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Against the background of the vast changes that took

place throughout Europe in the Medieval period (from

the fourth to the fourteenth century), the arts flour-

ished with unmatched vitality and diversity. From

beginning to end, the Medieval era spreads before us a

panoply of resplendent masterworks. Everybody has a

favorite Medieval masterpiece— the Book of Kells, the

Bayeux Tapestry, the Cathedral of Chartres, or Giotto's

frescoes in the Arena Chapel at Padua. Rarely has the

whole expanse of Medieval art in all its various beauty

been brought together as it has in this new work. Here

are the illuminated manuscripts and goldsmithwork of

the Irish Celtic style; the frescoes and mosaics of the

Early Christian basilicas; Romanesque architecture,

sculpture, and painting, as well as reliquaries and

shrines and carved ivories; the great Gothic cathedrals

with their sculpture and stained glass and their trea-

sures of painted altar panels, enamels, tapestries, and

embroidered vestments. Most of these works were cre-

ated by artists and artisans whose names are not

known to us; their anonymity only adds to the legend-

ary aura of their genius.

James Snyder, Professor of Art History at Bryn Mawr
College, takes us on a fascinating artistic journey from

the Early Christian era to the Late Gothic period.

Along the way, we enter catacombs. Early Christian

basilicas, palace chapels, Romanesque churches, and

Gothic cathedrals. The Christian church as the theater

for the arts is Professor Snyder's focus, and he offers a

remarkable view of the continuity as well as the diver-

sity of basic artistic forms during this era. With his

well-considered use of contemporary sources, and his

own trenchant writing style, he brings to life the atti-

tudes, emphases, and interests of the period. His text

and the accompanying illustrations offer a comprehen-

sive overview of Medieval art and life.

Almost 700 illustrations, more than 70 in full color,

provide superb visual documentation. The volume also

includes extensive notes to the text, maps, a timetable

of Medieval history and art, a bibliography, and a full

index.

688 illustrations, including 73 plates in full color and 4

maps
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PREFACE AND ACKNOWLEDGMENTS

The term "medieval" is derived from the Latin medius

(middle) and aevum (age). It is generally applied to the

era that lies between the demise of the Greco-Roman

world and the beginnings of the Renaissance in Europe.

Opinions vary as to the dates when the Medieval period

begins and ends, however. For this book I have chosen the

dates just prior to the reign of Constantine the Great, the

first Roman emperor to sanction the Christian church

(Edict of Milan, a.d. 313), to the second quarter of the

fourteenth century, when Europe was devastated by the

Black Death. The one unifying factor in European culture

between those dates was the Christian church, and the

arts that survive are for the great part those that served the

church and the worshippers.

It is impossible to survey a thousand years of art in a

comprehensive fashion in one volume. Nor can one hope

to give a thorough analysis of architectural structure for

such a vast period with changing styles. For these reasons

I have focused my attention on the Christian house of

worship as a theater of the arts. I am more concerned with

the symbolic and aesthetic qualities of buildings and their

decorations than with their external form. Remarkable

continuities in the arts existed from the period of the

Early Christian basilica to that of the Gothic cathedral in

terms of programs of decoration and style of presentation,

whether they be in the medium of mosaics, frescoes,

sculptures, or stained glass. I have concentrated my dis-

cussion mostly on the church arts of Italy, Byzantium,

France, and Germany.

I am indebted to many teachers, colleagues, and stu-

dents for the ideas presented here. While a graduate

student at Princeton I was stimulated by the fascinating

seminars and lectures of Albert Mathias Friend, Jr., that

dealt with Early Christian and Byzantine iconography.

Earl Baldwin Smith opened my eyes to the complexities

of architectural types and symbols. Professor KurtWeitz-

mann introduced me to the study of narrative cycles in

book illustration, a subject that has never ceased to fasci-

nate me. To these great scholars I owe very much, al-

though I am not sure that they would endorse some of the

ideas and conclusions presented here.

My students and colleagues at Bryn Mawr are a con-

stant source of help and inspiration. Among my col-

leagues I owe special thanks to Dale Kinney, Phyllis

Bober, and Charles Mitchell for their conversations and

ideas. Myra Uhlfelder and Gloria Ferrari Pinney helped

me with problems in Latin translations. I also thank

Eileen Markson, who was untiring in solving library prob-

lems at every stage in the research. Mary Campo andJerry

Lindsay were very helpful in keeping my correspondence

in order.

Finally, a very special thanks are due to Sheila Franklin

Lieber and her excellent staff at Abrams. Without the help

of my editor, Joanne Greenspun, with whom I spent long

hours in consultation, this book would never have

reached the press. Jennifer Bright arduously but lovingly

sought out the photographs and colorplates reproduced

here, and Dirk Luykx, with Jean Smolar, did the hand-

some design and layout for the book. I would also like to

express my gratitude to an astute scholar, known to me
only as "reader number two," who offered a number of

excellent suggestions regarding this material and the com-

position of the text.

James Snyder

Bryn Mawr
April 1988
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PART ONE

THE
BEGINNINGS

OF
CHRISTIAN

ART
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1. "Kalimcre, may God refresh your soul, together with that of your

sister, Hilara." Epitaph from the Roman catacombs. 4th century.

Courtyard, Lateran Museum, Rome



I

PEACE AND REFRESHMENT IN LIFE AFTER DEATH

KALiMERE, may God refresh your soul, together

with that of your sister, Hilara." These words

are coarsely incised on a stone funerary slab

today embedded in the wall of the inner

courtyard of the Lateran Museum in Rome

(fig. 1). The simple but poignant invocation is interrupted by

four images scratched across the middle of the Latin words,

breaking the continuous flow of letters into fragments that

are at first difficult to put together. The central figure is that

of a youthful shepherd, garbed in a short tunic and sandals,

standing frontally and carrying a lamb across his shoulders.

Two sheep, heraldically posed, stand below him with their

heads turned upward. To the right a dove perched in an olive

tree is added like some childish scribble. These simple sign-

images are easy to read: the souls of the deceased and his

sister Hilara (the sheep) are commended to God (the Good

Shepherd), who dutifully cares for his flock in the peaceful

and refreshing pastures of paradise (dove and olive tree).

Hundreds of such decorated funerary inscriptions of the

third and fourth centuries have been uncovered in Rome and

elsewhere in the Early Christian world, and many of them

depict more complex signs, symbols, or pictures than the

one cited above. These images have often been found in the

tomb chambers of the mysterious subterranean burial sites,

the catacombs, once excavated outside the city walls but

today frequently discovered buried beneath the debris and

landfill of urban expansion.^

The earliest arts of the Christians that we now recognize

are simple variations on such hieroglyphs, and it was only

after the emperor Constantine the Great officially pro-

claimed Christianity a state religion in a.d. 313 that more

sophisticated arts began to appear. But Christianity was a

vigorous religion long before Constantine— nearly a third of

Rome's population professed it by the time of his conver-

sion—appealing particularly to the masses of lower-class

citizenry, who either were excluded from the more hieratic

state cults or felt unmoved by the exoticism of the many

syncretic sects of Late Antiquity available to them. Chris-

tianity, like a number of other mystical faiths that had

seeped into Rome from the east Mediterranean world, had an

attraction for the common man in that it was simple and

direct in its teachings and accessible to anyone willing to

join the congregation who believed in the promise of peace

and refreshment in life after death.

With few exceptions, the first Christians in Rome were not

members of a class that could patronize the arts; as a group

their economic status was too meager to promote and finance

costly buildings or artistic projects. But even if they had in

their midst some of the wealthier citizens of Rome, there

were other reasons why sculpture, painting, and imposing

edifices were shunned. There was a general distrust among

the Christians of anything that remotely evoked the presence

of pagan idols in sumptuous temples so long associated with

Greco-Roman religions. It is important to remember that

Christianity was founded in the east Mediterranean as a

mystical cult that was an offshoot of Hebraic teachings in the

Old Testament, and so the early Christians had assumed,

along with other Mosaic precepts in the Ten Command-
ments, the one especially relevant for the arts, the second:

"Thou shalt not make to thyself a graven thing, nor the

likeness of any thing that is in heaven above, or in the earth

beneath, nor of those things that are in the waters under the

earth. Thou shalt not adore them, nor serve them: I am the

Lord thy God, mighty, jealous" (Exod. 20:4-5).

This is the fundamental admonition accounting for the

Christian abhorrence of images throughout history, and the

basis for iconoclasm (image-breaking) that frequently is

provoked by more puritanical sects. The earliest Christian

authorities of the church— Origen, Clement of Alexandria,

Irenaeus, Tertullian— professed this belief, and at one of the

first church synods (conventions or councils) held in Elvira

in Spain about a.d. 315, a canon or rule citing the second

commandment was included to establish the position of the

Christian fathers concerning imagery in the churches.^

Yet the arts could not long be so abruptly banished and

censured. The world into which Christianity was born was

one in which visual imagery served an important role as

communication as well as embellishment, as messages as

well as objects of adoration. A pictorial language had long

existed that illustrated much of the complex state and civic

policies to an audience not always capable of or concerned

with reading texts; a wealth of pictorial cliches, much as in
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modern advertising, informed everyone who walked the

streets or gathered in the markets of the cities in the Roman

empire. Such communication was vital and was bound to

survive. Later we shall see how many of the pagan signs and

symbols were appropriated, often with little or no change,

for Christian use.

After A.D. 313, with the transformation of the Christian

church from a simple, domestic, congregational meeting of

ecclesia to a state-sponsored spectacle performed before the

public in great basilicas, the prohibitions of a few words of

the Jewish commandment or the fears of the opponents of

paganism were soon to give way to a Christian society that

made full use of art, whether in the form of tiny decorative

motifs or elaborate public displays, whether enhancing a

simple utilitarian object or adorning the walls of monumen-

tal edifices rising in abundance within and outside the walls

of the city. Already in the fourth century, writers such as

Prudentius and Paulinus of Nola leave ample testimonies to

the proliferation of images and their use as isolated paintings

marking the graves of martyrs or elaborate mural schemes

for the decoration of churches. We shall return to their texts

later.

One answer to the Jewish rejection of the figurative arts

was obvious in a world accustomed to visual imagery. The

second commandment was voiced against idols— graven im-

ages—to be adored, but it did not condemn pictures that

served simply as exempla for those unable to read. Often

cited is the pronouncement of Pope Gregory the Great, who,

in a letter (c. a.d. 600) to a bishop of Marseilles, explained

the point as follows: "Pictures are used in churches in order

that those ignorant of letters-may by merely looking at the

walls read there what they are unable to read in books."^

Paulinus of Nola implied the same function of pictures when

he described their didactic role for the initiates who gathered

in the atrium for instructions. Later, more philosophical

justifications for the use of pictures based on the doctrine of

the Incarnation— God was made man in the flesh— will be

mustered by the intellectual fathers of the Byzantine church

in reaction to the absolute policies of iconoclasm thrust upon

the monastic world in the eighth century by military em-

perors (see below, p. 128 ff.).

Just what constituted the orthodox position in Christian

dogma is not clear until the great council meetings of the

fifth century, when the definitions of the natures of Christ

(human and divine), the Trinity, the Incarnation, and the

role of Christ's mother, Mary, were debated and, for some

groups, resolved at least for a time. During the first centuries

it appears that the organization of the church was loose and

unfocused, with volunteer administrators— the overseers

(later bishops) and the stewards (later deacons) — looking

after the business of the local congregation (titulus or di-

ocese). The rituals, too, were vague and unclear. It seems

that the congregation (ecclesia) assembled at sunrise on

Sunday for prayer and again at sunset for a meal (cf. the

Jewish Sabbath eve meal) beginning with the breaking of the

bread (Jractio panis) and the blessing of wine— the essential

elements of the more fully developed sacrament of the Eu-

charist. Prayers were offered and hymns were sung, and

sometimes a special guest or member would deliver a ser-

mon. There was no need for a special architecture for these

humble needs. A house would do. Paul speaks of "breaking

bread from house to house" (Acts 2:46). The dining room

(triclinium) of the typical house would suffice for the small

numbers participating.

Since the Christians, along with the Jews and many Ro-

mans (except for the poor classes), did not normally practice

cremation, what were needed were burial grounds, and these

took the form of the common open-air cemeteries or under-

ground chambers referred to as catacombs (named after the

cemetery, ad catacumbas, on the Via Appia, where the

Church of San Sebastiano was later built). Many of the

Christian cemetery grounds were the collective properties of

church organizations legally registered. One of the largest to

be excavated, the Catacombs of Callixtus, was, in fact, under

the supervision of the deacon Callixtus, a rich banker in the

early third century. Roman law protected any tomb as a locus

religiosus, and even during periods of severe persecution,

these sites "outside the walls" of the city were sanctified as

inviolable and inalienable property rights.

Nineteenth-century writers of Gothic novels found in the

catacombs the romantic settings for eerie tales of frightened

Christians gathering in secrecy in dark and scary under-

ground chambers to escape their persecutors, a misconcep-

tion that still holds today. The catacombs, with few excep-

tions, were not places for secret meetings and refuge. Rather,

they were underground resting places for the dead. They

were not only dark, but cramped, labyrinthian, and uncom-

fortable, with their mephitic air. Let us visit one (fig. 2).

Generally entered through a modest portal above ground,

the subterranean passages were restricted by law as to size

and position along the roads outside the city walls. The

narrow galleries and chambers were excavated by fossores,

members of a kind of guild of gravediggers, from the tufa, a

rocky but soft stone composed of sand and volcanic ash.

Depending upon the quality of the soil, as many as six

layers of galleries could be excavated underground, resulting

in ground plans that resemble three-dimensional spider

webs. Burial niches, or loculi, carved into the gallery walls,

were closed by slabs of stone with inscriptions such as that of

Kalimere discussed above. Larger chambers, called cubicula

by archaeologists, formed crypts for family burials or for the

commemoration of special sites where martyrs were buried.

Some larger tombs, often distinguished by arched niches

called arcosolia, had room for several burials side by side.

The wealthier could afford a stone or lead sarcophagus

(coffin), which was often ornamented and elaborately
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carved. In some of the larger cuhicula or in buildings erected

above the catacombs, Christians gathered for special funer-

ary meals {agape, or feast of love) and memorial banquets

(refrigeria, or refreshments) following the practice of the

pagans in honoring their dead. The service or Mass, however,

was not regularly performed there.

In these diminutive and mysterious burial caverns the

fossores and decorators worked to mark the Christian burial

sites, especially if a martyr's grave were incorporated in a

cuhiculum, to distinguish them from the pagan tombs. Ter-

tullian wrote that "it is permissible to live with the pagans

but not to die with them," and while most of the Christian

catacomb decorations repeat the general compositions of

traditional pagan tombs— murals with little more than geo-

metric lines to divide the walls and ceilings into boxes,

circles, and rectangular compartments— the pictorial motifs

added frequently indicate a Christian burial. Along with the

ubiquitous "Elysian fields" or paradise garden, often with

little more than a few trees, flowers, birds, and urns, one

distinguishes the Good Shepherd and his flock (fig. 3), the

favorite funerary motif derived from Psalm 23 (see also the

parables in Luke 15:4-7 and John 10:11-16): "The Lord is

my shepherd, I shall not want; he maketh me to lie down in

green pastures. He leadeth me beside still waters; he re-

storeth my soul ... Lo, even though 1 walk through the

valley of the shadow of death, I fear no evil."

What is surprising about these cryptic paintings is their

freshness and spontaneity of execution. While the decora-

tors were rarely accomplished fresco painters, their quick,

sketchy lines softly capture light and shadow playing across

forms, and the relaxed gestures effectively repeat the normal

conventions for movements and actions in pagan art. The

lesser sophistication of the sketchy figures scattered about

the field has led some to label them "sub-Antique" in style (a
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4. Fish and Bread. Detail of a painting

in the crypt of Lucina in the

Catacomb of Calhxtus, Rome. 3rd

century
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debasement of the Classical), and, to be sure, this is true, but

in some of them stylistic features are imposed that suggest a

conscious groping for a new expression, one that was already

developing in Late Antique art, where spiritual and not

physical presence was sought.

This is particularly discernible in the orantes, or praying

figures, symbols of faith for the soul of the deceased. Gener-

ally female, they stand rigidly frontal and lift up their hands

to the Lord in the ancient attitude of prayer, imploring their

God for the deliverance of the dead. As a motif of faith and

hope, the orantes with uplifted arms also personify the faith

of the church in general, and as such often serve as a symbol

of ecclesia. The same pose was repeated by the priest at the

altar in the very heart of the Mass.

The Donna Velata (veiled lady) in the Catacomb of Santa

Priscilla (colorplate 1) is, in a way, a masterpiece of Early

Christian expressionism. The huge, deeply shadowed eyes

staring upward and the enlarged hands imploring God's

deliverance are dramatically brushed in, conveying a sense of

urgency. The praying hands and the enlarged eyes— the

windows of the soul— express it all vividly. The body itself is

of no consequence; in fact, it is not only hidden but annihi-

lated by the broad vertical strokes that quickly mark out the

area of the heavy mantle. In many respects the abstraction of

the body to a flat pattern and the exaggeration of the dilated

eyes and the distended fingers anticipate the style that we

shall come to associate with the Byzantine icon. As an image

of faith in prayer, the Donna Velata is an accomplished work

of art.
5

A number of the sign-images scattered about the walls can

be interpreted as outright statements of belief in the efficacy

of the sacraments of the early church. As mentioned above,

the liturgical practices of the Christians before the fourth

century are vague and poorly documented, but the simple

rite of the fractio panis, the breaking of the bread, and the

blessing of the wine— the body and blood of Christ—while

perhaps derived from the pagan funerary agape, were also

essential aspects of the Mass of the early Christians. The Fish

and Bread (fig. 4) painted on the wall of the crypt of Lucina

in the Catacomb of Callixtus surely was intended to evoke

the association of the body and blood of the Savior. Very

early on the fish was a symbol of Christ, derived from the

acronym of his title in Greek, "Jesus Christ, Son of God,

Savior," which became Ichthys, or fish. According to Prosper

of Aquitaine the fish signified Christ as the food given to the

disciples and to the whole world. Within the reed basket

containing the breads representing the body of Christ, one

can discern a transparent glass containing red wine, the

blood of the Savior.

In the Catacomb of Callixtus, the sketchy figures of seven

disciples seated behind an arced table (fig. 5), before which

seven baskets of bread are aligned, could be interpreted as a

company enacting the refrigerium, or celestial banquet for

the deceased in pagan art, but the central figure breaks the

bread, and hence the fresco could well allude to the Eu-

charistic sacrament, such as it was anticipated when Christ

breakfasted with seven apostles by the Sea of Tiberias (John

21 : 1-14) with fish and bread. ^ The other major sacrament of

the early church was Baptism, and numerous examples of

this rite are depicted too. That in the Catacomb of Callixtus

(fig. 6) perhaps presents the historical scene of the baptism

of Christ byJohn, but it could also allude to the act of general

baptism, with the person administering the sacrament by

extending his hand over a tiny figure, the infans. In Baptism

we are reborn as infants.

This brings us to an interesting issue regarding early

catacomb frescoes. Was there the idea of a "program" of

subject matter in this early art? By program I mean to refer

to a set, a cycle, or a sequence of related themes or stories

selected and arranged in proximity to each other that pre-

sented a larger, more comprehensive plan to the subject

matter, a central theme governing it all. Could the chapel of

the catacomb with the celestial banquet have been "pro-

grammed" to explicate the doctrine of the Eucharist? Or are

the scenes merely motifs randomly scattered about the walls

and ceilings? This question will become increasingly inter-

esting to study, and at least in some of the more intact

chambers such an idea of multihistoriated programs unified

by their position on the wall is already presented. One of the

finest examples is the ceiling fresco in the Catacomb of

Saints Peter and Marcellinus (fig. 3), mentioned above,

where a number of familiar motifs or sign-images appear

together with a narrative that has a much more comprehen-

sive message to convey.

The slightly domed ceiling of the chamber is marked out

by a huge circle within which is inscribed, in faint lines, a

giant cross with another circle at its center and semicircular

fields at the ends of each arm. The geometric layout thus

presents a unified field for the pictorial motifs presented

within each compartment. In the topmost circle stands the

Good Shepherd with the lamb across his shoulders, the

familiar sign-image for the Lord of salvation which we have

already considered. In the rectangular areas between the

arms of the cross, in the second zone of the decoration,

appear orant figures, symbols of the prayers for the deceased;

and in the cupped sections along the lower band adjoining

the greater circle are four lively narratives or picture-stories

relating the ordeal ofJonah and the whale, an Old Testament

example of one man's salvation through faith in the Lord.

Reading clockwise from the top we see how Jonah was

thrown from the boat at sea and swallowed up by the whale, a

certain death; next, Jonah prays for deliverance while inside

the belly of the whale; then the whale spits up Jonah on the

shores; and, finally, a refreshed Jonah sits under a gourd vine

in a paradise garden, his salvation accomplished.

The three zones of images hang together with a remark-
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able cohesion. The one to whom the prayers are directed, the

Good Shepherd, appears in the summit. The images of

prayer imploring the Savior on behalf of the deceased next

appear in the orantes, while the lowest zone illustrates for us

the example of one man's salvation through prayer. Not only

does this rudimentary program provide a hierarchy of sub-

ject matter upward— an Old Testament history. New Testa-

ment personifications of the faithful in prayer, and the divine

one, Christ, in the heavens above— but it also subtly displays

certain stylistic traits that one associates with later monu-

mental picture programming. For one thing, there is a strict

centrality about the figure of the Good Shepherd as the

dominating and largest figure. Thus hieratic scale governs

the size and importance of the figures, the orantes being

larger than the figures in the narrative of Jonah. Another

striking difference is the juxtaposition of strictly frontal

figures, such as the orantes, with the livelier profiles of the

participants in the Jonah story.

The technique is sketchy throughout, but the changes in

style here noted— what we shall later refer to as stylistic

modes— are interesting to ponder further. The Old Testa-

ment, the most removed and least sanctified of the themes, is

presented in a vibrant, staccato tempo and pace, and a lively

story is told; it is clearly a picture cycle to be read, and it fits

into what will later be more specifically described as the

narrative mode or style. The orantes, abstractions for Chris-

tian prayers, are more iconic or hieratic. Later the bucolic

portrayal of the Good Shepherd will be replaced by the stern

countenance of Christ as ruler and judge, the Byzantine

Pantocrator. Seen in this light, do not the primitive frescoes

in the Catacomb of Saints Peter and Marcellinus anticipate

the sophisticated mosaic decorations of the Byzantine

churches such as we find them in the dome of Daphni or in

the apse and choir of the Cappella Palatina in Palermo (see

figs. 174, 193 and colorplate 23)?

The same funerary themes and motifs are repeated across

8. The Story ofJonah. Marble sarcophagus, approx. 2' x 7'. Late 3rd century. Lateran Museum, Rome
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the surfaces of the sculptured coffins or sarcophagi. The

orantes and the Good Shepherd frequently appear as the

principal motifs, sometimes placed against a decorative refer-

ence to the Eucharistic wine or vine, the blood of Christ (fig.

7). Of more interest to us are the so-called frieze sarcophagi,

which have extended narratives carved across the horizontal

face.

A good example is the Jonah Sarcophagus in the Lateran

(fig. 8), where one will recognize the drama that was painted

in the cusps of the catacomb ceiling compressed into a

decorative pattern in low relief. In the lower register, from

left to right, we followJonah on his mission of prophecy: first

he pays for his journey with a sack of money (?) given to a

sailor; next, while at sea, the crewmen throw him overboard

and the whale, in the form of a sea serpent with a marvelous

curlicue tail, gulps down the hapless Jonah; turning tail, the

whale then spits forthJonah on the shore in compliance with

God's plan of salvation; and, finally, above to the right,

Jonah, striking the pose of the sleeping Endymion in myth-

ological illustrations, rests under a gourd arbor, a paradisia-

cal setting.

In an irregular band above the Jonah story, other salvation

motifs are added as pictorial footnotes to the main theme. To

the left is one of Christ's first miracles, the Raising of

Lazarus, who was dead for four days and was then resur-

rected through his sisters' faith and prayers; next Moses

strikes the rock to nourish the thirsting Israelites in the

desert; and finally Peter escapes from prison (this scene is

uncertain). Scattered about the reclining Jonah are three

more random footnotes. At his feet, along the shore, appears

a tiny box floating in the water with a figure, like a jack-in-

the-box, releasing a dove: the story of Noah and the ark.

Above Jonah's head stands the Good Shepherd guarding his

flocks before a tiny building, and, finally, on the far right

edge of the sarcophagus, a rustic fisherman casts forth his

line, the familiar image of Christ as the fisher of man's soul.

The narratives are presented with the nervous rhythm and

intensity characteristic of the repetitious prayers familiar in

early litanies. In fact, the pace of these carvings brings to

mind the rapid evocation of images found in some of the

earliest prayers of the church, where examples of salvation

are cited from the Old and New Testaments. One such litany

for the dying and the dead reads: "Receive, O Lord, thy

servant into the place of salvation. . . . Deliver, O Lord, his

soul as thou didst deliver Noah from the deluge ... as thou

didst deliver Jonah from the belly of the whale."^

Much speculation has focused on the question of the

models used for the pictorial sequences that are repeated,

more or less regularly, in both frescoes and sarcophagi re-

liefs. The story ofJonah, for instance, is found in nearly the

same sequence with identical pictures on sarcophagi and in

paintings, with only minor variations. A practical answer

would be that the decorators had access to standardized

9. Christ Enthroned Between Saints Peter and Paul (above); Agnus

Dei Adored hy Four Saints (below). Wall painting in the Catacomb

of Saints Peter and Marcellinus, Rome. 4th century

workshop models from which they culled their motifs,

working much like modern advertising artists who assemble

such pattern books for ready models to copy.

The funerary arts discussed so far reflect the mode of

decoration found in Rome before the Peace of the Church in

A.D. 313. Many of the frescoes and sarcophagi dating later in

the fourth century present more ambitious and orderly com-

positions, suggesting that more monumental models were

accessible, very likely those that were devised for the walls of

the new basilicas built under the sponsorship of Constantine

and his successors. Such is certainly the case with a painting

in the "Crypt of the Saints" in the Catacomb of Saints Peter

and Marcellinus (fig. 9). Here we find not anonymous per-

sonifications of faith and Christ in the guise of the orantes

and Good Shepherd but actual portraits, with Christ dressed

in regal robes enthroned between two standing figures, one

with a short-cropped gray beard, the other with a long beard,

who are identified as Peter and Paul. The orderly composi-

tion with the lower band displaying Christ a second time in

the guise of the lamb (cf. Rev. 4) has a grandeur of concep-
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tion that no doubt owes much to the apse decorations in the

great basiUcas of Rome, perhaps Saint Peter's, which it prob-

ably copies, as we shall see later.

A similar sophistication can be noted in the splendid

sarcophagus in SantAmbrogio in Milan (figs. 10, 11). All

four faces are carved with well-articulated figures of the

apostles seated or standing in rows about Christ. On the

front, Christ is enthroned as a teacher, much as in the

catacomb painting just discussed, and on the back he stands

atop a mound with his right arm raised above Saint Paul as if

making a proclamation, and with the left hand he unravels a

scroll that falls into the hands of Saint Peter. Five apostles on

either side gesture toward Christ. They stand before archi-

tectural facades that project regularly behind them resem-

bling a series of portals, an aspect of the composition that

gives this and like sarcophagi the designation "city-gate"

types. Below the groundline is a narrow frieze of tiny sheep

symmetrically placed about a central lamb on a mound. They

form the symbolic counterparts of the apostles and Christ

above them, another feature of many apse compositions (cf.

fig. 61), a kind of predella or base for the major repre-

sentation.

Interestingly, the pose of Christ proclaiming and deliver-

ing a scroll, the Law, to Peter resembles a familiar pagan

formula for the representation of the imperial traditio legis,

or transference of the law, found in many Roman relief

sculptures. On the sarcophagus in SantAmbrogio the theme

is more specifically the Christian counterpart, the Dominus

legem dat, the Lord gives the Law, which formed the central

motif in representations of the Mission of the Apostles well

known in later monuments. The prototype was very likely

the original apse composition in the Lateran basilica, al-

though it would be equally at home in Saint Peter's, for

reasons to be discussed below (p. 61).^

Not only are the compositions of these last two examples

impressive in their monumentality, but the general stylistic

treatment is accomplished. For the present, one may ask if

the wealth of the patron were not the determining factor in

our judgment of quality, the richer obviously able to employ

the more gifted artists. A three-dimensional sculpture of

Jonah Cast Up by the Whale, recently acquired by the Cleve-

land Museum (fig. 12), displays a finesse of carving and an

understanding of complex sculptural turnings that far sur-

pass the meager patterns found on the Jonah Sarcophagus

(fig.
8).i«

This question is further complicated by other Christian

objects that were commissioned by highly placed dignitaries

in Rome. The splendid Sarcophagus ofJunius Bassus (fig. 13)

can be dated a.d. 359 according to an inscription on the lid,

when Bassus, prefect and former consul of Rome, was bap-

tized on his deathbed. Perhaps Bassus's hesitation in con-

verting to Christianity was simply a judicious concession to
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Roman state religion, which was still followed by the major-

ity of the city officials. Constantine had done the same.

Whatever the facts are, the themes presented on the sar-

cophagus are Christian and a strange assortment at that. In

two registers, four Old Testament stories are juxtaposed

with scenes from the New on either side of a portrayal of

Christ on the central axis (fig. 14). Above, Christ appears

enthroned as the youthful Lord of the heavens with his feet

resting on a personification of Caelus (Jupiter with a veil

over his head). Peter and Paul stand beside him. Below, he is

mounted on a donkey in the Entry into Jerusalem. Both are

related to the imperial theme of adventus, or the coming and

reception of an emperor before the people, and thus are

appropriate for a patron with close ties to the state. The four

Old Testament scenes are funerary subjects in that they are

related to aspects of salvation: the Sacrifice of Isaac (top left).

Job in his Suffering and the Fall ofAdam and Eve (both lower

left), and Daniel in the Lions' Den (second from the right in

the lower register). The unusual selection of New Testament

events has never been explained adequately. These include

scenes of the arrests of Saints Peter and Paul and, expanded

across two zones, the arrested Christ before Pilate. This last

episode, a poignant example of Roman law tested and re-

pudiated, was one of the stories of the Passion that received

special attention in Early Christian art.

The elegant carving of the architectural details, with their

12. Jonah Cast Up by the Whale. Part of a sculptural group.

Marble, height 16". 3rd century. The Cleveland Museum of Art.

John L. Severance Fund



above: 13. Sarcophagus ofJunius Bassus. Marble, approx.

3'10'/2"x8' 359 Grottoes of Saint Peter, Vatican City

left 14 Christ Enthroned Between Samts Peter and Paul (above);

Fntry of Christ into Jerusalem (below). Detail of fig. 13

below 15. Adam and Eve. Detail of fig. 13
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elaborate shafts, capitals, and entablatures, bespeaks an art-

ist familiar with the finest Classical idioms. Tiny figures of

lambs enacting the stories of the Three Hebrews in the Fiery

Furnace, Moses Striking the Rock, the Multiplication of the

Loaves and Fishes, and the Baptism of Christ fill the span-

drels of the lower arches and gables like symbolic footnotes.

The youthful Christ in the upper register appears Apollonic;

the bearded heads of Abraham, Daniel, Job, Peter, and Paul

are all noble Roman types. Adam and Eve are presented as

diminutive Classical nudes posed on either side of the Tree

of Knowledge (fig. 15).

Lo stile hello, or "the beautiful style," of the Sarcophagus of

Junius Bassus, as some scholars have called it, would seem to

be a contradiction of what we have seen in the catacomb arts.

The pursuit of physical beauty does not seem to fit the

aesthetics of the Early Christian artists, where the spiritual

expression should be foremost. And yet it is now recognized

that the revivals or returns to Classical norms for beauty

were so frequent in Medieval art that the idea of a "Renais-

sance" has been applied to such periodic intrusions. In the

Sarcophagus ofJunius Bassus we have the first (at least for the

present) of these revivals, the so-called Theodosian Renais-

sance, datable to the reign of the emperor Theodosius the

Great in the second half of the fourth century. ^ ^

There is little evidence of Christian art above ground

before the Peace of the Church in a.d. 313. Under the

Constantinian basilica of Saint Peter there have been exca-

vated Christian burials in house-tombs— a type that was

built above ground— along the former Via Cornelia on the

Vatican Hill. In one of the chambers, an image of Helios, the

sun-god, interpreted as Christ the Sun-God (?), appears in

mosaics (fig. 16). One house-tomb of special interest is that

in which the bones of Saint Peter were allegedly interred. ^^

On one wall a two-storied shrine (fig. 17) has been recon-

structed to mark the burial of Peter's remains, and this

diminutive edifice, called a memoria, today rests directly

beneath the High Altar of the great Vatican basilica.

It is known that the first churches or meeting places were

simply the homes of the faithful, with certain rooms adapted

and outfitted for the basic needs of the services. Such house-

churches are recorded as tituli: churches named after the

owners of the property, and they presumably displayed a

plaque designating them as legal places for worship. Twenty-

five are recorded in Rome in the early fourth century, some of

which retained their titulus, or title, when basilicas were

later built over them. It is also known that tenement apart-

ments were often converted, but most of those excavated

left: 16. Helios (Christ as Sun-God?). Mosaic in the vault of the

tomb of the Julii, Vatican Grottoes. 3rd century

below: 17. Shrine of Saint Peter. Reconstruction of the late 2nd

century shrine (after Corbett). Height approx. 12'. Saint Peter's,

Rome
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above: 18. Isometric reconstruction of

a domus ecclesiae, Dura-Europos,

Syria. Before 256

right: 19. Model of a Baptistry, detail

of fig. 18. Transferred and

reconstructed in the Yale University

Art Museum, New Haven. Dura-

Europos Collection

were more elaborate town houses or villas (cf. the remains

under the basilicas of Saints Giovanni e Paolo and San

Clemente).^^

The domus ecclesiae, or house-church, needed only a hall

large enough for a small assembly and a meal. The triclinium,

or dining room, would usually be appropriate. Other rooms

to the sides served the postulants (new candidates) and the

catechumens (converts yet to receive baptism) when Mass

was held for the members only. Essentially then, the domus

ecclesiae was a simple domestic structure, a small com-

munity center at most, and the only special area needed

would be that of the baptistry, which, of course, meant a font

and access to water.

Such simple domestic quarters serving the needs of the

Christians throughout the Roman world were ubiquitous, as

attested by the remains of a domus ecclesiae in the remote

frontier town of Dura-Europos on the Euphrates in Syria

(fig. 18). The house was built in the proximity of the for-

tification walls, which subsequently were enlarged and

strengthened during Persian invasions in a.d. 256, and it was

buried soon after under the rubble of the destruction

wrought there. The house is a simple Mediterranean type

in two stories. Around a squarish courtyard open to the sky

were aligned rectangular rooms of various sizes. The largest,

capable of accommodating roughly fifty to sixty people, very

likely served as the congregational assembly room. Were it

not for a smaller elongated room to the right of the entrance

on the northwest corner (fig. 19), the function of the house

as a Christian church would never have been recognized. A
font shaped like a large sarcophagus built into a niche on the

end wall is decorated with paintings not too unlike those of

the catacombs that indicate that this was a Christian

baptistry.

