi-e höfische Lit.eratur. vorbereitung,Bl-üte, Ausklang. tt7 0 -L250 , , in Geschichte der d,eutschànLiteratur von den Anfängen bis zur Gegenwart, vor. 2, Hel_mut
de Boor und Richard Newald (München: j-953 ) 366 .
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but he gives l-ittre attent.ion to t,he literary conventj-ons

invorving the mirror. The only significance att,ributed Lo

the mirror is that it signals to the reader that Friderun is
playing the rol-e of courtly rady. Are t.here other
characteristics of the mirror in medieval times which should
be considered?

Frederick Goldin addresses this questj_on in his essav

Friderun's Mirror and. the Excrusion of the lØiqht in
Neidhart von ReuentaJ-:

one of the chief problems in NeidharL,s poet,ry is t.he

meaning of his favorit.e motif , the theft. of Friderun,s
mirror. one reason for the difficulty is t.hat not once

when the incident. is mentíoned is t.he usual function of
the miruor import.ant; indeed , if it. were not. f or the
word spiegeT itsel-f , wê shourd never know t.hat the
obj ect in quest,ion is something that one l_ooks into in
order to see what. wourd otherwise be invisibl_e to the
unaided eye.t

Goldin ult.il-izes winterTied t6 to define the mirror motif , a

song which makes reference to Friderun, s mi_rror and in which
trthe mi-rror is regarded according t.o its function" (3s4) .

The opening two stanzas of winterl-ied i-6 resembl-e

t.raditional Minnesang. The poet mourns the passing of

' Frederick Goldin, r'Friderun,s Mirror and the Excrusionof the Knight in Neidhart, von Reuental,' in Monatshefte. AJournaJ- devoted to the study of German Language andLiterature, 54, t (Wisconsin, rceZ) 384.
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summer, the days are short, the birds have st.opped thei-r
singing, and t.he singer l_ament.s unrequited love. He

searches for advice from one who has al_so suffered so, and

he closes verse two with t,he comment t.hat he will never

agaJ-n sing a new song for a woman.

rn verse three t.here is a sudden change in Lone as t.he

singer describes a peasant cl-othed. in knj-ght,s attire. rn
the pommel of his sword lies a mirror which exactly
resembl-es the one Friderun owned. He asks t.he "good onerr to
]ook at. herself in t.he mirror.

The girl, hovrever, perceives herself as a courtly lady
because the knight has 'won her by falsely reflecting his
own courtl-iness upon herr (357), and now she has contempt for
the peasant suit,or; she refuses to look inLo his mirror.
she has three mirrors at, home which she prefers over his.
The peasant forces t.he girr to look into the mirror attached
to his sword, and thus she recognizes herself for what she

truly ís--a peasant girl, not. a court.ly tad.y. she is forced
t,o ret,urn to the peasanL's realm and so t.he singer has lost.
his chances of possessing her.

By forcing the girr to confront, her true ident.it.y, the
peasant demonstrat.es "the fal-seness of his o\^In masqueraderr

and, therefore, 'tnoL only affirms t.he real courtriness of
t,he singer but also refutes that of the girl. rt is this
geteLinc (peasant, boy) who dist.ing-uishes the one class from

the other and rest.ores every mislocated. ident.ity to its o\^rn
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proper sphere.. . " (358) . Gol-din believes t.hat social_ order

is what Neidhart prizes above all else and relates this to

the SpiegeTraub in t.he f ollowing manner:

To reLurn Lo the probl_em of Friderun, s mirror, the one

constant. element is the result of t,he thef t: t,he

instant t,hat. Engelmar possesses the mirror, Neidhart is
excluded.... in snatching the mirror, Engelmar gains

control of Friderun, s true image and simultaneously

refutes the false flattery with which Neidhart, had

obliterated her çntalit.y and made the other members of
her cl-ass repugnant, to her. (359)

Gol-din is one of the first critics to explore the mirror
metaphor within medieval literary tradit,ion. Others have

followed his 1ead.

Gert Kai-ser also considers the reflect.ing funct.ion of

the mirror as crucj-al to understanding the SpiegeLraub

scene: "die verbrej-t,ete mittel-alterliche Spiegelmet.apher

[erhålt] ihren Sinn doch steLs von der Funktion d.es

Widerspiegelns. . . Daß Neidhart das Motiv des Spiegels so

gänzrich außerhalb der Tradition verwendet haben sol-I--das

wä.re durchaus befremdl-ich."6 He bases his interpret.ation
on Heinrich von Morungen's poem Mir ist geschehen al-s einem

t Gert Kaiser, ttNarzißmot.iv und spiegelraub. Eine skj-zze
zrr Heinrich von Morungen und Neidhart von Reuental,, in
Interpretation und Edition deutscher Texte d.es MitteTal-ters.
Festschrift für John Asher zum 60. Geburt,stag, eds. Kathryn
smits, v'Ierner Besch, victor Lange (Berlin: Erich schmidt
Verlag, 1981-) ll .
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kindel-îne. (See appendix C for Mir ist geschehen a7s einem

kindeTîne with English translation. ) The singer of this
song compares hímsel-f t.o a child who is so delighted by his
reflect.ion in a mirror that he grabs for the image and

breaks the mirror. The evenL t,ransforms the child,s
happiness into sorrow. The singer relates this t.o his own

experience: in his dreams, love has brought. the image of
his lady before his eyes. His happiness disappears when he

sees her cont.ort,ed mouth. He is f iIIed with f ear t,hat her

beaut.iful red mouth might fade. He grieves anew that. he

should suffer so and witness such agony through his eyes,

Iike t.he child who fel1 in love with his reflect.ion in a

fountain and had to love it until deat.h. The singer

encounters himself in t.he image of his 1ady, just, as t.he

child discovers himsel-f in t,he mirror, ot as Narcissus

beholds himself in a stream.

Kaiser explains t.hat, the concept of the singer

encount.ering himself and his poetic creation in his 1ady, s

image is noL foreign Lo Minnesang. However, it is Morungen

who compares t,his encounter to looking into a mirror.
AIle minnesängerische Reflexion über das BiId der

vrouwe isL insofern immer auch eine Begegnung mit
dem eigenen lyrischen oeuvre, mit dem eigenen

Minnedienst--und damit, aber diese Folgerung zieht
erst Morungen: mit. sich selber im Bild der

geliebt,en vrouwe begegnet der Dichter seinem Werk,
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und diese Begegnung ist wie ein Schauen in den

Spiegel. (73)

Kaiser discusses two additional points i_n Morungen, s

song which are important considerations in his Neldharc

spiegeTrau-b interpretation. The first is that the singer
did not see his lady in t,he mirror, but rather Minne brought

her bef ore his eyes. Theref ore , Minne is the mirror t.hat

makes possible the meet.ing of t.he poet and his work t.hrough

the image of the 1ady. The second point is t,hat, the image

of the lady is fl-awed: her mout.h is t.wist.ed. This signifies
the imperfection of the singer and his song and. explains his
fear that this could cause the mouth of his lady t,o fade.

Wit,h this background information, Kaiser turns his
attentj-on to sL 22 and the spiegeJraub. He notes that the
SpiegeTrau.b motif appears in only two summer but ín 1_4

winter songis. Furthermore, in t.he winter songs the

spiegerraub motif appears only in t.hose song's which forlow
the classicar Minnesang structure, even if the characters--
peasant boors and peasant girls--do not. belong to the

courtly sphere. one last. important. point ís that wherever

the spiegerrau,b motif is the centre of meaning in a song, it
is al-so l-inked wit.h the singer's rerection of wort,h and the
effect of ]ei-s Minnesanq.

In allen Fäl-Ien, in denen das Motiv vom Spiegelraub

sel-ber Sinnzentrum ist , . . . da steht. es in Zusammenhang

mit Reflexionen des Dichters über Sinn, Wert und
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wirkung seines Minnesang's. rn d.iesem Zusammenhanq war

es ja auch eingeführt worden. (77)

rn sL 22, t.he singer's admission that he cannot sing is
connected t.o the theft of Friderun's mirror, and. Kaiser

not.es that. whenever the singer makes reference to t.he

spiegeJraub ln the winter songs, he l_inks it to t.he decl_ine

of his abil-ity to perform.

fmmer wieder steht der Raub des Spiegels im

Kontext der Niederlage des Minnenden. Deutl_icher noch:

Mit. dem Raub des spiegers datiert der Beginn dieser
Niederl-agen. seit dem Raub erweisen sich Minnedienst

und Minnesang aIs erfolglos und ohne Kraft. Damit. ist
all-e vreude gewíchen, nichL nur für den DichLer.