The paintings in the lunette above the font and those in the

upper part of the north wall are especially primitive in

execution. On a reddish ground in the lunette the remains of

a Good Shepherd are faintly discernible, and below the

shepherd the tiny forms ofAdam and Eve are visible. Regard-

less of the crudity of these random spottings, the meaning of

the lunette fresco is clear: the New Adam— Christ the Good
Shepherd— is sent to redeem man from the sins of the Old

Adam. The rebirth of the old man was an essential image in

early baptismal rites. The refreshing waters of the font

washed away his sins. Below the faint miracle scenes on the

adjacent wall, in the lower register of the northwest corner,

appears an entirely different type of representation featuring

large, monumental figures in procession toward a large ga-

bled structure resembling a huge sarcophagus. This frag-

ment has been interpreted as the visit of the Three Marys to

the Tomb of Christ, a familiar allusion to the resurrection of

Christ, and, consequently, a funerary theme very appropri-

ate for a baptistry. Later we shall see that the iconography of

the baptistry is intimately related to that of the tomb (see pp.

38-39).
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CONSTANTINE AND THE EARLY CHRISTIAN BASILICA

IN
MARCH A.D. 313, four months after the defeat of

Maxentius at the Milvian Bridge in Rome, Constantine,

the new Caesar of the West Roman Empire, issued the

following decree in Milan: "We decided that of the

things that are of profit to all mankind, the worship of

God ought rightly to be our first and chiefest care, and that it

was right that Christians and all others should have freedom

to follow the kind of religion they favoured; so that the God

who dwells in heaven might be propitious to us and to all

under our rule."^^ Constantine, son of an earlier Caesar,

Constantius, had claimed his rightful title over Maxentius,

one of the tetrarchs invested by Diocletian to rule the vast

Roman world.

According to his biographers, Eusebius and Lactantius,

Constantine won the decisive battle over the larger army of

Maxentius through the miraculous intervention of the

Christian God, who appeared to him in the skies on the eve

of the battle in the form of a monogram and cross, the

chrismon, or Chi-Rho (the Greek XP, abbreviation for

Christus). From the heavens thundered the prophecy: "in

hoc vinces" (in this sign, conquer). Placing the Christian

symbol on his labarum (standard), Constantine did indeed

conquer the West, and by a.d. 325 he had also subdued and

executed his rival Licinius, the last of the tetrarchs, to claim

the East Roman Empire as his domain too. Constantine was

now Emperor and Augustus, the sole and absolute inheritor

of the great Augustus Caesar.

The nature of Constantine's relationships with the Chris-

tians has been an issue of considerable controversy.^^ Until

he was baptized on his deathbed in a.d. 337, he remained a

catechumen, perhaps out of a desire to be open to all re-

ligions, including the pagan affiliations of the majority of the

Roman senate— the Edict of Milan of a.d. 313 had specifi-

cally stated that "all others" would be tolerated. However we

measure Constantine's personal beliefs, it is known that for

the first time Christianity and the Roman state were closely

wedded politically, socially, and culturally.

As emperor, Constantine used his power to better the

Christian church by sponsoring new public buildings for

worship in Rome, much to the chagrin of the senate. The

features of his new church, the basilica, will be discussed

presently, but the state of the arts in Rome at the time of his

victory, exhibited in new sculptures added to his triumphal

arch (figs. 20, 21), erected shortly after his victory over

Maxentius, should be briefly examined as they present one of

the more controversial issues in the development of the arts

in general.

Constantine's arch was a piecemeal assembly in terms of

the sculptural adornments. The giant round reliefs above the

two side arches are spolia (sculpture or architectural frag-

ments plundered from earlier imperial monuments), as are

the huge rectangular plaques in the attic; but the smaller

friezes directly above the side arches and the winged victo-

ries carved in the spandrels are products of Constantine's

workshop. The frieze on the seaward side (west) depicts a

congiarxum, or distribution of favors to the people, a familiar

subject in Roman historical relief sculpture. But when com-

pared to earlier representations of such scenes on the Arch of

Trajan at Benevento (fig. 22) or the historical reliefs on the

Arch of Titus in the Forum (fig. 23), the productions of the

early fourth century seem astonishingly inept, if not crude

and childlike in execution, with none of the naturalism

usually associated with Antique sculpture.

How do we explain this startling divergence from the

Classical norm? ^ '' To the defenders of the Classical tradition,

beginning with Vasari and the Renaissance through early-

twentieth-century authorities such as Jacob Burckhardt and

Bernard Berenson, the Constantinian reliefs mark the death

of the great art of the Greco-Roman past. For them, these

sculptures are the prelude to a long Dark Age of no artistic

merit. Much favors this interpretation. Who can deny that

the incised lines for the draperies and the carved profiles are

crude or roughly hewn or that the proportions are stunted,

with large heads ill fitting dwarfish torsos? Moreover, the

reliefs are carved across the horizontal slabs with little

regard for spatial unity. But many have questioned the valid-

ity of using technical proficiency as a factor in assessing this

curious new art.^*^

Similar changes in style can be found in other arts as well.

The colossal head of Constantine, a fragment of a huge statue

that once towered over the public in a niche of the Basilica

Constantini in the Forum, displays many of the same fea-
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tures: a stiff, hieratic style with a rigid frontahty; a fixed,

staring upward gaze in the huge eyes carved out with deep

craters for pupils; the reduction of the facial features to harsh

conventions raised or submerged in the polished masklike

face of smooth planes (fig. 24).

These traits in portraiture are markedly different from the

lifelike countenances of earlier imperial effigies, such as that

of Caracalla (fig. 25), but tendencies toward static immo-

bility began to appear before Constantine with the stoic

emperor Marcus Aurelius and continued through the reign

of Diocletian. A late-third-century portrait (fig. 26) clearly

projects different qualities of personality in the staring eyes

fashioned with harsh outlines of the iris and hollowed-out

pupils dominating the visage. It is not surprising that this

haunting likeness has been identified as that of Plotinus, the

ascetic philosopher who contributed much to the mystical

theologies of the Middle Ages.

The abstractions in the portrait of Constantine indeed

convey a terrifying sense of spiritual gravity and the over-

powering presence of authority. The great eyes, the windows

of the soul, are features befitting an inspired leader with a

new and lofty conception of his calling by some divine being.

Constantine is the divinely appointed vicar of God on earth.

The building that Constantine raised as the new house of

worship for the Christians is called the basilica, or House of

the Lord {basilica id est dominicum, according to Eusebius).

The old meeting place, the domus ecclesiae (see p. 26), was

much too simple and unfocused to provide the necessities of

23. Triumph of Titus. Relief

in passageway of the Arch of

Titus, Rome. Marble, height

7'10". 81
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left: 24. Constantine the Great. Fragment of a colossal statue.

Marble, height 8'6". Early 4th century. Museo dei Conservatori,

Rome

below left: 25. Caracalla. Marble, height lOVe". 211-17.

Museo Nazionale, Naples

above: 26. Portrait Head (probably Plotinus). Marble, lifesize.

Late 3rd century. Museum, Ostia

Christian worship under Constantine, although a number of

the so-called tituli churches continued to serve communities

in various parts of the city. The basilica (fig. 27) was— and

this point must be emphasized— a generic building type that

served numerous functions in the Roman world as a gather-

ing place for law courts, business transactions, stock and

money exchanges, audience halls for civic affairs, and so

forth. The genus basilica included hall-type structures in

palaces for imperial ceremonies or in the wealthier estates for

gatherings in general. Essentially it was a large longitudinal

hall with raised platforms or tribunes to accommodate its

functions. There was no one basilical form, and surely the

building that Constantine's builders fashioned for Christian

worship must be considered one of the most innovative of

Late Antique architectural forms.
^'^

The stricter organization of the Christian community

under Constantine made a distinct physical separation of the

clergy and congregation necessary (fig. 28). One end of the

basilica was enlarged and marked off as the tribune or

sanctuary for the clergy and the altar. The main body of the

longitudinal hall was divided into a nave (the central aisle)

and side aisles for the gathering of the faithful. The entrance
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left: 27. Reconstruction

drawing of the Basilica

Ulpia in the Forum of

Trajan, Rome (after Canina).

98-117

below; 28. Jacopo

Grimaldi. Drawing of the

interior of Saint Peter's,

Rome. 1619. Vatican Library,

Rome (MS Barberini, lat.

2733, fols. 104v-105r)

.2aMk V- 2onr-M aye . leicui gmi^ i^^'h^^^^^
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above: 29. Isometric reconstruction of the

Lateran Basilica, Rome (after

Krautheimer). c. 320

right: 30. Filippo Gagliardi. Nave of the

Lateran Basilica, Rome. Fresco.

Reconstruction attempt as of 1650.

San Martino ai Monti, Rome (nave

erroneously arcaded)

was placed at the end opposite the altar, and an atrium or

open court was set before the porch (narthex) for the gather-

ing and instruction of the postulants and catechumens. Tim-

ber roofs with flat ceilings covered the main hall, and win-

dows in the nave above the level of the side aisles opened the

interior for hght. This upper zone of the nave is called the

clerestory.

One result of this division of the basilica was the emphasis

on longitudinal space. With the entrance at one end, the

sanctuary culminating in the form of a semicircular apse at

the other, and a long hallway in between, the experience of

the Christian basilica was one of movement in time along a

marked axis to the altar. Furthermore, it was totally an

experience of interior space for the faithful. The exteriors

were simple, barnlike structures of brick that formed an

opaque box to enclose the space. Only the entryways were

monumentalized and decorated with mosaics or paintings.

A variety of basilical forms were employed by the Chris-

tians. Vast hallways were erected for funerary banquets and

assemblies that were laid out on a hairpin or (7-shaped plan;

in some instances two or three halls were added side-by-side

or at right angles to form double basilicas; and one of the

most distinctive types, the cross-transept or T-shaped basil-

ica, was designed for two of the major churches in Rome, the

Lateran church and Saint Peter's.

The first Christian church to be considered is the Basilica

of the Savior in the Lateran, now dedicated to Saint John the

Baptist.-^'' In a remote but wealthy district of Rome, at that

time out of the jurisdiction of the senate, Constantine do-

nated to the Christians the old imperial palace, the Lateran,

to serve as a residence for the bishop, and he built alongside

it the first cathedral of Rome, ecclesia cathedralis, as the

diocesan church for the bishop, about a.d. 313.

The title of "Mother and head of all churches in the city

and in the world" {omnium ecclesiarum Urhis et Orhis mater

et caput) is still retained. Although it was rebuilt and re-

stored by Francesco Borromini in 1649, and few remains of

its foundations and walls can be found, it has been recon-

structed with some authority by Richard Krautheimer (fig.

29). The huge building was double-aisled, with a projecting

apse and transept (a transverse structure between the apse

and the nave) that extends slightly beyond the outer walls of

the aisles on either side, forming a rudimentary T-shaped

plan. A fresco by Filippo Gagliardi in San Martino ai Monti,



31. Isometric reconstruction of San Lorenzo fuori le mura, Rome.

Basilica and underground memoria (after Krautheimer). c. 330

painted around the time of Borromini's restorations, gives us

a good idea of the size and grandeur of the Constantinian

interior (fig. 30).

The nave and double aisles, each with arcades of twenty-

two columns, together with the transept, measured approx-

imately 250 by 180 feet in size. The sanctuary extended

some sixty feet. The vast interior was capable of accom-

modating a congregation of several thousand. Like most

basilicas, the exterior would have been rather plain brick and

unadorned in appearance, but the interior was lavishly out-
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fitted with countless gold and silver objects, donations re-

corded in the Liher Pontificalis (Book of Popes), an impor-

tant source book of papal records compiled in the ninth

century. ^1

The Lateran basilica, the cathedral of the bishop of Rome,

was originally dedicated to the Savior and commemorated no

special hallowed ground. For the most part, however, the

early-fourth-century structures were erected over or near the

graves of the martyrs, the Roman equivalents of the holy

sites in Jerusalem. The original basilica dedicated to Saint

Lawrence built on the Via Tiburtina was raised near his

tomb in the Verano catacombs (fig. 31). The present Basilica

of Saint Lawrence (San Lorenzo fuori le mura) was built in

the sixth century immediately next to the earlier one, dating

about A.D. 330, which was called the basilica maior in early

accounts. Few remains of the earlier structure have been

uncovered, and only a tentative reconstruction of it is possi-

ble. It was a type known as a funerary basilica since it

apparently functioned as both a covered cemetery for the

faithful and a funerary banquet hall in the proximity of the

memoria, or martyr's grave. A giant hallway with a roof, side

aisles, and a projecting apse, its plan was L'-shaped or hair-

pin in outline. The floor was, in time, lined with gravestones,

and within it the faithful would gather for funerary

celebrations.

A similar U-shaped funerary basilica was built alongside

the memoria of Saint Agnes on the Via Nomentana (fig. 32)

near the catacombs there. The famous mausoleum built for

Constantines daughter Costanza sits to the left of the en-

trance, and further beyond the ruined walls is the sixth-

century basilica dedicated to Saint Agnes. In both cases the

funerary basilica predated the martyr's church, and the exact

32. Ruins of the funerary

Basilica of Sant'Agnese,

Rome. Remains of

ambulatory walls (to

right, the Mausoleum of

Costanza). c. 350
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function of the former in the regular service has yet to be

determined. ^2

In Ught of these early building types, the original Basilica

of Saint Peter's (figs. 33, 34) must be seen as something of a

fortuitous compromise and innovation. Sometime around

A.D. 324 Constantine donated the burial grounds on the

Vatican Hill to the church as a site for the erection of a major

basilica commemorating the tomb of Saint Peter there. We
have already mentioned the oldest memoria built over Peter's

remains as it appeared in the second century, and with the

increasing number of pilgrims visiting the site— and no

doubt the demands for burial grounds there as well— it was

only fitting that one of the major churches in Rome should be

erected on this spot.^^

In order to achieve this it was necessary for Constantine's

builders to level the area about the tomb by building up

foundations on the south side of the sloping hill and sinking

the ground level on the north and west sides. As in most

building campaigns, the sanctuary with the altar and, in this

case, the memoria of Saint Peter, was raised first and presum-

ably completed before the death of Constantine in a.d. 337.

This sanctuary, however, was enlarged in an unusual man-

ner, very likely to accommodate the hundreds of pilgrims

who gathered about the memoria daily (fig. 35). The space

before the apse was transversed by a huge hall extending far

beyond the side walls of the aisles, forming great projecting

transept arms. The nave was probably finished after 350 with

its double aisles of twenty-two columns, as at the Lateran,

but exceeding it in length and width considerably (276 by

190 feet). At some later date, about 390, a vast atrium was

added before the facade.

The cross-transept and the apse were marked off from the

nave dramatically by a huge archway, later referred to as the

triumphal arch, which carried an appropriate inscription:

"Since under Thy leadership the Empire rose once again

triumphant to the stars, Constantine the victor has founded

this hall church (aula) in Thine honor," a reference to the

victory over Maxentius under the aegis of the chrismon.

Beneath the great triumphal arch stood the original memoria

of Saint Peter, where very likely the altar would be placed in

the fourth century, although this is not known. The memoria

Petri was elaborated with a baldachino, or canopy, supported

by four twisted columns of porphyry carved with vine

tendrils that were imported from Constantinople. Two more

porphyry columns supported an extension of the architrave

of the baldachino across the opening of the apse, which,

when hung with curtains, would be concealed from public

view. An unusual carving on an ivory reliquary box from

Pola in Istria (fig. 36) is believed to be an accurate represen-

tation of the Constantinian memoria and its columns, with

the faithful making an offering while male and female mem-
bers of the church stand as orantes before the side screens.^'*

Insofar as the apse and transepts were built around the

memoria Petri, the sanctuary functioned as a martyrium, or

tomb church, 25 the broad nave, once paved with carpets

of stone tombs, served as a funerary basilica. Unlike the

early funerary basilicas of San Lorenzo and Sant'Agnese, in

Saint Peter's the tomb of the saint, the memoria, was thus

incorporated directly into the church, forming a combina-

tion of martyrium-funeral hall, a unique solution in its time.

The distinctive T-shaped plan of Saint Peter's that resulted

was long believed to be typical of Early Christian basilicas,
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left: 35. Reconstruction of the memoria of

Saint Peter in the sanctuary of Saint Peter's,

Rome (after Toynbee). c. 324-37

below: 36. Shrine of Saint Peter. Ivory casket

from Pola, 5Vs x 7%". c. 400. Museo Civico,

Rome

perhaps inspired by the symbohsm of the cross, but, in fact,

it is an anomaly in its time. Later this unique plan, hallowed

by its associations with the "prince" of the apostles, was

accepted as a standard form, as we shall see.

The Basilica of Saint Paul's Outside the Walls (San Paolo

fuori le mura) is a monument of the "Theodosian Renais-

sance." According to the inscription on the triumphal arch,

"Theodosius began, Honorius completed this church, conse-

crated by the body of Paul, teacher of the world." The mosaic

decoration on the arch was sponsored by Honorius's sister,

Galla Placidia: "The devout soul of Galla rejoices to see this

foundation of her father radiant in splendor through the

devotion of Bishop Leo."

Begun about 385 as a replica of Saint Peter's, equal in size

and splendor. Saint Paul's remained fairly intact through the

centuries until it was largely destroyed by a fire in 1823, and

while the nineteenth-century restorations were ambitious

and complete, many aspects of the Early Christian church
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. Giovanni Battista Piranesi. San Paolo fuori le mum, Rome. Etching. 38. Bartolomeo Pinelli. San Paolo fuori le mum after the fire of

1749 1823. Drawing

39. Santa Maria Maggiore, Rome. Interior of nave. c. 432-40

have been lost or distorted. Much of the grandeur, especially

of the interior, remains, however, reminding us of how "it

shines in imperial splendor . . . covered with gold leaf . . .

propped with marble pillars," as Prudentius described it

about A.D. 400. Giovanni Battista Piranesi made an etching of

the church (fig. 37) which records the Old and New Testa-

ment pictures below the windows in the nave that were

probably added about 450 by Pope Leo the Great. A drawing

by Bartolomeo Pinelli made after the fire of 1823 confirms

the accuracy of Piranesi's view of the interior (fig. 38).

The Classical flavor of the Corinthian arcade in Saint

Paul's is majestically echoed in the interior of Santa Maria

Maggiore (the major church of Mary) on the Esquiline Hill

(fig. 39), where an Ionic colonnade supports the upper walls

of the nave. This sumptuous church, the first dedicated to

the Virgin in Rome, was erected by Pope Sixtus III between
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432 and 440, and while the sanctuary and expanses of the The finest example of what has been called the "standard"

nave have undergone drastic alterations in the course of time, Early Christian basilica is the titulus church of Santa Sabina,

the original fifth-century mosaics that lined the walls and high on the Aventine Hill in what was then a fashionable

covered the arch before the apse remain rare and beautiful quarter of the city (figs. 40, 41).^^ According to an inscrip-

survivors of Early Christian art. These will be discussed tion inside the narthex, the basilica was founded by Pope

later. The plan shows a single-aisled nave with slightly Celestine I (422-32). This type of so-called standard basil-

projecting transepts (the latter may be the work of rebuild- ica emerged in the fifth century and was admirably suited to

ing about 1290). The exterior is lost beneath rebuildings of serve the function of a parish church. The ground plan is

much later periods. simpler, with three clearly marked spatial units, an atrium,
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42. Lateran Baptistry, Rome. Interior, c. 315 and c. 432-40

nave, and apse, but no complex additions such as transverse

transepts. The interior, with an elegant arcade of Classical

columns carrying a wall with large clerestory windows, is

high and narrow. The long nave directs one's focus irresist-

ibly down toward the altar, placed before a simple apse with

three windows.

Celestine's successor, Sixtus III (432-40), was, as men-

tioned above, the sponsor of the building and decorating of

Santa Maria Maggiore. He also enlarged the old baptistry of

the Lateran basilica (figs. 42, 43), which was subsequently

remodeled in the sixteenth and seventeenth centuries.

Throughout the Middle Ages, baptistries displayed a distinc-

tive architectural form: centralized structures, either round,

square, cruciform, or, more usually, octagonal in ground

plan, capped by an imposing dome. Both the font in the

center and the dome (which formed a huge baldachino for

the font) were mystically associated with the number eight,

hence the frequency of the octagonal shape. Eight marked

the day of new creation or new birth (six days for creation in

Genesis, the seventh for rest), and the "sacred eight," as

Ambrose called it in the dedicatory verse for a baptistry in

Milan, signified eternal life.

It is not surprising that the form of the baptistry should be

derived from funerary types, since the idea of death of the

Old Adam and rebirth of the New in the rite was so univer-

sal.^'' Some have argued, in fact, that such impressive

43. Antonio Lafreri. Section of

the Lateran Baptistry. Engraving,

c. 1560
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mausolea as that of Santa Costanza, the tomb of Con-

stantine's daughter, actually functioned for a time as a baptis-

try for the nearby Basilica of Sant'Agnese. At Santa Costanza,

a circular ambulatory with a barrel vault buttresses the

dome and is richly decorated with "carpets" of mosaics lifted

into the curved drum (fig. 44). Similar mosaic enrichments

once covered the octagonal ambulatory in the Lateran

Baptistry.

Centralized buildings with domes also characterize many

of the so-called martyria, or tomb churches, in the Early

Christian world. Santo Stefano Rotondo (the round church

of Saint Stephen), 468-83 (fig. 45), is one of the most

impressive of these types in Rome. Here the great cylindrical

core is augmented on the four axes by projecting rectangular

chapels, providing a cross and circle ground plan for the

complex, possibly influenced by the architecture of the Ana-

stasis, the tomb of Christ in Jerusalem. It is important

to keep in mind these various funerary associations of

mausolea, memoriae, martyria, and baptistries in Medieval

architecture, particularly since another type of building, the

palace chapel, often adopted the central plan but for entirely

different reasons. Architectural forms have an amazing flex-

ibility, and it is often the decorations applied to the walls that

give a building specific meaning. It is to the specific meaning

of the Christian basilica that we shall now turn our atten-

tion.

44. Santa Costanza, Rome. Portion of vault mosaics, c. 350

45. Reconstruction of the

exterior of Santo Stefano

Rotondo, Rome (after

Corbett). 468-83
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ECCLESIA, BASILICA, CIVITAS DEI-THE
DECORATION OF THE EARLY CHRISTIAN CHURCH

THE BASILICA of Saint Paul (San Paolo fuori le

mura) is one of the most impressive churches

in Rome. Stepping from the spacious atrium

into the main body of the basilica, we suddenly

find ourselves in the refreshing twilight world

of a vast and deep interior (colorplate 2). At the far end of the

nave the yellow lights of the candles on the altar shimmer

mysteriously in the shadowy silhouette of the niche, and

high above, on the broad arch before the apse, the soft glow

of golden mosaics filters through the darkness. Slowly the

structure of the building emerges from the shadows: the

massive polished columns, the elegantly carved capitals, the

richly paneled walls, and the coffered ceiling. Here, it would

seem to many visitors, the mystical experience of the Early

Christian worshipper can still be appreciated. But perhaps

our impressions are distorted by the romance and mystery

that popular history has given the Early Christian period.

For one thing, the basilica was largely rebuilt after a disas-

trous fire of 1823; it had undergone numerous alterations

during the Middle Ages; and the mosaics have been restored.

The comforting darkness, too, may be an illusion, since we

know that countless tapers and candelabra lined the nave

during the services. On the other hand, this enticing first-

hand impression is surely more authentic than the glossy

photographic prints we study in handbooks on architecture.

The architecture of the Early Christian basilica, which

was discussed in the previous chapter, was foremost one of

interior space, and while the generic models of the structure

may be quite easy to trace in Roman architecture, the interior

is wholly an Early Christian invention and one that, accord-

ing to early descriptions, was constructed of "heavenly type

in symbolic fashion." Unquestionably this is a vague state-

ment, but it has often been argued that the basilica can, in

fact, be seen as a reflection on earth of the New Jerusalem in

heaven. 2^

Some have seen this prototype in realistic terms in the

description of the City of God in the Book of Revelation: the

facade is the city gate, the nave corresponds to the streets,

the side aisles are porticoes that line the street, and the

sanctuary is the royal throne room placed on the main

avenue. Such an interpretation is not sensible in realistic

terms, and yet if we consider the mosaic decoration and the

elaborate ceremonials that animated this space, the interior,

when filled with the congregation, becomes a gathering of

souls in communion with God, the very embodiment of the

idea oiecdesia, an assembly of the faithful. And in this light,

the services on earth clearly imitate and reflect the Mass of

the church of God held in heaven much as it is described in

the Book of Revelation. The heavenly Mass in the Apoc-

alypse and the rite of Christian worship have often been

compared, and the parallels are striking, especially in the

ceremonies related in chapters 4, 7, and 19 of Revelation and

in the conclusion, where John the Evangelist witnesses the

image of the holy city of Jerusalem "coming down out of

heaven from God" (21:2).^^

An important document survives to illustrate the sym-

bolic interpretations of the Early Christian basilica: the ora-

tion of Eusebius, Constantines biographer, delivered at the

dedication of a church at Tyre. 3^'' For Eusebius the concept of

the church as ecclesia is foremost. The basilica is a "living

temple ... of a living God formed out of ourselves." The

hierarchy of the faithful is then seen in relationship to the

parts: the foundations are the apostles and prophets, Jesus

Christ is the cornerstone. While contemporary Roman ar-

chitecture unquestionably played an influential role in shap-

ing the structural form of the Christian basilica, as we have

seen, Eusebius is cautious not to make any specific refer-

ences to pagan buildings. The church, while not dedicated to

a pagan deity, was nevertheless raised in honor of a king, and

it is in this oration where we find one of the earliest designa-

tions of the new church as a basilica, the house of the king.

The final, eschatological image of the basilica for Eusebius

was that of the civitas dei, the city of God. In the introduc-

tory lines of the oration, he describes the church as the "new-

made city that God had builded" and the "new and far

goodlier Jerusalem," and toward the end of the sermon he

more emphatically states that the prototype of the church on

earth is to be found in the region above in the heavens: "Such

is the great temple which the Word, the great Creator of the

universe, hath builded throughout the whole world beneath

the sun, forming again this spiritual image upon earth of

those vaults beyond the vaults of heaven." Thus Eusebius
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46. Jonah and the Whale.

• Detail of floor mosaic in the

Basilica of Aquiieia

(Venetia). 314-20

sums up the meaning of the church: ecclesia, basilica, civitas

del It is this all-embracing concept that was proclaimed in

the decorations of the Early Christian basilica.

Constantinian wall decoration survives in fragments that

are little more than patterns of flora and fauna and occasional

figurative representations that seem to have been rather ar-

bitrarily applied to those parts of the architecture that nor-

mally would have mosaic or painted designs to enhance

them in pagan buildings. Floor mosaics survive in apprecia-

ble numbers. Especially intact are those of the Basilica of

Aquiieia, ascribed to Bishop Theodore, 314-20, where amid

the numerous geometric divisions of the pavements display-

ing conventional bucolic motifs one finds the Good Shep-

herd, the story ofJonah and the whale, and a type of winged

Victory standing between a basket of bread and a chalice of

wine, motifs common in the catacombs (fig. 46). The fourth-

century mosaics in the ambulatory vaults of the mausoleum

of Costanza (fig. 44) are simply pagan floor mosaics lifted

into the ceilings. They display few motifs that can be consid-

ered Christian. ^1 The apse mosaics below them are of a later

date and reflect basilical decoration, as we shall see.

Prudentius describes floor mosaics and wall paintings in

his Peristephanon, and he records a series of tituli (short,

explanatory verses) for nave decorations in the Dittochaeon,

but he offers little evidence for any extensive programmatic

decorations in churches. Paulinus of Nola, on the other

hand, writing in the first decades of the fifth century, de-

scribes extensive mural decorations in his churches at

Cimitile and Fundi (near Naples), and he advises his friend,

Sulpicius Severus in Gaul, on appropriate decorations for the

apses of his basilicas.

Paulinus describes portals of his "new" basilica decorated

with crosses and an atrium with paintings of male and

female martyrs near the entrance. The side walls displayed

stories of Old Testament women and men of saintly charac-

ter. At the end of the atrium (adjoining the narthex?) were

paintings of events from the first eight books of the Bible

(Octateuch). Upon entering the basilica the worshipper

could read both Testaments in pictures, apparently lining the

nave walls. More lengthy are the tituli he composed for the

apses. These verses, wholly symbolic in imagery, exalt his

favorite motif, the cross, along with other familiar symbols

such as the lamb, the dove, and the Hand of God. We shall

return to these interesting verses later.

It was about this time, in the early fifth century, that new

schemes for decorating the great basilicas in Rome must have

incorporated vast picture cycles much like those described

by Paulinus. Much of the evidence— such as the inscription

on the triumphal arch of Saint Paul's— points to Pope Leo

the Great and the empress Galla Placidia as the chief spon-
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47. Facade mosaic on the

Basilica Euphrasiana,

Parenzo (now Porec in

Yugoslavia). 535-43

sors of the new art. It was at this time, too, that the flowering

of Latin Christian culture occurs. Three of the great Fathers

of the Latin church lived in the generation immediately

preceding Leo. Saint Ambrose (d. 397), the eldest, not only

made significant contributions to the liturgy and music of

the Latin service, but he was also instrumental in the found-

ing of churches and martyria in Milan, as will be seen in the

next chapter. Pope Damasus, himself actively engaged in the

commemoration of the martyrs in Rome, assigned to Saint

Jerome, the second Father, the arduous task of translating

afresh the Hebraic Old and the Greek New Testaments into

authorized Latin. The Vulgate, Jeromes edition, was begun

in 384, and by the middle of the fifth century it had replaced

the earlier Itala translation of the Bible in Rome.

The third Church Father, Augustine (d. 430), in writing

his monumental Civitas dei, or City of God, put down in

comprehensive form the Christian philosophy of history

and the meaning of ecclesia.^'^ The extensive narrative cycles

painted on the walls of the basilicas closely parallel Au-

gustine's divisions of time and his interpretations of them.

It was also during the first half of the fifth century that the

great church councils were held. At the Council of Ephesus

in 43 1 ,
Mary was officially entitled dei genetrix or Theotokos,

the "bearer of God" and not merely the mother of a human

child. The final definitions of the Incarnation, the two na-

tures of Christ, and the exalted role of Mary Theotokos were

established at the Council of Chalcedon in 451 and were in

part the inspiration of Pope Leo, whose Tome of 449 on these

matters was instrumental in formulating the orthodox posi-

tion. And so religious art took on a new role, that of illustrat-

ing the expanding dogma and doctrine of the Catholic faith.

A new mode of pictorial expression arose in the West, one

that can be termed catechetical as well as narrative and

symbolic, one in which the expanded mural decorations

were not merely embellishments for the new church but

were also instructions for those who could read their

messages.

In many respects the new mosaic programs of the Roman

basilica are manifestations of this rich period. But this sig-

nificance cannot be easily uncovered by studying only the

fragmentary remains of decorations that survive the period

as individual works of art as they are generally presented.

Rather, they should be studied in the context of the decora-

tion of the church as a whole theater of the Christian drama.

For our purposes the pictures can be considered in three

divisions appropriate for the real and the symbolic makeup

of the basilical complex: the portal, the nave, and the apse.

THE PORTAL

The symbolism of architecture in the Early Christian world

was rigidly codified. The late Roman Empire had accumu-

lated a variety of articulate architectural forms that served as

symbolic settings for ceremonials ranging from the pompous

pageantry of the imperial court to the secretive rituals of the

numerous religious cults. Foremost among these symbolic

forms was the portal, which, in the broadest sense, was a

major architectural structure that served as a point of divi-

sion, be it a gateway, a facade, or an elaborate door. Simply

stated, the portal separated one place from another: the

countryside from the city, the street from the temple or

palace, the assembly hall from the sanctuary. In a religious

precinct the portal was multiplied, marking each important

step along the sacra via (sacred way), and, like sections of a

telescope gradually opened, each magnified the focal image,

the deity or emperor. In the Christian church the portals

were aligned along the longitudinal axis that led from the

atrium gateway through the facade of the basilica to the great

arch before the apse. It is not surprising that such a signifi-

cant architectural form early acquired an impressive decora-

tive program befitting its function.

In late Roman times the symbolic portal served purposes

beyond that of a simple entrance or exit. The emperor fre-

quently made his official appearance before the public there,
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especially at ceremonials such as that of the adventus or

triumphus, the reception of the lord into the city after a

victorious campaign. Thus the central image on the portal of

a Christian basilica was the appearance (adventus) of the

King of Kings, Christ, in symbolic form or portrayed in the

heavens at his Second Coming, when he makes a grand

appearance as the Maiestas Domini (the majesty of the

lord).36

The theme of the Maiestas Domini, one of the most im-

pressive images in all Christian art in the West, was based on

the description of the mystical appearance of the Lord to

John the Evangelist in the early chapters of the Book of

Revelation: "After these things 1 looked, and behold a door

was opened in heaven . . . and upon the throne one sitting.

. . . and there was a rainbow round about the throne, . . .

And round about the throne were four and twenty seats; and

upon the seats, four and twenty ancients sitting, clothed in

white garments, and on their heads were crowns of gold.

And from the throne proceeded lightnings, and voices, and

thunders; and there were seven lamps burning before the

throne, which are the seven spirits of God. And in the sight

of the throne was, as it were, a sea of glass like to crystal; and

in the midst of the throne, and round about the throne, were

four living creatures, full of eyes before and behind. And the

first living creature was like a lion: and the second living

creature like a calf: and the third living creature, having the

face, as it were, of a man: and the fourth living creature was

like an eagle flying. And the four living creatures had each of

them six wings; . . . And they rested not day and night,

saying: Holy, holy, holy. Lord God Almighty, who was, and

who is, and who is to come" (4:1-8).

Not surprisingly, no examples of gateways to atria of the

fifth century survive, but the scant evidence that we have

suggests that at least by the eighth century an abridged

version of the Maiestas Domini, with Christ enthroned

within an aureole carried by angels above standing figures,

was represented in mosaics on the outer wall of the towered

entrance to the atrium of Saint Peter's.^''

More evidence remains for the decoration of the basilica

facades. A sixth-century mosaic on the west front of the

Basilica Euphrasiana in Parenzo with the lower zone still

intact (fig. 47) retains the outlines of the spooled can-

dlesticks (the seven lamps of fire) that appeared before the

enthroned Christ in the gable above, of which mere traces are

visible. Fortunately, the facade of Saint Peter's in Rome is

documented in a seventh-century report— "the four beasts

are depicted about Christ"— and in drawings of the archivist

Jacopo Grimaldi (fig. 48).^^ Restorations of the facade are

48. Jacopo Grimaldi. Drawing of the facade of Saint Peter's, Rome. 1619. Vatican Library, Rome

(MS Barberini, lat. 2733, fol. 133)

[33
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49. Maiestas Domini. Mosaic on the triumphal arch of San Paolo fuori le mura,

Rome (restored), c. 450

recorded during the papacies of Sergius I (687-701), Inno-

cent III (1198-1216), and Gregory IX (1227-41), but it is

unlikely that the original design would have been changed

appreciably (some have argued that a symbolic lamb re-

placed the figure of Christ in the restoration of Pope Sergius

I). That the tradition of presenting the Maiestas Domini on

the basilica facade was lasting is clearly evidenced by its

repeated appearance in sculptural form in later Medieval

churches, such as Moissac (fig. 332) and Chartres (fig. 473),

where it constitutes the central theme in a much-expanded

iconographic program.

The third major portal in the basilical complex is the

enlarged arch separating the nave from the apse, the con-

gregation from the clergy. Significantly, an early designation

of this structure, a Carolingian reference, is arcus tri-

umphalis, or arch of triumph, and in many early basilicas it is

monumentalized and set within the transepts, resembling a

Roman triumphal arch with its heavy base and broad attic.

The restored mosaic on the triumphal arch in Saint Paul's

(fig. 49), decorated for Pope Leo the Great, according to the

inscription, preserves its original design with the exception

of a few muddled details (the angels who seem to be playing

golf should be blowing trumpets!). The attic features a dra-

matic Maiestas Domini with Christ presented in an imago

dipeata (medallion bust-portrait) anticipating the bold

Christ Pantocrator of Byzantine art (see pp. 151-52). The

bust of Christ forms an effective keystone for the decora-

tions, and it became the traditional motif for many later

arches. To the sides are the winged busts of the Apocalyptic

beasts, and below, on the sides of the arch, the twenty-four
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50. Adoration of the Lamb. Mosaic on the triumphal arch of Saints Cosmas and Damianus,

Rome. c. 526-30

elders are aligned in two rows. Standing portraits of Peter

and Paul decorate the lowest zone.

The substitution of the symbolic lamb for the bust of

Christ appears in the sixth-century enframing arch in the

apse of Saints Cosmas and Damianus (fig. 50).''^'' The lamb

rests on an elaborate throne, an altarlike structure, be-

jeweled and carrying a cushion and small cross. This is the

"prepared throne," or Etimasia, a familiar motif in later

Byzantine art, described in Psalm 9:8-9; "He hath prepared

his throne in judgment: and he shall judge the world in

equity, he shall judge the people in justice." On the sup-

pedaneum before it lies the scroll of the seven seals that the

lamb will open (Rev. 5 and 6). To complete the Apocalyptic

image, the four beasts appear (partially concealed by later

restorations) along with the seven candlesticks about the

throne. Barely visible today in the lower zones of the arch are

veiled hands offering crowns, remnants of the twenty-four

elders in the original design of the mosaic.

The Etimasia appeared earlier on the arch in Santa Maria

Maggiore about 432-40 (figs. 51-54). The unusual repre-

sentations on this arch would seem to contradict our model,

but, in fact, it reinforces the iconography of the Adventus

Domini, or appearance of the Lord, so basic to portal decora-

tion. It should be remembered that Santa Maria Maggiore

was the first church in Rome to be dedicated to the Virgin,

and for that reason the mosaics on the arch display not the

Second Coming but the first appearance of the Savior in the

flesh, the bearer of salvation being Mary herself. Curiously

this Nativity cycle is unlike any other known in Early Chris-

tian art. It has been suggested that the episodes are based in
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53. Presentation (above);

Christ Child in Egypt

(below). Detail of fig. 51

part on apocryphal gospel accounts such as that of pseudo-

Matthew, but this is not demonstrable, and, furthermore, the

scenes are unique.

The scenes of the Annunciation and Presentation in the

topmost register are depicted as royal events, with Mary

enthroned as an elegant empress amid palace guards in the

Annunciation, while the Presentation is expanded to form a

ceremonial frieze of courtly figures gathered before the tem-

ple of Rome with its statue of the goddess of the city. The

combined scenes of the Nativity and Adoration of the Magi in

the second register on the left are even more regal. The

divine Child sits on a huge, bejeweled throne as a miniature

emperor making his official appearance to the kings of the

world. These curious intrusions in the Infancy cycle are

certainly intentional, and no doubt they were meant to un-

derscore the role of Mary as Theotokos, the bearer of a divine

god, such as her personality was defined at the Council of

Ephesus in 43 1 and to whom the original dedicatory inscrip-

tion on the arch was addressed."^'

Since the "first coming" is so emphatically stated here, the
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"second coming" is reduced to the representation of the

empty "prepared throne" that awaits Christ's appearance in

judgment. Such an idea and image can be hnked to ancient

council ceremonies where similar empty thrones were dis-

played with insignia of the imperial office to signify the

divine presence of the king (for example, the Throne of

Alexander the Great). '^^ According to the Carolingian scholar

Anastasius Bibliothecarius, the idea of the prepared throne

in Santa Maria Maggiore was inspired by the tradition initi-

ated at the Council of Ephesus, where an empty throne or

cathedra was set up with the scriptures opened across it to

summon the invisible presence of Christ as the divine judge

presiding over the council. Thus the unusual mosaics on the

arch of Santa Maria Maggiore demonstrate a double adventus

of Christ: his divine appearance in the Incarnation as man-

ifest in the Infancy scenes and the second advent anticipated

in the throne prepared at the end of time when he will judge

mankind. The hieratic nature of this presentation no doubt

accounts for the more abstract style that characterizes the

arch mosaics.

THE NAVE

One of the most distinctive features of the Medieval basilica

in the West is the pronounced longitudinal character of the

deep nave. The nave functioned as an assembly hall for the

congregation and as an avenue for liturgical processions and

ceremonies. Why should such a church type persist? It

could be argued that the prestige of Saint Peter s, where one

of the earliest longitudinal halls was combined with cross-

transepts— the formidable Latin cross or T-shaped plan—
established a fast tradition, one that was so hallowed that not

even the renown of Bramante or Michelangelo, both of

whom designed centralized ground plans for the new

church, could influence the churchmen of the Vatican to

abandon it.

Like some great tunnel, the nave evoked a dramatic, al-

most magnetic, attraction for movement. There was a con-

stant focus on the altar at the far end, thus contributing to a

sense of continuous and measured progression with a clearly

marked beginning, middle, and end. The decoration devised

for the walls of the nave made this experience more dramatic

and meaningful. An impressive sequence of pictures il-

lustrating the pilgrimage of the city of God unfurled before

the eyes of the worshipper and led him down the nave

toward the awesome portrayal of the godhead in heaven

hovering in the apse. This concern for history, for the pro-

gression of ecclesia through the Old and New Testaments to

the New Jerusalem, constitutes one of the basic tenets of

Latin worship. In fact, the keen sense of history that the

Latin church had inherited from Judaism and Rome— the

same historical consciousness that Augustine so clearly ex-

plicated—was one of the reasons why the nave provided an

appropriate gallery for their arts.

The elevation of the nave was divided into three well-

defined zones for decoration. The highest, that formed by the

wall strips between the windows in the clerestory, was

treated as a portrait gallery for the earliest authorities of the

church, the most honored citizens: the patriarchs, prophets,

and apostles. In the blank wall below, a very different mode

of decoration was employed, with individual mosaic or fres-

co panels, side-by-side, narrating the sacred histories. The

lowest register along the architrave of the nave colonnade or

arcade presented medallion portraits of the popes, the de-

scendants of the apostles.

Portraits, whether full-standing as if in niches or imagines

dipeatae (medallion busts), were common in pagan mural

decoration, but panels with narrative illustrations present a

more complicated ancestry. Such histories belong to the

mode of illustration known as cyclical narration that had its

development in Hellenistic book illustration and Roman
historical painting and relief sculpture. Following in se-

quence down or up the nave, they are to be read as some

cinematographic presentation of Christian history, just as

miniatures were to be read along with the texts, and the

addition of short, explanatory verses beneath them often

made this resemblance more striking. At any rate, the idea

that the nave mosaics are comparable to a giant illustrated

Bible placed before the eyes of the congregation is certainly

apt.

From the evidence, it seems that such picture programs

were already put into the naves of Saint Peters and Saint

Pauls at an early date,'^^ although, as we have seen, these

areas were frequently restored or rebuilt. In both churches

the right wall of the nave, viewed from the entrance, was

decorated with a double register of episodes from Genesis

and Exodus, with such stories as the creation, the flood, and

the miracles of Moses. The left wall carried a corresponding

series of New Testament scenes. These latter episodes illus-

trated the life of Christ in Saint Peter's, but in Saint Paul's,

where Pietro Cavallini later worked as restorer, the cycle was

devoted to the life of Saint Paul, the patron saint (figs. 55-

57a, b). At Santa Maria Maggiore, where the only extensive

remains of fifth-century mosaics with narratives survive,

the events on both sides of the nave were drawn from the Old

Testament, while at Sant'ApoUinare Nuovo in Ravenna, the

sixth-century nave mosaics are restricted to scenes of the

miracles and the Passion of Christ, for reasons to be ex-

plained later (see pp. 115-16). For the most part, however,

later basilicas repeat the juxtaposition of the Old and New
Testament stories that very likely was initiated at Saint

Peter's.

The opposition of Old and New Testament events across

the nave in Saint Peter's brings to mind the familiar jux-

taposition of type and antitype so common in Christian

literature and later Medieval art. According to this typology,

an Old Testament event prefigured one in the New opposite



Colorplate 1. Donna Velata (veiled lady). Painting in the Catacomb of Santa Priscilla, Rome. 3rd century



Colorplate 2. San Paolo fuori le mura, Rome. Interior of nave. Begun 385



right: Colorplate 3. Feast of Ahmham
and the Three Men in the Valley of

Mambre. Mosaic in the nave of Santa

Maria Maggiore, Rome. c. 432-40

below: Colorplate 4. Christ in Majesty.

Apse mosaic in Santa Pudenziana,

Rome. c. 400



Colorplate 5. Portrait of the Author and the Discovery of the Mandrake Root. Miniature in De Materia Medico of Dioscurides. 15 X 13".

512. Oesterreichische Nationalbibliothek, Vienna (Cod. med. gr. I, fol. 4)
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Colorplate 6. The Story o/Jacob. Miniature in the Vienna Genesis. l3V-iX9V8". 6th century. Oesterreichische NationalbibUothek,

Vienna (Cod. theol. gr. 31, fol. 12v)



Colorplate 7. The Story of Adam and Eve. Miniature in the Ashburnham Pentateuch. 14'/2X llYs". 6th century (?).

BibUotheque Nationale, Paris (MS nouv. acq. lat. 2334, fol. 6)



Colorplate 8. Ascension. Miniature in the Rabbula Gospels. Colorplate 9. Scenes from the Lite of Christ. Painted box for

13 X IOV2". Completed at Zagba, Mesopotamia, c. 586. pilgrims' mementos of the Holy Land. Wood, QVaxy'/s".

Biblioteca Laurentiana, Florence (MS Plut. I, 56, fol. 13v) Late 6th century. Museo Sacro Cristiano, Rome



Colorplate 10. Joseph's Brethren Tell of His Death (above); Joseph in the Well and the Killing of the Kid (below).

Ivory plaques on the side of the Throne of Maximian. c. 547. Detail of fig. 112



55. Jacopo Grimaldi.

Drawing of the right (north)

wall of the nave of Saint

Peter's, Rome. 1619. Vatican

Library, Rome (MS

Barberini, lat. 2733, fol.

109)

56. Jacopo Grimaldi.

Drawing of the left (south)

wall of the nave of Saint

Peter's, Rome. 1619. Vatican

Library, Rome (MS

Barberini, lat. 2733, fol.

114)

it— for example, the Sacrifice of Isaac paired with the Cru-

cifixion, the Meeting of Abraham and Melchizedek with the

Last Supper— and while there is some hint of such an order-

ing in the forty-nine verses in Prudentius's Dittochaeon,

which apparently reflect such a nave program, there is little

evidence to ascribe such a rigorous parallelism to Early

Christian nave cycles.

Jacopo Grimaldi's drawings of the remaining eastern por-

tions of the nave of old Saint Peter's (figs. 55, 56) preserve

the state of the decorations after numerous restorations and,

hence, can serve only as reflections of the iconography of the

fifth-century decorations. The drawings of the right wall

show the remains of the clerestory figures that Grimaldi

labeled "prophets," although one appears to be an angel. The
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narrative scenes along the wall below record superimposed

scenes that can be identified as the stories of Noah and the

flood, Abraham and the three angels, the deception of Isaac

by Jacob, above, and in the lower register events from the life

of Moses, including the seven plagues in Egypt and the

crossing of the Red Sea. The entablature, finally, featured a

double row of medallion portraits of popes (obviously added

to in time). The decorations of the left wall are too fragmen-

tary for us to discern a program. An enlarged Crucifixion

appears; a Baptism, Descent into Limbo, and Christ among

the apostles can also be identified, but no scenes of the

Infancy or Ministry appear. A number of details in the Old

Testament stories indicate an Early Christian iconography

for them, while those of the New appear to be mixed in

types.

Much attention has been given to the restorations of the

Early Medieval paintings in the nave of Saint Paul's by Pietro

Cavallini about 1300. While the upper walls of the nave were

nearly destroyed by the fire of 1823, detailed watercolor

copies of the pictures in the nave, made in 1634 (Vatican

Library, Cod. Barberini, lat. 4406, 4407), record the sub-

jects. They include forty-three standing figures from the

clerestory, seventy-eight narratives from the nave walls, and

numerous imagines dipeatae of popes that once adorned the

arcade. Here the Old Testament wall was disposed much as at

Saint Peter s, and many of these are clearly Early Christian in

style and iconography, indicating that Cavallini restored his

models carefully where he could (figs. 57a, b). Some are

definitely products of the late thirteenth century and were no

doubt new compositions added by Cavallini where neces-

sary. It is important to note that Cavallinis work in Saint

Paul's was part of a greater project of Pope Nicholas III to

renovate the Early Christian monuments in Rome, a reform

and restoration that we shall return to later in this study (see

chapter XXV).

The surviving mosaics in the nave and arch of Santa Maria

Maggiore were commissioned by Pope Sixtus III (432-

40)."*'* Perhaps Leo, then the archdeacon under Sixtus, had a

hand in planning the pictures in the nave, which, as re-

marked above, are wholly devoted to Old Testament events.

The lives of Abraham and Jacob appear on the left, those of

Moses and Joshua on the right. The close bond between

Mary and the Old Testament, so familiar in later Medieval

art, thus is stressed here in the earliest major memorial to the

Virgin in the West. As the mother of Christ in the New
Testament, Mary was also the final member of the Jewish

ancestry inherited by Christ, and this is the foremost theme

presented in the historiae, or historical narratives, of the

nave. Themes alluding to marriage, legitimate birth, and

inheritance of the covenant are stressed as much as the

dramatic liberation of Israel recorded in the Pentateuch. This

emphasis further underscores the role of the son of the

Theotokos as the legitimate heir of Jewish patriarchy and

priesthood.

The idea of presenting Old Testament types for the mys-

teries of the church is also apparent in many of the panels.

The first mosaics on the left wall, which are out of chrono-

logical order, were chosen because of their proximity to the

priest officiating at the altar. In the first (fig. 58) the high

priest and king Melchizedek offers bread and wine to Abra-

ham after his victory. This is one of the most frequently cited

prefigurations of the institution of the Eucharist in Christian

art. The rigid alignment of the offerings, bread and wine,

beneath the bust of Christ as the Lord, makes the association

all the more emphatic.

In the next mosaic the meaning of the Eucharist is un-

veiled further (colorplate 3). The feast of Abraham and the

three men in the valley of Mambre is illustrated in three

distinct scenes crowded into a landscape setting (this com-

pression of two or more episodes within a single field is
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called conflation). Abraham, who is portrayed three times, is

foremost the image of the priest who celebrates the Eucharist

at the altar. In the upper part he kneels before the three men

of the Lord, a prefiguration of the Trinity. In the City of God

Augustine wrote, "While seeing three, Abraham worshipped

but one."

One of the earliest examples of the oval aureole in Chris-

tian art appears in this mosaic to make the point clear. As a

sign of divine presence, the transparent mandorla surrounds

the central figure and overlaps the other two. The three men

were sent to Abraham to announce to him and his wife Sarah

the forthcoming (and miraculous) birth of a son, to be

named Isaac. Sarah stands to the left before their modest

dwelling. The final episode, the presentation of the feast to

the three about the table, once again prefigures the Christian

Mass. Cakes of bread, marked with crosses, are on the table.

Abraham holds a platter with a toy calf, and directly below

the table, where only fragments remain, the lip of a wine

crater has been discerned. Thus the bread and the wine, the

body and blood of Christ, are elements of the feast.

Across the nave, Moses Crossing the Red Sea (fig. 59), a

popular type for baptism, is followed by other deeds of

Moses that anticipate the miracles of Christ. The painterly

58. Abraham and Melchizedek. Nave mosaic in Santa Maria

Maggiore, Rome. c. 432-40

illusionism of the scene of the Crossing transforms the panel

into a confettilike carpet of tesserae (cubes of stone or glass)

that render the mosaic difficult to identify. What can be said

about the style here?

In this and other nave mosaics the illusionist values are

enhanced by the vibrancy of the tiny colored cubes of

tesserae that shimmer unevenly, suggesting gradations of

light across the strong outlines of the figures. Varicolored

streaks of colored glass form drifting clouds against the blue

skies that fade at the horizon into the "rosy-fingered dawn" of

Antique atmospheric perspective. The lively figures stand

clearly in space and cast shadows as they move in and about

miniature buildings convincingly rendered in rudimentary

perspective schemes. Often gold zones appear between the

sky and the ground, but more than having iconographic

significance, these abstract areas help to silhouette the mov-

ing figures. The tiny actors are more casually arranged and

more animatedly disposed than their counterparts in the

hieratic compositions on the arch in Santa Maria Maggiore

where, as we have seen, the rigid regimentation, the fron-

tality, and the measured cadence of a frieze predominate.

These stylistic differences are due to different modes of

illustration. The arch mosaics fit the mold of Roman tri-

59. Moses Crossing the Red Sea. Nave mosaic in Santa Maria

Maggiore, Rome. c. 432-40



60. Christ Teaching, Seated Among Apostles. Apse mosaic in the Chapel of Sant'Aquilino, San Lorenzo Maggiore, Milan, c. 400

umphal ceremonials such as those found in the rehef sculp-

tures of the Arch of Galerius in Constantinople, while the

livelier nave scenes evoke memories of the dynamic narra-

tives unraveling on the triumphal Column of Trajan in the

Roman Forum. In turn, it has been argued that these column

reliefs, resembling lengthy scrolls wrapped about a column,

are dependent on the illustrated scrolls of Antiquity (see

below, p. 136). That the more animated and illusionistic

style of the nave histories points to the art of continuous

narration seems irrefutable.

THE APSE

The mosaics that adorned the apse of the presbyterium

completed the program of decorations in the Early Christian

basilica. Passing under the triumphal arch, one left the

domain of the terrestrial ecclesia and the unfolding of its

history and arrived in the sanctum of the heavens, where

Christ and his saints reign eternally. The designation of this

part of the church as the apse (apsis) is somewhat vague, but

for the Late Antique world, apsis (meaning hoop or arch)

would have evoked associations of an entry into a radiant

heaven, and the imagery of the Christian sanctuary appro-

priately portrayed the One in heavenly paradise. "^^

Pagan representations of paradise settings provided the

Christians with a number of familiar motifs. The stretched

tent or canopy of the cosmos that appears in pagan vaults and

domes of heaven found a place in the very summit of the apse

(a semidome), and the fields of Elysium, its verdant

meadows accentuated by bright flowers, served as a stage for

the figures. Also the exotic pagan riverscapes with putti

fishing were taken over by the Christians to represent the

refreshing waters of paradise that flow beneath the throne in

heaven.

The intimate relationships between the imagery of the

apse and that of the liturgy performed at the altar below were

conspicuous. The divine service in heaven above reflected

the Mass below. Hence, the architectural decoration served

as a giant stage set for the liturgical drama."* Numerous

legends testify to the belief that the portrait of Christ in the

apse was miraculously conceived. According to one legend,

the face of the Savior magically appeared in the apse of the

Lateran basilica during the consecration services before

Bishop Sylvester, the emperor Constantine, and the startled

congregation.

In the simplest representations, Christ is depicted as a

youthful teacher or philosopher with the apostles gathered

about him (fig. 60)."**^ A leather case, or scrinium, lies on the

ground filled with the scrolls that represent the teachings of

the Bible. This type derives from pictures of pagan sym-
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posia, common in Hellenistic art, where learned friends are

seated about their mentor. In Christian terms, the philoso-

pher theme could easily be seen as a type for the Sermon on

the Mount (Matt. 5), and, as such, it was widespread in Italy

by the fifth century, one of the finest surviving examples

being the mosaic in the apse of the Chapel of Sant'Aquilino

in Milan. The composition also appears in later catacomb

paintings and on sarcophagi, such as that in Sant'Ambrogio

(fig. 10), discussed above, where it is elaborated with new

features. Christ and his apostles appear before city gates or

portals, symbolic of the New Jerusalem in heaven, and below

them, in a predellalike fashion, a lamb or frieze of lambs is

added as the symbolic counterpart to those above. Inter-

estingly, this elaboration appears in one of the earliest apse

paintings in Rome, the mosaic in the sanctuary of Santa

Pudenziana (colorplate 4).

The mosaic in the Church of Santa Pudenziana, dating

about 400, has been partially obscured by later rebuildings,

but drawings help us reconstruct the original design. En-

throned between the apostles, led by Peter and Paul, the

bearded Christ stares out and makes the familiar gesture of

teaching or proclamation (also called the benediction). In

the colorful skies above are busts of the four creatures de-

scribed in Revelation: the man, lion, ox, and eagle, each with

six wings, as the text specifies. Hence the elderly Christ is

envisioned as the One on the "throne set in heaven" presiding

over the Divine Mass in the Apocalypse (Rev. 4).

Two veiled female figures, heavily restored, stand behind

Peter and Paul and offer wreaths. They are personifications of

the churches of Gentiles, behind Paul, and the Circumcision

(the Jews), behind Peter on the right. According to a draw-

ing, a lamb standing on a mound originally appeared di-

rectly below the throne, as it does on the sarcophagus in

SantAmbrogio. The open court behind the figures resembles

the city-gate facades on the same sculpture. The complex

cityscape in the distance, however, is unprecedented. In the

midst of the city, directly behind Christ, rises a hill sur-

mounted by a tall cross bedecked with gems. This is meant

to reproduce the famed crux gemmata placed on Mount

Golgotha in Jerusalem in the fourth century, and it is tempt-

ing to identify the other structures with topographical fea-

tures of the Holy Lands as the counterparts of the New
Jerusalem. 50

The second apsidal theme with Christ and the apostles is

that of the transference of the Law, more specifically the

Dominus legem dat Petro, or the Lord gives the Law to

Peter. 5^ The frequency of its appearance (Santa Costanza

apse, San Giovanni in Fonte in Naples, the sarcophagus in

SantAmbrogio, and elsewhere) suggests that the impressive

theme originated in a major basilica in Rome. Christ stands

in a frontal position atop the hill of paradise (the new Sinai?)

between Peter and Paul. In his left hand he holds a scroll,

often inscribed Dominus legem dat, which is received by

Peter in veiled hands.

ah^nnooaino ni . ornata..

U.!J.^a
^^^^^^^

61. Jacopo Grimaldi.

Drawing of the apse

mosaic in Saint Peter's,

Rome. 1619. Vatican

Library, Rome (MS

Barberini, lat. 2733, fol.

158V-159)



62 * Beginnings of Christian Art

In the broader sense, the Dominus legem dat can be inter-

preted as the Mission of the Apostles (Matt. 28:16-20; Acts

1:8). At' the very moment of the Ascension of Christ, he

charged the apostles with powers "given to me in heaven and

in earth. Going therefore, teach ye all nations, baptizing

them in the name of the Father, and of the Son, and of the

Holy Ghost. Teaching them to observe all things whatsoever

I have commanded you."^^

Where are we to look for the prototypes for these impres-

sive apse compositions? Some have suggested that the sec-

ond, the Dominus legem dat, was devised for the apse in Saint

Peter's, certainly a plausible location concerning the role of

Peter, but the Grimaldi drawing of the apse there indicates

that at the time he recorded it, the representation had an

enthroned Christ teaching between Peter and Paul in para-

dise (fig. 61), a reduced version of the earlier apse theme.

The other possibility would be the Lateran basilica, the

original cathedral of Rome founded by Constantine.^^

Numerous variations on these basic themes were possible.

The impressive mosaic put into the giant semidome of Saints

Cosmas and Damianus in the Roman Forum by Pope Felix

IV (526-30) displays iconic features, with Peter and Paul

serving as patrons for the two Persian physicians before a

huge Christ coming in the clouds (fig. 62). To the far left and

right stand the founder, Pope Felix, and the soldier martyr,

Theodorus Tiro. Here the import of the transference of the

Law to Peter has been compromised by the theme of the

presentation {praesentatio) of patron saints of the church,

resulting in a pronounced stiffness, frontality, and abstrac-

tion of the figures and setting.
^'^

62. Christ Acclaimed hy Saints Peter and Paul with Saints Cosmas and Damianus, Saint Theodorus Tiro and Pope Felix IV. Apse mosaic in

Saints Cosmas and Damianus, Rome. c. 526-30
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63. Hypothetical reconstruction of the apse in the Basihca Apostolorum, Cimitile (after Wickoff). c. 400-402

The familiar symbol of Christ, the cross, also made an

early appearance in place of the figural portrayal of Christ in

apse decorations. Such would seem to be the case with the

apse described by Paulinus of Nola in verses that accom-

panied the decorations in the Basilica Apostolorum in

Cimitile about 400-402: "The Trinity glistens in full mys-

tery: Christ stands as a lamb, the voice of the Father sounds

from the heavens, and the Holy Spirit flows out through the

dove. A crown encircles the cross like a bright sphere, and on

this crown are the crowns of the apostles who are repre-

sented by a choir of doves. The Holy Trinity meets as one in

Christ, himself having Trinitarian signs: the voice of the

Father and the Spirit reveal the divine, the purple and the

palm indicate his kingship and triumph. He, himself the

rock of ecclesia, stands on a rock from which issue the four

sonorous streams, the Evangelists, the living waters of

Christ."^^ Much of the imagery of Paulinus's verses is clear

and provides the essential elements of an apse representation

(fig. 63).

The exalted role of Mary as Theotokos had an immediate

influence on her portrayal in Rome, especially at Santa Maria

Maggiore, where she appears on the arch as a queen, garbed

in a purple palla (loose outer garment) and wearing a crown.

The present apse mosaic there was executed in 1296 by

Jacopo Torriti and presents a Coronation of the Virgin that

conforms to later Medieval iconographic types, but the ori-

ginal fifth-century portrait was assuredly the type known as

the Maria Regina (Mary as Queen) that we see on the arch.

Such a type appears in the enigmatic Church of Santa Maria

Antiqua in the Forum (figs. 64a, b), dated usually in the

sixth century.

Another, lesser-known church in the Forum, known to-

day as Santa Francesca Romana, was originally entitled Santa

Maria Nova (the "New"), and the apse there features a splen-

did mosaic portrait of the Virgin seated on a lyre-backed

throne within a walled arcade with two apostles on either

side (fig. 65). The mosaic is a twelfth-century work, a

restoration of an earlier composition, but it retains many

features of an Early Christian design. Not only is the

Madonna an elegant queen, but the apostles within the

arcade assume postures well known in fourth- and fifth-

century mosaics. The conventional canopy of the heavens

with the Hand of God appears above her, and the verdant

fields of Elysium form the setting. As an example of the

revival of Early Christian art in the later Middle Ages, it very

likely is a fairly reliable copy of the apse in the most hallowed

of churches dedicated to the Virgin in Rome, Santa Maria

Maggiore.
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A final type of Early Christian apse decoration was that of

the praesentatio, or display of the martyr of the church alone

without the benefit of Christ or Mary. The more hieratic

treatment and severe frontality of Saints Cosmas and Da-

mianus in the apse of their church (fig. 62) clearly an-

nounced this new veneration. A famous example of this type

is found today in the apse of the Basilica of Sant'Agnese on

the Via Nomentana in Rome (fig. 66). The mosaic was

allegedly put in by Pope Honorius I (625-38) for the church

he rebuilt over the martyr's grave. 5'' Here Saint Agnes, stand-

ing between the original sponsors of the church, assumes the

pose and style of Early Byzantine icons, and very likely

Eastern influences are to be reckoned in such portraits (cf.

fig. 132). Agnes is dressed as a bride of Christ wearing a

courtly costume and a crown. At her feet the instruments of

her passion appear in the form of two flames and a sword,

and in the summit the Hand of God issues from a starry

heaven holding her crown of martyrdom.

The spirit of revival and reform, initiated by the popes in

the ninth century and again in the twelfth, was accompanied

by the restorations of the great mosaic programs of the Early

Christian basilicas of Rome. These revivals had much to do

with the surprising continuity of Christian art in the Latin

West. As we shall see, the grand schemes for church decora-

tion begun under Sixtus III and Leo the Great in the fifth

century became the archetypal programs throughout the

Middle Ages, culminating in the great sculptural decorations

of Gothic cathedrals in the Ile-de-France.

64. above: (a) Virgin and Child

Enthroned Between Angels.

"Palimpsest" wall fresco in Santa

Maria Antiqua, Rome. 6th-7th

century; right; (b) reconstruction of

the composition (after Wilpert)



The Virgin and Child Enthroned Between Saints. Apse mosaic in Santa Maria Nova (Santa Francesca Romana), Rome. 12th century

66. Saint Agnes Between Pope Honorius and Pope Syyyunachu-^ Apse mosaic in Sant'Agnese fuori le mura, Rome. c. 630



IV

CHURCHES IN OTHER CAPITALS AND IN CENTERS
IN THE EAST

CONSTANTINOPLE

CONSTANTiNE THE GREAT ovcrcame his last formi-

dable rival, Licinius, at the battle of Chry-

sopolis in a.d. 324 and with that victory

claimed the entire Roman Empire, East and

West, as his domain. The emperor rarely re-

sided in Rome for long periods, and partly to bolster his

eastern and northern frontiers, partly to avoid the politics of

the senatorial families in Rome, he decided to establish a

"New Rome," a new capital, in the East. For the site he

selected the old Greek town of Byzantium, so named after

the original colonizer in the seventh century b.c, Byzas of

Megara.

Located in the attractive and defensible peninsula called

the Golden Horn, Byzantium had served as an independent

port for Rome until it sided with the rival of Septimius

Severus, one Pescennius Niger. After a three-year campaign

(a.d. 193-96), Byzantium fell to the army of Septimius

Severus and was razed. The Roman emperor, realizing its

strategic position, soon rebuilt the city, adding a huge com-

plex with baths and a hippodrome, and Byzantium once

more prospered. After the defeat of Licinius, Constantine

chose this attractive site for his new capital, and it was

officially renamed Constantinople on May 11, 330.

Constantine's plans for the "New Rome" were ambitious

(fig. 67). Following the model of Rome, distinctive promon-

tories were marked out in the terrain as the "seven hills"; the
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city was partitioned into fourteen regions; and an impressive

palace, a palace church, senate house, circuses, and other

civic and ecclesiastical buildings were erected to enhance

Constantinople as an imperial capital. Eusebius, in his Life of

Constantine, described the building program in considerable

detail. Aside from the huge palace complex and the churches

that Constantine founded, Eusebius tells us that he also

"filled the city which bore his name everywhere with bronze

statues of the most exquisite workmanship" that were re-

moved from various cities and sanctuaries in the Empire,

including Rome.^^

Very little survives of the fourth-century city, and we

must make the most of the literary accounts in assessing its

grandeur. Eusebius describes the great palace, but unfor-

tunately the foundations presently visible are those of later

rebuildings and extensions of the massive complex of rooms

and ceremonial corridors. We are told of the magnificent

palace church of Hagia Sophia, completed in 360, which was

razed during the Nika riots of 532 and rebuilt by Justinian

(to be discussed in Part II). Constantine also founded the

Church of the Holy Apostles, the Apostoleion, in the form of

a huge Greek cross (arms of equal length) with a wide court.

The church had a conical roof over the crossing of the arms,

marble revetment on the walls, and costly furnishings.

Nothing remains of the Apostoleion. It, too, was rebuilt by

Justinian in 536, remodeled again in the Middle Byzantine

period, later converted into a mosque by the Turks, and

subsequently destroyed.

The Apostoleion was an impressive addition to the reper-

tory of Christian church types, as we shall see.^*-^ The central

plan with a dome was to become the basic formal core of

many later Byzantine churches and martyria. With the ser-

vices held in the very center of the cross structure, the arms

serving the congregation, accommodations and changes in

the liturgy and processional ceremonies were necessitated.

Furthermore, it seems that the Apostoleion was more than a

church for congregational services. It served also as a mar-

tyrium-mausoleum for the relics of the apostles and for

Constantine himself, who was sometimes likened unto the

"thirteenth apostle."

All that remains of the great city are the foundations and

ramparts of its massive defensive walls (fig. 68) that en-

circled the city, some metalwork, coins, and fragments of

mosaics and sculptures. One of the sculptures, a marble base

for the obelisk that served as a marker in the hippodrome (c.

390), carved with portraits of Theodosius and his court,

deserves special attention (fig. 69).

Even in its weathered condition, the Theodosian base is an

impressive monument. The emperor and his court are por-

trayed presiding over the games in the hippodrome on one

face and receiving the offerings of conquered barbarians on

the other. The hieratic treatment of the figures and suppres-

sion of space bring to mind the abstract friezes on the Arch of

Constantine (cf. fig. 21). Aligned in rigid, frontal positions,

Theodosius— the central and tallest figure— and his two

sons, Honorius and Arcadius, stand within the kathisma, or

royal box, flanked by members of the imperial family, magis-

trates, soldiers, and bodyguards. Below them, in a second

shallow plane, are two rows of citizens watching the enter-

tainers, the tiny figures in the lowest zone, perform at the



68 * Beginnings of Christian Art

chariot race. The severe denial of space, the shallow carving

with simple, closed contours, the unusual inverted perspec-

tive and hieratic scale (with the lower figures smaller), and

the suppression of movement among all but the tiny musi-

cians and dancers mark an even further departure from the

canons of style of Antiquity.