Und so ent,deckt sich der Spiegel auch hier als
symbor des Minnedienstes and Minnesangfs, und d.er Raub

des spiegels wird zum zeichen des Niedergangs der
Minnepraxis. (79)

As in Morungen's song, Neidhart. utilizes the mirror as

symbol for Minnesang and Minne-service. However, in
Morungen's mirror, the singer discovers himself and worships

his lady, while Neidhart's mirror refl-ect.s the d.ecline of
Minne culture. Kaiser util-izes t.his inf ormat.ion to explain
why the t.hef t, of t.he mirror is reporLed. in the past tense.
The past. is considered happy and carefree: it is when

Friderun, Lhe singer, s lady, possessed the mirror; it is
when the poet could perform Minne-service, t.hat. is, sing his
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songis of praise. This all- changed when the mirror was

stolen by a peasant, and t.he intruding presence of the
peasants cont.inues to t.hwart. the singer, s attempts at Minne-

service. rn effect., NeidharL borrows the mirror mot.if from

Morung'en, who used it as a met.aphor for Minnesang, but
assigns a new meaning to the mot, j-f : the decl j-ne of Minne

cult,ure.

urrich Gaier devotes a book to defining and discussing
sat,ire in the works of Neidhart, Heinrich witt.enwirer, and

sabastian BranL..7 rn his Neidhart discussion, he t.ackles

al-most every probrem encountered by critics, and. the mirror
is seen as the key to solving these problems. Therefore,

the following discussion will be quite det.ailed.

Gaier ut,ilizes six of Neidhart's songs--he claims they
are representaLive of Neidhart's oeuvre--to which he applies
his definition of saLire.s At first glance, ul-tirizj-ng
satire as a means of defining some of NeidharL,s sonqs

t See Ch.2, tr. 3 .

' He cl-aims satire is based on the fol-lowinq críteria:rr.. .erst.ens muß sie dem T¡tirklichkeitsbezug, derñ Angriffs-charakter dieser schreibart gerecht. werden, der die sat.ireunmittelbar kenntlich macht. ; zweíE,ens muß sie untrer
irgendeinem Gesichtspunkt g'estat.ten, die werke der römischensatiriker ars satiren zu bezeichnen, denn diese sind. esschl-ießlich, fùr die der Name ursprünglich galt and. heute nochgilt ;,, (2) .

Compare RoIf Muel_Ier: "Simply puL, it is at.tack of
somebody or somet.hing (usualIy the faults in particular men ortheir instituLj-ons), by somebod.y (sometimes Èhe sat.irist, buL
more commonly his persona) , for somebod.y (the select audiencethat. already shares or can be moved to share in the
antagonism) " (295-296; see Ch. 2, n. j_) .
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appears to be a 10gica1 choice when one considers the
characterist.ics of the satiri-cal mirrore and t.he prominance

of the mirror as leitmotif in Neidhart,s oeuvre. "satire
often takes t.he form of an exposing or unmasking mirror,
which strips away the deceptive surface of appearances to
reveal- the hidden depths of evil and foIly" (Grabes, gg) .

If one wanLs t.o ut.ilize Lhe sat,irical mirror in an

interpretation, one musL first consider what impact the poet.

wanted to make on his audience and the posit.ion of the poec.

and his work within societ.y (Gaier , 7) . In other words. i f
one can demonstrate that Neidhart, s int,ent, was t.o expose

folly, the key as Lo why t.he mirror was assigned such a

prominant rol-e woul-d be found. Gaier attempts exactly this.
The spiegeTraub, sL 22, is one of the six songs singled

out for cl_oser scrut,iny.10 In this song, the crucial
factor for Gaier is the s j-nger's excuse for bei_ng unable to
s j-ng at some dances: responsibilities at his est.at.e keep

him from performing his Minne-service at times. ich muoz

ein hus besorgen, d.az mich sanges wend.et manegen morgen

t Grabes notes: 'satire as a mirror bears more
resembrance to the historiographical mirror, as the reflectingfuncti-on is once again subãrd-inated to correctj-on. But t.hesat.irical- is clearly different.iated from other mirrors inpresenting only negative examples with a det.errent effect(99¡ . "

r0 The ot.her f ive are: SL 1i_-a crusade-song ; SL 20_ _a
conversat.ion bet.ween two peasant girls; SL 7--a con-rersation
between a mother and her daught,er¡ wL j-9--a song about twopeasant, rivars ¡ l¡lL 3 0 - - sadness is expressed ovèr l-oss ofhappiness because sinless rif e is imposJi¡re. He il-l_usrratesthat each of t.hese poems enhol-ds t.he same sat.irical_ resson.
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(26,16-L7) . The singer's absence on t.his occasion gave

Engelmar the opport.unity to steal t.he mirror f rom Friderun.
Gaier points ouL that t.he singer is artowing his l-ove for
his possessions to interfere not only with his dut.y to sing
at the dances, but. his first and foremost knightly duty: Lo

engage in Minne-service. Had the singer been present at. t.he

dance, Engelmar coul-d not have stol-en t.he mirror. Gaier
perceives the t.hef t of Friderun's mirror as just, punishment

for the singer who allowed privat.e interests to Lake

precedence over his knightly duties t.o sing and perform

Minnedienst. rt is therefore noL Engelmar who should. be

assigned blame, but rather the singer. However, because t.he

singer does not want to be held accounLabl-e for the act., he

diverts at,t,ention from himself to Engelmar by portraying the
peasant as the vil-Iain, and this is where satire occurs:

Engelmars TaL wird erst dadurch möglich und ar-s

eine Art strafe dafür sinnvoll, daß der sänger seine

höfische ldealiLät an seine wirtschaft.lichen
Privatint.eressen verråt Der spiegelraub liegt in
der vergangenheit, und immer noch ist. dem sänger sein
å¡îs wichtiger a1s das singen, durch dessen versåumnis

es erst so weit gekommen ist.. Der sänger klagt über

Engermar, sLatt sích selbst. auf seine innere Korruption
zu besinnen, und fäl_It. so der Satire anheim . (2g)

Gaier takes this one step further and. t.ransfers the

criticism of this specific incident t,o t.he entire knightly
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class which is in danger of losing its knightly id.eal_s of
Minne- servce t.o privat,e int.erests. The restoration of
courtly idears is of utmost. importance Lo the singer; thus,
he develops the spiegeJraub into a leitmolif. The audience

is to recogrnize the singer, s criticism of the decline of
courtry ideals every time reference to the spiegeTrau.b is
made and therefore be moved to take corrective action.

Für den Hörer, der Neidharts satire versteht, ist die
Geschichte von Engelmars spiegelraub ein Beispiel, âr
dem die Korruption des Rittertums aufgedeckt wird, ihre
ständige V[j-ederholung eine leitmotivische A-bbreviatur,
die auf díe satiri-sche Tend.enz dieses Liedes 2s,L4

zurückweíst., denn nirgend.s sonst wi-rd das Mot.i-v

erklärt. Die schl-üsselst.erlung dieses Liedes macht

seine ausführliche Besprechung notwendig und

sinnvol-1 . (33)

Gaier ís abre t.o draw the same conclusion, namely that
Neidhart's songs are satirical mirrors meant to encourage

the audience to re-embrace the court.ly ideals of love and

dut.y, through his investigation of the other f ive songs.

However, he hastens to add t.hat not all of Neid.hart, s sonqs

are of a sat,irical nature.11

r1 t'Wie hier sich andeutet,, sindsatirisch; meine Analysen zeigen von denich nicht als satirisch auffassen möcht.e.
insgesamt 29 Sommerliedern, zwei in
Wint.erliederntr (41) .

nicht alle Lieder
66 Liedern neun, die
davon sieben in den
den insgesamt 37
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Gaier t.akes care to distinguish between Neidhart t.he

poet, and Neidhart t.he singer. He describes the sj_nger as a
hostile, miserable Krautjunker, a pejorative term for
country sguire, who employs "courtryrr practices in order to
seduce and corrupt Lhe peasant girIs. The poet uses this
persona as a sat,iricar mirror which is being held up to the
court,ly audience (43) . Gaier has taken t,he mirror imagery

very seriously: t,he spiegeT and. ,gpiegeJraub are t.he key t.o

understanding Neidhart.'s poetry. Neidhart used the mirror
to develop his leitmotif because of its refrecting function.
The songs t.hemselves are mirrors which reflect, Lo t.he

listeners, if they choose to be receptive, a negative
portrait. of themsel-ves underneath the deceptive surface.
They are to recog'nize t.heir folly in t.his negat.ive portrait
and be motivat,ed to take corrective action. Gaier has

considered t.he mirror in its tradition and has id.entified.
who is hording up the mirror t.o whom. Not only has he

ascribed an abst.ract. funtion to t.he mircor, Lhe act of
unmasking folly, but. he also considers its conventional- use:

the act of reflecting. He proceeds to est,ablish the

connection bet,ween the abst.ract and the concrete.

wenn Frideruns spiegel als objekt eine Bed.eutung hat.,

dann diese: daß unter dem Einf l-uß des Rit.ters das

Bauernmádchen úber sich zu refrekt,j_eren anfängt und daß

Engelmar, der sích in Abwesenheit des sängers an sie
heranmacht. und sich vor den untreuen sänger schiebt,
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ihr diese Reflexion in einer fremden wert wíed.er

nimmt. (83)

Under t.he sing'er,s influence, Frid.erun begins to
refl-ect on herself, and this removes her from the peasant

wor]d. rn the winter song's the peasant, boys participat.e in
a type of refl-ecti-ng--by imitating knights in dress and.

speech--and this also removes them from t.he peasant world.
The act of reflecting has d.estroyed. order in peasant

society, but in sL 22, Engelmar pulIs Friderun back into her
place by taking t.he mirror f rom her.

To reflect on oneself may cause disorder in the
peasanL's world, but reflection is necessary in court.ly
society in order Lo prevent its ideals from becominq

trivialized and corrupt, Gaier argrues.

Neidhart macht offenbar einen bed.eut.samen unterschied:
Reflexíon verdirbt. die Einsinnigkeit der bäuerl_ichen

ordnung; Refrexion ist aber der höfischen wert
not,wendig: sie alrein vermag in den Zuhörern die
lbereinst,immung zwischen vùort. und wert, zwischen

äußerer Form und innerer Halt,ung wieder herzustel_ren

und die höfische Kultur vor der veräußerlichunq und

Korruption zu bewahren. (84)

Another point, of particular importance for Gaier is
that Friderun does not defend hersetf against Engelmar; she

does not att.empt to regaj-n possessíon of the storen mirror.
rn t.his sense she reject.s the singer since the mirror was a
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gift, from him. The singer lift.s a voice of complaint in
t.his song', but not because he has been harmed; he only
bemoans the act commit.ted against Friderun when, in fact, he

gave Engelmar the opport.unity to perpetrate the act. because

he was at home looking after his privat.e int.erest.s inst.ead

of singing at, the dance. rn this sense he is raising fal_se

complaints. First, it is a false complaint, because he

himself is at f aul-t.. A second. reason why t.he complaj-nt is
fal-se is that. the t.heft of t.he mirror has restored order to
the peasant societ.y. Vthy is t,his important? Gaier
interpret.s this as being important because in sL 27 (3r,5)

the singer urg'es an end to complaining about the mirror. He

cloes so because this is a false complaint, and only in the
absence of false complaints can happiness, vrômuot, be

rest.ored (B+¡ .

Gaier is able to resol-ve almost. every d.ifficurty
Neidhart's work has presented to critics thus far. Because

Neidhart ut.il-izes the deceptive image of the satiricar
mirror, it makes sense that he wourd use the set.ting of the
peasant, world rat.her than that of the court. The songs

could be understood in two ways: at first glance, on a

purely superficiar and ent,ert.ainment revel as a parody of
court.ly society, its dances, langrrage, and vröude; and on a
deeper level as a dispray of d.eclining courtly st.andards

meant to motivate its audience t,owards corrective act.ion.
This gives the audience great. freed.om in deciding whether or
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not it, wants to be entert,ained or crJ-t,icized, and it. would

not come as a surprise were an audience to choose

entertainment value over crj-ticism. Swift,s quot.e is
especially applícable here: r'satire is a sort of glass

wherein beholders do generally discover everybody's face but

their own, which is the chief reason for that kind of
reception it meets in t.he world, and t.hat so few are

of fended with iL. "tt However, Gaier insist.s that t.he

primary purpose of Neidhart's songs is not. to entertaj_n but

to lead court.ly society to improve itself, "denn der Zweck

von Neidhart.s Liedern ist ja nicht etwa der der

UnterhalLung seines Publikums, sondern der der Besserung

einer langsam sich zerset.zenden, von innen ausgehöhlten

Gesellschaft,, (92¡ . How was Neidhart abl_e Lo st.eer the

listeners beyond t,he entertainment value of the songs t,o

rearize their faul-ts displayed in his satirical- mirror? He

did t.his through the persona created by the singer: '...
[der Sänger ist,] fùr das einseitige Bauernbild und d.ie

verzerrung der höfischen Begriffe verantwort.lich. was ohne

den sänger eine scherzhaft.e Parodie sein könnte, wird durch

seine ständige Anwesenheit zur Satire auf sein Versagen in
jeder Hinsicht" (82) . The singier,s and the list.eners,
shortcomings are one and the same.

12 JonaLhon Swíft in preface to The BattJ-e of the Books,
ed. Sir Henry Craik, (Oxford: Clarendon press lL92B)) .
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rn short., Gai-er at.tempts Lo demonst.rate that. Neidhart

is hording up the mirror t,o those members of courtly society
who have reduced Minnesanq from the spíritual to a merely

sensuaf level, who waste t.heir energies on material object.s

rather than on mai-ntaining courtly varues, and who have

allowed the peasant class to debase t.he songs of the court.
one could argue t,hat by setting the songs within the peasanc

sphere and all-owing t,he peasants to dj-stort the image of
court.ly socíety, Neidhart is seeking to rest.ore cl-ass order.
Gaíer cl-aims this is of secondary import.ance (85) . The

primary int.ent is to resLore ord.er and. re-dedicate energ-ies

to courtly ideals within the degenerating knightly cl-ass:

...wen kritisiert. der Dichter in dem Sänger? Wer ist
das zier seiner satire? Ganz offensichtrich doch d.ie

höfische Gesellschaft, oder mindest.ens d.er Teil davon,

der die höfischen wert,e und rdeal-e veräußerlichte, der
die Minne ohne herzenl-ie.be als Bloße Formkonvent.ion und

glej-chzeitig als sinnenliebe verstand und behanderLe,

der höfische Begriffe auf wert.lose Objekte

verschwendete und die Kunst des höfischen sanqes

verdörpern 1ieß.(9f¡

rn f act, Gaier concrudes, in t.erms of the import.ance of
nat.urar order arso expressed in the songs, NeidharL, s satire
possesses a universal quality which makes it relevant beyond.

the courtly audience of that. time. "Nei_dhart. sah die
heilige ordnung des Reichs, den spiegel der göttlichen
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schöpfung bedroht., und dieser Erkenntnis ent.spricht die
Universatit.ät seiner Satire" (93¡. perhaps Gaier has taken
the seriousness of the satirical mirror a step too far with
this concrusion. Ninety pages are d.edicated to convincing
t,he reader of Neidhart's satirical_ intent with the mirror,
and his presentation woul-d have been complete uiithout t.his
generalizat.ion. rt reads as if it were inserted as an

af t.ert.hought.

By studying six representative songs out of the corpus,
Gaier is able t.o put Neidhart,s oeuvre inLo a neat package-_

t.hat. of exposing the fol1y of court.ty society t.hrough the
use of the satirical mirror to encourage corrective act.ion.
Not. al-l of the critics have agreed wit,h his t.hesis. rn his
article Neidharts Lied.er. Eine Beschreibung des T1ryus, Kurt
Ruh argues that, the six songls Gaier selected as

represent.ative of Neidhart's work are, in fact, excepLions.
Gaier's thesis on sat.ire, he berieves, is t.herefore verv
tenuous.