MILAN

When the emperor Diocletian (284-305) retired to his pal-

ace on the Dalmatian coast at Spalatum (Split), four Caesars

succeeded him in capitals in Rome, Trier, Milan, and Thes-

saloniki. This confusing interlude, known as the Tetrarchy,

left the empire weakened, and it was from the impending

chaos that Constantine, champion of the Christians,

emerged as an absolute ruler, the Augustus. During the last

years of Constantine's reign and during the period known to

historians as that of the Epigones (337-79) serious conflicts

between the church and the state precipitated a muddy flow

of political, religious, and, to a degree, cultural affairs. The

main religious issue emerged at the First Church Council

and concerned the wording of the Nicene Creed (325),

which stated that the Son (Christ) was of the very same

substance as God, "begotten of the Father before all ages."

This formulation had been disputed by the Alexandrian

presbyter Arius, who argued that the Son was only of similar

substance as God the Father and, furthermore, that the "Son

has a beginning, but God is without beginning."

The ensuing philosophical arguments may seem obscure

to us today, but in the fourth century the matter of precise

meaning and translation of a few words held great weight.

Issues ultimately concerning the "divine" and "human" na-

tures of Christ— the Incarnation—were at stake. Arius and

his followers repeatedly attempted to force their beliefs on

the churchmen through imperial sympathizers, and while

they ultimately failed to sway the spirit of the councils, there

resulted a dangerous schism within the church of the state

and the church of the orthodox bishops, known as the Arian

heresy.

Milan played a crucial role in the struggles between the

Nicene (orthodox) and the Anti-Nicene (Arian and other)

factions within the church and state. It remained an affluent

capital for Constantine's successors from about 340 to 402,

and it was during this time that one of the great Latin Church

Fathers, Ambrose (d. 397), former governor of Aemilia elec-

ted bishop of Milan in 374, rose to support the cause of

orthodoxy and to win the sympathies of Valentinian I (364-

75) and Theodosius the Great (379-95), the last absolute

ruler over both the East and West Roman Empire. Ambrose,

renowned for his contributions to church administration,

liturgy, sermons, and hymns, was also a builder of churches,

and while much of Early Christian Milan has vanished under

Medieval and modern rebuilding, evidence of Ambrose's

churches can be recovered in part.

One thing seems clear: the ecclesiastical buildings in

Milan differed markedly from the basilicas in Rome.^^ They

exhibit widely differing architectural styles, grandiose in



above: 70. San Lorenzo Maggiore,

Milan. Plan (after Krautheimer).

c. 355-75

right: 71. San Lorenzo Maggiore.

Exterior from the southeast I

below right: 72. San Lorenzo

Maggiore. Interior

scale and innovative in design. The Church of San Tecla,

built about 350, was comparable to the Roman basilical

types, if one can trust the scant evidence provided in recent

archaeological excavations (1943, 1961). It apparently had a

huge longitudinal nave with side aisles, a chancel, and pro-

jecting apse. In scale and importance it would have been

analogous to the Lateran in Rome. Likewise, the basilica

erected by Ambrose, today known as Sant'Ambrogio (see fig.

412), was an ordinary hall type.

The conflicts between the Arians and the orthodox Ni-

cenes amid the fluctuating allegiances of the emperors have

been cited as impetus for the building of one of the most

impressive churches in Milan, San Lorenzo Maggiore (also

known as the Basilica Portiana?), the only well-known Early

Christian structure in Milan that retains its original walls

and elevation, although the cupola has been rebuilt (figs. 70-

72). The huge court of the atrium is approached through an

ancient street colonnade, the original propylaeum to an area

that proclaimed its close ties to the state. The huge church is

a compact, centralized structure, a type that evokes the name

"palace church" in the Early Middle Ages; indeed, it resem-

bles the elaborate tetraconchs (four-lobed structures) in Ro-

man palace architecture.

In ground plan San Lorenzo is a great quatrefoil of a

double-shell type, that is, the inner core of columns and

piers supporting a dome is enveloped by an outer quatrefoil

comprising ambulatory and galleries. Four towers rise from

the corners of the outer quatrefoil, a feature of later palace
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churches. The inner walls were originally lined with marble

revetment articulated by stucco friezes and moldings. On the

eastern hemicycle of the main tetraconch an independent

octagonal structure was added that probably served as a

martyrium for the relics of Saint Lawrence; and on the

southern axis a larger octagonal annex, today known as the

Chapel of Sant'Aquilino, with remnants of fourth-century

mosaics (fig. 60), is believed by some to have functioned

originally as an imperial mausoleum.

While San Lorenzo is generally described as a palace

church, there is little agreement as to whom the foundation

should be attributed. According to the more traditional the-

ory, the impressive structure is pre-Ambrosian, perhaps the

donation of Constantius II to the Arian bishop Auxentius

(355-74); others have argued with good reasons for the

patronage of Theodosius, about 388, erected as a commem-

oration of the victory of Ambrose over the Arians at the

Council of Aquileia in 381 and the subsequent triumph of

the orthodoxy in Milan. ''^

One of the first churches believed to have been founded by

Ambrose is the Holy Apostles or Apostoleion, known today

as San Nazaro (begun c. 382).*'^ In plan (fig. 73) the Holy

Apostles is a huge Latin cross with four aisleless arms (the

western arm or nave is approximately 120 feet long) that

focus on the center, where the altar was presumably placed.

Very likely Ambrose had in mind a copy of the Apostoleion

in Constantinople, if only in symbolic form, because here.

below left: 73. Holy Apostles (Basilica Apostolorum), Milan.

Plan (after Villa). Begun c. 382

above: 74. San Simpliciano (basilica virginum), Milan.

Plan (after Borroni). Late 4th century

too, were enshrined the relics of the apostles Andrew,

Thomas, and John the Evangelist. In a famous dedicatory

inscription composed by Ambrose, it is stated that the

"church in the form of a cross is a church dedicated to the

victory of Christ," or forma crucis templum est templum

victoria Christi, just as the cross shape of the Apostoleion in

Constantinople was later described by Gregory of

Nazianzus.

In 397 Ambrose died, and his successor. Bishop Simpli-

cianus, completed and adorned another huge church, the

basilica virginum (dedicated to virgin saints), which had

been planned by Ambrose for a cemetery north of the city

walls (figs. 74, 75). The church stands today (known as San

Simpliciano) encased in later Romanesque rebuildings, but

its ground plan and elevation for the most part have been

preserved. Here Ambrose designed another large Latin cross,

but one important change in the plan was the shifting of the

altar from the crossing of the arms to the apse in the shallow

eastern choir, thus effecting a longitudinal focus much as the

Roman basilicas had.

The huge, spacious interior— the nave is nearly two hun-

dred feet in length— is impressive in its sturdy construction

and brickwork, with eight large windows in the clerestory of

the nave framed on the exterior by curious double blind
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77. Saint Babylas, Antioch-Kaoussie. Plan (after Krautheimer).

Begun c. 378

arcades, a type of construction we shall return to later (see p.

328). In its majestic proportions, the basilica virginum re-

sembles the huge imperial basilica in Trier (fig. 76) rebuilt

by the emperor Gratian about 380, when he made his resi-

dence in the Rhineland. The similarities are indeed striking,

and it has been suggested that teams of masons traveled from

Milan north to modernize the earlier "double cathedral" of

Trier, composed of two enormous halls that had served as a

palace church from Constantinian times in the northern

capital.*^"*

ANTIOCH ON THE ORONTES

During its history as a Roman colony, Antioch (Antakya),

the old Seleucid capital on the Orontes River, had become a

favored site for elaborate imperial receptions and cere-

monies. Interestingly, Christianity spread to Antioch almost

immediately from the mother church in Jerusalem. "At Anti-

och the disciples were first named Christians" (Acts 11:26),

and by the end of the third century Antioch was known as a

"Christian city" throughout the Roman world.

The most famous of Antioch's churches was the Golden

Octagon built by Constantine next to the imperial palace and

dedicated to the "harmony" of church and empire. No trace

of the huge octagon, situated on the Orontes island in the

center of the city, remains today, but it is described by

Eusebius as an elaborate structure with a double-storied

narthex and gilded roof. He further mentions great niches

and an ambulatory with galleries on the interior. Very likely

the Golden Octagon was domed, although Eusebius does not

mention it. Of special interest is the curious dedication to

"harmony"— the divine power that unites the world— an

appropriate abstract title for a palace church in contrast to

one dedicated to a martyr. It should be recalled that the

palace church erected by Constantine in his capital on the

Bosphoros was named Hagia Sophia, or "divine wisdom ."^^

That the central-type church was favored over the basilica

in the eastern provinces is attested to by the major Early

Christian martyrium in the area, Saint Babylas, erected in

378 at Antioch-Kaoussie just outside the walls of the ancient

city. Built over the tomb of Babylas, heralded as the first

bishop of Antioch, it forms a huge Greek cross with four

great arms extended from the central core, where the saint's

remains were enshrined under a giant baldachino (fig. 77).

The inspiration for the cross plan has, once again, been

attributed to the original Apostoleion in Constantinople.

JERUSALEM

During Constantine's reign, the most hallowed martyria for

pilgrimages were built on the very sites where the divinity of

Christ had been revealed in his life and passion. Tradition

has it that the empress dowager Helena, Constantine's pious

mother, made an extensive pilgrimage to Palestine about 326

and had memorials and churches erected over these holy

places. Near the most sacred sites of the Crucifixion (Gol-

gotha) and the Entombment (Holy Sepulchre) she had exca-

vated the ground where the very wood of the True Cross was

found (fig. 78a). Also Helena ordered structures to be built

commemorating the place of Christ's Ascension (Mount of

Olives), the ground where he taught the disciples at Mambre,

and the grotto of his birth in Bethlehem.^''

From scant remains and the descriptions of Eusebius, the

buildings erected on Golgotha at this early date can be

recovered in part. Just outside the walls, the rocky grotto that

served as the tomb donated by Joseph of Arimathea for

Christ's burial was fashioned into a small conical structure

with twelve exterior columns in a circle supporting a domi-

cal baldachino, the Holy Sepulchre. ^'^ The ground about the

tomb was leveled and surrounded by a psved court, open to

the sky, semicircular on the west end. In the southeastern

corner of the court the rock of Golgotha was isolated and cut

into the form of a giant cube marking the site of the Crucifix-

ion, and to the east of the court, adjoining the main street, a

large basilica "more beautiful than any on earth," according

to Eusebius, was erected over the place where the relics of

the True Cross were discovered by Helena (fig. 78b).

The basilica— also called the martyrium in early times—
was begun in 326 and consecrated in 336 by an assembly of

bishops (fig. 78c). Because of its cramped location, the

building was somewhat short and wide in proportions and

was preceded on the street side by a colonnaded propylaeum

and a squat, open atrium. The wide nave was separated

from the double side aisles by great columns. A pitched roof

covered the aisles, eliminating the clerestory area for win-
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79. Isometric reconstruction of the Church of the Nativity,

Bethlehem (after Krautheimer). c. 333

dows in the nave, and a coffered ceiling under the simple

gabled roof extended across the entire width of the basilica.

According to Eusebius, the richness of the ceiling coffers, the

gilded capitals, and the stone revetment on the walls contrib-

uted to an overwhelming effect on the congregation. At the

western end a quasi-domed apse (hemisphairion, according

to Eusebius) was encircled by twelve columns, the number

of the apostles. About the middle of the fourth century a

domed rotunda was built over the tomb shrine to accommo-

date the countless pilgrims who visited the sacred site. This

structure was known as the Anastasis Rotunda (from the

Greek for resurrection).

Saint Jerome relates the journey of Paula to Jerusalem and

Bethlehem in the fourth century— typical of many pil-

grimages—and how "casting herself down before the Cross

[the memorial erected on Golgotha] she prayed as though

she saw the Lord hanging there. When she entered the Tomb
in the Anastasis [another name for the Holy Sepulchre] she

kissed the stone which the angel had rolled away from the

entrance and with the ardor of true faith touched with her

mouth the place where Our Lord had lain."

In Bethlehem Paula visited the Basilica of the Nativity,

also erected by Constantine. Entering the grotto, "she

swore— as I myself have heard— that with the eyes of faith

she beheld the Child, wrapped in swaddling clothes and

lying in the manger, the Magi adoring God, the star that

shone above, the Mother who was a Virgin, the revered

foster-father [Joseph] and the shepherds who came in the

night to see the Word which had come to pass" (Jerome,

Letters, 108, 8-10).''° Paula's vision may have been inspired,

in fact, by pictures at the site depicting the birth of Christ (cf.

fig. 80).

The Constantinian basilica at Bethlehem— rebuilt by Jus-

tinian— displayed unusual architectural elements (fig. 79).

A broad colonnaded atrium, open to the sky, led into a

squarish nave with double aisles. In place of the apse, how-

ever, there was a curious octagonal construction with a wide

circular opening in the fioor that gave a view into the grotto

below. Some believe the octagon was covered by a pyramidal

roof with an aperture for sunlight, much as the building to

the right in the mosaic of Santa Pudenziana appears.

80. Adoration of the Magi. Pilgrim's flask from Palestine. Silver,

diam. 5Ve". Late 6th or early 7th century. Cathedral Treasury,

Monza



The atrium and nave of Constantine's basilica were re-

tained in the rebuilding ofJustinian in the sixth century, but

the curious octagon was replaced by a chancel in the form of

a trefoil. The grotto was elaborated and made accessible for

the pilgrims, and both the facade and the apse of the grotto

were decorated with mosaics. It is very likely that the Early

Christian representation of the Adoration of the Magi, such

as that on the Monza pilgrimage phials (see fig. 80) with the

shepherds placed opposite them about the enthroned

Madonna and Child, filled the gable on the facade of the

basilica.''^

The decoration of the grotto most likely would have been a

Nativity (remains of a much later restoration still exist), and

it is highly possible that at this time the bathing of Christ

made its first appearance in Nativity scenes. The seventh-

century pilgrim Arculphus (and others after the rebuilding)

remarked on a new feature at the site incorporated into

Justinian's church: the spot where the star shone down and

from which a well sprung forth, the place, we are told, where

the Child was first bathed (cf. colorplate 27). Thus it appears

that features of the sites in the Holy Lands themselves pro-

vided many details for the iconography of illustrations for

those wonders in Early Byzantine art.

FIFTH-CENTURY BUILDINGS IN THE EAST
MEDITERRANEAN

Considerable evidence survives for the fifth-century

churches built in Syria, and one in particular, Qal'at Si'man,

east of Antioch, remains in great part intact in ruinous

splendor (figs. 81-84).''^ The giant martyrium, built about

above: 81. Martyrium of Saint Simeon Stylites, Qal'at Si'man,

Syria. Plan (after Krautheimer). c. 470-90

below: 82. Isometric reconstruction of the Martyrium of Saint

Simeon Stylites, Qal'at Si'man (after Krautheimer)

470 around the venerated column of Saint Simeon Stylites

(atop which the hermit spent the last thirty years of his life

in meditation), is in the form of a huge cross (260 by 295

feet). The column, of which the base still survives, stood in
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85. Church, Qalb Louzeh,

Syria. Exterior, c. 500

the very center of the cross within an octagonal precinct that

was either open or covered by a timber dome. Each of the

four arms forms a full basilica; that on the east terminates in

a trebled apse. The other arms with their narthexes (on the

southern and western arms) resemble giant transepts with

aisles.

The sense of grandeur and monumentality of Qal'at

Si'man is still striking from the exterior. The great tripartite

facades resemble triumphal arches with engaged columns

and piers crowned by elegant Corinthian capitals and leaf

friezes. Hybrid classical stringcourses decorate many of the

architectural members. One distinctive Syrian variation is

the continuous profile that runs over the windows in the

clerestory of the facade and those of the apses on the east. It

is important to note that Qal'at Si'man was essentially a

pilgrimage center, with a caravansary of sorts that included

chambers for pilgrims and monks incorporated into the

complex. The significance of such elaborate monastic com-

munities will soon become evident.

The same sense of bigness and refinement of detail charac-

terizes numerous later churches built in Syria. Some, such as

the church at Qalb Louzeh (fig. 85), dating about 500,

feature low towers rising on either side of the porch, forming

a two-towered facade. It has been argued, but not convinc-

ingly, that these handsome "cathedrals"— as they have been

called—were the inspiration for Western churches of the

Carolingian and later periods (see below. Part III).

For the most part, the churches in Asia Minor constructed

in the Early Christian period were not so monumental or

innovative as the structures in Syria. The standard basilical

form with the dominant longitudinal nave terminated by an

apse, preceded by a narthex and atrium, is the norm. One

exception is the large cross-plan martyrium erected over the

tomb and earlier memorial shrine of Saint John the Evange-

list at Ephesus (fig. 86), dating about 450. Here four arms,

resembling aisled basilicas, radiate from the square core

86. Church of Saint John the EvangeHst, Ephesus. Plan of the first

church (after Krautheimer). c. 450

•
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78 * Beginnings of Christian Art

with the shrine in the center (the major nave, to the east, was

shghtly longer and preceded by one or two narthexes).

Alexandria, a large commercial port as well as a major

center for Christian learning, was undoubtedly much fa-

vored by the Roman imperium, but practically nothing re-

mains of its Christian topography to provide us with models

for later Medieval architecture in Egypt. Monastic building

had a special role in the development of the Thebaid in the

above: 87. White Monastery, Deir-el-Abiad, Egypt.

Plan (after Krautheimer). c. 440

below: 88. White Monastery. Exterior

desert regions of the Upper Nile, where Saint Anthony dwelt

and where his followers assembled in small colonies.

Pachomius, Anthonys disciple, founded the first monastic

community on the Nile as early as 320, and from there the

model for the anchorite or hermit life spread rapidly

throughout the Christian world, although the Antonines

fostered no special monastic architecture, as the later orders

were to do.''^

An example of such secluded monastic communities can

still be seen at Deir-el-Abiad, far to the south in the desert. In

elevation and ground plan, the White Monastery, as it is

called (figs. 87, 88), displays a long nave with side aisles

adjoining a triumphal arch that opens into a chancel forming

a trilobe with three semidomed apses. Two stories of col-

umns in the nave support galleries that continue about the

entrance wall. A long hall runs along the south side of the

church, and all is then enclosed by massive, sloping walls of

stone that form an impenetrable structure concealing every-

thing within. With its stark, plain surfaces boldly rising in

the desert, the White Monastery recaptures something of the

mysterious grandeur of ancient Egyptian temples. It was in

this lonely environment that the strange, inbred art of the

Coptic church later was nourished and where centuries-old

traditions in religious art were preserved into the later Mid-

dle Ages.



V

THE NARRATIVE MODE-THE ILLUSTRATED
BOOK AND OTHER PICTURE CYCLES

ALL SCRIPTURE, inspired of God. is profitable to

teach, to reprove, to correct, to instruct in

justice, that the man of God may be perfect"

(2 Tim. 3:16). Like many reUgions, Chris-

tianity is a "book reUgion" that is based on the

Word as transmitted in the scriptures through the inspira-

tion of the Holy Ghost: "They have God for author." ''"^ For the

Christians the canonical or accepted books of scripture were

the Old and New Testaments. Taken together, the Testaments

constitute a comprehensive encyclopedia of history, revela-

tion, and instruction ranging from the shadowy beginnings

of man created in God's image in Genesis through the long

chronicles of the Jews and the brief life of Christ.

The Bible (bihlos means book in Greek) also contains

texts that can be described as ordinances of law and manuals

of instruction (Leviticus, Deuteronomy), poetry (Psalms),

proverbs, prophecies, and philosophical discourses (Job).

But history is foremost, and like many ancient epics, it was

illustrated at an early time with pictures comprising lengthy

narrative cycles. As we have seen, the more hieratic images of

godhead, such as those described in the visions of Ezekiel,

Isaiah, and in the Book of Revelation, were given iconic

picture form as well, especially in sacred settings such as the

basilica apse, but pictures in the narrative mode— repeated

images that tell a story in cartoon fashion to be read with the

text—were just as significant for the development and trans-

mission of Christian art.'^

Book illustration had developed through a number of

stages before it was inherited by the Christians. The simplest

form was a tiny picture inserted into the column of the text

of a papyrus scroll at the appropriate place. The minuscule

figures were sketched in a few strokes with no elaborations

such as background or settings (fig. 89). Sometimes these

"column-pictures" were gathered at the top or the bottom of

the text to form a frieze consisting of repeated groups of

actors added simply one after the other in a time sequence

(cf. fig. 95). With the introduction of the codex, the pagi-

nated book form, the illustration was often enhanced as a

work of art by the addition of a frame to isolate it from the

text. These framed miniatures (in effect tiny paintings

within the text) could, in turn, be elaborated by squeezing

two or more episodes— iconographic units— into each

frame, a process called conflation. A further elaboration was

to extract the picture from the text and place it alone in the

form of a large frontispiece or full-page illustration, where it

assumed an independent existence from the script and,

sometimes, an independent meaning from the text as well.

The frieze format is difficult to trace, although it would

seem a natural extension of narration in any media, as, for

instance, in ancient sarcophagi with broad horizontal fields

89. Alexandrian Romance.

Fragment of papyrus

scroll. 7'/2X ISV/ 3rd

centur>' (?). Bibliotheque

Nationale. Paris (Cod.

suppl. grec. 1294)
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and, perhaps more revealing, in such monuments as the

sculptured scroll that winds about the Column of Trajan in

the Roman Forum (fig. 90). It has been argued that the bas-

reliefs illustrating the campaigns of the Roman army against

the Dacian tribes that spiral around the column, with the

soldiers and their leaders repeated in the individual events

that follow one another, overlapping at times, copy the il-

lustrations of a scroll. Perhaps they illuminate the memoirs

of Trajan himself, which were deposited in the Latin library

that flanked his commemorative column.'''^

The idea is a good one, but it can hardly be proved, and

more controversial for this theory is the priority of the

painting over the sculpture medium in this translation.

Many scholars have assumed that all such continuous narra-

tion, whatever the medium, derives from book illustration

since it constitutes a natural, portable model book for artists.

But the issue is certainly more complex, and the intervention

of pattern or model books especially composed by and for

artisans must be considered, since it hardly seems possible

that valuable and fragile scrolls would be accessible in the

workshops for direct use.

Even more restricting for scholarship is the corollary idea

that once the cycle or set of pictures was established in the

illustrated book, all subsequent illustrations would copy it

and, in turn, serve as models for later artists to follow. Thus

arises the concept of the archetype, or the original source for

any given cycle of pictures. To be sure, the idea of plagarism

did not exist in the arts of the ancient world in the modern

sense, and the practice of following faithfully an early, hal-

lowed model would be especially appealing to the Chris-

tians, but the obsessive search for the original iconographic

source, the archetype and its recension, has stifled much of

the scholarship in Early Christian art. The question cannot

be avoided, as we shall see.

One of the finest examples of an illustrated Classical text

is the Codex Vergilius Vaticanus, usually called the Vatican

Vergil and dated no earlier than the fourth century, although

it is generally thought to be an accurate copy of a much

earlier illustrated edition.^'' The codex contains a number of

framed miniatures illustrating passages of the Aeneid and the

Georgics (it has been estimated that the original contained

more than 245 painted scenes) in a variety of events. Well-

proportioned, lively figures, fully modeled in delicate, paint-

erly shades, are casually placed in elaborate interiors with

sophisticated perspectives or landscapes with grottoes, seas,

and cities. These scenes are illusionistically rendered with

90. Trajan's Campaigns Against the Dacians. Detail of the reliefs on the Column of Trajan in the Forum of Trajan, Rome.

Marble, height of each relief, approx. 50". 113
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91. Death of Dido. Illustration to Virgil's Aeneid in the Codex

Vergilius Vaticanus. SVs x 7W. 5th century. Vatican Library, Rome

(MS lat. 3225, fol. 41)

the atmospheric tonahties of Homer's "rosy-fingered dawn"

(a frequently repeated chche) with green-brown grounds

fading away into a blue sky along a fuzzy horizon of pink or

Ulac.

The dramatic suicide of Dido following the sudden depar-

ture of Aeneas (IV. 663) is especially instructive (fig. 91):

"Death be it. Thus, thus it is good to pass into the dark . . .

[and] the house resounded with lamentation and bitter cry-

ing of women." With her sword unsheathed, Dido casts

herself on a pyre, while about her maidens tear their gar-

ments and wave their arms in despair within the confines of a

chamber that projects backward along the converging lines

of the ceiling beams. Essentially this is a kind of "stage-

space" or "doUhouse" perspective. The miniature is placed

directly above the text it illustrates. An illustration on farm-

ing and gardening from the Georgics (fig. 92) presents a fine

Classical landscape with a sun-drenched villa set back in a

receding field of flowers executed with a soft, fleeting, im-

pressionistic application of paint.

Another Classical manuscript usually discussed with the

Vatican Vergil is the slightly later (?) Iliad in the Biblioteca

Ambrosiana in Milan (fig. 93) with its dynamic battle scenes

presenting frantic soldiers scattered and packed in groups

about a broad, sketchy landscape. The panoramic qualities of
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92. Instructions for Gardening (the old gardener of Corycus).

Illustration to Virgil's Georgics in the Codex Vergihus Vaticanus

(fol. 7v). 8% X 7%"

93. Battle Scene of the Trojan Wars. Illustration in the Iliad.

7 X gy^". 5th century. Biblioteca Ambrosiana, Milan

(MS F. 205, fol. 44v)
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many of these miniatures suggest some monumental source,

such as wall painting, and the figure groups with their

colorful armor and vivid gestures remind one of the busy

Roman battle sarcophagi of the second and third centuries

A,d/8

A famous set of illustrations for the Herbal of Dioscurides

{De Materia Medica) in the National Library in Vienna, dated

A.D. 512, seems to have been of special Byzantine patronage

(the princess Juliana Anicia is portrayed in one miniature)

and was very likely produced in the Eastern capital. Indeed,

the portrait of Dioscurides (colorplate 5) welcoming the

personification of Discovery carrying a mandrake root is

executed with the sophistication of an Antique author por-

trait. Soft modeling appears in the toga, and the rugged facial

features of the elderly doctor are vividly captured in flecks of

light and dark. Such seated portraits were very common in

Greek and Roman cities, usually in sculptured form, where

they could enhance architectural settings such as gymnasia,

libraries, and other civic buildings. It was very likely from

such public statuary that the portraits of the Evangelists so

familiar in Gospel books were derived.
'''='

The earliest illustrations that are found in Christian books

date roughly from the same time— late fifth and sixth cen-

turies—and the miniatures retain the same Antique illusion-

ism and vivid color of their pagan counterparts. It should be

noted that the earliest are not complete Bibles. Not only was

the Old Testament too vast, but there were serious questions

as to just which books were authentic and canonical, and

what we find are sets of illustrations corresponding roughly

to the major divisions of the Bible. Genesis was very popular

as the introductory text and often appears alone throughout

the Middle Ages. The stories of Moses and the Law— Ex-

odus, Leviticus, Numbers, Deuteronomy— together with

Genesis formed an independent unit called the Pentateuch,

or first Five Books; another set comprised the first eight, the

Octateuch, and was particularly popular in Byzantium;

while such parts as Kings, Psalms, Prophets, and Job were

usually treated as independent volumes.

Could there have been any Jewish sources for Old Testa-

ment illustration? It is now generally believed that the rigid

strictures that governed Jewish iconoclasm and the abhor-

rence of pictures might have been considerably relaxed in

the more liberal Jewish communities located in the Hel-

lenized centers of the Near East during the Greek and Roman

occupations. Good evidence appears in the decorations of a

synagogue in the frontier town of Dura-Europos, a site

discussed in chapter I with reference to the early domus

ecclesiae unearthed there.^°
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The synagogue, which abuts the city walls, as does the

nearby Christian chapel, is only partially preserved, but

there remains a handsome Torah shrine on the end wall

decorated with the seven-branched menorah, a diminutive

architectural shrine, and the figures of Abraham and Isaac

with their backs turned to the viewer to avoid outright

portraiture. The side walls, half-demolished, are covered

with broad horizontal bands or registers of frescoes that

illustrate in continuous fashion various stories from the Old

Testament. They include extensive narratives of the events in

the lives of Moses, Joseph, the kings, and the prophets. Some

curious intrusions suggest that more popular Jewish legends

served as the textual sources and not the Torah itself. But

they do decorate a synagogue.

Typical is the band that illustrates the vision of Ezekiel in

the Valley of the Dry Bones (Ezek. 37:1-14), where four

distinct episodes, repeating Ezekiel each time, flow one into

the other (fig. 94).^^ This repetitive, cartoonlike mode of

illustration was certainly not invented for monumental wall

decoration. The compact sequence of pictures of Ezekiel

belongs to a more discursive, narrative manner of represen-

tation. The repeated pictures for every few lines of the text

suggest an art that we would associate with book or scroll

illustration. Some such model perhaps provided the curious

sequence of pictures to be read in time that we see here. This

raises an important issue: Could there have been early

Hellenistic-Jewish illustrated versions of the Septuagint, the

famous Greek translation of the Hebrew Old Testament,

which was compiled in Alexandria about 270 b.c?

Two well-known manuscripts for Christian usage attest to

the popularity of Genesis for illustration at an early date. The

more complete and better-preserved is the so-called Vienna

Genesis, a deluxe picture Bible with an abbreviated Greek

text written in silver on parchment stained purple. Purple is

the color of royalty, and this suggests that the manuscript

was commissioned by an imperial patron, perhaps in Con-

stantinople, although the provenance and date are much

debated. While the antiquity of the miniatures is demon-

strated by the exciting illusionistic style, the Vienna Genesis

has usually been considered a copy made in the sixth

century.

The illustration for Genesis 24:10-20, the story of Re-

becca at the Well (fig. 95), is typical of the finer miniatures.

Rebecca appears twice. At the left she is shown carrying a

pitcher on her shoulder and walking near a low colonnade

toward a spring of water personified as a half-nude female

figure comfortably reclining on an urn. On the lower

groundline, directly to the right, Rebecca appears again, this

time offering water from her pitcher to the servant of Abra-

ham, who stands before a trough with his ten camels. At the

top right a diminutive representation of the walled city of

Nahor appears suspended against the purple background.

In many miniatures the figures are simply aligned in rows

along a groundline, but in one, the curious story of Jacobs

encounter with his brother Esau (Gen. 32:22-30), the epi-

sodes are presented consecutively from left to right in the

upper register. Jacob leads his two wives, maidservants, and

eleven sons toward the ford at Jabbok, which they pass over

to enter the register of illustrations below along the curving

bridge foreshortened to connect the upper with the lower

level (colorplate 6). Jacob is again repeated with the "man

who wrestled with him till morning," and finally his meeting

with Esau is illustrated on the same ground in the lower left.

Surely our talented miniaturist was no slave to his model

here.

Another early illustrated Genesis with framed miniatures

was unfortunately destroyed in a fire in 1731, and only a few

charred fragments and two drawings made for the French

archaeologist Nicolas-Claude Peiresc in 1618 survive.

Known as the Cotton Genesis after the English owner. Sir

Robert Cotton, the manuscript was highly valued and is of

considerable importance for Latin book illustration.^^ Sig-

nificant departures from the text make this cycle easy to

identify. In the illustrations of the creation, the usual Hand of

God is replaced by a standing figure of a youthful Christ

95. Rebecca at the Well. Illustration in the Vienna Genesis.

l3V-tX9Ve". 6th century. Oesterreichische NationalbibHothek,

Vienna (Cod. theol. gr. 31, fol. 7)
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dressed in a tunic and marked by a cruciform halo. He is

Christ logos as the creative principle, a philosophical concept

of godhead elaborated in Platonic terms by Clement of Alex-

andria, a proponent of mystical interpretation of scripture.

Peiresc's drawing for the third day of creation (fig. 96) will

suffice for our discussion. Christ logos appears in the upper

left gesturing toward his creation of plants and trees as three

angels or spirits clad in flowing chitons proceed him as

personifications of the inspiration on the third day. This

unusual manner of presenting the days of creation (perhaps

inspired by Augustine's Hexaemeron) appears in the same

fashion some eight hundred years later in the narthex

mosaics of San Marco in Venice (fig. 97), and surely some

copy of the Cotton Genesis cycle must have supplied the

models for pattern books serving the mosaicists in the

church. The occurrence of the same Christ logos in Car-

olingian Bibles of the ninth century also provides evidence

for the influence of the Cotton Genesis recension in the West

much earlier (see p. 220).

The Greek texts of the Vienna and Cotton Genesis manu-

scripts suggest that the scriptoria that first produced these

illustrated books are to be located in some Greek-speaking

center, perhaps Constantinople, Antioch, or Alexandria.

Common sense would further lead one to assume that the

miniatures were painted there, too, but the issues of piove-

nance remain thorny problems for scholars.

Even more perplexing is the impressive but enigmatic

Ashburnham Pentateuch in Paris with a Latin Vulgate text

(colorplate 7). Nineteen full-page pictures illustrate the sto-

ries in Genesis from the Creation to the departure of the

Israelites from Egypt, including startling representations of

the flood and Noah's ark. The Ashburnham Pentateuch has

been variously dated between the fifth and the eighth cen-

turies. As for the location of the scriptorium that produced

the unusual miniatures, theories have ranged from North

Africa and Spain to Dalmatia, Armenia, Italy, and France.^'*

Many pages have tiny, agile figures scattered within undu-

lating registers which are given vivid and colorful back-

grounds of blue, green, red, yellow, and brown. These pro-

vide settings for contoured hills, jagged cliffs, exotic towered

structures, and primitive huts and sheds. The drawing of the

fauna is based on keen observation, and a spirited animation

is conveyed in the sprightly movements of the horses, sheep,

and cattle. The figures are well-proportioned and articulated

with an energy and intensity not found in Greek manu-

scripts. Their costumes, whether the simpler garb of the

peasant farmers in the story of Cain and Abel or the more

exotic regalia of the higher classes, are rendered in exacting

detail. Plants and trees are vividly differentiated— note es-

pecially the date palm, the field of wheat, and the furrowed

pasture— and there is a surprising balance between the scale

of the figures and the landscape settings, considering the

early date.
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The earliest illustrated New Testament books— the Gos-

pels according to Matthew, Mark, Luke, and John— display

an even greater diversity. It should be noted that the other

New Testament texts— Acts, the Letters, and Revelation-

were conceived as independent books apart from the Gos-

pels. Generally the Gospels are introduced individually with

an author portrait of the Evangelist, either seated or stand-

ing, placed within or before an architectural frame.

Two closely related sixth-century Gospels with illustra-

tions are painted on purple-stained parchment and written

in Greek, indicating some aristocratic patron in the East

Christian capitals, possibly Constantinople. The one known
as the Sinope Gospels (after the site on the Black Sea where

the book was discovered), today in Paris (Bibliotheque Na-

tionale, supp. grec. 1286), contains only a fragment of the

text of Matthew; the other, the Rossano Gospels, has selec-

tions from all four.^^ Only one Evangelist portrait is pre-

served in the Rossano codex and that is Saint Mark (fig. 98),

seated in a wicker chair writing down his account in a scroll.