Unsere T14>usbeschreibung widersprlchL IGaiers]
Behaupt.ung: "Die int.erpretiert.en Lieder wurden nicht
gewählt, weil bei ihnen Neidhart,s sat.ire besonders

sicht.bar wäre. . . , sond.ern weil sie ars repråsentativ
gelt.en können". Das 'rnicht. wäre zrr st,reichen. rm

übrigen verrät. das Folgende, daß sich Gaier im Grunde

der Ausnahmest,ellung seiner Beispiele bewußt. ist, er
spielt. sie jedoch herunt.er d.urch die BeLonuns der
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Konstanten. Das satiri-sche ist indes ausgerechnet

durch die 'tAusnahme', bedingt, gleichgültig wie

wesent,lich man di-ese fùr die Konstituierung des Typus

in Anschlag bringt,. (Ruh, j_53)

Rol-f Mueller agrees with the rink Gaier makes between

sat,ire and the leitmotif of Friderun,s mirror because, after
all, r'sat,irists are very fond of mirrors and the refl-ectÍons
they providert (Mueller, 300) . However, he does not. agree

with Gaier's interpretat.ion Lhat the purpose of t,he satire
expressed in NeidharL,s oeuvre is to display to the
listeners t.heir poor courtly performance and move them co

improve it. The weak point in Gaier,s argument accordi-ng to
Mueller is t.hat. he misLakenly identifies the squire as

functioning "as Neidhart,s satiric persona with the rust.ics
act.i-ng the part of t.he adversaries " (299) . Muel_ler

describes the singing squire as rran unprincipled boor,, and
rran embarrassment to courtly society' who resembles a

ff pseudo-persona" 1300) t.. Mueller, Iike Gaier, utilizes SL

22 to make his point: '...there has always been a vaguery

sensed feeling that. the episode of Friderun, s mirror is
crucial- to the entire corpus" (Mueller, 300) . Gaier
considered the reason f or the sing'er, s absence t.o be the kev

to understanding t,his scene, and the object of sat,ire.
Mueller, on the other hand, considers the sinqer, s

13 This term was coined
of Satire (Bal-timore: 1,967)

by Ronald Paulson in The Fictions
6.
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excl-amation'wie sor ich gebâ.ren?" and his reponse to it as

crit.ical t.o int.erpret,ing t.he nature of NeidharL, s persona.

rf the singer \¡¡ere to act as Neidhart.,s sat.iric persona, his
react.ion shoul-d have been t.o proceed. with an account of what

the proper conducL of a knight wourd be under such

circumstances. rnstead, t.he si-nger denounces Engelmar,

thereby releasing himself f rom any blame. The end resul_t, i_s

that. " lNeidhart] turns a character who fancies himself a

satirist into a disgraceful pasquil figure" (301) . It is
this mi-sunderst,anding of t,he persona which red Gaier to the
wrong conclusion about t.he satire int.ended by Neidhârr:

There is a lesson to be rearned. from the fact t.hac

Neidhart's songis continued to pass as sat.ire despite
the misunderstanding of t.he rear subject-object
relationship. satire is not just. opposition in the
absLract to vice and fol-ry and an attack against
everyone is no attack at all. Thus r cannot concur
with Gaier who praises Neid.hart for satirÍc
universaliry. (301 -302)

Jürgen Schneider also finds fault. with Gaier, s

interpretation. Gaier argued that the sat.iric persona,s
confession that he missed singing at the d.ance because he

has an estate which requires his attention praces the brame

for the mirror's theft squarely on the singing knight., s
shoulders. This admission led. Gaier t,o conclude that. the
list.eners should recognize their own faul_ts as mj_rrored by
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the singer, which would motivate t.hem to make positive
changes in t.heir behaviour. schneider regards this
interpret,ation as unsaLisfactory.la He considers this
ref erence to t.he singer's est,ate a technigue the singer
utirizes to remind his listeners that he sings for a living
and they shoul_d be g.enerous when they show their
appreci-atj-on in monetary t.erms. The juxtaposition of this
comment with the spiegeTrau-b should be viewed as a humorous

effect. (230-23L) .

what, Lhen, is the key to underst.anding this scene?

According to schneider, t,he importance of the spiegerraub is
that for the first time, the only such occurrence in the
summer song's, a peasanL boor successfully, and

intent.ionally, forces his way onto the singer, s terricory,
in this case, t,he singer's girl Friderun. schneider notres

that Gaier makes a casual commenL regarding t,his point but
fail-s to realize its significance:

Das Allerwichstigste streift Gaier nur ganz kurz
in einer Klammerbermerkung ( ! ) : näml_ich das Eind.ringen

des Dörpers in die Liebesangelegenheit des ritterl-ichen
sängers--genau dies aber ist das entscheidende Moment:

das spiegelmotiv soll dokument,ieren, daß zum ersten Mal_

(das einzige Mal in den sommerliedern! ) ein .gebure,,

Jürgen schneider, studien zur Thematik und struktur derLieder Neidharts, Göppinger Arbeiten zvr Germanistik, eds.ulrich Mül1er, Franz Hundsnurscher, cornelius sommer, no.1,96/L97 (cöppingen: Kúmmerle Verlag, i,g76) 206.
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nämIich Engelmar es wagt, in d.as Gesichtsfeld und in
das Betätigungsgebiet des rit.terl_ichen sängers zn

treten und zwar als gewaltsamer Nebenbuhler und

gefährlicher Rival-e, der in Konkurrenz mit ihm um das

werben der Dorfschönen tritt, mit dem offensichtl_ichen
ZíeI, ihn auszustechen. (209)

The knight's social prestige and privileges are being
threatened by a peasant who has overstepped t.he crass
boundaries. ,Just as Friderun is robbed of Lhe mirror, the
singer 1s robbed of his social prestige. This shocks the
singer and is a source of stress, and it explains his
emotional- and exaggerated response to the act: wie sol_ ich
gebâren? mirst an EngeJmâren ungemach, daz er vriderûnen ir
spiegeT von der sîten brach. He does not appear t.o recover
from this shock since, âs we have seen, he refers back to
t.his scene many times in subsequent, songis.

This image of the peasant. as rival- and threat to the
singer, inLroduced in the spiegerraub, is developed more

ful1y in t,he winter songs. Again Schneider:

In dem Spiegelraub t.aucht zum erst.en Mal das

Dörperliche mit alr seinen späteren Konsequenzen

für den Ritter als Konkurrenzbereich zum eigenen
Machtanspruch auf--ein Konkurrenzberei_ch, der sich
spät.er in Nebenbuhlerschaft und AusgesLochenwerden

durch die 'dörper'negat.iv auswirkt, d.h. daß dieser
Rit.ter ars verlierer aus diesem Konkurrenzkampf
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herausgeht--so wie dies die winterrieder in st.ändiqer
!{iederholung und in zahll_osen Variat.ionen

demonstrieren . (ztO -2lL)
rn the wint.er songs the knight is forced int.o conflict by
the peasants. He must f ight. for what t.rad.it.iona1ly beronged

to him merery because he is a member of the knightly cl_ass.

The peasants challenge his power, his right. to t,he women,

and the singer is cont.inually def eat.ed by the peasant boors.
The singer's ang'er and. f rustration are evid.ent. Time and

again in the winter song's, he ref ers back to t.he

spiegelraub--the scene of his firsL defeat--when he cannot

contain his anger any longer.

Vühat messag:e, if âfly, is the singer at.tempt.ing to
convey in the SpiegeLraub? Why does he use it as a
springboard for the boorish, intrusive, viol_ent. dörper t.heme

in the winter songs? rs it a reality the poet find.s

threatening? schneider is caut,ious not Lo seek the
biographical- or historícal reality in Neidhart, s song.s and

distances himself from critics who d.o. However, he does

suggest that, perhaps the songs, Lo a certain extent, were

influenced by the politics of the time.

Literatur übt hier eine ventilfunktion aus, und zwar in
dem Sinne, daß das in der hist.orischen Faktizität nicht.
mehr aufzuhaltende vordringen des Bauern in den sozÍal_

privilegiert.en Lebens- und BeLätigungsraum des RiLters
in der Dicht,ung Neidhart,s in d.en ohnmächt.iqen
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Haßausbrüchen des ritterl_ichen sängers subl_imÍerc

wird . (227)

schneider is not eguat,ing t.he poet.ry wit.h reality, or the
singer wit.h the poet. Neidhart, buL he is acknowledging that
poets do not, writ.e in a vacuum.

Alt.hough Schneider has taken a cautious and

conservative approach in his interpret.at.ion, it neverthel-ess
raises some quest.ions. rf Neidhart and the s j-nger are not
one and the same, can one conclude that. the singer in sL 22

is asking his audience t.o be generous in their pay when he

speaks of his poor financial state? ich muoz ein hûs

besorgen, daz mich sanges wend.et manegen morgen. fn this
example, one cannot distinguish between the t,wo.

schneider himser-f admits there appears to be an

incongruiLyr however, he arso believes that the first
person singer possesses a mul_t.i-dimensional character. He

expresses himsel-f on many levels, and at. times this means he

expresses himself as Neidhart., t,he person who wants pav for
his songs (233) .