A nimbed muse stands before him as the personification of

inspiration (not to be confused with the beast symbols). The

frame is fashioned in the form of a draped facade, perhaps

98. Saint Mark. Miniature in the Codex Rossanensis. 12% x 10'//.

6th century. Archepiscopal Treasury, Rossano (fol. 121)
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99. Parable of the Wise and Foolish Virgins. Miniature in the Codex

Rossanensis (fol. 2v). lIVsX lO'/t"

derived from the theater fronts {scenae frons) or the royal

portal (porta regia) of Roman theaters, an indication that the

author portrait type probably repeats an earlier Classical

model.

The narrative illustrations appear in an unusual fashion on

pages before the Gospels, with liturgical readings for Passion

week. The iconographic units are painted above the abbrevi-

ated texts on scroll-tablets held by prophets. Thus the idea of

the Old Testament prophecies underlying the mysteries in

the life of Christ, a parallelism so familiar in later Medieval

art, appears here in a striking manner. Among the lively

narratives, a number— the Raising of Lazarus, the Entry into

Jerusalem, the Last Supper— are represented according to

iconographic formulae that occur in much later cycles, in-

dicating the persistence of a single recension of New Testa-

ment scenes transmitted through book illustrations, as we

shall see. Other stories are elaborately expanded beyond the

account given in the Gospel text. In the illustration of the

Five Wise and the Five Foolish Virgins, a parable on the Last

Judgment in Matthew, the artist elaborated the details in a

most interesting fashion, indicating that he was following

other sources (fig. 99).

100. Trial of Christ Before Pilate. Miniature in the Codex

Rossanensis (fol. 8v). ll'/sX 10'/-t"

The virgins are aligned in a row: the five wise carrying

flaming torches are dressed in white chitons signifying their

purity, the five foolish are grouped outside the golden gate of

the marriage chamber and clad in varicolored mantles in-

dicating their tainted personalities. The bridegroom s cham-

ber, moreover, is a verdant orchard recalling the Garden of

Eden, with four rivers flowing from a mound: the beatific

vision of heaven as the reward for the wise at the Last

Judgment. More striking is the portrayal of the bridegroom

as Christ with a cruciform halo and dressed in a golden

mantle. His gesture is emphatic, as he bars the foolish from

his bridal garden, and the strained intensity suggested by the

lines in the downcast eyes of the rejected virgins imparts an

element of expressionism to the parade of charming, doll-

like maidens.

Two unusual illustrations in the Rossano Gospels are full-

page miniatures. They depict Christ brought before Pilate by

the high priests Annas and Caiaphas and the trial ofJesus in

which the murderer Barabbas was released at the insistence

of the Jews. Both miniatures show the enthroned Pilate in a

semicircular setting above Christ and his tormentors. In the

Trial of Christ (fig. 100) a monumentality is achieved
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through the symmetrical placement of the figures about the

frontal Pilate on the central axis. To the sides, the Jews, who

cry out "Crucify him, crucify him," are tightly gathered and

cramped to fit the circular boundary of the upper zone.

Below are the accused. To the left Christ, dressed in gold, is

flanked by court officials. To the right a writhing Barabbas,

naked to the waist with his hands tied behind him, is

presented like a dangerous criminal by two guards.

How unlike the sketchy, quick-paced narratives this hier-

atic representation seems. The accoutrements of the tribune

chamber are carefully added, with the high-backed, cush-

ioned throne of judgment for Pilate complete with flanking

standards bearing portraits of the emperors; the table is

spread with writing instruments on a cloth with two more

imperial portraits embroidered upon it; a clerk-scribe stands

to the right taking notes on a wax tablet. All of this offers us a

strikingly realistic portrayal of an actual Roman court of

justice, with Pilate radiating authority. Pilate gestures to the

accusers as he seemingly questions them, "Why, what evil

has he done?"

Because of the elaboration and monumentality of the trial

miniature, so different from the other narrative versions such

as that on the Sarcophagus of Junius Bassus (fig. 13) dis-

cussed above, it is generally believed that some special

source inspired the artist. Andre Grabar suggests that it was

derived from an illustrated lawbook, perhaps a copy of the

Code ofJustinian. William Loerke offers a more imaginative

solution. He argues that the miniature is a copy of a mural

once decorating the domus Pilati, the praetorium in Jerusa-

lem where the trial was believed to have taken place and

which was an important pilgrimage site by the fourth cen-

tury.^^ Clearly, the sources of Early Christian book illustra-

tion are much more complex than simply recensions of

archetypal cycles transmitted by the illuminated book.

The provenance and dates of the manuscripts so far dis-

cussed are matters of fierce debate, but there are no such

problems with one of the most remarkable illustrated New
Testament codices, the Rabbula Gospels, written by the

monk Rabbula in the monastery of Saint John of Zagba,

Mesopotamia, and dated a.d. 586.

The first pages— nineteen in all— are handsome canon

tables (fig. 101). These constitute a harmony or concordance

of the Gospel texts as devised by Eusebius for Constantine.

Eusebius drew up ten basic lists or canons, the first contain-

ing episodes (indicated by the number of the passage in the

text) common to all four Gospels; the second canon in-

cluded those passages repeated in the first three, and so on.*^^

The canon tables are in the form of painted arcades, with the

equivalent passages relating the life of Christ cited within

each intercolumniation marked in parallel: Matthew, Mark,

Luke, and John. The borders of many of the canons are

enhanced with small vignettes illustrating in an abridged

fashion the major events in the life of Christ or portraits of

101. Canon Table. Miniature in the Rabbula Gospels. 13 x lOVi".

Completed at Zagba, Mesopotamia, c. 586. Biblioteca Laurentiana,

Florence (MS Plut. I, 56, fol. 9v)

the Evangelists, seated or standing. A spontaneity and direct-

ness can be perceived as if the tiny pictures were meant to be

colorful footnotes for the passages cited.

Large, full-page miniatures inserted in the text are as-

tonishingly sophisticated, although similar in execution.

These include a remarkable Crucifixion, a hieratic Ascen-

sion, a statuesque Madonna standing on a pedestal, and a

courtly dedication picture with Christ enthroned between

two bishops and two monks. The Crucifixion (fig. 102) is

one of the earliest fully "historiated" types in which many of

the narrative details described in the Gospels are illustrated,

including the eclipsed sun, the two thieves hanging on

crosses beside Christ, the soldiers casting lots for Christ's

robe, the lance bearer named Longinus, the man lifting the

sponge soaked in vinegar to Christ's lips, and the three

women who witnessed the tragedy along with the Virgin and

John the Evangelist.

Below this magnificent Crucifixion is a horizontal band

with two more scenes: two Marys (including the Virgin)

visit the empty tomb guarded by an angel and the Noli me

tangere, where the resurrected Christ warns the Magdalene

(and curiously his mother) not to touch him. Mary's pres-
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102. Crucifixion. Miniature in the Rabbula Gospels (fol. 13).

13x 10'/2"

ence in these latter scenes is not mentioned in the Gospels

and surely indicates a more complex iconographic source.

One unusual detail stands out even more: in the Crucifixion,

Christ is not covered by the traditional loincloth but wears

instead a long purple tunic or robe with two golden clavi or

bands, a garment known as a royal colohium. Thus the

double composition has a grandeur and complexity about it

that go far beyond the requirements of simple narration.

Indeed, its striking symmetry and integrated design bespeak

a monumental prototype.

The Ascension (colorplate 8), also composed in two zones,

is even more monumental in conception. In the opening lines

of the Book of Acts the apostles are given their commission

to be witnesses of Christ in the uttermost corners of the

world, "And when he had said these things, while they

looked on, he was raised up: and a cloud received him out of

their sight. And while they were beholding him going up into

heaven, behold two men stood by them in white garments.

Who also said: Ye men of Galilee, why stand you looking up

to heaven? This Jesus who is taken from you into heaven,

shall so come, as you have seen him going into heaven" (Acts

1:9-11).

It is obvious that the miniature is no direct illustration for

this short text. More than a cloud receives him: a huge

aureole surrounds the ascending Christ. Below this glory a

curious chariot with fiery wheels, scarlet wings filled with

eyes, heads of four creatures (lion, ox, eagle, and man), and a

mysterious Hand of God appear directly over the head of a

standing female orant figure. The inspiration for this impres-

sive Maiestas Domini is not that of John's Revelation as we

found it in Roman mosaics but rather the prophecy of

Ezekiel (1:3-28), where the seer experienced the vision of

the "likeness of the glory of the Lord" in the midst of winged

tetramorphs and flaming wheels from whence thundered the

voice of God. That the image of God (theophany) is here

based on the vision of Ezekiel and not that of John the

Evangelist should come as no surprise when we remember

that the Book of Revelation was considered spurious at an

early date by the Eastern churches while the prophecies of

the Old Testament, especially those of Ezekiel and Isaiah,

were authority.^*^

Such a picture certainly merits a place in the apse of an

103. Ascension. Pilgrim's flask from Palestine. Silver, diam. SVa"

Late 6th or early 7 th century. Cathedral Treasury, Monza
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Eastern church, and there are good reasons to beUeve that it

copies a famous mosaic or fresco in a major Palestinian

shrine (perhaps the Eleona, where the Ascension took

place). More than a site or hturgical commemoration,

however, the picture also serves a catechetical role in demon-

strating one of the basic mysteries in the personality of

Christ as defined in the great church councils held in

Ephesus in 431 and Chalcedon in 451: the doctrine of the

Incarnation and the two natures of Christ, human and di-

vine. This lesson is underscored when we focus on the lower

zone of the Ascension, where the prominent figure below the

Hand of God, the omns, is surely the Virgin Mary. She is not

mentioned in Acts— recall her unusual presence in the Res-

urrection miniature— nor is she normally associated directly

with the Maiestas Domini at so early a date.

It will be remembered that Mary was proclaimed The-

otokos, the bearer of God, the vehicle for the Incarnation (the

divine made human), at these same councils. While the

female figure has been identified as the personification of

ecclesia, the church, she is also M&ry-Theotokos, who re-

ceived from the Hand of God the Holy Spirit that over-

shadowed her and conceived the Child in her womb. This

same Ascension composition is stamped on leaden phials

from the Holy Lands collected by pilgrims as site commem-
orations (fig. 103). There it includes a dove, the Holy Ghost,

between the Hand of God and the halo of the Virgin, thus

emphatically proclaiming the act of Incarnation as well as

the fact of the Trinity: the Father, the Son, and the Holy

Ghost. Perhaps the reader will find such an analysis too

involved and tedious, and, to be sure, it is; but it does open

our eyes to larger visions and complexities in Early Christian

art even if the details may still be out of focus.

The idea that the Rabbula Ascension reflects a monumen-

tal painting in some Eastern church is more convincing

when we realize that this same unusual representation ap-

pears on other pilgrimage objects associated with Jerusalem.

The same type of "Chalcedonian" Ascension not only ap-

pears on numerous flasks but it is painted— along with the

historiated Crucifixion— on the lid of a famous pilgrimage

box of the sixth century, today in the Museo Sacro Cristiano

in the Vatican (colorplate 9). Finally, a closely related version

of the Ascension frequently appears in the apses of Coptic

chapels at Bawit in Egypt, and there can be little question

that the provincial painters there imitated the decorations of
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the great basilicas of Palestine (fig. 104). In the apse of the

Monastery of Apollo, the figure of Ezekiel, in fact, is added

to the row of apostles about Mary, confirming our interpreta-

tion of the Maiestas Domini in the Rabbula Gospels.

The illustrations in the manuscripts so far considered

clearly reveal that a complex overlapping and fusion of the

narrative and iconic modes of representations were com-

monplace. To the miniatures in the manuscripts and the

murals in the churches another source for Christian ico-

nography should now be added to our discussion of narra-

tion, namely, the sign-symbols of the early funerary arts.

Such means of communication through abbreviated pictures

were inherited from the pagan world, but the question re-

mains ofjust how these mini-narrative cycles were transmit-

ted from shop to shop.

In many of the small, portable religious objects that are

enriched with ivory, gold, or wooden plaques and encrusted

with precious gems and enamels— the so-called sumptuary

arts— one often finds the pictorial modes side-by-side with a

more iconic representation serving as the centerpiece about

which narrative cycles or sign-symbols are clustered. A fine

example is the lipsanotheca (reliquary casket) preserved

today in the Museo Civico Cristiano in Brescia, Italy, dated

about 360-70 and assigned by most authorities to a North

Italian workshop (fig.
105).''o

The four sides are formed of ivory plaques with upper and

lower horizontal strips framing a broader central panel. The

lid is composed of two plaques and a rim with roundel bust-

portraits {imagines clipeatae) of Christ and the apostles; the

four corner posts have vertical strips of ivory that carry

single salvation or Passion signs (a fish, rooster, column,

cross, etc.). The larger central plaques on the faces illustrate

episodes from the ministry of Christ, while the narrower

bands display diminutive Old Testament narratives and sign-

symbols of salvation, including representations of Susanna

and the Elders, Daniel in the lions den, Jonah and the whale

(on the front), and stories of Moses, Jacob, David, and others

(along the sides and back). Like the scenes on the Sar-
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106. left: (a) Pilate Washing His Hands; Christ Canying (he Cross; Denial of Peter; right: (b) Death ofjudas. Cnu ijixion. Plaques on an

ivory casket, each 3 x 3V8". c. 420. British Museum, London

cophagus ofJunius Bassus (fig. 13), there is little correlation

between the Old and New Testament stories illustrated.

The figures carved in low relief display the elegant and

refined sculptural qualities found in the sarcophagi of the so-

called Theodosian Renaissance in their polished surfaces,

relaxed postures and poses, bland Classical head types, and

simplified draperies. Christ is a youthful Apollo, the apos-

tles resemble philosophers, and the narratives display a

sedate, quiet pace with muted gestures, unlike the feverish

staccato of those on earlier sarcophagi.

Stylistic changes in relief sculpture on a small scale are

difficult to trace because of the paucity of remains, but a few

major shifts in expression may be noted. A splendid ivory

box, a "Passion Casket" in the British Museum (figs. 106a,

b), dates approximately a half-century later, about 420, and

is also attributed to a North Italian atelier. Seven compact

narratives of the Passion are presented on the four faces with

solid, well-articulated figures carved in deeper relief. These

stockier actors, while still refined in the manner of the

Brescia casket reliefs, are energized and squeezed tightly

into their fields so that the stories have a dramatic imme-

diacy enhanced by a rich pattern of light and shadow. This

tight compression and the bold display of tactile qualities

announce a shift from the quiet serenity of classicism to the

expressionism of the Medieval period.

Of approximately the same date are the famous wooden

panels of the doors of Santa Sabina in Rome (figs. 107-109a,

b).^^ Probably commissioned by Pope Celestine I (422-32),

the eight large and ten small cypress panels that survive

from a larger ensemble offer those entering the church a

different example of some loosely conceived Old and New

Testament parallelism, although the exact arrangement of

the panels can no longer be determined. Carved doors were

no novelty. Ambroses church in Milan had an earlier set of

wooden doors that unfortunately are too fragmentary for our

discussion, and these early examples of narration on doors

became the models for a lasting tradition in Medieval and

Renaissance church arts.

The small plaque of the Crucifixion provides us with an

opportunity of comparison with other Early Christian rep-

resentations. In what has been considered a misunderstand-

ing of the manner of crucifixion as a means of execution, the

wood-carver naively placed the frontal nude figures wearing

loincloths in a row, in orans positions, before a brick or stone

wall with posts and gables marking their places. There are no

crosses. Compared to the London ivory (figs. 106a, b), this

Crucifixion seems sadly lacking in effect and execution.

A few of the larger panels present unusual iconographies.

Two that are generally considered to form a pair, an "Ascen-

sion" and an imperial adventus of sorts (figs. 109a, b), have

been the subjects of diverse interpretations. The so-called

Ascension curiously resembles the elaborate type in the Rab-

bula Gospels, discussed above, with a Maiestas Domini

hovering over figures of Peter and Paul flanking the Virgin

(see colorplate 8). The Santa Sabina panel has been identified

more precisely as the "Triumph of the Roman Church," the

orant figure more specifically as ecclesia. The second panel

has been variously identified as the pronouncement of

Zacharias regarding the birth of his sonJohn the Baptist, the

prophecy of Malachi concerning the coming of the King of

Hosts, and, more generally, the adventus of a Christian

emperor (Constantine or Theodosius).^-^
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The relief is divided vertically into four registers. In the

tvv^o lower, unadorned zones, officials and citizens dressed in

togas and paenulae (sleeveless cloaks) acclaim with uplifted

arms the two major figures in the third tier: a prince clad in

the royal robe and an angel. In the uppermost register,

marked by the entablature of the temple, rises a gabled roof

surmounted by a gemmed cross. Two towers complete the

elevation. As we shall see later, such two-towered facades

became the symbolic and real architectural forms desig-

nating a palace church. Considering the significant role

assumed by the emperor in the foundation of the Christian

church, could this hieratic representation not be interpreted

as the "Triumph of the Roman State" in Christian history? If

so, the two enigmatic panels would form a meaningful

concordance: the harmony of the church and the state in the

triumph of Christianity, much as Eusebius had extolled it,

"By the express appointment of the same God two roots of

110. Scenes from the apocryphal Infancy cycle and the hfe of

Christ. Ivory book cover, HV-i x llVs". North Itahan (?). Late 5th

century. Cathedral Treasury, Milan

blessing, the Roman Empire and the doctrine of Chris-

tianity, sprang up together for the benefit of men."^^

Typical of the state of confusion concerning the style and

provenance of these works are the descriptions of an ivory

diptych, a book cover for the Gospels, in the Cathedral

Treasury in Milan, usually dated in the later fifth century

(fig. 1 10). Each side is made up of five ivory plaques. The

large central fields are decorated with applied symbols of

Christ in silver cloisonne. The left, illustrated here, is

adorned with a lamb— Christ as the sacrificial victim—

while the right has a cross— Christ as victor. In the four

corners are bust portraits of the Evangelists in strict frontal

poses and their symbols: the angel and the ox, above, the

heads of Matthew and Luke, below. The upper plaque dis-

plays a curious Nativity with Joseph, dressed as a shepherd

or workman, holding a carpenter's saw, seated opposite

Mary before a flimsy shed with a crib, the Child, the ox and

the ass.

The rather aggressive demeanor of the ass may be inten-

tional. At an early date the donkey symbolized the Jews

present at Christ's birth, stubbornly reluctant to recognize

Him, while the protective ox represented the Gentiles. Taken

from the words of Isaiah, "the ox knows his master, the ass

his master's crib," the two beasts often figure as protagonists

in a little drama about the stall, with the ass sometimes

kicking up and eating the hay from the trough.

Each side plaque is decorated with three framed scenes to

be read from top right to left and down: the Virgin in the

temple with an angel pointing upward at the miraculous star;

the Annunciation curiously placed in a landscape where

Mary, attired as a princess, fetches water from a stream; the

three Magi following the star; the twelve-year-old Jesus be-

fore the doctors in the temple; the Baptism of Christ (which

usually initiates the ministry cycle); and the Entry into

Jerusalem (the beginning of the Passion events). In the lower

plaque a dramatic Massacre of the Innocents is enacted

before Herod with the soldiers literally smashing the babes

to the ground before their wailing mothers. Scenes illustrat-

ing the miracles of Christ dominate the iconography of the

back cover (not illustrated here).

The unusual iconography of the Infancy scenes can be

traced to an independent textual source— the apocryphal

gospels— that was popular in North Italy and elsewhere. By

Apocrypha are meant the spurious books of the Bible that

were not accepted as true or canonical by the early Church

Fathers. Usually attributed to some famous author, these

legendary testimonies, dating roughly between the first and

third centuries, colorfully filled in the sparse Gospel ac-

counts of the childhood of Christ and the life of Mary and

had a lasting influence.

Especially popular was the Syriac Proto-evangelion of

James (and the later Latin version of it, the Gospels of

pseudo-Matthew) with stories of the Virgin and the angel in



111. Adoration of the Magi. Ivory plaque, 8y8X3y8". Coptic.

6th century. British Museum, London

the temple, the Annunciation at the well, the Magi following

the star, that are not found in the canonical Gospel accounts.

This, in itself, is interesting since the Milan ivories covered a

Latin Gospel book, but its carvings followed an independent

Infancy recension. A number of authorities have argued that

the Milan book cover was inspired by Eastern models, possi-

bly from Constantinople or Antioch, but there are no con-

vincing reasons to propose such a place of origin.

A good example of an Eastern ivory, possibly of Coptic

manufacture in or near Alexandria, is a plaque in the British

Museum with the Adoration of the Magi (fig. 1 11). A num-

ber of closely related ivories of the sixth century linked to

the East Christian world display the same striking stylistic

features in the advanced state of abstraction that annihilates

any sense of figures in space. A compacted pattern of hieratic

and conventionalized emblems results. The Virgin is huge,

central, and rigidly frontal as if pressed out with an iron that

flattens her body and pose into linear creases and angular
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patterns. This advanced abstraction portends important sty-

listic features that one associates with the development of

Byzantine icons from the sixth century on. Hellenistic illu-

sionism as a primary mode of visualization here gives way

dramatically to an art based on surface sensation and pattern;

the real world is displaced by the abstract; the historical

event by the timeless ritual.

Tlje most impressive monument of ivory carving of the

sixth century is the large episcopal chair or cathedra of

Maximianus, archbishop of Ravenna from 546 to 556 (figs.

112-14; colorplate 10).^^ The body of the throne is com-

pletely covered with large ivory plaques fitted to the struc-

tural armature of wood. The legs and posts are lined with

ivory strips with intricate vine rinceaux peopled by tiny

animals and birds. Across the front are five vertical panels

portraying John the Baptist flanked by standing figures of

the four Evangelists squeezed into arched niches, their alert

and expressive heads cupped within conches forming

haloes. Their stances are subtly varied, and ripples of move-

ment are created by the shifting of their weight, the raising of

arms, the large whorls of drapery spinning across their

torsos, and the richly textured patterns of the arched niches

that hold them to the surface. There is, in fact, a certain

mannerism in the exaggerated turnings of the lines and the

contrived gestures.

The sides of the throne are bedecked with rectangular

panels, alternating in size, that relate the story of Joseph in

Egypt. In these narratives a surprisingly rich, flickering

texture predominates, too. In the episode where Joseph is

put into the well by his brothers (Gen. 37:23-35), a sense of

horror vacui leads the carver to add a star, a tree, another

shepherd wherever space is left over within the frame. The

nervous shepherds are vigorously modeled, and they move

and turn with a brisk energy that adds more vibrancy to the

surface pattern.

The vertical reliefs on the back of the throne are of special

interest to the iconographer, for here one of the most com-

plete presentations of the Infancy cycle based on the Proto-

evangelion ofJames precedes the narratives of Christ's min-

istry. These include representations of the suspicion of

Joseph, Mary submitting to the test of the bitter waters,

Joseph reassured of Mary's purity in a dream, and the birth

ofJesus with the midwife Salome testing the virginity of the

mother (fig. 114). The harsh resonance of the design vibrates

with the jarring juxtaposition of the coarse-grained fabric of

the bedding, the angular brickwork of the high crib, and the

large rosette boldly placed between the heads of the ox and

ass.

The craftsmen who carved the ivory panels on the throne

were talented artisans, and the expressive and rhythmic style

they display bespeaks a major center of production, very

likely Constantinople. With the ivory cathedra of Maxi-

mianus we move into the world of Early Byzantine art.
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VI

CONSTANTINOPLE IN THE AGE OF JUSTINIAN

CONSTANTINOPLE, the "Ncw Rome" consecrated

by Constantine in a.d. 330, was devastated by

civil riots in 532. Two opposing factions in the

city, the Greens and the Blues, not only mas-

sacred each other, but they destroyed nearly

half of the imperial city as well. The imperial palace, the

Constantinian cathedral of Hagia Sophia, and the mar-

tyrium, the Holy Apostles (Apostoleion), as well as other

religious structures were razed. Justinian, emperor from

527 to 565, put down the revolt, and the restoration of the

city and its famed churches commenced immediately. The

new buildings erected by Justinian represent some of the

most original and ingenious architectural accomplishments

in Byzantine history.

Justinian was a shrewd administrator and a devout de-

fender of the orthodoxy in Constantinople.^ Convinced of

his divine calling as leader of church and state as the co-

regent of Christ on earth, Justinian instituted a policy that

combined temporal and religious spheres into one, whereby

the emperor ruled with absolute authority as a sacred mon-

arch, a policy known as caesaropapism (emperor-pope).

With his powerful military state sanctioned by the church,

Justinian sent out his armies to reconquer all Christian lands

lost to invading barbarians and Persians on the fringes of the

empire.

An ivory plaque, known as the Barberini Diptych (color-

plate 11), is believed by some to be a portrait ofJustinian as

defender of the faith, and while this identification is not

certain, the elegant piece clearly displays Justinian's pol-

icies.^ In the center, the triumphant leader, wearing a crown

and posed in a lively manner on a rearing steed, plants his

lance in the ground before a startled barbarian. Seated at the

right is a goddess (Gaea or Terra) representing Earth. A tiny

winged personification of Victory flies in at the top right. In

the narrow plaque to the left, a military officer offers the

emperor another trophy of triumph (the missing panel on

the right presumably featured a second such figure). Below,

in the horizontal plaque, appear the agitated figures of the

conquered heathen and barbarians bearing gifts of tribute

and accompanied by exotic animals that distinguish their

territories, the lion and elephant of Africa and the tiger of

Asia. Another winged personification stands amid them and

gestures upward to the conquering emperor.

Justinian secured the territories bordering the Mediterra-

nean Sea. His armies drove the Goths out of Italy; they forced

the Vandals to surrender North Africa; and they pushed

Persian invaders into the hinterlands of Asia Minor. The

topmost panel of the Barberini Diptych illustrates the divine

authority that appointed the emperor his special regent on

earth. Two angels support an imago clipeata of Christ bless-

ing the leader. In 554, after reclaiming the Mediterranean

Sea as part of the Roman empire, Justinian issued a decree

announcing, "We believe that the first and greatest blessing

for all mankind is the confession of the Christian faith. . . . to

the end that it may be universally established ... we have

deemed it our sacred duty to admonish any offenders."

A complex bureaucracy administered Justinian's new em-

pire efficiently, and the old code of Roman law, which had

become encumbered and inefficient since the time of the

Caesars, was studied and rewritten by capable scholars at

court in a new form, a body of civil law {corpus jurus civilis)

known as the Justinianic Code that provided a model for

legal systems throughout Europe. But it is Justinian's gran-

diose building programs that concern us. No less impressive

than his institutions in administration and victorious mili-

tary campaigns were the highly original structures that his

architects created for the Christian church in Constantino-

ple. Indeed, church and state were both glorified and fused

in his most astonishing undertaking, the rebuilding of the

imperial cathedral, Hagia Sophia (figs. 115-17; colorplate

12).3

Hagia Sophia dominates the landscape of Constantinople

much as the great Parthenon does the skyline of the Acrop-

olis. From the exterior it resembles a giant mass of interlock-

ing geometric blocks rising rhythmically to a huge domed

apex. But, unlike ancient Greek temples, this House of God

overwhelms the viewer. There is no sense of human scale to

comfort our confrontation with the huge building, and, fur-

thermore, an even more awesome experience awaits us when

we enter the structure.

The building of Hagia Sophia commenced immediately

after the riots of 532 were quelled, and the final consecration
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118. Methods of supporting a dome: left: (a) Pendentive. The curved triangular section in the corner of a square bay that supports the

dome, right: (b) Squinch. The half-conical niche built into the corner of a square bay, transforming it into an octagon suitable for

supporting a dome

took place only five years later, on December 27, 537. It

seems clear that Justinian had in mind a grandiose project

for his palace church from the start. Hagia Sophia was to be a

monument to the glory of church and state that would

surpass all earlier churches, including the former basilica on

the site, and was to outdo in grandeur even the famed

Temple of Solomon, the Old Testament archetype of all

Christian temples.

To accomplish this, Justinian appointed two learned sci-

entists, mechanopoioi, to design and supervise the building.

Anthemius of Tralles was an expert in geometry who spe-

cialized in theories of statics and kinetics. Isidorus of Miletus

taught physics at the universities of Alexandria and Con-

stantinople and was the author of commentaries on vaulting

techniques. They were not builders but theoretical scien-

tists, and this is unusual, considering the building practices

of the time. The project was an extremely costly one. Thou-

sands of workmen were brought in from all parts of the

empire to labor in the brickyards; marble revetments and

capitals were shipped in from workshops in the nearby

Proconnesian islands, and marble columns were appropri-

ated from Rome, Ephesus, and other Greek sites.

In plan Hagia Sophia is a huge squarish rectangle (230 by

250 feet) augmented by two narthexes and a broad atrium

(only a few foundations remain today) on the west and a

single projecting apse on the east. Aside from this rudimen-

tary alignment of parts, however, it little resembles the

basilicas of earlier times. The nave, in fact, is totally domi-

nated by the soaring dome over its center, a dramatic feature

that interrupts the longitudinal flow of space commonly

experienced in Christian basilicas. The directional focus

toward the altar with the closed, tunnel-like projection of

space is overwhelmed by the vast openness of spaces that rise

and swell out and upward to the summit of the lofty dome

(165 feet) in the very center of the building. Hagia Sophia

has been described as a fusion of a hall basilica and a

centralized double-shell structure, but this explains little.

Four giant piers, forming a square in the center approx-

imately one hundred feet on each side, are joined by sweep-

ing arches to create the base for the giant dome. The transi-

tion from a square plan to a circular base for the dome is

accomplished by pendentives, great curved triangular sec-

tions built into the corners that rise from the arches of the

square, upon which the dome rests (fig. 118a). To the east

and west the space descends from the central axis in

scooped-out hollows formed by semidomes of exedrae,

which, in turn, enclose the smaller half-domes of the diago-

nally placed conchs on the corners. This sequence of spheri-

cal spaces culminates in the apse on the east and a vaulted

passageway abutting the inner narthex on the west.

The north and south flanks are screen walls penetrated by

arcades that open into the side aisles (three vaulted bays on

each side). Galleries and a high clerestory with two rows of

windows fill the arched shape of the upper walls. Any sense

of solid wall on the north and south sides is thus lessened by

the various openings— the nave arcade, the galleries, the

windows in the clerestory— which are rhythmically articu-

lated in units of 3-5-7 throughout. The lofty dome, pen-
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etrated by forty arched windows along its base, seems not to

rest solidly on the pendentives but to hover above an aureole

of lights as if it were suspended from heaven. Even the giant

piers seem to dissolve into the fabric of the aisles, which in

turn are amorphous and difficult to clarify spatially when

viewed from the center of the nave.

How does one describe the dynamics of such an astonish-

ing construction? Many theories have been proposed to

explain the complex system of buttressing in Hagia Sophia.

It has been suggested that the rippling semidomes on the

east and west and the solid exterior piers on the north and

south form the buttressing that holds up the dome. A clear

solution evades the architectural historian, however. It has

been argued more recently that the central core of Hagia

Sophia is raised like a giant, freestanding baldachino and

that the lateral spatial units, including the aisles, the

narthexes, the galleries, conchs, and apse, are essentially

unconcerned with the structure of the inner core and stand

as independent architectural units. And yet there is no sense

of an additive assembly of parts when we stand in the nave.

The whole seems indivisible and organic, leading us slowly

through space from the summit downward in a centripetal

fashion, so that we seem enclosed in an immense, floating

canopy of the heavens.

The enigma of Hagia Sophia can be partially answered if

we turn to the building techniques employed. The weighty

stone and concrete vaults and domes raised by the Romans

over their giant structures would have required an entirely

different disposition of foundations and walls. By the sixth

century it was common practice to construct lighter vaults

and domes with thin bricks embedded in mortar, thus re-

ducing the problems of thrust and support considerably, and

this type of construction was employed by Justinian's

builders. The walls, vaults, and domes of Hagia Sophia were

constructed of thin bricks forming a skin held up by four

piers of sturdy ashlar construction. This allowed for greater

flexibility in shaping the spaces to be enclosed. A variety of

interlocking volumes expand outward from the inner shell—
exedrae, conchs, and apse— resulting in a daring interplay of

interior spaces.

To add radiance to the interior, colorful materials lined the

walls and vaults. Porphyry and marble slabs— white, green,

yellow, and blue— served as revetments for the walls. The

great dome was enriched with gold mosaics, and the win-

dows were filled with colored glass. A new type of capital

was employed that radically transformed the appearance of

the architectural supports. The sculptural character of Clas-

sical capitals was discarded for one of patterned surfaces

with deeply undercut acanthus leaves sprouting lacy tendrils

that impose an organic quality on the simple blocky shape

and spill over into the architraves as colorful friezes. Thus

we enter an exotic, brightly colored world culminating high

above with the splendor of a golden heaven. With the myriad

shafts of light pouring through the windows at the base of the

dome, an incredible sense of mystery is evoked. Hagia

Sophia becomes a heaven under the heavens. It is not diffi-

cult to accept the report that Justinian, at the dedication of

Hagia Sophia on December 27, 537, exclaimed, "Solomon, I

have surpassed thee."

More than the quest for grandeur and celestial symbolism

shaped Justinian's palace church, however. The complex

liturgies of the Eastern church necessitated more clearly

marked stations for the clergy, the emperor, and the laity.

Two impressive processions marked the opening of the ser-

vices and, after the dismissal of the catechumens, the begin-

ning of the Mass of the Faithful: the Lesser Entrance and the

Great Entrance. In the former, the Lesser Entrance, the

celebrant (bishop or patriarch) and members of the clergy

assembled in the narthex, where the emperor awaited them.

The procession then moved through the royal door into the

inner narthex and down the nave, passed the ambo or pulpit

in the center, along the solea (a path with low walls in the

middle of the nave) to the door of the sanctuary. The em-

peror walked beside the celebrant into the sanctuary and

presented his gift of gold, usually a paten or chalice, and then

retreated to a special loge in the south aisle. The patriarch

took his place high on the semicircular steps that formed the

synthronon, or benches in the apse.

After readings from the scriptures by the deacon in the

ambo and a sermon (homily) by the patriarch on the mean-

ing of the words, the catechumens were dismissed. The

Great Entrance (the Entrance of the Mysteries) followed,

with a solemn procession led by the deacon, who brought

the Eucharistic bread and wine to the altar from a small

building outside the church. The clergy first received com-

munion, then the faithful who gathered before the sanctuary

(men and women apparently were segregated during the

service, the women in the north aisle and gallery, the men in

the south). The emperor left his "royal box" and entered the

sanctuary to receive communion directly from the patriarch.

In later Byzantine rites, the Great Entrance was restricted to

the interior of the church itself, which necessitated the

addition of a special side chapel on the north side of the apse,

the prothesis, where the Eucharistic elements were prepared

and stored. A second chamber, the diaconicon, on the south

side, was used for vesting the bishop. Thus the typical

Middle Byzantine church featured the familiar tripartite

plan on the eastern end. At Hagia Sophia, however, a single

apse projected from the sanctuary.