An interpretation that, takes an approach d.ífferent from
t.he above will end this chapter on critics, responses to t.he

spiegeTraub. Most of the above presentat.ions have attemp¡ed
t,o understand the spiegeJrau.b scene and its ensuing
l-eitmotif in relat.ion to the symbolism of the mirror ítsel_f -

surely the key to underst.anding the spiegeTrau.b lies in
deciphering the mirror's symbolism. why did Neidhart choose
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an object which had such rich associations attached t.o it in
medieval times? rts abirity to refrect. J_mages--accurate,

dist,orted, sat,irical, upsid.e-down--and its multivalency have

kept critics gnressing and debatíng its intended use for
decades.

rn spiegel-raub und rote stiefel. selbstzitate in
Neidharts Liedern, Elisabeth Lienert. agrees that the mirror
is brimming with symbolism and this is exactly why Neidhart
chose it to build his leitmotif.1s He plays with the
opport.unities presented by t.he mirror as metaphor, spins it
int,o a leitmotif , and urtimately uses references to t,he

spiegeJrau.b in lat.er songs to int.roduce new characters and

motif s. rtAuch der symbolisch ùberhöhte spiegerraub bil_d.et

letzt,lich keine Ausnahme,- viel-mehr fungiert. d.ieses Motiv
gerade als Hauptanknüpfungspunkt, für neue Motive. Der

Dichter selbst spielt mit. der symbolischen Bedeutunq des

Vorfallst' (13).

Lienert views the mirror as a tool_--a method--the poec.

ut.il-izes to spin his tares for t.he audience, but surely we

must. regard this symbol as much more complex. rt. almost
appears as the epitome of the Neidhart corpus. This wil_l_ be

examined more closely in t.he fol-rowing chapter which wil-l
investigate the strucLure of the songs, the roles of the
charact.ers, and Neidhart,, s style of imitatio.

1s Elisabet.h Lienert., "Spiegelraub und. rot.e Stiefe1.selbstzitat,e in Neidharts Lied.erfl", in zeitschrif t fürdeutsches Al-tertum und deutsche Literatur, 1t_B (1989) : r-L6.
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CHAPTER 5
THE MIRROR AS STRUCTURAL AND STYLISTTC FEATURE

The previous chapt.ers examined the mirror as leitmotif
and symbor within the context, of Neidhart,s songs. This
chapter wil-I J-nvestigate the significance of t.he mirror as a
structurar f eat.ure of t.he poems. The key to understand.inq
these st.ructural features ries in the idea of the
spiegeTraub. rt, wirl be argued that the singer of the songs

himself steal-s a mirror--the mirror of Minnesangt which
coul-d represent, ideal love, a rady of high birth, vi_rginity,
or spiritual contemplation. In his song's, the singer has

robbed the mirror of its true reflect.ion. This discussion
wil-] investigat.e how t,he poet stears from other medieval_

writers and present.s t,he reader with a distorted reflection
of the borrowed materiar. rt will_ al_so examine how the
charact.ers in Neidhart.,s songs reflect, reverse, and

exchange the various rol_es of Minnesang.

The concept. of imitat.ion, rrthe adopt.ion of tone, style
and att.it.ude of another writer" was common in the Middre
Ages .1 rt. is evident t,hat Neidhart was not a sLranser to

i "Th. primacy of the mirror as metaphor can t,hus beexplained both.by the nature of r,he prevailiïg ;";id_view andby t.he specif ic nature of t.he mir:ror. pref erence f or t.hemirror was, for: one_t.hing, fost,ered by the universar valid.it.yof t.he principle of initatio througdout the Middle Ages and.
(cont.inued. . . )

92



this technigue; the preceding chapt.ers have alread.y
demonst.rat.ed t.hat Neidhart borrowed the language and imagery
of Minnesang.2 Not only d.id he borrow and dístort. these
Minnesang imagres, but he acknowledged and symbol-ized this in
the spiegeTraub. Just. as Engelmar viorentl_y snatched the
mirror from Friderun, the poet st.ears the mirror, a primary
icon of courtry society, thereby robbing it of its true
ref lect.ion, and he replaces it \,sith dist,ort,ed images.

The t.heft of the mirror symbolizes a spurning of the
courtry/ideal love of lLinnesang. The real-m of love is now

played out in t.he peasant rather than t.he court.ly mlr_ieu.
T}re Minnesang roles--pursuer (knight), pursued (Iady of high
birth) , huote (society as moral wat.chdog) --have been
reversed in the summer songs. Here t.he village girls take
on t.he role of pusuer while the knight. is beíng pursued.
The poet observes the class system of Minnesang in his
summer songs in t.hat the pursuer (the village girl) is of a

lower social_ station than t.he object of desire (the knighL) .

The mothers of t.hese girrs play a duar rore. rn some

inst,ances they assume t.he role of huote, in which t.hey plead
wit.h t.heir daughters not. to associate with t.he knight but
rather choose a boy f rom t.heir own class (SL 1,5, L6, 1g , L9,

t(...cont,inued)
the Renaissance. central here was the re-creat.ionexisLent.: ... " (Grabes, 226-228) .

of t.he pre-

'z S j-milarities and. quot.es of his
appear in t.he songs have been document.ed
Kommentar zu Neidharts Lied.ern.

contemporaries that
by Edmund Wíessner in
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2a, 23) . rn ot.her si-tuations the mot.hers are t,he ones who

have been struck by tove/lust and feel compelled t.o forlow
their feelings. rn these scenes, t,he daughters switch roles
with theír mothers and acL as huote when the mother is in
hot, pursuit of Lhe knight (SL 9, A7) . This distorted
refl-ect.ion of Minnesanq roles enabres the poet, t.o subvert
the t.radit,ionar interact.ion between t.he pursuer and pursued;

t,hus the spiritual love presented in Minnesang now can

become a purely physical one.

The characters of Neidhart's songs resume theír
traditionar rores in t.he winter songs, buL a different kind.

of distortion takes place within these roles. The singing
knight reverts t.o his rol-e as a traditionar Minnesänger and

laments his lack of success at. Lhe hand.s of his reluctant
lady. He is a master of decept.ion in this role, for when

t.he audience is first exposed to the beautiful language and

imagery he ut.ilizes, it. is likely to conclude that the
wint.er Songis emulat.e Minnesang. This, of course, iS the
singer's intent,. He builds t.he tension through his
l-amentat.ions and then releases it with t.he st,art.ling
revelat.ion that, the unidentifíed reluctant. 1ady, min vrouwe
(my lady) or die guote (the good one) , is a village gir1.
There are furt,her distorted reflections of Minnesang in t.he

winter songs. As in Minnesang, huote is a signifícanu
aspect, of the winter songs, and the peasant boys are

assigned t.hís rol-e . Huote, which in Minnesang comprises a
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strÍct. code of ethics and the watchful eye of society, is
now portrayed by carnal peasants. They keep t.he knight from
succeeding in l-ove through t.heir rivalry. The singer,s
response t.o his peasant. rivals, or huote, is anot.her

distort.ion of the behaviour expected of a traditional
Minnesänger. whereas the language he utilizes to describe
the "Iady" bears a strong' resembl-ance Lo Minnesangt his
description and defamation of t.he peasant boys d.o not. His
crude depiction of the peasant. boys stands in st,ark
constrast, to the language used to describe t.he "lady" and is
an indication of t,he singer, s inabirity or rack of desire to
respond Lo huote, his rivals, in a manner befittinq a

Minnesänger.

The peasants pf ay a dual rol-e in the wint.er songs. The

first, âs described above, is t,he part, of huote. As huoce
they are the knight's rivars and prevent, him from succeeding
aL Minnedienst; as rivars, t,hey also take on t,he role of
pursuers. By placing t.he peasant. boors in the pursuer role,
the poet, adds a new dynamic to the scene, and it enabres him
t,o wildly distort the image of the t.raditionar lrinnesang
suit.or. Examples of the peasants, boorish behaviour as

suitors have already been given in the preceding chapters.
rt has been noted above t,hat. in the wint.er songs Lhe

part. of L}:e Minnesang 'ladyrr has been assigned to t.he

peasant girrs. rn general, t.hey provide a fairly accurate
refl-ection of their counterparts in Mjnnesang in that. t.hey
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remal-n unnamed, are generally passive, and do not. respond t,o

the singing knight's preas for l-ove and recognition.
However, âs wit,h all t.he other characters in Neid.hart,s

songs, the "Iady" receives her own unusual features which

dist.inguish her f rom the rad.y of Minnesang. rn wL 16 the
peasant, lady defiantl-y tells a boor she wourd. rather lose
her possesions than l-ook int.o his mirror. she adds t.hat she

has three mirrors hersel-f each of which she prefers over

his. Another example of a defiant, lady can be found in wL g

in which the knight has stolen a glass stylus from his l_ady.

she diplays no passivity as she turns on him in anger and

declares that he had no reason to steal her stylus and hence

she will- refuse t.o be his dance part.ner.

Minne, love, has also been assigned a number of
different roles in Neidhart's songs. one can sense a

celebration of promíscuity in the summer song.s as young and

ol-d women alike feel the fever of spring settling into t.heir
limbs. However, within the midst of this f ervour t.he poec

offers a reflection of t]ne Minne of o1d and tjrre Minne of his
poetic reality. In SL 28 two young women engage in
discourse. one finds joy in the coming of spring and love,
whil-e the other complains that men no longer possess the l_aw

of honour to secretly sol-icit, \¡romen's hearts. she witl
abstain from false love.3

3 ,TrûtgespiJ,
dir noch hiTfe dîne

nu swîge, niht
vröude mêren,

verTius dîn 7êren! / ob ich
/ wer mêret mir die mînen?

(continued.. . )
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rn the winter songis, one can recognize the rove found
ín Minnesang when t.he singer laments his ladv, s
indifference, and this serves as a const.rast to the peasant.

boys' lustfur understanding of rove as wel_l_ as the sínger,s
behaviour when he taunt.s and ridicules the peasants Minne

herself becomes a target of the singer, s frustration when he

accuses her of indiscriminate behaviour. rn wL 34 he speaks

of how Minne has l-ost. her honour because she gives herself
freery Lo members of a lower class rather than serving the
knight. first. crearly the knight is interested onry in
seeing t.hat. his own needs be satisfied..a

According Lo Jutta Goheen, the characters in Neidhart,s
song's can al-so reflect changes in nature. The -alatureingang
of the songs is either joyful or sad, and. t.he atmosphere

created by t.he Natureingang ís refrect.ed not only in the
sit.uation which follows but. also in t,he characLers of the
songs. rrselbst die unterschied.e zwÍschen dem sommer_ und

'(. ..continued)
man sint niht in êren, / daz si tougen unser minne gern. / ichwil- von in vaLscher minne enbern. / die site wJílent sichverkêren. " (33,3 - 33, B)

The concept of farse r-ove can al_so be found j_n Heinrichvon vel-deke, walther von der vogelweid.e, Gott.fried vonstrasburg. see wiessner, Kommentar zu Neidharts Lied.ern, 7s_to.

a ich muoz mich ze manegen stunden vür dich [minne]schamen. / dû verriusest dicke d.înen riutel_st"i. I daz dûswachen vriunden gîst dîn haerîn vingerTîn, / äest dîn êrekranc. / daz dû, vrouwe, habest unáanc! '/'in ain haerînvingerTîn ein kneht den vinger dranc. / na, srz'Ã¡nt demritter an den . vinger stiez, 7 aô iz in d.er niuwe und in derwirde was! / dannoch hete siz dem knehte woL vur vo|gegeben. (96,33 - 97 ,Z)
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dem v'Iint,erbil-d lassen sich im Menschenbild nachziehen.,,5

The sensual-, f ertire girls ref lect the charact.erist.ics of
summer, and the stormy, dark, confront.ationar boys t,he

season of wint.er.

The above discussi-on has demonstrated. how the mirror is
not only t.he central symbor of Neid.hart,s songs but al_so a

central- struct,ural f eat.ure. The poet, st.eals the mirror and

its reflection of t,raditionar Minnesang, and creates a new

reflect,ion for his own work. The singing knight. and t.he

peasant men and women assume, exchange, and reflect t.he

varj-ous roles of traditional Minnesang which prod.uces an

unconvent.ional and sometimes confusing dynamic. Delving
into Neidhart's work is rike walking into a house of
mirrors. one is confronted with a multíplicity of mirrors
and reflect.ions no maLter in which direction one Lurns, and

it is impossible to det.ermj_ne which way is out.

t Jutt.a Goheen, 'Natur- und Menschenbild in der LyrikNeidharLs, " in Bejtrage zur Geschichte d.er deutschen sprache
und Literatur, 94 (L972) 377.
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CHAPTER 6
SUMMARY AND CONCLUSION

This t.hesis has explored the mirror as symbol,
leitmotif , and struct.ural- feature in poems of Neidhart and
the I'Neidhartianer". This study has not att.empted to
determine which of the songs within the Neidhart. corpus can
be direct.ly traced to Neidhart, who cont,inues to remain an

unknown ent.i-ty, but rat.her seeks to show the different ways

the mirror might have been understood by the medieval poets
who contrj-buted to the Neid.hart trad.ition, and whose

poems/verses are incl-uded in the Neidhart. corpus. The

description of the songs in chapter 1 demonst,rated that
regardless of the origínator, the songs share common themes,
characLers, satiricar situations, ranguage, and. imagery;
t.radit,ionar Minnesang is used as a point. of departure.

chapter 2 examined the song cont.aining the spiegelraub
scene- Two things became apparent: first, the singer st.ates
that he is distressed because Engelmar tore Lhe mirror from
Friderun's side, a declaration which is difficult to judge
with respect to it.s sincerit,y in the song in quest.ion; Ewo,

the singer does not reveal why t,he theft of t,he mirror
shoul-d cause him such dist,ress. rt is impossible to attempt.
t.o decipher the secret of t,he mirror based solely on sL 22

because of the fact that one of its funct.ions is to serve as
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a reitmotif in ot.her songs. Any exploration of t.his motif
must include the broader context. of these other songs.

chapter 2 also examined four other scenes within the

Neidhart oeuvre in which an object is taken away from a

peasant. girl in order to determine whet,her the significance
of this event lay in t.he act of seizing or in the object
which was taken. fL became evident that it was a

combination of the two since the mirror is the onry object.

which is futly developed int.o a leitmotif, and the act of
stealing also is referred to in other songs. These scenes

invol-ving stolen obj ects all t.ake place in the wint.er songs

and carry a darker, cruder, and more insu]tíng t,one than the

scene ín SL 22. Whereas the singer, s distress ín SL 22

sounds genuine, Lhe scenes in t.he winter songs are delivered.

in a scornful and patronizing manner. This already sets the

spiegeTraub apart. from the scenes in which other obieccs are

taken from peasant girls.

The focus of Chapt,er 3 was a study of the other

spiegeTraub/Engelmar/rriderun references found. t.hroughout.

the song:s, specif icalIy t.he winter songs and two of the

summer songs. The most frequent reference is to Engelmar

and how ot.her peasant boors remind the singer of Engelmar.

They are as bad as or worse than t,he one who stol_e t,he

mirror f rom Friderun. Present,ing the spiegeTraub anð,/or the

characters involved in the spiegeJraub scene ín these other

circumstances creat.es a whole new, confusing, context around
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Lhe mirror, it.s theft., and the singer,s response to the

event . v'Ias the spiegeTraub a pivotal point, in the singer, s

life? was hê, in fact, dist.ressed. at t.he occurrence? Ir,Ihy

were the mirror and the scene surrounding the mirror
developed int.o a leitmotif , and not, one of t.he other objects
taken from a girl? How did the poet. want the mirror imagery

to work?

rt is apparent t.hat Neidhart. was familiar with the rich
and mu]t,ivalent symbolism of the mj_rror, for it, is used

three other times within the oeuvre in a context d.ifferenc
from that of the spiegeTraub. These mirror references were

examined in Chapter 3. In these scenes the mirror
symbolizes erotic love, or it describes the kind of man who

is worthy, or unworthy, of being the eye, s delight. of a

lady. This imagery is also common Lo Minnesang.