Justinian's building campaigns extended from the desert

lands in the Near East to northern Italy, but it was primarily

in his capital, Constantinople, that innovations in architec-

ture are to be found. His historian, Procopius, describes

more than thirty churches in Constantinople (The Build-

ings), and of these, four seem to be related to Hagia Sophia in

that they were domed and centrally planned. The famed



above: 119. Saints Sergios and Bakchos, Constantinople.

Plan (after Dehio/Bezold). Completed before 536

below: 120. Saints Sergios and Bakchos. Interior

Apostoleion was rebuilt in 536. The Greek-cross plan of the

Constantinian structure was retained, with domes raised

over the center and over the four arms of the cross, establish-

ing a handsome building type that was frequently copied (cf.

San Marco in Venice, fig. 185).

Saints Sergios and Bakchos (figs. 119, 120), built in 525

alongside an earlier basilical church in the private residential

area where Justinian lived before he was named Caesar, has

been considered to be an experimental and miniature ver-

sion of Hagia Sophia. ^ It features a double-shell plan with a

dome, an octagonal core, and an ambulatory and galleries

within a slightly irregular square. Very likely it was built as a

private palace church alongside a congregational basilica

since the dedicatory inscription names Justinian and The-

odora as founders. The construction is like that of Hagia

Sophia, with vaults and dome built of light, thin bricks

embedded in mortar. The capitals, too, are similar to those

in Hagia Sophia.
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121. Portrait of Ariadne. Ivory panel of an imperial diptych,

14y8X5y8". Early 6th century. Museo Nazionale, Florence

Were there figurative mosaics in Justinian's churches in

Constantinople as there were in Rome? It has been assumed

that any mural decoration would have been aniconic, that is,

only floral or abstract ornamentation, but this may be an

extreme judgment. Recently a ninth-century mosaic of the

Virgin and Child Enthroned (fig. 155) was uncovered in the

apse of Hagia Sophia with an inscription informing us that

"the images which the imposters [the iconoclasts of the

eighth century] had cast down here, pious emperors have

again set up."^ We shall return to this mosaic later. Other

evidence of pre-iconoclastic figurative decoration is found in

a room of the patriarchal palace adjoining the church, where

medallion portraits of saints appear (their faces replaced by

crosses and their names erased) and in a mosaic of the

Presentation ofChrist in the Temple discovered in a walled-up

area of the Mosque of Kalenderhane, originally a pre-icon-

oclastic church in Constantinople.^ The latter, although only

a fragment, displays stylistic affinities with mosaics in Thes-

saloniki dating in the seventh century. The possibility of

figurative mosaics in Constantinopolitan churches of Justi-

nian's reign should not be ruled out.

122. The Consul Anastasius. Ivory diptych, each H'/eXS'/e". 517.

Bibliotheque Nationale, Paris

That Constantinople was a major center for figurative arts

is indeed demonstrated by the wealth of sumptuary arts,

both secular and religious, that survive in the form of ivories

and metalwork with portraits and narratives. Ivory was a

precious medium highly valued for its fine grain that allowed

for exquisite and minute detail in carving. A number of

ivories with figurative designs served as covers for state and

church documents in the form of diptychs.^ Such, no doubt,

was the handsome equestrian portrait discussed above (col-

orplate 1 1). Of similar high quahty is the Portrait ofAriadne

(fig. 121), an empress who died in 515. Here the abstraction

is so advanced that Ariadne appears as a cult image, placed

within an ornate baldachino. She holds a scepter and an orb

surmounted by a cross, and her body is overwhelmed by

beads, jewels, and other details of her precious imperial

regalia.

Even more abstract are the portraits on the ivory diptychs

that were made to commemorate the appointment of the

consul of the year, a practice documented by the ivories from

406 to 539, thus providing the art historian with an absolute

chronology for stylistic developments (fig. 122). On such
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occasions the consul presided in a special box in the hippo-

drome, where games were held in his honor (and at his

expense). Anastasius, consul in 517, appears twice in hiera-

tic isolation on a huge throne adorned with many attributes

of his office. On the right-hand side, the arena below the

throne is a diminutive arc crammed with heads of spectators

and tiny, agitated performers battling lions. The surface is

overloaded with symbolic paraphernalia, including heraldic

lions, personifications of victory, and imperial scepters. The

consul's face is an oval mask with huge, staring eyes, and his

elaborate costume is a rich pattern of rosettes and diamond-

shaped ornaments.

Aside from the unusual hieratic scale, other anti-Classical

traits are apparent, too. There is practically no suggestion of

spatial projection so that all elements are pressed into a

coplanar organization, and the carving is harsh, imparting a

metallic hardness to the forms with an extreme stylization

and schematization to the setting. The consul obviously is no

portrait likeness but rather a frozen emblem of his short-

lived office.

A different style, a mode that seems astonishingly Classi-

cal when compared to the abstraction of the consular dip-

tychs, also appears in many ivories. An ivory plaque portray-

ing the Archangel Michael, today in the British Museum (fig.

123), has a refreshing exuberance about it even though the

placement of the lithesome angel in the elaborately carved

porch is somewhat ambiguous. Michael's face is youthful

and fleshy; his stance is casual; and his well-proportioned

body is draped with softly falling folds of the tunic and

above right: 123. Archangel Michael. Right

panel of an ivory diptych, 16% x 5%". Early

6th century. British Museum, London

right: 124. Silenus. Fragmentary silver plate,

diam. 11 '/2". 527-65. Byzantine Visual

Resources, © 1987, Dumbarton Oaks,

Washington, D.C.
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pallium. A Hellenic radiance and grace distinguish this ivory

figure from that of Anastasius, and the carefully modeled

drapery, the delicately engraved lines of the hair and wings,

and the well-defined facial features suggest that the carver

was a court artist of the highest caliber.

This second style, referred to by Ernst Kitzinger as "pe-

rennial Hellenism" in Byzantine art, is especially charac-

teristic of many of the silver plates made in the capital as

imperial gifts, and control stamps on their backs enable us to

date them fairly accurately.^ A number of them display

mythological scenes executed in repousse (a technique of

raising a design on metal by hammering the reverse side)

with incised details. A large fragment of a heavy plate dating

from Justinian's reign (527-65) is decorated with a sprawl-

ing Silenus (fig. 124) falling into a drunken slumber. There

is a remarkable rendering of the flabby undulations of his

corpulent body. The naturalism is reminiscent of Antique

metalwork, and the question remains as to whether it signals

an outright revival of Classical style or a continuing tradition

for such genre.

A similar liveliness and precise delineation of anatomy

appear in the scenes from the life of David decorating a set of

nine silver plates with the stamps of the emperor Heraclius

(610-41). The Combat of David and Goliath (colorplate 13),

the largest of the set, has three episodes from the story

aligned in registers. Above, David confronts Goliath; across

the center, David prepares to hurl a stone at the charging

giant; and below, the young hero decapitates his adversary.

The fine articulation of the muscular bodies, especially evi-

dent in the sinews of their legs and arms, and the lively

gestures are striking when compared to the stumpy figures

on the consular diptychs.^°

The fact that the plates illustrate the life of a courageous

Old Testament hero has prompted some scholars to suggest

that they were meant to extol the military prowess of He-

raclius himself, and, as products of court art, they bespeak a

conscious revival or renaissance of Antique style promoted

by the emperor. Another explanation recommends itself,

however. The action-packed scenes of combat contrast mark-

edly with the more ceremonial presentations such as that of

the young David Before the Enthroned Saul (fig. 125). To be

sure, the details of the costumes are highly refined in both,

but the harsher frontality of Saul and his larger scale, to-

gether with the strict symmetry of the composition, are not

stylistic traits that one normally associates with the Antique.

Perhaps the more naturalistic style of the Combat of David

and Goliath is due to the fact that it is a narrative scene and

not an iconic presentation. As we shall see later, it was in

Byzantine book illustration that such a mode of representa-

tion was maintained through a number of centuries.



VII

THESSALONIKI, RAVENNA, AND MOUNT SINAI

THE EVIDENCE for figurative mosaic decoration in

the early Constantinopolitan churches is

scant, as we have seen, but in other important

Early Byzantine centers the remains are abun-

dant and display an astonishing development

of style. These range from pre-Justinianic mosaics at Thes-

saloniki, through sixth-century mosaics at Ravenna and

Mount Sinai, to early seventh-century wall decorations,

again at Thessaloniki.

THESSALONIKI

Situated on the northeast coast of Greece, Thessaloniki was

an important Aegean port and urban center in Hellenistic

times. A Christian church was founded there in the first

century, but after the emperor Galerius redeveloped the city

in the early fourth century, building a hippodrome, a vast

palace complex that included a huge circular mausoleum

and a triumphal arch. Christians were severely persecuted

(c. 303-11). During the course of the fifth century, after

Christianity had been restored as a state religion, Thes-

saloniki assumed an important role as a provincial capital,

the seat of the prefect of Illyricum. At this time, too, the

bishop of Thessaloniki served as head of the churches in that

area of the Balkans, but it is important to note that he was

subject to the patriarchy of Rome, not Constantinople, until

732, when the Isaurian emperor Leo III annexed all

bishoprics of Illyria to the patriarch of Constantinople. In

the late sixth century Thessaloniki was gravely endangered

by roving tribes of Slavs and Avars. A plague devastated the

city in 586, and these misfortunes created a spiritual at-

mosphere that was instrumental in the rise of the cult of

saints, particularly that of Saint Demetrios, a third-century

martyr.

Among the numerous churches built in Thessaloniki dur-

ing the fifth century, two remain with substantial mosaic

decorations intact. The rotunda that was to serve as the

mausoleum or throne room of Galerius was converted into a

church now known as Hagios Georgios (figs. 126, 127),

dating from about 450.^1 To the imposing domical structure

were added chancel and apse with an ambulatory and a

towered narthex that opened to the triumphal arch and

palace of Galerius just beyond. The mosaic decoration that

filled the huge dome, nearly one hundred feet in diameter,

was unprecedented in Christian churches of the period.

Three concentric zones lifted the viewers eyes into the

summit, where Christ appeared posed frontally with arms

outstretched within an elaborate garland medallion carried

by four angels against a gold background. Below, in the

second register, were twenty-four figures (the twenty-four

elders of the Apocalypse?) standing in various poses on a

green ground. Although very fragmentary, these upper zones

most likely represented the Second Coming of Christ, a

Maiestas Domini not unrelated to that theme in Western

basilical decoration (see p. 43).

The lowest zone, which forms a sort of wainscoting or

drum for the heavens above, is better preserved. It is divided

into eight sections, with magnificent mosaics of fantastic

architectural sets resembling great palace facades or theater

fronts (scenae frons) with intricate niches, exedrae, aedi-

cules, canopies, and towers serving as symbols of heavenly

mansions. The gold light of the background shines through

the giant elevations, imparting eerie qualities of weightless-

ness and transparency to them. Before each facade stand two

or three tall saints posed frontally as orantes. Inscriptions

identify them and record the dates of their martyrdom.

While flat, frontal, and weightless, the martyrs are delicately

stylized with fine lines to give faint patterns to their cos-

tumes, and their faces are slightly modeled. They seem to be

idealized types of handsome young men.

Hellenistic models can be found for the general disposi-

tion of the "Dome of Heaven" in Hagios Georgios, but a

strange new world is shaping up here. Any sensation of

illusionism, whether in the perspective of the architecture or

the modeling of the figures, is overwhelmed by the uncanny

glow of the bright gold background filtering through the fine

lines that describe the colorful settings and figures.

Equally impressive but on a much smaller scale is the apse

mosaic in a small chapel, known today as Hosios David,

attached to the monastery of Latmos in Thessaloniki (fig.

128).^^ Here, in another variation of the Maiestas Domini

theme, a youthful Savior appears enthroned on a rainbow

within a radiant aureole. The partial figures of four winged
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128. Maiestas Domini

Apse mosaic in Hosios

David, Latmos

Monastery, Thessaloniki

5th century

creatures— the angel, lion, ox, and eagle (symbols of the four

Evangehsts, Matthew, Mark, Luke, and John, respec-

tively)— issue from the bright glory, and below the feet of

Christ rises a mound with the four rivers of paradise. An
inscription on the scroll held by Christ informs us, "I am the

spring of living water."

In the rocky terrain to either side appear two figures. One,

to the right, sits comfortably holding the Gospels open on

his lap as he gazes across the curvature of the apse to the

apparition of Christ. Although traditionally identified as

Habakkuk the prophet, this witness must be Saint John the

Evangelist, whose text (Rev. 4) describes the vision. The

other figure, turning away and standing in a cringing posture

to the left, has been identified as Ezekiel, the prophet who
had a similar vision of the Maiestas Domini except that the

animal guardians were tetramorphs (four-headed creatures)

as they were represented in the Ascension miniature of the

Rabbula Gospels (colorplate 8). The mosaic seems to pro-

claim that the vision of godhead described by the Old Testa-

ment prophets, on which the Byzantine church relied, was

the very same as that experienced by the New Testament

EvangelistJohn, the favored source for the Latin church. The

former hides his eyes from the glory; the latter views it

contemplatively.

A third church in Thessaloniki, Hagios Demetrios, pre-

sents us with mosaics of a very different style and content in

the form of ex-voto portraits of patron saints protecting the

donors, who vowed to make donations to the church in times

of need.i^ During the course of the sixth century, Thes-

saloniki suffered a number of disastrous setbacks, as men-

tioned above, and it was the intercession of Saint Demetrios

that saved the city, according to local legend.

The life of Demetrios is difficult to reconstruct, but it is

generally believed that he was a member of a senatorial

family and an officer in the army who was martyred by

Galerius because of his Christian faith. During the trouble-

some years of the sixth century, with the Slavs and Avars

pressing near the city walls of Thessaloniki by land and sea,

Demetrios was adopted as protector of the city, and, accord-

ing to a seventh-century text. The Miracles of Saint De-

metrios, his popularity promoted an enthusiastic cult-fol-

lowing among the citizens. This, in turn, spurred on a new

type of personalized devotion that had been gradually de-

veloping in the Byzantine world (see below, chapter VIII). A
subtle transformation of the imagery in the church resulted,

one in which the role of the picture was not to educate the

worshipper but to offer him a direct confrontation with

mysterious powers of protection and healing embodied in

the image of the saint.

The Church of Hagios Demetrios was a large pilgrimage

basilica with double side aisles, galleries, projecting transept

arms, and a complex assembly of chambers flanking the apse

(figs. 129—31). The relics of Demetrios were presumably

preserved in a crypt. The fifth-century basilica burned in

620 and was immediately restored. It burned again in 1917,

and while it was again fully restored, the chronologies of

surviving mosaics are problematical. Fragments on the west

walls of the inner aisles, believed to have been executed
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132. Saint Demethos with Bishop

Johannes and Prefect Leontius. Mosaic

on chancel pier in Hagios Demetrios,

Thessaloniki. c. 650

before the fire of 620, portray Demetrios in the presence of

an angel blowing a trumpet and again with a donor present-

ing his son. Far better preserved are the commanding iconic

portraits that appear on the piers of the sanctuary (fig. 132;

colorplate 14). Because of stylistic changes these mosaics

have been dated after the fire of 620.

One of the better preserved mosaics portrays Demetrios

embracing Bishop Johannes (left) and a city governor, Leon-

tius (right). All three men stand rigidly frontal, and below

them an inscription records the mosaic as a donation (made

after the fire?): "You see the donors of the glorious house on

either side of the martyr Demetrios, who turned aside the

barbarous wave of barbarian fleets and was the city's salva-

tion." On another face of the chancel pier appears a compan-

ion saint (Bakchos?) standing between two boys who were

presumably the sons of a donor placed in the protective

custody of the martyr through eternity. The advanced ab-

straction in these images reminds us of the development of

the hieratic portraits of saints in the apses of Roman basilicas

(for example, Sant'Agnese, fig. 66). The tall proportions, the

reduction of the bodies to flat carpets of surface patterns, the

rigid frontality, and the imposing presence of these large

figures who fill the borders completely with little indication

of a spatial setting induce a mysterious response on the part

of the worshipper.

How does one account for the startling abstractions in the

portrait of the saint? Surely there is something more than

inherent stylistic developments involved here, something

that has created a new meaning for the image of man that

these icons embody. In the writings of a sixth-century theo-

logian, the so-called Pseudo-Dionysius the Areopagite, we

can find an interpretation of the relationships between na-

ture, man, and god that provides us with a partial answer. In

his treatises {The Ecclesiastical Hierarchy, The Celestial Hier-

archy, and Mystical Theology), all matter and being are

described as forming a ladder of essences that reaches from

the most mundane and earthly through the animals, man,

and angels of various categories, culminating in the pure
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spirit and essence of God. This image of the hierarchy of

matter and spirit is basic to mystics of all ages and is ul-

timately derived from Plato's analogy of the cave.

The pure spiritual light of godhead shines forth at the top

of the ladder of being, while lifeless, inert matter lies in

darkness at the bottom. Man appears at the midpoint in this

chain of being, a spirit imprisoned in an earthly body. But a

saint is different. He is more spiritual in form, and to render

the likeness of a saint, the artist must search for an image

higher on the ladder of being than his human form provides.

In one of his treatises, Mystical Theology, the Pseudo-Di-

onysius writes: "This is my prayer. ... in the earnest exer-

cise of mystical contemplation, abandon all sensation and all

intellectual activities, all that is sensed and intelligible . . .

thus you will unknowingly be elevated, as far as possible, to

the unity of that beyond being and knowledge. By the irre-

pressible and absolving ecstasis of yourself and of all, absolv-

ing from all, and going away from all, you will be purely

raised up to the rays of the divine darkness beyond being." ^"^

The mosaic portrait can be interpreted in an analogous

manner. The artist is to discard the physical and sensuous

appearance of the saint. He is to reject the illusionistic

devices of natural lighting, perspective, and modeling of the

saint as an object in space by refining all fleshy matter until

the saint becomes a transparent, weightless shell, until the

body is distilled into a pure form to contemplate. The still-

ness and transparency of the portrait will then induce a

quiet, hypnotic trance in the beholder.

The Pseudo-Dionysius does not discuss art, but we know

that his mysticism was steeped in the writings of the pagan

philosopher Plotinus (a.d. 205-270) and his school of

thinking known as Neoplatonism, a philosophy derived

from the writings of Plato. In the Enneads Plotinus provides

us with an aesthetic basis for the arts in this mystical world

of hierarchies. ^5 The artist is not to create copies of natural

objects but seek to portray the higher images: "How are you

to see the virtuous soul and know its beauty? Withdraw into

yourself and look alone ... act as does the creator of a statue

that is to be made beautiful: he cuts away here, he smoothes

there, he makes this line lighter, this other purer, until a

lovely face has grown upon his work. . . . [You must] bring

light to all that is overcast . . . until there shall shine out on

you from it the godlike splendor of virtue, until you see

perfect goodness ... in the stainless shrine" (I. 6.9).

Not only should the artist strive for an abstraction of

matter and light but also of space. Distance dims colors and

blurs details. The artist should reject spatial illusionism and

depict the object close at hand and in its fullest dimensions.

Forms should not overlap or conceal one another, and their

colors must be pure and bright, not shaded or diminished as

forms seen in space and natural light. The eye should see

pure color: "The eye, a thing of light, seeks light and colors

which are the modes of light, and dismisses all that is below

the colors and hidden by them as belonging to the order of

darkness, which is the order of matter" (II. 4.5).

Plotinus further informs us that beauty of color is en-

hanced through symmetry of parts: "In visible things, as

indeed in all else, the beautiful thing is essentially symmetri-

cal, patterned" (I. 6.1). Finally, Plotinus writes that the

viewer must participate intimately with the image and not

merely observe it as a work of art indifferently. He should

strive to identify with the image and go up the ladder of

essence with it and participate in its world. The mosaic

portrait of Demetrios engages the viewer directly and stares

hypnotically at him. Be silent, be still, lift yourself out of

your body through the image: When you perceive this im-

age, when you find yourself attuned to "that only veritable

Light which is not measured by space, not narrowed to any

circumscribed form nor again diffused . . . when you per-

ceive that you have grown to this . . . you need a guide no

longer" (I. 6.9).

Thus Plotinus provides us with four stylistic means for

establishing the aesthetics of the Byzantine icon portrait.

First, bring the object close to the viewer so that he may

contemplate it unobstructed and fully; second, employ pure

color to portray pure form, one that is not subjected to the

breakdown of forms seen in the natural light of this lower

world; third, order the pattern of pure color and the trans-

parency of light into a symmetrical composition to assure its

stability and permanence; and, finally, place the image in a

frontal position so that it regards the viewer directly, inviting

him to participate in its goodness and purity. The icon

portrait, in contrast to those of Antiquity (or the Renaissance

of the fifteenth century), displays an imposing frontality and

regards us directly. We shall return to some of these ideas in

the next chapter.

RAVENNA

Situated in an inlet on the Adriatic coast below Venice,

Ravenna has, from earliest times, impressed visitors as a

strange and exotic city. In the fifth century Gains ApoUinaris

Sidonius described Ravenna as "a marsh where all the con-

ditions of life are reversed, where walls fall and waters stand;

where towers float and ships stand still; where invalids walk

and their doctors take to bed . . . where merchants shoulder

arms and soldiers haggle like hucksters, where eunuchs

study the arts of war and barbarian mercenaries study

literature ."^"^

For the art historian, too, Ravenna presents a baffling

picture, and a brief historical sketch is necessary. In a.d. 402

Honorius, son of Theodosius the Great, moved the capital of

the western empire from Milan to Ravenna. Following his

death in 423, his sister, Galla Placidia (r. 424-50), the

benefactor of Pope Sixtus III in Rome it will be recalled,

initiated an ambitious building program in Ravenna cen-

tered about the palace church of Santa Croce that included a
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mausoleum (and chapel dedicated to Saint Lawrence) that

stands intact today (figs. 133-35).^'' The mausoleum is laid

out on a Greek cross plan with barrel vaults over the arms

and a central dome on pendentives. The exterior design with

blind arcades framing the windows and the masonry with

thick bricks and narrow mortar joints point to Milanese

workmanship, as is to be expected. The decoration of the

interior, on the other hand, is unprecedented and surprising

in its lavishness.

The floor of the small building has been raised some five

feet since the fifth century, and the intimacy one feels in

being so close to mosaics in the vaults and dome is deceptive.

But it is a wonderful deception. The mausoleum is a glisten-

ing box, with blue and gold mosaics covering the entire

interior above the walls (which are sheathed in marble),

including the lunettes that terminate the arms. The vaults on

the north-south axis are decorated with splendorous golden

stars shining out from a rich, deep-blue background; those

on the east-west axis have elegant golden tendrils against the

below: 133. Mausoleum of Galla Placidia, Ravenna. Exterior,

c. 425-50

above right: 134. Mausoleum of Galla Placidia. View into dome

opposite: 135. The Good Shepherd. Lunette mosaic in the north

arm of the Mausoleum of Galla Placidia



Thessaloniki, Ravenna, AND Mount Sinai * 113

blue. A golden cross and busts of the Apocalyptic symbols

appear in the deep blue of the dome, while four pairs of

apostles, flanking alabaster windows, decorate the upper

walls of the central bay. The lunettes in the arms display

scenes that carry us back to the repertoire of Early Christian

funerary arts with two (east and west) decorated with stags,

standing amid rich overgrowths of tendrils, drinking from

the life-giving waters of paradise. That over the entrance in

the north arm has the Good Shepherd tending his flocks; that

in the south presents a curious representation of Saint Law-

rence, his grill aflame, and an open bookcase at the left

displaying the four Gospels.

The Good Shepherd, however, is not to be confused with

the ordinary bucolic figures whom we find in the catacombs.

He is garbed in brilliant gold and purple and holds a tall

golden scepter, reminding us that we are in the company of

royalty.

The so-called Orthodox Baptistry (San Giovanni in

Fonte) in Ravenna was built at the end of the fourth century

in the form of a high octagonal structure with four shallow

niches (figs. 136, 137). After Ravenna was elevated to an

imperial residence, a remarkable transformation took place

in the remodeling of the interior by Bishop Neon, sometime

between 450 and 460. The timber roof was replaced with a

light dome constructed of hollow tubular tiles set in con-

crete, and the entire superstructure was lavishly lined with

mosaics and stucco niches. One is immediately aware that

this is a baptistry. The font is huge, and the summit of the

dome is brightened by a scene of the Baptism of Christ set

against a golden background.

Much like the decoration in the dome in Hagios Georgios

in Thessaloniki (figs. 126, 127), that of the Orthodox Baptis-

try rises in concentric bands with a similar combination of

solid architectural foundations, serving as a base for the

heavens above, and figures of saints placed in a terrestrial

landscape. There are major differences in the conception of

figures in space, however. The lower zone is partitioned into

eight divisions with alternating representations of altar ta-

bles carrying Gospels and jeweled thrones resembling the

"prepared thrones" for Christ's Second Coming that we first

encountered in Early Christian Rome (see p. 45). Elaborate

candelabra grow from the lower pendentives into this band,

further marking the eight divisions.

Instead of portraying frontal saints before the architec-

tural base, as at Hagios Georgios, the Ravennate mosaicist

lifted the figures into the upper register and placed them on a

shallow landscape stage against a blue background. The

twelve apostles are depicted as figures moving in procession

about the dome. They are isolated by the alternating colors of

their mantles, white and gold, and more emphatically by the

floral candelabra that rise between them. The disjunction

between the eight spokes of floral divisions in the lower zone



and the twelve in the upper disturbs any sense of spatial

continuity or illusionism, however. Unlike the majestic rise

of the transparent mansions with saints into the summit of

the dome at Hagios Georgios, that of the Orthodox Baptistry

develops in three distinct and unrelated zones.

A further change of style can be seen in the procession of

apostles in the dome of the Arian Baptistry (fig. 138), dating

about 500, that was built by the Ostrogothic king Theodoric.

The figures, flattened and frozen in their poses, are mechan-

ically aligned against a stark golden background. The color-

ful and complicated pattern of the decorations in the Ortho-

dox Baptistry is reduced to a simple repetition of white

silhouettes separated by palm trees against the expanse of

gold. The lower register with altars and thrones is elimi-

nated. This heightened abstraction has been attributed to the

tastes of the new patrons, the Arian Ostrogoths, but the

matter is more complex.

The disintegration of the Roman empire in the West dur-

ing the later fifth century is difficult to assess. Theodoric the

Great (454-526), king of the Ostrogoths (eastern Goths), is

the principal actor in this drama for Ravenna. Taken as a



138. Arian Baptistry, Ravenna.

View into the dome. c. 500

hostage in his youth, Theodoric was educated in Con-

stantinople. At the age of eighteen, he was sent back to his

people, in the area north of the Black Sea, to rule over them.

The Byzantine emperor Zeno next sent Theodoric and his

restless tribes on a campaign to quell barbarian encroach-

ments on the frontiers. Between 487 and 493 Theodoric led

hordes of Ostrogoths into North Italy to drive out the usurp-

er Odoacer. Odoacer capitulated at Ravenna in 493, and

Theodoric set up his newly won empire there.

Some historians have seen Theodoric's short-lived reign as

a blessing for the West, and in terms of economic recovery,

religious tolerance, and cultural revival in Italy, this is true.

In some respects Theodoric acted as a vice-regent of East

Rome, Byzantium, but it is clear that he wanted to establish

the autonomy of his western empire. Aside from the dangers

posed by his political ambitions, Theodoric's rule had a

serious flaw in the eyes of the empire. He was an Arian

Christian, and while Theodoric himself was very tolerant of

the beliefs of others, he could never reconcile his Arian faith

with the orthodoxy of the Roman and Byzantine churches,

and he established his own Arian churches in Ravenna.

The palace church of Theodoric in Ravenna was originally

dedicated to "Our Lord Jesus Christ" (rededicated to Saint

Martin after the Byzantine occupation in 539, and then to

Saint ApoUinaris in the ninth century). Presently known as

SantApoUinare Nuovo, it is one of the most memorable

monuments in Ravenna (figs. 139-42; colorplate 15).^^ The

structure is a simple basilica in plan and elevation without

projecting transept arms, and the building techniques con-

form to Milanese practices.

The entire elevation of the nave above the arcade is filled

with rows of figures seen against golden backgrounds (fig.

140). As in Christian basilicas in Rome, these decorations

are arranged in three horizontal zones, but the selection of

themes in each departs considerably from the norm and

reflects Theodoric's Arian interests. The walls between the

windows in the clerestory form a portrait gallery of white-

robed authorities of the Old and New Testaments, thirty-two

in all, who stand in frontal positions. They hold either books

(apostles) or scrolls (prophets and patriarchs). This follows

the program of Roman basilicas, but in the blank zone

between the clerestory and the nave arcade, where Biblical



narratives usually appear, a stunning procession of male and

female martyrs, slightly taller than the figures in the cleres-

tory, moves from the entrance toward the altar on either side.

On the left, twenty-two female martyrs, elegantly attired,

proceed rhythmically from diminutive representations of the

port of Classe to the enthroned Virgin and Child (with the

three Magi) near the altar. On the right, twenty-five male

martyrs in white march slowly from the Palatium (palace) of

Theodoric to Christ enthroned between angels opposite the

Virgin (fig. 141). Curiously, the narrative scenes— all New
Testament stories— are lifted to a narrow band between the

clerestory and the ceiling, where they alternate with decora-

tive panels of shell canopies that serve as frames for the

apostles and prophets below.

When the Byzantines took Ravenna from the Ostrogoths

in the middle of the sixth century, remodelings were carried

out in order to convert Theodoric s "Arian" mosaic programs

to ones acceptable to the orthodox church. To what extent

this meant replacing large expanses of the earlier mosaics is a

matter of some debate. The figures of Theodoric and his

court that formerly appeared in the portals of his Palatium

(outlines of some figures are still visible) were surely ex-

punged by the Byzantines, but would it have been necessary

for them to replace the two processions of martyrs? It has
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been argued that the present rows of saints are Byzantine and

should date about 550-60. The leader of the male martyrs,

Saint Martin (who was not a martyr but a popular warrior

against the Arians in northern Europe), is clearly a replace-

ment made for the rededication of the church to him.

But are these handsome figures Byzantine in style? They

are very like the apostles in the Arian Baptistry, and if one

compares them to figures in mosaics in Byzantine churches

in the East, a number of significant stylistic differences are

apparent. To be sure, they show a similar state of abstraction

with their bodies reduced to weightless patterns of color, but

these martyrs are not icons in the strict sense of the term.

They are not individualized, nor are they placed in rigid

frontal poses. Only the inscriptions give them identities

(Agnes, however, is accompanied by a lamb), and they sim-

ply form a melodic sequence of anonymous saints that fill the

House of the Lord as they bear their gifts, crowns of martyr-

dom, to Christ at the altar.

The beautiful abstraction of these weightless saints float-

ing against a brilliant gold background of the heavens can

best be studied in the female martyrs. They are all sisters of

one family with nearly identical facial features and coiffures.

Only subtle variations are introduced to establish a cadence

in their movement. Every third or fourth figure slightly tilts

her head; the right hands are alternately veiled and free; the

linings of the crowns they carry change from red to green to

red. Even the rudimentary paradise landscape partakes of

this subtle rhythm. The palm fronds form a pattern of green-

blue-green, then one of blue-green-blue; below, white lilies

alternate with red roses. There is something oriental in these

dazzling shapes and bright colors, but nowhere, other than

in Ravenna, do we find such magnificent assemblies of holy

women.

The New Testament narratives in the topmost register,

alternating with conchs, present other problems.^'' Those on

the left illustrate thirteen individual episodes from the min-

istry of Christ (see fig. 142); those on the right thirteen

scenes from the Passion. Surprisingly, in neither the ministry

nor the Passion sequences are there any events that constitute

a major epiphany, an episode in which the divinity of Christ

is announced. The Baptism and the Transfiguration are miss-

ing in the ministry cycle. In the Passion sequence, the Entry

into Jerusalem, the Crucifixion, and the Ascension are omit-

ted. Rather, the Passion scenes concentrate on the failings of

those nearest to Christ— the Betrayal of Judas, the Arrest of

Christ, the Denial of Peter, the Doubting of Thomas. Only

the mosaics nearest the altar on either side of the nave

display Eucharistic themes— the Miracle of the Wine at

Cana, left, and the Last Supper, right. Could there be some-

thing "Arian" in this selection of themes wherein a suppres-

sion of divine revelation seems intentional? Alas, we know
too little about Arian art of the period to pursue this issue

further.

The treatment of the figures and space in the narratives is

similar to that of the saints and prophets below. There is little

movement or drama in the stories. Only slight variations

appear in the poses and postures. The compositions are

reduced to simple designs often displaying a symmetrical

grouping of the figures, who are static and frozen, forming

simple color shapes. The draperies, with their bold outlines,

are devoid of modeling, and instead of illusionistic land-

scape settings there are gold backgrounds. While the in-

spiration for the cycles may have been book illustrations

ultimately, it seems clear that the manner of presentation

here departs dramatically from the narrative mode that we

studied earlier (chapter V). Here again, we are confronted, I

believe, with a style that can only be characterized as Raven-

nate, neither Roman nor Byzantine in spirit. What can be

said then about the Byzantine influences in Ravenna? The

most famous and, in many respects, the finest examples of

Early Byzantine mosaic work are found in San Vitale, but

even here curious problems in iconography and style con-

front us.

San Vitale (figs. 143-49; colorplates 16, 17) was founded

by Bishop Ecclesius in the last years of Theodoric's reign (d.

526).^^ The construction was delayed, however, and the

monograms on the capitals of the ground floor indicate that

under Bishop Victor (538-45) the building was raised. Fur-

thermore, mosaics in the sanctuary inform us that the sump-

tuous decorations there were completed about 546-48,

when Maximianus was archbishop and Ravenna was the

exarchate of the Byzantine world under Justinian. The

ground plan is closely related to that of Saints Sergios and

Bakchos in Constantinople (c. 525-35), and column shafts

and capitals were imported from the marble workshops of

the capital in the Proconnesian islands. Like its Con-

stantinopolitan model, San Vitale is raised on an octagonal,

double-shell plan with ambulatory, galleries, and semicircu-

lar niches on the sides. The apse projects from a square

chancel.

Local craftsmen were employed, and the building tech-

niques are those of northern Italy. The dome is constructed

of hollow tubes inserted into each other and set in mortar (cf.

Orthodox Baptistry). Other features that suggest indigenous

building practices are the clarity of the polygonal units when

viewed from the exterior and the rather lofty proportions of

the interior with large windows in the ambulatory, galleries,

and dome, creating an aureole of bright light about the

central core. A long, shallow narthex, terminating in towers,

is set off axis on a side of the octagon and serves as the

entrance.