The critics' response to the spiegeLraub ís as varied
as t,he mirror's symbolic meaning in medj-eval lit.erature.
chapter 4 began with a brief discussion of the earrier
interpretations which attempt.ed. to reconst.ruct Neidhart, s

l-ife through his poetry. The spiegerrau-b was understood

Iiterally: it told the story of an unhappy love
relationship of the poet Neidhart von Reuental. rn l_auer

interpret.ations, critics berieved t,he mirror symbolized the
decl-ine of courtly society and the rise of t.he peasant

class. rt. is only in more recent. st.udj-es that scholars
attempted to decipher the meaning of the mirror by examininq
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its symbolism within the conLext of medieval lit,erature,
specifícally traditionar Minnesang, and al-so by focussing on

the reflecting function of mirrors.
Int.erpret.ations foll-owing this líne of thought fall_ on

all points of the continuum. The mirror \^ras und.erst.ood as a
means of rest.oring social order because its funct,ion is to
reveal t.hat which is not normally seen, which is the true
reflectj-on or identity of the viewer (Goldin) . A different
approach was used by Kaiser who, through a complex process

of comparison with a Morungen song', concruded t.hat Neid.hart

uLilized the mirror, by means of its refrecting funct.ion, to
mourn t.he decline of Minne culture.

A signíficant portion of the discussion was devoted to
Gaier and his detailed analysis of the satirical- nature of
t.he mirror. He postulat.ed that. Friderun,s mirror was

util-ized as a sat,irical mirror in which Neidhart.,s audience,

the nobility, shourd recognize themselves and their folly
and be moved to self-improvement (Gaier). Gaier had many

critics and chapter 4 included an investigat.ion of theír
points of view.

The chapter concluded with a position that acknowredged

the import.ance and symbolism of the mirror in medieval

lj-t.erature and proposed t.hat t.his is exactly why Neidhart

chose it as his leitmotif (LienerL) . The poet himself plays

with the imagery and symbolism and utilizes the mirror to
introduce new scenes and motifs. considering the weal_th and
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variety of interpretat,ions surrounding the mirror, it is
easy to become overwhelmed by the diversity in poinLs of
view. The present discussion has attempted. to present a
reasoned and coherent overview t.he vast body of l-it.erature

surrounding the mirror and the SpiegeTraub. There may

appear t.o be no rhyme or reason t,o the way Neidhart and. the

"Neidhartianert' manipulat.ed the mirror in t.he songis, buL the

issue is certainl-y more complex Lhan such a view lead.s one

to believe. This is especially evident when one considers

t.hat the songs, characters, and themes are based on t.he

reflection and imit.ation of Minnesang, as has been explained.

earl-ier.

The mirror was chosen as an image and leitmotif
precisely because it evokes innumerable and. diverse

associations. rn steal-ing t,he mirror and its ref lect j_on of
tradit.ional Minnesang, the poet, is able to creat.e a new

refl-ection for his own work, but it is a reflection t.hat.

still- includes al-l- the associat.ions of Minnesang and. courtly
society in the eyes of the audience. rn this wây, Neidhart
and t.he "Neidhart.ianer" were able to change and mold this
symbol and make it t.heir own.
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APPENDIX A

TRANSMISSION OF THE MANUSCRIPTS OF
NEÏDHART AND THE I'NEIDIARTIANER''

Each description will j-nclude: the name of the text.,. where
t,he manuscript is current.ly stored; when and where it
originated; and how many st.anzas it contaj_ns.1

MS.A: rrKleine Heidelbergler Li-ederhandschrift: (vel-lum),
Cod. pa7. germ. 357, University Library of
Heidelberg, compiled in the late j-3th cent.ury,
probably in Strasbourg, 35 authent.ic sLanzas, 4
spurious stanzas.

MS.B: 'rWeingärnter Liederhandschrift" (vel_lum) , Cod.. HB
XIII 1-, T¡'Iurttemberg Regional Library in Stuttgart,
compiled around the turn of the L3/1_4th century in
Const,ance, 30 authentic stanzas, 47 spurious
stanzas, plus 3 belonging t.o Konrad von Ki-lchberq.

MS.C.: "Große Heidelberger HandschrifL'' (vell_um) , Cod.
pa7. germ. B4B, compiled in the first. third of the
1-4Lh century in Zurich, 143 stanzas , 90 spurious
stanzas.

MS.C ¡ 3 vellum sheets, Cgm. 5249,26, Bavarian State
Library in Munich, compiled in the i_4th century in
Würzburg , t9 aut.hent.ic st.anzas, 7 spurious
sLanzas.

MS -c: 2 vellum sheets originally owned by Franz
Gieshaber of Rastat,t, now missing, compiled. in the
14th cent.ury, place unknown, 9 spurious st.anzas,
some incompl-ete.

1 Hanns Fischer in the rnt.roduction to Die Lieder
Neidharts, IX-XV. (See Introduclion, n.2 .)
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MS.K: 1 vellum sheet discovered by G. von Bretschneider,
now missing, compiled in the first. half of the
1-4Lh century in the Middte German dial_ect, place
unknown, 6 aut.hentic verses.

MS.M: rrCodex Buranus" (vellum) , C7m. 4660, Bavarian
State Library in Munich, compiled before the
middle of the 13th century in Upper Bavaria, 1-

authent.ic stanza -

MS.O: 2 fol-ded vel_Ium sheets, City and University
Library of Frankfurt, compiled in the j_4th cent,ury
in the Lower Rhein, 25 authentic sLanzas, 9
spurious.

MS.R: trRiedegger Handschrif t'' (vetlum) , Ms. germ. fol_.
L062, Staat.sbibliot,hek Preußischer Kulturbesitz
Berlin, compiled end of the 13th century in Lower
Austria, 365 aut.hentic stanzas, 18 spurious
stanzas.

MS. S : parts of 3 vellum sheets, Library of the St. . paul
Benedict.ine Seminary in Lavantal, compj_Ied in t.he
beginning of the 1,4th century in t.he Bavarian
dialect., place unknown, parts of 7 aut,hentic
stanzas, 4 spurious stanzas.

MS. c -. Ms. gerrn. fo7. 779 (paper) , Staatsbibliothek
Preußischer Kult.urbesitz Berlin, compiled l_461_-
1466, probably in Nurembêrg, 395 aut.hent,ic
st,anzas, 703 spurious sLanzas.

MS.d: Cod. paf . germ. 696 (paper) , University Library of
Heidelberg, compiled in the i_sth cent,ury in the
Swabian dialect., place unknown , 82 authent.ic
stanzas, 50 spurious st,anzas.

MS. e : Ms. germ. fo7. 488, (paper) , St,aatsbibliothek
Preußischer Kulturbesitz Berlin, compiled around
l-530 in Würzburg, 7 spurious stanzas.

MS. f : Ms. germ. quart. 764 (paper) , Staat,sbibliot.hek
Preußischer Kulturbesit,z Berlin, compiled. in t.he
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MS . fr:

MS.h:

MS.K:

MS . ko:

MS.m:

MS.p:

MS. S:

MS. st:

second half of the l_st.h century in either Bavaria
or Aust,ria, 1,4 aut.hentic stanzas , 247 s,purious
sLanzas.

paper, Cant.on and University Library of Freiburg
(switzerl_and) , compiled in the first half of the
15th century in the East Midd1e German clial er:r.
place unknown, 22 spurious stanzas.

'rLíederbuch der Cl-ara Hätzl_erin" (paper) , Cod.
xAL2, Knihovna Národního musea in prague, compited
1470-L471 in Augsburg, 7 spurious st,anzas.

rrLíederbuch des Jacob Käbit,z" (paper) , Cgm. Bl_1,
Bavarian State Library in Munich, compiled in the
first, half of t.he 15th cent.ury in Wemding (near
Donauwörth) , 11 spurious stanzas.

f'Kolmarer Liederhandschriftrr (paper) , Cgm. 4997,
Bavarian State Library in Munich, compiled. around
L460 in Rhine Franconian area, 7 spurious stanzas.

Cl-m. 3576 Rhine-Franconia (paper) , Bavarj_an St.ate
Library in Munich, compiled in the j_5th cenLury,
probably in Augsburg, 7 spurious stanzas.

Cod. fol-. 260 (vellum) , Burg.er Library in Bern,
compiled in the L4Lh century j_n St.rasbourg, 5
spurious st.anzas.

ItSt.erzinger Miszel-laneen-Hand.schrift" (paper),
formerly in the municipal archives in Sterzing (in
an unknown location since 1945), compiled in the
beginning of t.he 15th cent.ury in Tyrol , L6
authentic st,anzas , !46 spurious stanzas.

Ms. V.u. 85:2 (paper) , Royal Library Stockholm,
compíIed in the i_5th century, place unknown, j_5

spurious stanzas, some incomplete.

I'SchraLsche Handschrift" (paper) , Cod_. Ser. nova
3344, compiled in Preßburg, Lower Aust.ria, 7
authentic st,anzas , A56 spurious sLanzas.