While the interior of San Vitale is light and airy, the

chancel and apse form a closed inner sanctum glowing with

colorful mosaics (fig. 149). The lower walls are reveted with

marble, and above the elegant columns and basket capitals,

mosaics like huge luminous tapestries cover the walls and
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vaults. In the summit of the chancel vault the agnus dei, the

sacrificial Lamb of God, appears as the leitmotif for the

Eucharistic program of the mosaics below. In the lunette on

the south side of the chancel appears a representation of the

sacrifices of Abel and Melchizedek on either side of a huge

altar on which hosts and a chalice are displayed. Abel offers a

lamb to the Hand of God, the bloody sacrifice of the Old

Testament, while Melchizedek extends a host. As in the nave

mosaic in Santa Maria Maggiore (fig. 58), Melchizedek is the

type for the New Testament priest who gives the bloodless

offering in the Mass.

In the left spandrel Moses appears twice, tending his

flocks and removing his sandals before the burning bush,

while on the far right stands Isaiah, the prophet of the

Incarnation. These themes are elaborated in the lunette on

the north side of the chancel, with Abraham offering the

meal to the three men seated beneath the oak at Mambre

below. 143. San Vitale, Ravenna. Exterior. Completed 546-48

right: 144. San Vitale. Plan (after Dehio/Bezold)
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145. San Vitale. View

into apscr Completed

c. 546-48

(colorplate 16), and, to the right, the Sacrifice of Isaac. In the

right spandrel Moses appears receiving the Law (in the form

of a scroll) from the Hand of God, and to the far left the

prophet Jeremiah stands with an open scroll.

Above the lunettes, flanking the openings in the galleries

on either side, are portraits of the Evangelists. They are

seated in rocky landscapes with their books open before

them, and above, in a stepped, clifflike setting, stand their

respective symbols, taken from the imagery in the Book of

Revelation (see p. 43). The typological concepts involved

here, the Old Testament anticipating the New and the depic-

tions of the Evangelists with their beasts in a landscape, are

Latin, not Byzantine, in origin, but the placement of these

scenes within architectural spaces brings to mind the cycli-

cal disposition of later Byzantine mosaic programs (see pp.

150-51).

The mosaics in the chancel thus present clearly defined

narratives, with landscape settings under cloudy skies, and

the pervasive tonality is a rich green, suggestive of a ter-

restrial rather than a celestial setting. While the figures move

gracefully in these scenes, there is an emphasis on strong

linear silhouettes with little modeling in the drapery. The

landscapes, too, are pressed out with flora scattered about to

fill the shallow ground, and the furnishings— the banquet

table and the altars— are rendered in inverse perspective and

tilted upward.

If one compares the scene of Abraham's banquet (color-

plate 16) to the same episode in Santa Maria Maggiore

(colorplate 3), the advanced stage of abstraction in the Ra-

vennate mosaic is immediately evident. The early fifth-cen-

tury representation retains much of the illusionism of An-

tique painting with three-dimensional figures placed clearly

in space about a table in an atmospheric landscape. At San

Vitale the illusionistic qualities are diminished. The table

before the three men who visit Abraham is not only tipsy but

it unfolds precariously. The men's feet seem to project ar-

bitrarily, the braces of the table legs are askew, and the bench

for the visitors apparently has no legs. This disregard for

perspective and naturalism characterizes the landscape as

well. The shading of the oak of Mambre, for instance, is

reduced to a series of peppermint stripes; the rolling hills

beyond are transformed into lacy patterns of overlapping

scallops; the clouds display herringbone striations; and the

floral motifs are simply pinned to a groundline. Thus a

curious compromise between the illusionistic qualities of

earlier narration and the more iconic tendencies toward flat

patterns is encountered in the chancel mosaics of San Vitale.

The warm green world of the Old Testament in the chancel

is suddenly transformed into one of a radiant golden heaven

in the apse. In the semidome, the youthful Christ is en-

throned on a giant globe that hovers above a mound with the

four rivers of paradise nourishing a strip of landscape with

scattered flowers (fig. 145). With his left hand he holds the

seven-sealed scroll on his knee, while with his right he

extends a crown of martyrdom to the Ravennate saint, Vi-

talis, standing on the far left. To the right stands Bishop

Ecclesius, the builder of the chapel, offering Christ a dimin-

utive model of his church. The background is solid gold with
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only a few colored strips of clouds floating in the summit.

The most famous mosaics in San Vitale are the two court

portraits that appear on the walls of the apse directly beneath

the enthroned Christ. Justinian did not attend the cere-

monial dedication of the chapel, but he is portrayed there as

the principal actor in the drama of the Great Entrance (cf. p.

101), offering a costly paten to the church (fig. 147). He is

attended by the archbishop Maximianus, the only partici-

pant identified by an inscription, the banker Julianus Argen-

tarius (who financed the building), standing just behind

them, and the general Belisarius to Justinian's right.

The individualized features of these four figures indicate

that they are true portraits based on likenesses available to

the mosaicist. Justinian is blessed with a halo and wears a

bejeweled crown and a royal robe to distinguish him as the

regent of Christ on earth. The characterization ofJustinian is

vivid and brings to mind the vituperative description of the

emperor found in the Secret History of Procopius (a historian

of the period): "In person he was . . . rather moderate in

stature; not thin, just slightly plump. His face was round and

not uncomely and even after two days fasting his complexion

would remain ruddy."^^

Maximianus, the notorious archbishop hated by the cit-

izenry, is portrayed as lean, fanatic, and grim. With a few

tesserae of orange, the artist imparts a nervous quiver to his

lower lip. His eyes seem to twitch. Julianus Argentarius, who
served as Justinian's promoter in Ravenna, appears as a

stout, fatheaded strong man with a double chin and scraggly

hair. Belisarius, Justinian's able commander, is the most

bland personality of the foursome. For the rest, types, not

true portraits, are presented. To Justinian's right stand

youthful members of the army representing the power of the

state; to his left, two deacons accompany Maximianus, the

authority of the church. Their features are somewhat emaci-

ated and drawn.

Although the mosaic displays obvious hieratic charac-

teristics in the symmetry, frontality, stiffness of pose,

coplanar organization, and lavish use of gold for the back-

ground, the designer underscores the preeminence ofJustin-

ian and Maximianus by placing them centrally and having

them overlap the other attendants slightly. Their feet also

ride atop the others in what seems at first to be a spaceless

void framed by pillars and a roof. The bodies are flat, vertical

blankets marked by the emphatic vertical lines of the drap-
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149. San Vitale. View of

south wall of the chancel,

with Abel and Melchizedek

in the lunette, Moses and

Isaiah in the spandrels,

portraits of Evangelists in

the gallery, and the Lamb of

God in the vault

ery. The emperor stares out relentlessly at the spectator in

the fashion of the portraits in Thessaloniki, and no doubt

some such iconic elevation of Justinian's person was in-

tended here. He is portrayed as a saintly emperor eternally

present at the celebration of the Mass in San Vitale.

Directly opposite Justinian is the colorful portrait of The-

odora with her retinue (fig. 148). They have gathered in an

outdoor annex (the atrium?) with a fountain and curtained

doorway. The harsh, hieratic qualities are somewhat relaxed,

with the elegantly clad empress placed off center and slightly

back in the composition before an elaborate niche or exedra.

She offers a chalice as her donation to the church. The

representation of the three Magi embroidered on the hem of

her robe makes the act of offertory explicit. The stunning

patrician lady standing next to Theodora is probably the

cunning Antonia, wife of Belisarius and close friend of the

empress.

Theodora was known for her ravishing beauty as well as

her ruthless manner and haughty disposition. Framed in a

huge, towering tiara with emeralds, pearls, diamonds, and

sapphires, Theodora peers out amid a fireworks of riches

(colorplate 17). Procopius tells us that "Theodora was fair of

face and of a graceful, though small, person; her complexion

was moderately colorful, if somewhat pale; and her eyes were

dazzling and vivacious."-^^ Here she seems aged— she died

the year after this portrait was made— but still the elegant

and proud queen who, according to one biographer, burst

into Justinian's chamber as he was packing to flee the city

during the Nika riots of 532 and shouted, "If you wish to flee,

flee. Yonder is the sea; there are the ships. As for me, I
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Stay. . . . May I never put off this purple or outlive the day

when men cease to call me queen ."^'^

In 549 Maximianus consecrated Sant'ApoUinare in Classe

(Ravenna's port town), an exceptionally beautiful basilical

church founded under the Ostrogothic rulers (see fig. 150).

The relics of Saint ApoUinaris, the first bishop of Ravenna

martyred during the reign of Vespasian, were enshrined

there, and he figures prominently in the mosaic in the conch

of the apse (colorplate 18). The mosaic dates only a few

years after those in San Vitale, but a surprising modification

in style and content is evident. For one thing, the broad

landscape setting is now abstracted to the point where it

forms a flat green backdrop with no indications of spatial

illusionism. All details are isolated and treated as individual

motifs— plants, sheep, and rocks— lined up in rows sym-

metrically about the central axis. Even more astonishing is

the abstraction of the subject matter. Two overlapping

themes are presented, one in iconic, the other in symbolic,

form.

The central figure is Saint ApoUinaris. Dressed in bishop s

vestments and posed as an orans, he reflects the priest who

stands behind the altar directly below the mosaic. The

apotheosis of the bishop-saint is thus analogous to later

Roman apse representations such as that in the Church of

SantAgnese (fig. 66), where the patron saint looms above the

altar in a similar fashion. The sheep to the sides refer to the

role of the bishop as the protector of the flock.

Above ApoUinaris appears a huge aureole of blue, studded

with stars and containing a great gemmed cross with a tiny

bust portrait of Christ at its center. The Hand of God issues

from clouds in the summit of the apse, and to the sides

appear half-length portraits of Moses and Elias. Directly

below the aureole, to the right and left, are three lambs

attending the vision. The Hand of God, the cross, and the

lambs bring to mind the apse composition described by

Paulinus of Nola in verse some 150 years earlier (p. 63, fig.

63), but here the iconography is more complex.

One of the main theophanies of Christ—when his di-

vinity was revealed on earth—was the Transfiguration: "And

after six days Jesus taketh unto him Peter and James, and

John his brother, and bringeth them up into a high mountain

apart: And he was transfigured before them. And his face did

shine as the sun: and his garments became white as snow.

And behold there appeared to them Moses and Elias talking

with him. And Peter answering, said to Jesus: Lord, it is good

for us to be here: if thou wilt, let us make here three

tabernacles, one for thee, one for Moses, and one for Elias.

And as he was yet speaking, behold a bright cloud over-

shadowed them. And lo, a voice out of the cloud, saying:

This is my beloved Son, in whom I am well pleased: hear ye
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151. Transfiguration.

Apse mosaic in the

church of the

Monastery of Saint

Catherine, Mount Sinai,

c. 550-65

him. And the disciples hearing, fell upon their face, and were

very much afraid. And Jesus came and touched them: and

said to them, Arise, and fear not. And they lifting up their

eyes saw no one but only Jesus" (Matt. 17:1-8).

It is interesting to note that the major figures in the

theophany— the transfigured Christ, the voice of God, and

the three apostles— appear as symbols, while the two Old

Testament figures in the vision, Moses and Elias, are pre-

sented as humans. This deliberate restriction of New Testa-

ment figures to symbolic forms is, in some respects, a con-

scious return to aniconic representation in art, an issue that

will be treated in the next chapter.

MOUNT SINAI

A different kind of abstraction appears in the apse mosaic

that Justinian had placed in the church in the Monastery of

Saint Catherine on Mount Sinai (fig. 151).^'' As with many

churches in the distant provinces, Justinian's building pro-

gram was primarily focused on providing fortifications to

secure them. To the Monastery of Saint Catherine he added

massive walls and installed housing for a garrison of soldiers

to protect the isolated monastery from desert nomads. The

church itself, dedicated to the Virgin, according to Pro-

copius, was of local, provincial construction, and to enrich

the basilica Justinian sent artisans from Constantinople or

some other Byzantine center (Gaza?) to provide it with a

sumptuous apse mosaic.

The mosaic in Mount Sinai is of the same subject matter

and approximately the same date as that of SantApoUinare in

Classe, but it bears little relationship to it in style. The theme

of the Transfiguration had special meaning for Mount Sinai

since it was on this very site that Moses received the tablets

of the Law from the Lord—when divinity was revealed to

him.

In some respects, the general design of the mosaic brings

to mind the slightly earlier praesentatio in the apse of Saints

Cosmas and Damianus in Rome (fig. 62). Unlike the Trans-

figuration in Ravenna, the corporality of all the figures is

vigorously presented. Indeed, the bodies of the gesticulating

apostles, who "fell on their face" before the vision of the

divine Christ, are given considerable bulk through model-

ing. The full-bodied Christ fills the blue mandorla, and the

attending Moses and Elias are tall, pillarlike forms with a

weighty presence. Yet abstractions are clearly evident in the

setting and general arrangement of the figures. Where, one

might ask, is the "high mountain apart," an important aspect

of the iconography? The background is solid gold, with only

thin bands of green and yellow at the base to serve as a vague

ground for the figures, who, much like the symbolic forms in

SantApoUinare in Classe, resemble giant cutouts placed

symmetrically on the gold with little regard for their actual

positions in space.

Among the other treasures of the monastery on Mount

Sinai are hundreds of icons painted on panels, dating from

the sixth through the nineteenth century. It is to this new

form of religious art that we now turn.
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ICONS AND ICONOCLASM

THE ICONS of Mount Sinai were first sys-

tematically published by Georges Sotiriou in

1939,^'' and before this important study ap-

peared, few pre-iconoclastic (before the eighth

century) icons were known to scholars. The

term icon (eikon in Greek) has been loosely applied to

almost any painting on panel in the Byzantine style, but in

the strict sense icon implies portraiture and more specifically

portraits of Christ, Mary, and saints. The origins of the icon

lie in ancient portraiture, especially that of royal personages,

and its basic functions were those of the pagan effigies as

well: to serve as a remembrance of a dear one or to evoke the

presence of authority. Yet the meaning of the Christian icon

is complex insofar as it was a special image for veneration in

times of need, and because of this, special problems arose

concerning the confusion of icon and idol, which was a

major issue for the early church (see pp. 15-16).

One of the finest of the Early Byzantine icons is that of the

Virgin and Child Enthroned with Angels and Saints (fig. 152),

dated variously between the late sixth and the mid-seventh

century. It is believed that it was executed in some major

Byzantine center, perhaps Constantinople, and brought to

the Monastery of Saint Catherine at an early date. The icon is

painted on a relatively large wooden panel in an encaustic

medium, that is, the pigments have been fused with a wax

matrix so that the surface has the rough texture of a painting

in impasto. As an example of Early Byzantine painting, it is

an excellent piece to study since different basic styles are

exhibited in the three groups of figures portrayed. The

Virgin and Child are presented with a definite sense of bulk

and naturalism, especially evident in the posture of the

Child and the fleshy modeling of the Virgin's head. Although

posed in frontal positions, the Mother and Child display

little of the harsher linear conventions and stylizations so

familiar in later Byzantine icons of Mary.

Another style appears in the two pillarlike saints, the

warriors Theodore and George (?), flanking the Virgin, who
stand in rigid frontal poses and stare out at the viewer. They

wear the flat robes of imperial bodyguards, which hide their

bodies underneath. There is no indication of movement of

body parts beneath their closed silhouettes save the stiff

protrusion of their right hands holding crosses. The youthful

Saint George, in fact, closely resembles the mosaic portraits

of Saint Demetrios in Thessaloniki (fig. 132).

A third style is evident, finally, in the heads of the two

angels behind Mary, who glance dreamily upward toward

the heavens. The difference in technique between the angels

and the saints before them is so astonishing that some schol-

ars have argued for different artists at work here. This style is

reminiscent of the impressionism found in many Antique

paintings (for example, wall frescoes in Pompeii and Her-

culaneum) with thick, sketchy highlights brushed in

quickly, imparting a fleeting and more ethereal characteriza-

tion to the celestial creatures. Surely, this juxtaposition of

styles indicates that we are dealing with icon painting in its

infancy, at a stage before the styles crystallized into the

unified mode that we meet in later Byzantine icons.

Another early icon at Mount Sinai is that of Christ (fig.

153) , a work that can be dated about 695-700. The facial

type departs significantly from earlier portraits of the Savior

that we have seen. He is, in fact, portrayed in the guise of

Zeus with the idealized features that we know from sculp-

tures of the Greek father-god attributed to Phidias, the

famed artist of the fifth century b.c. Christ has a full, fleshy

face, heavy beard, and a sharply tapering mustache. The

same frontal Christ appears for the first time on the coins of

the emperor Justinian II about 692-95 and perhaps reflects

the famous icon of Christ that was displayed on the Chalke

Gate that led into the imperial palace in Constantinople (fig.

154) .^*^ In the Mount Sinai icon the style seems close to that

of later Byzantine paintings, with very fine brushwork delin-

eating the features over the subtle modeling of the planes of

the face.

We know from literary sources that the production and

veneration of icons developed rapidly during the course of

the late sixth century,^^ and the reasons for the sudden

popularity of the painted icon are instructive to note. It has

been pointed out, mainly by Andre Grabar, that the venera-

tion of icons came to replace that of the relics. They were

much more accessible as objects of devotion, both public and

private, and from literary reports we know that prescribed

rituals were followed for their veneration, including pros-
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kynesis (prostrating oneself before the image) and the plac-

ing of candles about the base of the icon.

It is also evident that many of the icons were thought to be

acheiropoietai, images not made by human hands. In some

cases they were impressions miraculously left on cloth or

stone that came in contact with the holy person. One such

legend records the imprint of Christ's features on a cloth

that, in turn, was transferred mechanically onto the cloth in

which it was wrapped, thus duplicating itself.^^ Other leg-

ends inform us that Saint Luke was the first artist to paint a

portrait of the Virgin from life, and that it was the prototype

for later icons of Mary holding her child. It is no wonder,

then, that the goal of the icon painter was to duplicate the

prototype as faithfully as possible. To do otherwise would

dilute the true image. Hence copies of copies result through-

out Byzantine history.

There is also abundant evidence that the worshippers

believed in the magical qualities of the icon, that it could

protect or heal in times of need. Indeed, it could serve as a

Palladium, an image that provided security for a whole com-

munity when placed above the city gate (so named after the

ancient statue of Pallas Athena on which the safety of Troy

depended). Clearly, such veneration of a painted portrait

easily blurred the barrier between a simple likeness and an

idol to be worshipped, and it was this issue that constantly

was raised by those churchmen who opposed the use of

icons in churches in general. Such veneration of an image

violated the "spirituality" of worship, the belief that the

divine presence of Christ could only be evoked in the mys-

tery of the Mass. The second commandment given unto

Moses (Ex. 20:4), "Thou shaft not make to thyself a graven

thing," was often cited, too. Simply put, painted images too
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154. Christ. Gold coin of Justinian II (obverse), diam. V/'.

Constantinople. 692-95. Byzantine Visual Resources, © 1987,

Dumbarton Oaks, Washington, D.C.

closely resembled pagan idols, and their veneration trans-

formed worship into idolatry.

The defenders of icons (iconodules, iconophiles) repeated

the old argument that pictures simply served a didactic role

as visual aids for the illiterate: "An image is, after all, a

reminder; it is to the illiterate what a book is to the literate,

and what the word is to hearing, the image is to sight" (John

of Damascus, Oratio 1).^^ This defense could no longer

suffice, however, given the rapture that often accompanied

popular veneration of icons. More philosophical justifica-

tions were needed.

One apology contended that the icon, as an image of its

prototype, while not partaking of its true substance, did

provide a channel by which the faithful could demonstrate

his love and honor for the one depicted. In Genesis we read

that "God created man to his own image" (1:27). It follows,

therefore, that God could be envisioned as a human form, or,

to put it another way, the image of man was a reflection of

the deity. Thus the painter of the icon was partaking in the

divine act of creation, although he reproduced only the

reflection.

This point was further underscored by the fact of the

Incarnation of Christ. Mary was the vehicle by which the

divine was given human form, and, as argued by Theodore

the Studite (759-826), "How, indeed, can the Son of God be

acknowledged to have been a man like us—-he who was

deigned to be called our brother— if he cannot, like us, be

depicted?" Much earlier, at the Quinisext Council called by

Justinian II at Constantinople in 692, many of these argu-

ments had already been mustered: "Now, in order that per-

fection be represented before the eyes of all people, even in

paintings, we ordain that from now on Christ our God ... be

set up, even in images according to His human character,

instead of the ancient Lamb."^^ Thus, sponsored by the state,

the cult of images reached an apogee under Justinian II, the

same emperor, it will be recalled, who had stamped the

imprint of the new Christ-Pantocrator (world ruler) on his

coins (fig. 154).

Opposition to the cult of images in the form of an imperial

policy called iconoclasm (image-breaking) flared on the

scene when Leo III assumed rule in 717. Leo III had grown

up in Isauria in southeastern Anatolia, near the Arab fron-

tiers, and it is believed by some that his oriental background

had much to do with his abhorrence of the representational

arts in general. Indeed, iconoclasm can be seen as a broader

Semitic movement that affected the policies of the church

and state in Constantinople. It was with Leo's son, Con-

stantine V (r. 741-75), that the policies of iconoclasm were

most stringently enacted, and icons were destroyed, mosaics

torn from churches, and monks and others who supported

the cult of images persecuted.

The first edict against the veneration of icons apparently

was issued as early as 726, although it is not known to what

extent it was accepted by the church authorities. At the so-

called Iconoclastic Council held in 754 at Hiereia all figura-

tive imagery in churches was banned: "The divine nature is

completely uncircumscribable and cannot be depicted or

represented by artists in any medium whatsoever."^"^

There are other reasons why Leo III and his son so

vehemently opposed the veneration of icons. Justinian II had

proclaimed on his coins that Christ was Rex Regnantium, the

king of kings. By thus raising the authority of the church

over the state, the fine balance of caesaropapism so vital to

the absolute authority of the Byzantine monarch was upset.

The military emperors, beginning with Leo III, wished to

reset the balance, so to speak, by proclaiming their authority

over the church and the monasteries. Iconoclasm was a

means of sapping the wealth and popularity of the monas-

teries, which had virtually become museums for icons,

drawing thousands of pilgrims and the faithful to their

shrines.

The persecution of monks who defended the veneration of

icons was part of the campaign of Constantine V, especially

between 762 and 768. Icons were no longer produced in

Constantinople, and those on display were destroyed.

Mosaic icons of Christ, Mary, and the saints were torn out

and replaced with ornamental decorations or crosses, the

one symbol that was allowed by the iconoclasts. The famed

icon of Christ on the Chalke Gate leading into the imperial

palace was destroyed and replaced by a cross, and it seems

that the apse mosaic in Hagia Sophia was removed.

The son of Constantine V, Leo IV (775-80), continued

the iconoclastic policies in the face of growing opposition on

the part of the monastic communities. When he died in 780,

Empress Irene discontinued the prohibition, and there oc-

curred a lull in iconoclastic policies. At the Seventh Ec-

umenical Council held in Nicaea in 787, the veneration of

icons was restored. In the same year the icon of Christ on the

Chalke Gate was set up again.

The restoration was short-lived. In 813 Emperor Leo V the

Armenian reinstated iconoclastic policies. The icon on the

Chalke Gate was again removed, and following the new
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prohibition of art, monastic craftsmen fled in numbers to

western Christian lands, especially Italy. A series of military

disasters in Crete, Sicily, and Amorion sapped the power and

prestige of the emperors at home, however, and the icon-

odule empress Theodora was instrumental in the final res-

toration of the veneration of icons in Constantinople on

March 11, 843. This date is still known as the "Feast of the

Orthodoxy." The icon of Christ on the Chalke Gate was again

restored.^5 j^q women, Irene and Theodora, were thus

important figures in the suppression of the "Dark Age" of

iconoclasm in Byzantine art history.

Theodora's pious act initiated the second golden age of

Byzantine art. Among the important restorations was the

image of the Virgin enthroned in the apse of Hagia Sophia

(fig. 155), which was accompanied by an inscription read-

ing, "The images which the imposters had cast down here,

pious emperors have again set up." In a homily delivered in

Hagia Sophia on March 29, 867, the patriarch Photius ad-

dressed the mosaic of the Virgin and Child in the following

words: "Christ came to us in the flesh, and was borne in the

arms of His Mother. This is seen and confirmed and pro-

claimed in pictures . . . Does a man hate the teaching by

means of pictures? Then how could he not have previously

rejected and hated the message of the Gospels? Just as

speech is transmitted by hearing, so a form through sight is

imprinted upon the tablets of the soul, giving to those whose

apprehension is not soiled by wicked doctrines [iconoclasm]

a representation of knowledge concordant with piety. ... it

is the spectators rather than the hearers who are drawn to

emulation. The Virgin is holding the Creator in her arms as

an infant. Who is there who would not marvel, more from

the sight of it than from the report . . . ? For surely, having

somehow through the outpouring and effluence of the opti-

cal rays touched and encompassed the object, it too sends

the essence of the thing seen on to the mind, letting it be

conveyed from there to the memory. . . . Has the mind seen?

Has it grasped? Has it visualized? Then it has effortlessly

transmitted the forms to the memory."^^
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THE SECOND GOLDEN AGE OF BYZANTINE ART

THE END of iconoclasm was announced publicly

by the installation of the icon of Christ on the

Chalke Gate of the imperial palace in 843, and

henceforth there would be no ban on icons in

the orthodox church. The restoration of

churches and religious images proceeded as an official policy

under the Macedonian emperors who succeeded Theodora

(regent from 843-56) and her son Michael III (842-67).

Basil I the Macedonian (867-86) is generally credited with

initiating a renaissance of Byzantine art and architecture,

and under him and his successors, Leo VI (886-912) and

Constantine VII Porphyrogenitus (912-59), the prestige and

culture of the East Roman Empire reached its zenith.

Through trade, military conquests, and shrewd diplo-

macy, Byzantine influence spread throughout the western

Mediterranean and as far north as Kiev in the Ukraine. The

Italian republics— Pisa, Genoa, and especially Venice—
turned more and more to Constantinople for models in

statecraft and the arts. The Muslim Caliphs of Cordova in

Spain held the Byzantine emperor and his capital in highest

esteem and employed Byzantine mosaic workers to decorate

their palaces. Nor were the "barbarians" in northern Europe

untouched. The Saxon emperor Otto I petitioned for a By-

zantine princess, Theophano, as wife for his son, Otto II.

The high level of culture that developed during the dy-

nasty of the Macedonians was due, in part, to the reopening

of the University of Constantinople (closed during the reign

of the iconoclasts). Efficient and progressive curricula were

instituted to train the civic and diplomatic personnel, and

much education was based on reading of the Greek classics

in ancient philosophy, drama, poetry, mathematics, and the

sciences. Indeed, the role of the educational program clearly

affected the developments in the arts, especially book il-

lustration.

In the religious sphere, Constantinople asserted its au-

thority in the Christian world, too. Photius, the powerful

patriarch of Constantinople (858-67, 877-86), no longer

recognized the supremacy of the Roman See, establishing a

church policy that led to the final schism between Rome and

Constantinople in 1054, when the pope in Rome was excom-

municated by the Byzantine patriarch.^'' By the end of the

eleventh century, the Byzantine emperor and the patriarch of

Constantinople were the temporal and spiritual leaders of

the world in Byzantine eyes.

Some idea of the luxurious conditions that surrounded the

emperor and patriarch can be gleaned from reports of court

ceremonies (recorded in the Book of Ceremonies of Con-

stantine VII Porphyrogenitus)^^ and other descriptions of

the great imperial palace complex. It covered acres of sloping

land from the hills behind Hagia Sophia to the southern

coast of the peninsula. Few remains of the palace exist today,

but sources inform us that the complex was a vast maze of

telescoped palace chambers that featured some type of grand

entranceway, broad courts, reception rooms, audience halls,

chapels, and throne rooms added one to the other. The

various ceremonial units were connected by colonnaded

corridors, and the whole area was enhanced with ponds,

gardens, and grottoes.

The tenth-century complex was thus a magnified

Hellenistic palace, and some idea can be formed of its extent

and richness if we turn to later reflections of grandiose

residences such as the Alhambra in Granada. The main

stateroom, the Magnaura, was a vast reception hall where the

emperor sat at one end on the "Throne of Solomon," flanked

by bronze lions and gilded birds in a gilded tree. The animals

were automata, or mechanized creatures, and upon the visi-

tor's entry, the lions roared and flapped their tails, the birds

chirped, and the emperor, dressed in exotic costume, was

raised on high like a living icon by a mechanical contrivance.

CHURCHES IN CONSTANTINOPLE

Within the sprawling complex of ceremonial halls and

rooms, Basil I built a palace church, the Nea, or "The New,"

situated on a terrace. The Nea, completed in 880, was de-

stroyed, but descriptions give us some idea as to its plan and

construction. In plan it was based on one of the most popular

and innovative variations of the central church in Middle

Byzantine architecture, the cross-in-square with five domes

(quincunx). The Greek cross-in-square plan divides the

church into nine square and rectangular bays (fig. 156). The

central bay, the largest square, is domed; the smaller square

corner bays are usually domed or groin-vaulted, while the
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four arms of the cross are rectangular with barrel vaults. An

apse and two lateral chambers, the prothesis and diaconicon,

are built into the east end of the square, while a narthex and

an atrium are added to the west. Often porticoes were built

into the flanks of the structure. In the Nea the narthex

extended from the west front along the north and south

sides, forming a (7-shaped addition that virtually enclosed

the cross-in-square.

The Nea did not rival Hagia Sophia in size. Its spaces were

concentrated and compressed, resulting in a pronounced

steepness in elevation. The interior was richly decorated with

marbles and mosaics, the latter displaying scenes of the life

of Christ with the Pantocrator and angels filling the central

dome. The north church of the Monastery of Constantine

Lipps (an admiral in the Byzantine navy), dedicated in 907,

is considered to be a small version of the Nea (fig. 157) and

gives us an idea of its general structure and proportions.

The hallowed Apostoleion, the Greek cross-plan church

with five domes built by Constantine the Great (see p. 67),

was renovated and redecorated by Basil and his successors.

It, too, was subsequently destroyed, and we must rely again

on descriptions of the tenth and twelfth centuries by Con-

stantinus Rhodius and Nikolaos Mesarites for a reconstruc-

tion of the church and its decoration. The large central

dome displayed the bust of Christ-Pantocrator in the summit

with the Virgin and apostles standing below, while the

mosaics in the other domes and walls in the arms of the

156. Quincunx church type. Cross-in-square with five domes

(after Krautheimer)

^ South Church EE3 Turkish work

157. Monastery of Constantine Lipps (north church),

Constantinople. Plan (after Krautheimer). Dedicated 907

cross presented a sophisticated scheme of subjects from the

life of Christ, including the Transfiguration, the Anastasis

(Christ rescuing the souls from Limbo), the Ascension, and

Pentecost.

While it would be hazardous to reconstruct the iconogra-

phy of these pictures in detail, the descriptions of Mesarites

do indicate that the mosaic program in the Church of the

Holy Apostles was carefully conceived and, in many ways,

anticipated the superb decorations in such monastic

churches as those at Chios, Hosios Lukas, and Daphni, to be

discussed below, where the major church festivals (feasts) of

the life of Christ rotate above the heads of the worshippers,

culminating in the awesome Pantocrator in the summit of the

central dome. Perhaps the learned patriarch Photius was the

mind behind this new program of church decoration.

Mosaics were gradually restored and added in Hagia

Sophia as well. The evidence of pre-iconoclastic figurative

decoration is indeed slim, but remains of several mosaics

added by the Macedonian and later emperors have come to

light in the cleaning of areas hidden by whitewash painted

over the walls and vaults after the Turkish occupation in

1453.^^° We have already discussed the enthroned Virgin and

Child, eloquendy described by Photius, recovered in the
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apse. The summit of the dome was decorated with a Christ-

Pantocrator, and huge winged heads of cherubim filled the

pendentives below. The upper walls of the nave served as a

portrait gallery with saints and prophets, standing in rigid

frontal poses, filling the walls between the windows (fig.

158). These tall, rather heavyset figures remind us of the

votive icons in Thessaloniki (fig. 132), but the general to-

nality is somber, with white and blue tesserae predominat-

ing. The heads and hands are out of scale with their broad

bodies, and the modeling of their vestments is rigid and

ponderous.

Hagia Sophia was too vast to lend itself to an intricate

iconographic program such as that in the Church of the Holy

Apostles. Most of the Middle Byzantine mosaics recovered

are individual panels located in the peripheral areas such as

the galleries, narthex, and vestibules leading into the

church. They are of a type known as ex-votos, or pictures

that commemorate a vow or donation of a member of the

imperial family in recognition of divine favors bestowed.

The earliest, dating at the end of the ninth century, appears

in the lunette over the "imperial door," or main entrance in

the narthex, and depicts Leo VI receiving the investiture of

158. Saint John Chrysostom. Mosaic on the north tympanum of the

nave of Hagia Sophia, Constantinople. Late 9th century (?)

159. Leo VI Maying Proskynesis Before the Enthroned Christ. Mosaic in the lunette over the imperial

doorway m Hagia Sophia. Constantinople. Late 9th century
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160. Virgin and Child Enthroned Between Emperors Constantine I and Justinian I. Mosaic in tympanum over the door

leading into the narthex from the south vestibule in Hagia Sophia, Constantinople. Late 10th century

Divine Wisdom (Hagia Sophia) in the form of Christ (fig.

159).

Leo prostrates himself (proskynesis) before Christ, who
sits on a lyre-backed throne, to either side of which appear

medaUions with busts of the Virgin and the archangel

Gabriel. In a homily composed by Leo VI for the feast of the

Annunciation, the relationships between Christ as Holy

Wisdom and the emperor, as vice-regent on earth, are eluci-

dated, hence accounting for the curious additions of the

Virgin and the angel of the Annunciation."*^ The execution of

the mosaic is somewhat coarse. The lines describing the

body and drapery of the kneeling emperor are bold and

schematized, and the gradations in colors of the tesserae, like

those in the figures in the nave, are few and meager, with

mostly white, blue, and gray-green tonal areas seen against a

bright gold background.

Approximately a century later, the lunette over the door of

the south vestibule was decorated with a mosaic presenting

the enthroned Virgin as protectress of the church and city

between standing figures of Constantine I, on her left, and

Justinian I, on her right (fig. 160). As an ex-voto, this mosaic

functions quite differently, however, since it commemorates

the memory of the long-deceased benefactors of the church,

one of whom, Constantine, had been canonized. Con-

stantine offers the Virgin a model of the city he had founded

in her honor, Constantinople, while Justinian presents a

diminutive representation of the Church of Hagia Sophia,

which he rebuilt in 532. Hence this mosaic honors the

meritorious donations of the two principal emperors in the

history of the site.

Some changes in style are evident. More colors are em-

ployed in the variety of tesserae laid in, giving the lunette a

much brighter tonality than that over the imperial door in

the narthex, and the lines that model the draperies are

delicate, although the silhouettes remain closed and the

bodies flattened. The emphasis is on the imperial regalia, the

bejeweled stole (lows), crown (stemma), and scarlet boots.

The refinements in technique can be seen particularly in the

heads. While they are not based on authentic portraits of the

emperors (they closely resemble one another), the diverse

colors of the cubes, including touches of orange, and the

gray-green lines that model the contours of the cheeks and

jaw, impart a curious saintly mien to their gaunt features.