MS.w:
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MS.z: ttNeidhart, Fuchsrr, 3 editions, the first eidtion
compiled 1,49L-97 in Augsburg, the second edition
1537 in Nurenburg, t.he t.hird edition 1566 in
Frankfurt, 12 authentic stanzas, 34L spurious
stanzas of which three belong to Oswald. von
Wol-kenstei-n.
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APPENDIX B

SOMMERLIED 22
R-manuscript

Der linden welnt ir tolden
von niuwem loube rîchen,-

dar under lâzent nahtigal dar st,rîchen:
si singent wo1 ze prîse
vremde süeze wîse,
doene vil-.
si vreunt sich gein dem mej-en:

sîn kunft diu ist ir herzen spil.

Si sprechent, d,az der winder
hiuwer sî glenget.

nu ist diu wise mit bluomen wol gemenget,
mit li-ehter ougenweide
rôsen ûf der heide
durch ir glanz.
der sante ich Vriderûnen

einen wolgetânen kranz.

Di vogele in dem walde
singent wünnecl-ichen.

stolze mägde, ir sult ein niuwez tîchen.
vreut iuch lieber maere!
manegies herzen swaere
wil- zergân.
tuot, âls ich iuch Iêre,

strîchet iuwer kleider an!
Ir brîset iuch zen lanken,

stroufet ab die rîsen!
wir sulnz ûf dem anger wol wikîsen.
Vriderûn als ein tocke

sprane in ir reidem rocke
bî der schar:
des nam anderhal-ben
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Engelmâr vil tougen war.
Dô sich aller liebes

gelîch begunde zweien,
dô sold ich gesungen haben den reien,
wan daz ich der stunde
niht bescheiden kunde
gegen der zîL,
sô diu sumerwünne

manegiem herzen vreude gît.

Nu heizent, sî mich singen,-
ich muoz ein hûs besorgen,

daz mich sanges wendet manegen morg'en.
wi sol ich gebâren?
mirst an Engelmâren
ung'emach,
daz er Vriderûnen

ir spiegel von der sîten brach.

Sîner basen bruoder
hiet sis wol erlâzen.

er kan sich deheiner dinge mâzen;
er ist. ein toerscher Beier.
er und der junge meier
Luont ir leit -

noch hât sî den vriunt,
der imz die lenge niht vert,reit,.

Dar umbe wil si aber
ein Engelmâr vert.rîben.

er ist ei gemzine under jungen wiben.
er ist, ein ridewanzel,
in dem gieu vortanzel.
sîn gewalt
der ist. an dem reien

under den kinden manicvalt.
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Der het ir genomen
in schimphe ein tockenwiegel.

daz hiet wir verklagt, nj-ewan den spiegel
(der was von helfenbeine,
waehe, ergraben kleine),
den sîn hant
ir nam gewalt.iclîche;

dâ von al- min vreude swant.

Ir sult mirz wol gelouben,
ich sag iz niht gerne:

diu spiegelsnuor die kom her von fberne.
es was ein waeher borte.
niden an dem orte
stuonden tier
geworht von rôt.em golde.

nie geschach sô l-eide mir.
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TRANSLATION

The lime trees want to enrích
their tops with new foliage.

The nightingales begin to sing.
They are singing beaut,iful,

strange, sweet melodies,
many songs.
They are looking forward to t.he mont.h of May.

It.s arrival- is their heart,s desire.

It. is said, the winter
lasted long this year.

Now the meadow is well míxed with f]owers,
Roses on the heath

are a feast for t.he eyes
wit,h their splendor.
Of them, I sent Friderun

a beautiful wreath.

The birds in the forest,
sing delight,fully.

Proud gir1s, sing new songs.
Take pleasure in t.he good news !

most, all- sorrows of the heart
wil-l dissipate.
do as I advise yoü,

don your festive clot.hing.

Lace yourselves up,
remove your veils!

Let us dance in the meadows.
Like a dolI, Friderun

danced in her pleated skirt
among the ot.hers.
On the other side,

Engelmar secretly wat.ched.
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When they had all paired up
according to their inclination,

I should have begun to sing the dance song,
but at that time

I was unabl-e t.o begin,
and this at a t.ime
when the delights of summer

fills all hearts with joy.

They want me to sing',
but I have a house to l-ook after,

and t.his hinders me from singing many a morning.
What shall I do?

I am out.raqed
at Engelmar
that he tore the mirror

from Friderun's side.

His father would have certainl_y
spared her.

H€, however, is unable Lo be moderat.e in anyt,hing.
He is a village boor.
He and the young steward

injure her.
Now, she still- has a friend,

who will not. let him get away with this forever.

That is why Engelmar wants
t,o drive her away again.

He is a buck among the young' v/omen,
he is a round dancer,

he is t.he lead dancer in t,he entire area.
His strengLh
in the round dance

is great among the girls.
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In jest,
he took away her dol-l- cradle.

This we could have t.ol-erat,ed, but not t.he mirror
(it was a beautíful, finely-craft.ed,
ivory framed mirror),
which his hand
tore from her so violently.

This is why my I am no longer happy.

You can well believe me,
I do not admit t.his easily:

the mirror had a beautiful braided cord
that was import.ed f rom Spain.

The ends of the cord were
animal-s fashioned
out of red go1d.

Never have I been treated so badlv.
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APPENDÏX C

MTR TST GESCHEHEN ALS EINEM KTNDELÎNE
Heinrich von Morungen

Mir ist geschehen a1s einem kindelîne,
daz sîn schoenez bilde in einem glase gesach

unde greif dar nâch sîn selbes schîne
sô viI, bíz d'az ez den spíegel gar zerbrach.
Dô wart al sôn wunne ein ]eítIich unqemach.

aIsô dâhte ich iemer vrô ze sîne,
dô ich gesach die lieben vrouwen mîne,

von der mir bî liebe leides viI qeschach.

Minne, diu der werelde ir vröude mêret,
seht, diu brâhte in t,roumes wîs die vrouwen mîn,

dâ mîn lîp an s1âfen was gekêret
und ersach sich an der besten wunne sîn.
Dô sach ich ir lieht,en tugende, ir werden schîn,

schoen unde ouch wür alle wîp gehêret,
niuwem daz ein lützel was versêret

ir vil- vröuden rîchez {rôtes} mündelîn.

Grõz angest hân ich des gewunnen,
daz verblîchen sül-e ir mündelîn sô rôt.

des hân ich nu nj-uwer klage begunnen,
sît mîn herze sich ze sül-her swaere bôt.,
Daz ich durch mîn ouge schouwe sùl-he nôt

sam ein kint., daz wîsheit unversunnen
sînen schaten ersach in einem brunnen

und den minnen muoz unz an sînen tôt.
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Hôher wîp von tugenden und von sinnen
die enkan der himel niender ummevân

sô die guot.en, die ich vor ungewinnen
vremden muoz und immer doch an ir bestân.
Owê leider, jõ wônde ichs ein ende hân

ir vil wunnenclîchen werden minne.
nû bin ich vil kûme an dem beginne.

des ist hÍn mîn wunne und ouch mîn gerender wân.

Heinrich von Morungen, Lied XXII (Uf'. t4S,L) , in Des
Minnesangs Früh7ing, 36t,h ed., eds. H. Moser and. H.
Tervooren, (Stuttgart: S. Hlrzel Verlag, L997)
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TRANSLATTON

Something happened t.o me, as to a child
who saw his beautiful ímage in a mirror

and continually grasped for his reflect.ion
unt.il the mirror broke.
Then al-l- his happiness t.urned t,o sorrow.

I always thought I'd live a happy life
until I saw my Iove1y lady,

through whom I experienced happiness and sorrow.

Love, who increases t.he joy of all people,
you lead my lady before me as in a dream,

when my body has succumbed to sleep
and it indulges in this bl-iss.
I saw her splendour and radÍance

more beautiful and nobl-e than other \^/omen,
except that twist.ed

was her bl-issful, red mouth.

I experienced great fear
that her mouth should become so pale.

This is why I have begun a new l-amentation
because my heart. has never experj-enced such pain

before,
That my eyes should have to witness such pain

like a child who, lacking in wisdom,
sees his image in a fountain

and must love it until- deat.h.

Women who are more vituous and nobl-e
heaven cannot even hold

l-ike the 1ady, whom, because of fate's spiteful nat.ure,
I musL avoid, and yet stay by her always.
Oh sorrow, would that I were at the destinat.ion

of her wonderful, noble love.
But f find myself barely at the beginning

and so my happiness and also my hope is gone.
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