A room at the east end of the southern gallery, the so-

called imperial box, was reserved for members of the royal

family, and here more ex-votos have been uncovered. That of



161. Virgin and Child Standing Between Emperor John II Comnenus and the Empress Irene. Mosaic in the south gallery of Hagia Sophia,

Constantinople. Early 12th century

162. Coronation of Emperor Romanus II and Eudocia by Christ.

Ivory relief, 9Vi x SVe". 945-49. Cabinet des Medailles, Paris

the Virgin and Child standing between the emperor John II

Comnenus (1118-43) and the empress Irene is particularly

instructive for the study of stylistic development, with fur-

ther refinements in the use of rich colors and a more meticu-

lous application of the fine tesserae (fig. 161). A sense of

weightless serenity resides in these imperial figures, whose

bodies are lost behind the flat expanse of their stunning

regalia. Irene was the daughter of a saint. King Ladislaus of

Hungary, and the delicate treatment of lines and colors in her

pale face seems to impart something of an oriental charm to

the visage of the young empress. The curious coiffure with

pendant braids framing the delicate oval face also adds a

distinctive touch to her personality.

In contrast, the figure of the Virgin is more three-dimen-

sional. Her deep blue mantle is subtly modeled with darker

shades of tesserae, and her head is given those distinctive

features found in most later icons of the Virgin. An ideal

beauty is established with the final crystallization of a num-

ber of conventions for her face: the Theotokos has a long, oval

face with large, almond-shaped eyes, a small pinched mouth,

a long arced nose, and dark shading along the contours of her

right cheek and upper eye sockets.

The ex-voto of John II Comnenus typifies a number of

Byzantine court portraits. A static, iconic presentation re-
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suits, with the symmetrical placement of frontal figures

offering donations about a taller holy person. In the mosaic,

John II gives a bag of silver, Irene extends a roll of parch-

ment. Such ceremonials were ritualized and obligatory at the

imperial court, and the compositional formula— a kind of

triptych— is followed in various media. Dedicatory minia-

tures in illustrated books often display this type of court

portrait, and book covers, too, frequently feature similar

hieratic groupings. The ivory with the coronation of Em-

peror Romanus II and Eudocia by Christ, dating between

945 and 949, is a handsome example (fig. 162). The elon-

gated proportions of the thin figures, the delicate carving of

their sumptuous regalia, and the static composition in gen-

eral anticipate those very qualities of elegance noted in the

Comnenian mosaic.

THE IMPERIAL SCRIPTORIA

In contrast to the gradual crystallization of iconic features in

mosaic figurative compositions, a very different style devel-

oped in the narrative illustrations in books produced in

Constantinople during the course of the ninth, tenth, and

eleventh centuries. Not only was the livelier narrative mode

of Early Christian miniatures revived, but surprising enrich-

ments were frequently added in the form of sumptuous

Antique frames or backgrounds and Classical personifica-

tions. These classicizing tendencies are so predominate that

the period has sometimes been called the Macedonian Ren-

aissance,'*^ but the term "Renaissance" should be applied

cautiously. As we have seen, the continuity of the Hellenistic

heritage can be traced from early times in Christian art, and

we are frequently faced with the question of survival or

revival of ancient styles in various periods. Secondly, with

some exceptions, the blatant classicizing features are found

only in book illustration and related narrative arts.

That there was a conscious return to ancient models can

hardly be questioned, however. With the reopening of the

University in Constantinople following iconoclasm, a re-

newed interest in ancient Greek texts occurred. Not only

were the more practical works on engineering, science, medi-

cine, horticulture, and mathematics restudied, but the liter-

ary masterpieces of the past in philosophy, drama, poetry,

and mythology were also resurrected. The texts were copied

and edited by the scribes of the court scriptoria, and often

illustrations were repeated as well. In fact, this wave of

humanism, if it can be called such, preserved many ancient

texts, including the works of Euripides, Sophocles, and

others, providing Europe with the basic body of Classical

writings that are still studied today.

The eloquence and refined style of the classics rubbed off

on the theologians as well. It seems clear that the learned

patriarch Photius neither feared nor ignored the ancients. In

his Myriohihlion, Photius commented on the contents of his

own library, and Classical texts are almost as numerous as

Christian writings. Among others, Photius had a copy of the

Bihliotheke, a popular mythological handbook attributed to

ApoUodorus, an Athenian of the second century b.c. These

interests in the classics were shared by the enlightened

Macedonian emperors as well. The scholar-emperor Con-

stantine VII Porphyrogenitus wrote encyclopedic treatises

on early Greek texts dealing with military tactics, agricul-

ture, and medicine. According to his biographers, Con-

stantine VII even practiced painting and designing enamels

in the court workshops.

One of the earliest products of this "Renaissance" is an

illustrated book of the Homilies of Gregory of Nazianzus

made for Basil I about 880. A variety of miniatures appears

for the sermons, and among them a large, full-page painting

of the vision of Ezekiel in the Valley of the Dry Bones (Ezek.

37: 1-14) is one of the most stunning (colorplate 19). Within

a lavish golden frame appear three figures in a colorful

landscape. In the lower right a youthful angel leads Ezekiel

through a valley filled with bones and skulls, and in the

upper right the prophet appears a second time receiving the

command from the Lord to prophesy the resurrection. The

miniature painting looks like nothing we have seen before.

The artist clearly attempted to create a work of fine art and

not merely an illustration of a text.

The most eye-catching aspect of the miniature is the filmy

landscape painted in fluid, impressionistic strokes against a

blue and pink sky, reminding us of the "rosy-fingered dawn"

in the Vatican Vergil illustrations of the fifth century (fig.

92). The highlights on the ridges of the basalt rocks and the

craggy mountain peaks are carefully brushed in, and the

effects of atmospheric perspective are captured in the subtle

tonal gradations.

While the figures are clearly Medieval in their gestures, a

Classical flavor is achieved in their poses, which are relaxed

and graceful, and in the soft highlights of white applied to

the draperies, the hands, and facial features. The well-pro-

portioned Ezekiel seems more a pensive philosopher than a

starved prophet, and the angel's face has a dreamy expression

about it.

The classicism in the vision of Ezekiel is a matter of style,

but in another court manuscript, the Paris Psalter, dating in

the early tenth century, the revival of Antique forms and

motifs is so apparent that the miniatures appear as elaborate

composites made up from various sources. The introductory

miniature, David Composing the Psalms (colorplate 20), is an

exceUent example of a "Renaissance" production. yhg fuH.

bodied figures and the rich colors remind one more of a

mural painting than something designed for the confines of

a book. In the center is the shepherd seated among his flocks,

a bucolic motif that perhaps owes its inspiration to Hellenis-

tic representations of Orpheus playing to the animals in a

landscape. Here it functions as an author portrait, since

David was considered to be the composer of the psalms.
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163. Combat of David and Goliath. Illustration in the Paris Psalter.

14 X lOVi". 10th century. Bibliotheque Nationale, Paris

(MS gr. 139, fol. 4v)

Eight full-page miniatures with episodes from his hfe

introduce the psalms and have nothing to do with the text.

These compositions were very likely borrowed from an

earlier illustrated Book of Kings in the Old Testament, where

David's life is related. The Macedonian painter has much

elaborated the core motif of David playing the harp in the

first miniature, however. A corpulent female, a personifica-

tion of musical inspiration identified as Melodia, sits in a

relaxed posture next to him. In the top right, behind a

sacred column (?), a nymph, perhaps Echo, listens intently

as David's song fills the air in the woodland clearing. More

surprising is the swarthy figure reclining in the fashion of an

ancient river or mountain god in the lower right. Labeled

"Bethlehem," he personifies the site where David spent his

youth, the village itself appearing in the top left background.

Like the miniature of Ezekiel, that of David is striking in

the illusionistic effects achieved by the rich colors and fluid

brushwork. The figures are idealized types who do not move

or gesture dramatically but are embodiments of the ancient

Greek idea of beauty in repose. Classical, too, is the cen-

tripetal design of the compositional elements about David.

Abandoned are the iconic features of symmetry, hieratic

scale, and rigid frontality. The painting remains, however, a

blatant pastiche of motifs rather clumsily arranged, and the

obsession for filling the field with details, reminiscent of the

horror vacui in Early Christian art, marks this as a Medieval

and not a Classical work.

Another episode in the life of David, the Combat of David

and Goliath (fig. 163), is closely related to the representation

on the seventh-century silver plate discussed earlier (color-

plate 13). Two narrative scenes are conflated. David and

Goliath battle in much the same fashion as they do on the

plate, but the artist of the Paris Psalter adds a female person-

ification, Dynamis, spurring the young shepherd into com-

bat, while another, Alazoneia (boaster), flees behind Goliath.

The decapitation is depicted below. Curiously, on the silver

plate, a third scene is added at the top, the confrontation of

David and Goliath, and a personification of the site, the river

Elath, appears between them. Obviously, the interest in

enriching a narrative with Classical motifs was not the in-

vention of the Middle Byzantine period.

A unique document of the Macedonian Renaissance is the

Joshua Roll, with the story of Joshua's military campaigns

illustrated in a continuous frieze in a scroll format (fig.

164). With very few exceptions, the scroll had ceased to be

used as a book since the second century a.d. Its appearance

here underscores the idea of a conscious revival of Antique

forms, and it may be significant that one of the more familiar

pictorial scrolls in Antiquity was the sculptured triumphal

column that commemorated military victories (for example,

those of Trajan and Marcus Aurelius in Rome, Theodosius

and Arcadius in Constantinople— see fig. 90). With its

abridged text, limited to the chapters in the Book ofJoshua

in the Old Testament devoted to the military feats, theJoshua

Roll could hardly function as a service manual for the

church. Very likely it was specially made up for some con-

temporary military hero, an imperial commander of the

Byzantine armies, a "New Joshua," to commemorate his

victories.

Fifteen sheets of parchment are joined to form the scroll.

The artist employed a drawing technique with faint tints of

red, yellow, blue, and brown washed in, since gold and thick

tempera would have cracked when rolled up. The section

illustrated here presents the story of Joshua and the emis-

saries from Gibeon in three distinct narrative episodes

(Josh. 9:6-15; 10:6; and 10:10-11). In the first, two mes-

sengers approach Joshua at his camp in Gilgal (note the

personification on the hill beyond) announcing, "We are

come from a far country, desiring to make peace with you."

In the second scene, two more emissaries from Gibeon

report to Joshua that the Amorites have besieged their city

and it will surely fall if his mighty army does not save it;

finally, to the far right, one can see how the armies ofJoshua

"slew them [the Amorites] with great slaughter in Gibeon."

In cartoon fashion, the three episodes are illustrated one



Colorplate II. Justinian (?) as Defender of the Faith (The Barberini Diptych). Leaf of an imperial ivory plaque, 14'Ax 11"

Mid-6th century. The Louvre, Paris







Colorplate 15. Procession

of Virgin Martyrs.

Mosaics on the north

wall of the nave of

Sant'ApoUinare Nuovo,

Ravenna, c. 500 (?)

Colorplate 16. The Feast

of Abraham and the Three

Men. Mosaic on the

north side of the chancel

of San Vitale, Ravenna,

c. 547



Colorplate 17. Theodora

and her court. Detail of

the mosaic on the south

side of the chancel of

San Vitale, Ravenna,

c. 547. See i\g. 148

Colorplate 18.

Transfiguration. Apse

mosaic in Sant'ApoUinare

in Classe, Ravenna,

c. 549



above: Colorplate 19. Ezehel m the Valley of the Dry Bones. Illustration in the

Homilies of Gregory of Nazianzus. 16 x 1 ! '/«". c. 880. Bibliotheque Nationale,

Paris (MS gr. 510, fol. 438v)

above right: Colorplate 20. David Composing the Psalms. Illustration in the Pans

Psalter. 14 x lO'/t". 10th century. Bibliotheque Nationale, Pans (MS gr. 139. fol. Iv)

below: Colorplate 21. Archangel Michael. Illustration in the Menologion of Basil II.

10 X H'/2". c. 1000. Vatican Library, Rome (MS grec. 1613. p. 168)

below right: Colorplate 22. Ascension. Illustration in the Homilies on the Virgin

by Jacobus Kokkinobaphos. 9y8X6y8". 12th century. Bibliotheque Nationale,

Paris (MS gr. 1208, fol. 3v)



Colorplate 23. Pantocmtor. Mosaic in the

summit of the dome in the Church of

the Dormition, Daphni. c. 1080-1100.

Byzantine Visual Resources, © 1987,

Dumbarton Oaks, Washington, D.C.

Colorplate 24. Nativity. Detail of the

mosaic in the northeastern squinch in

the Church of the Dormition, Daphni.

c, 1080-1100. Byzantine Visual

Resources, © 1987, Dumbarton Oaks,

Washington, D.C. See fig. 176



Colorplate 25. Virgin and Child Enthroned Colorplate 26. Maiestas Domini. Plaque in the center of the

(The Mellon Madonna). Icon, 32'/8X 19Vh". c. 1290. Pala d'Oro. Silver gilt and enamel. Height of central figure,

National Gallery of Art, Washington, D.C. Andew W. approx. 17". 12th century. San Marco, Venice. See fig. 178

Mellon Collection

Colorplate 27. Nativity. Mosaic on the wall above the Colorplate 28. Entry into Jerusalem. Mosaic on the lower wall of the south

apse of the south aisle in the Cappella Palatina, Palermo. transept in the Cappella Palatina, Palermo. Mid-12th century. See fig. 196

Mid- 12th century



161. Joshua and the Emissaries from Gibeon. Illustration in the Joshua Roll. Height of scroll 12%". 10th century. Vatican Library, Rome

(Cod. Palat. grec. 431, sheet 12)

after the other, but rather than resorting to hne frames to

separate the scenes, the artist created the illusion of a contin-

uous panorama of action by linking them with landscape

motifs, especially the sloping hill, and by inserting person-

ifications of sites and cities. To the right, the battle before the

165. Saint Mark. Illustration in the Stauronikita Gospels.

10th century. Stauronikita Library, Mount Athos (Cod. 43, fol. 11)

walled city of Gibeon is introduced by the Tyche (a person-

ification of a city), who wears a crown in the form of a city

gate. The artist used a similar Classical model for this seated

figure, as did the painter of Melodia in the Paris Psalter.

The appropriation of Classical motifs can also be found in

portraits of the Evangelists in Byzantine Gospel books. In

the handsome Gospels in the Monastery of Stauronikita at

Mount Athos, another product of a Constantinopolitan

atelier of the tenth century, the conventional Early Christian

Evangelist portrait (cf. fig. 101) has been elaborated by

adding motifs from ancient portraits of philosophers and

dramatists (fig. 165). Mark's meditative and relaxed pose,

even his costume and bearded head, are clearly derived from

some such Classical figure.'^'' And in contrast to the tradition

in the West of placing the Evangelist in a landscape with the

appropriate Apocalyptic symbol (a lion for Saint Mark),

derived from John's Revelation and Jerome's commentaries,

the Macedonian painter places Mark in a niche before the

proscenium wall of a Hellenistic theater or library, much as

sculptures of literary giants in the ancient world would have

been displayed before the public as monumental author

portraits.

During the course of the eleventh and twelfth centuries, a

number of new directions in Byzantine painting at the impe-

rial court can be noted. The illusionism that characterized

the Macedonian Renaissance productions gives way to a

highly refined iconic style wherein more hieratic features are

restored along with the abstract gold backgrounds. Secondly,

there is a return to the diminutive "column-picture" format;

and, finally, colorful borders and headings of delicate ab-

stract ornamentation are more and more incorporated into

the miniatures, reminding one of the luxurious embellish-

ments in Islamic illuminated manuscripts.

An example of the first tendency is found in the Men-
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4-

166. Magi Before Herod and the Nativity. Illustrations in the

Gospels of Saint John Studius (?). 10x8". 11th century

Bibliotheque Nationale, Paris (MS grec. 74, fol. 4r)

ologion of Basil II in the Vatican Library, dating between 976

and 1025 (colorplate 21), A menologion is a general service

book for each day of the year, with readings of some notable

event such as a martyrdom, an episode from the life of

Christ, and so forth, appropriate for the day. In the Vatican

manuscript, only the readings and illustrations for Septem-

ber through February are preserved, but more than 430

miniatures appear. Eight different artists signed the paint-

ings, an unusual practice in Byzantine art, and therefore it is

not surprising that a variety of styles are present.

The miniature portraying Saint Michael is typical of many

of those that present a single saint standing before a simple

architectural or landscape setting with a rich gold back-

ground. The Archangel Michael is tall and slender and stands

in a proud frontal position as he vanquishes little blue and

green demons (the fallen angels) placed symmetrically about

him. His blue and gold costume is drawn in hard, straight

lines with sharp angular pockets. Sprays of gold model the

blue mantle as if pure light were shining through the saint s

body. The setting is simplified: hills of green and blue rise

symmetrically as compositional props, with little indication

of atmospheric illusionism or naturalism. The background is

a brilliant gold. Taken alone, Saint Michael would nicely

complement the hieratic ex-voto mosaics in the galleries of

Hagia Sophia.

Very popular with rich connoisseurs in the capital were

small Gospel books filled with tiny miniatures elegantly

painted in bright colors with touches of gold. One of the

finest of these deluxe editions is the Gospels of Saint John

Studius in Paris. Illustrated here (fig. 166) are scenes of the

Magi before Herod and the Nativity in Bethlehem in the

fashion of Early Christian column-pictures with no back-

grounds or frames. Simple groundlines with trees or dimin-

utive buildings serve as stages for the wispy, elfin figures

who move agilely on frail legs. The execution is masterful,

although the tempo of the lengthy stories can become mo-

notonous due to the repetition of many of the same composi-

tional schemes and figures. But this is exactly what the

column-pictures were intended to do: to illustrate the text

line-by-line if possible.

It is interesting to speculate on the degree to which these

profuse cycles of illustrations copy or reflect earlier Gospel

manuscripts. Nowhere in Early Christian art do we encoun-

ter such vast numbers of New Testament illustrations. Could

these Middle Byzantine Gospels copy or reflect some rich

pre -iconoclastic model? If so, they would be invaluable

sources for iconographic studies. A similar density of col-

umn-pictures is found in several Middle Byzantine Old Tes-

tament Bibles, called Octateuchs because they contain the

first eight books of the Bible (Genesis through Ruth), and it

has been demonstrated that these productions preserve Old

Testament cycles that originated in the Early Christian

period. "^"^ In the illustration of the Nativity in the Paris

Gospels, the representation goes far beyond the simple tex-

tual account, however. The bathing scene, the ox and ass, and

the adoration of the shepherds and angels are all interpola-

tions derived from more monumental representations of the

Nativity that grew over the centuries.

A highly imaginative artist of the twelfth century painted

the sumptuous miniatures that illustrate the Homilies on the

Virgin written by a monk. Jacobus Kokkinobaphos (color-

plate 22). Bright colors, especially blues, reds, and golds,

verge on the garish in many miniatures, but the execution is

meticulous and elegant throughout. Many of the pictures

display original compositions to illustrate the mystical con-

tent of the monk's sermons, but even in those that present

more conventional narratives, such as the Ascension illus-

trated here, the elaborations of the frames and backgrounds

are startling. In the lower center of the painting, we find a

composition as old as that in the Rabbula Gospels (colorplate

8), with Mary standing amid the apostles witnessing the

ascending Christ. The frame dominates the miniature. An
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architectural facade rises in three well-marked zones to form

a structure with five domes. In a lunette at the base of the

central dome, a diminutive representation of Pentecost ap-

pears. Could the artist have intended to reproduce the eleva-

tion and mosaic program of one of the major churches in

Constantinople— the Apostoleion— in this fashion?

THE MONASTERY

Monasticism in Byzantium served as an organization for the

pious who wished to live in retirement from the mundane

affairs of the world, but it was also an influential authority in

the balance of power between the church and state in the

empire. The spokesmen for the orthodox church were tradi-

tionally drawn from the ranks of the monastery, and, indeed,

metropolitan and parish churches were subordinated to the

monastic system. Byzantine monasticism, following the Rule

of Saint Basil (c. 330-49), was loosely organized around

individual communities of monks. The hermitage, known as

the lavra, was simply a cluster of cells built about a church

within protective walls, but this basic unit could multiply or

divide itself, often resulting in sizable monastic villages with

several independent churches.

One of the most drarhatic of the extant monastic commu-
nities is the Great Lavra of Mount Athos, situated high above

the sea on a rocky promontory in northern Greece (figs. 167,

168). It is enclosed by a rectangle of fortified walls lined with

storerooms, stables, workshops, and multistoried cells

fronted by porticoes for the monks. In the center of the

167. Great Lavra, Mount Athos. View from the southwest



168. Katholikon, Great Lavra, Mount Athos. Exterior. 10th century

rectangle, within a large cloister, rises the church, and ad-

joining it are the refectory and kitchen. The simple plan,

lacking any ceremonial stations or processional avenues, was

the outgrowth of traditional fortified monasteries of the

Early Christian period such as that on Mount Sinai (p. 125).

The main church at Mount Athos, the Katholikon, dating

from the tenth century, is cross-in-square in plan with apses

added to the crossarms, a deep narthex with two chapels on

the west, and a dome over the crossing.

Because the monastic congregations in the Middle Byzan-

tine period were relatively small— frequently less than

twelve monks— their churches were small, and yet, during

the period, it was the monastic church, not the great metro-

politan cathedral, that established the norm for religious

architecture: the Greek cross-in-square plan with a dome
over the crossing. The four arms of the cross (connecting the

inner core to the outer walls) and the bays in the corners of

the square were vaulted. The apse was usually augmented

with flanking chapels, the prothesis and the diaconicon, and

the side facing west was fronted by a vaulted narthex. Due to

the development of the service in Byzantine liturgy, the nave,

or naos, was restricted to the clergy even in metropolitan

churches, and the ancillary spaces were concentrated about

the central dome, which was lifted high.

Looking into the naos of the Katholikon of Hosios Lukas

in Greece (Phocis), one can sense the clarity and nobility of

this compacted dome and cube construction, yet, due to the

small scale, a comforting intimacy is effected by the con-

centration of spaces about the beholder standing in the very

center of the church (figs. 169-71). The unity of parts

here— the great circular dome rising from the center of the

Greek cross, which, in turn, is encased in a cube— creates a
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perfect image of the cosmos to which the church was com-

pared in contemporary descriptions (panegyrics), a point to

which we shall return.

Hosios Lukas is more complicated in elevation than most

Byzantine churches of the period, however. A secondary

dome rises before the apse, and the naos has high, open

galleries that accentuate the vertical lift of the central bay.

Furthermore, the dome rests not on a square bay but on one

that is transformed into an octagon by squinches (half-

conical niches built into the four corners of the bay; see fig.

118b). From these eight segments pendentives rise to form

the circular base for the dome. The exterior is also elaborated

with richly textured courses of stone and brickwork.

The Middle Byzantine cross-in-square churches have

sometimes been considered little more than modifications of

the huge cross-domed structures of earlier architecture, but

this view ignores the dynamic inventiveness born of the

restraints imposed by such simple plans. For one thing,

Hosios Lukas is an intricate skeletal structure of interlocking

spatial units and not merely a massive hoUowed-out cube.

Due to the complex interplay of the nine-bay plan with open

galleries and double and triple windows that pierce the west

wall and the four corners, the experience of space is unusual

in the magnetism that draws us to the center of the church.

We are invited to turn and explore its intricacies and nuances

of changing illumination in the various stereometric parts.

The darker shadows of the marble revetment lining the walls

and piers, the bright glitter of the mosaic pictures that fill the

vaults and dome above, seem to revolve about us.

The church at Daphni in Greece (near Eleusis) is one of

169 Katholikon, Hosios Lukas, Greece. Interior, c. 1020



above: 170. Katholikon, Hosios Lukas (c. 1020), and Church of

the Theotokos (10th century). Exterior from the south

below: 171. Kathohkon, Hosios Lukas, and Church of the

Theotokos. Plan

the most famous Middle Byzantine churches due to the

extensive remains of the mosaic decorations there (figs.

172-77; colorplates 23, 24), Built about 1080, Daphni, like

Hosios Lukas an imperial foundation, is simpler in elevation.

The galleries are omitted so that the high dome rests directly

on the tall piers of the naos. A comforting balance of dome

and cube thus replaces the complex interpenetrations of

space that we experience in Hosios Lukas. Because of this

concentration, the mosaics in the central bay seem more

dominating and crucial to our experience of the church and

its meaning as a house of worship.

Otto Demus, in his fine book on Byzantine mosaic decora-

tion, has likened the Middle Byzantine church to an "icon in

space," and while such a characterization may seem extreme,

the symbolic meaning he finds in the domed cross-in-square

structures certainly enriches our responses to them.^^ For

Demus the meaning of the church is threefold. Citing various

ekphraseis and interpretations (in particular the Historia

mystagogica attributed to Germanus, patriarch of Con-

stantinople between 715 and 730), Demus describes the

church as an image of the cosmos with the dome symboliz-

ing the heavens, the squinches and vaults representing the

paradise of the Holy Lands, and the piers and walls constitut-

ing the terrestrial world. The mosaics clarify this interpreta-

tion. The higher the painting, the more sacred is the image,

an idea analogous to the Neoplatonic ladder of being which,



as we have seen, served as the aesthetic basis for the icon in

general.

The architecture is divided into discreet zones to accom-

modate the imagery of this Neoplatonic universe. The sum-

mit of the central dome is the exclusive domain of the

Pantocrator (see fig. 172); the mosaics lining the curved

surfaces below— the squinches and vaults— present the ma-

jor events in the life of Christ on earth (a sort of topographi-

cal symbolism allows the worshipper to make a pilgrimage

to the Holy Lands) ; and the rank and file of the saints on the

lower walls and piers commemorate those among us who

have attained sainthood. Standing below, the worshipper

occupies the lowest rung in this hierarchy.

Let us step into Daphni. Standing in the center of the naos,

one first looks upward into the dome at the awesome portrait

Madonna with Child

Michael

Gabriel

John the Baptist

Birth of Christ

Birth of Mary
Crucifixion

Entry into Jerusalem

Lazarus

The Three Magi

Thomas

Transfiguration

Baptism of Christ

The Sixteen Prophets

Pantocrator

Last Supper

Washing of the Feel

Judas Betrayal

Presentation of the Virg

Prayer of Joachim and A

Benediction of a Priest

above: 172. Church of the

Dormition, Daphni. Plan with

mosaics indicated (after

Demus and Diez). c. 1080-

1100

right: 173. Church of the

Dormition, Daphni. Interior

facing west



174. Church of the Dormition. View into central dome

of Christ Pantocmtor (fig. 174). Gradually, as if pulled by

some magnetic force, we begin a spiraling descent, with the

building slowly rotating about us. In his description of a

Middle Byzantine church, Photius wrote, "The sanctuary

seems to revolve round the beholder; the multiplicity of the

view forces him to turn round and round, and this turning of

his is imputed by his imagination to the building itself."^^

How different this cyclical experience of space seems when

compared to the longitudinal pull of the Western basilica,

where one is drawn down the nave and moves along the deep
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175. Anmmcxatxon. Mosaic in southeast squinch in the

Church of the Dormition, Daphni

176. Nativity. Mosaic in the northeastern squinch in the Church

of the Dormition, Daphni. See also colorplate 24

hallway while attending the pictures as an unfolding chroni-

cle of Christian history. The timeless, repetitive, and cyclical

world of the Byzantine church, where one turns but does not

move from the center, is a wholly different experience from

that of the progressive movement of the beholder in the Latin

basilica.

The Pantocrator is presented as a huge bust portrait within

an oculus or medallion (colorplate 23). His facial features are

those of the pre-iconoclastic icon of Christ discussed earlier

(fig. 153), but this ruler is stern if not menacing, and in his

rigid left hand he carries a heavy book, signifying the

"Word": "In the beginning was the word, and the word was

with God, and the word was God" (John 1:1). Christ, the

second person of the Trinity, embodies all three in one— the

Father, the Son, and the Holy Spirit. How different this

personality is from the comforting shepherd of the Early

Christian period or the benevolent teacher of the Gothic (cf.

figs. 3, 491).

The mosaics in the squinches next engage the beholder s

eyes. Turning clockwise from the northeast corner, we see

the Annunciation, the Nativity, the Baptism of Christ, and

the Transfiguration. Other narratives that make up the

Christological cycle are placed on the walls of the crossarms,

north and south, and they complete the series of the Dode-

kaeorta, or Twelve Feasts of the Byzantine calendar (the

major festivals of the life of Christ celebrated during the

year). The mosaics in the squinches are not narratives in the

traditional sense, however. They are like staged perfor-

mances of actual events, with real actors performing in the

space before the beholder. In the Annunciation (fig. 175),

Mary and Gabriel hover as bright forms projecting from the

abstract gold background of the niche as if standing in the

real space of the naos. By virtue of the deep curvature of the

squinch, they confront each other directly; Mary stands in a

frontal position, but at the same time she faces Gabriel across

the way much as she looks down at the worshipper.

In a like manner, the curvature of the squinch provides a

three-dimensional stage for the Nativity (fig. 176; colorplate

24). The dark grotto where the Child lies is in the deepest

part of the niche, and the concave landscape moves out and

around it. Mary reclines to the left, her body turned to a near

frontal position as she regards the viewer, while Joseph,

pondering the mystery of the Incarnation, sits off to the right

and glances across the space at the Virgin. The star shines

down from the summit of the squinch, its rays descending

along the curved surface of the grotto, and the angels above

appear to be grouped in a semicircle about the crib. The gold

background is highly effective in sealing off any illusion of

representational space, and this abstraction imparts a time-

less ambience to the stories. The mosaics present a never-

ending cycle of the feasts of the year, npt as history but as

true mysteries. As Demus points out, they invite the wor-

shipper to make a symbolic pilgrimage to the holy sites to

witness the mysteries of Christ's life on earth as testimonies

of the Incarnation.

The Crucifixion at Daphni is one of the finest examples of



177. Crucifixion.

Mosaic on east wall

of north arm in

the Church of

the Dormition,

Daphni

an "iconic" calvary picture ever created (fig. 177). It appears

on the east wall of the northern crossarm and is difficult to

see from the center of the naos. Perhaps the Crucifixion was

relegated to this secondary position because a representation

of the body of Christ on a vertical cross would not lend itself

easily to a curved surface. Here we find an amazing blend of

the iconic and the narrative requirements of the story. The

setting is reduced to a simple groundline with a mound and

the skull of Adam. The background is solid gold, and the

numerous figures usually presented under the cross (cf. figs.

102, 582) are eliminated. Only the two major mourners, the

Virgin and John the Evangelist, are placed symmetrically

about Christ. They are not reduced to flat carpets, however,

but appear as well-modeled bodies covered by articulated

draperies. The frontal corpus sags a bit off axis, and Christ's

eyes close as his head falls to his shoulder. The Classical

qualities of the figures and the symmetrical balance create an

image wherein a truly spiritual ideal of human beauty is

attained. A timeless Crucifixion is presented to us, a death

that was ordained for man's salvation, and the Virgin and

SaintJohn seem to accept that fact quietly without displaying

the pangs and contortions of the despair they suffered.

The conch of the apse, the most sacred area in the Latin

basilica it will be recalled, was the second most sanctified

place in the hierarchy of the Byzantine program, and it is

here that icons of the Virgin, standing or enthroned, were

presented (cf. fig. 155). The lowest zone, the walls and piers,

received no scenic mosaics. Over .fifty single figures are

arrayed at Daphni, forming choirs of saints— apostles, mar-

tyrs, prophets, bishops—who fill the House of the Lord.

These appear as full-standing or bust portraits posed front-

ally and standing upright with respect to the floor of the

naos. As true icons they represent the faithful who attained

sainthood and thus are elevated above the common worship-

per. Finally, in the areas outside the naos, such as the

narthexes and lateral chambers abutting the outer walls,

various programs could be devised.

At Hosios Lukas, an echo of the interior scheme is found in

the narthex, while at Daphni, mosaics of the Passion, the

Infancy of Mary, and the Death of the Virgin (Koimesis) are

presented there. It is important to note that Old Testament

stories have no place in this world, unlike that of the Latin

church, and when they do appear, as in the side chapels of

the sanctuary of Hosios Lukas, they are clearly typological

allusions that belong to a much earlier age of Byzantine

mural decoration.

Monasteries were like museums of art in the Middle Ages.

Everywhere rich gold and silver objects greeted the eyes,

augmenting the splendor of the glowing mosaics overhead.

The iconostasis, a screen wall ofwood or stone separating the
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naos from the sanctuary on the east, was the main place for

the display of icons. The iconostasis usually consisted of

three tiers. At eye level, the first of these was the carrier of

larger, hieratic icons of proskynesis. With oil lamps and

candles burning before him, the worshipper approached,

knelt, and embraced the icon while offering prayers. Gener-

ally the focus of the proskynesis icons was on a group of

three, featuring Christ between the Virgin and SaintJohn the

Baptist, a triptych known as the Deesis. The two side figures

served as intercessors for the faithful when Christ appears at

his Second Coming to judge mankind.

The second row of icons featured an assortment of smaller

portraits of standing saints, and above them appeared scenic

icons with representations of the twelve feasts of the church

year commemorating the major events in the life of Christ.

There were many variations, and the icons were of various

media. If the iconostasis had a door, the Annunciation (the

introduction to the mysteries of the Incarnation) would be

painted on it, and frequently a large Crucifixion was dis-

played above.

Icons of the Virgin figured prominently on the iconostasis,

as indeed they did almost anywhere that devotions were

held. These appear in various media ranging from paintings

on wood to costly cloisonne enamels and miniature mosaics.

A splendid example of such icons is the so-called Mellon

Madonna in Washington (colorplate 25). Much contro-

versy remains concerning the provenance of the painting,

but it is generally agreed that the icon or its prototype reflects

a Constantinopolitan work of the late thirteenth century,

about 1290.

The enthroned Virgin is the familiar Hodegetria type, so

named after an original in the Church of the Hodegoi, the

"pointers of the way," in Constantinople that was believed to

have been painted by Saint Luke.^^ The Hodegetria Virgin

can appear enthroned, standing, or in half-length, but she

always holds the Child to the side on her left arm while

"indicating" or "pointing the way to Salvation" (the Child)

with her right hand. The Child is characterized as a minia-

ture philosopher, holding a scroll in his left hand and raising

his right in benediction or proclamation.

The Virgin in Washington is seated on an unusual throne,

reminiscent of the Colosseum. It encompasses her glowing

body and forms a definite spatial niche. Small Archangels

appear in medallions in the upper corners (cf. fig. 152)

against the gold background. The execution of the flesh

parts, the heads and hands, is extremely delicate and soft,

conveying a lyrical, sweet-sad expression in the Virgin's face.

Her facial features have by now been clearly established: the

narrow, tapering eyes, the long arcing nose, the small

pinched mouth, and the heavy shading along the contours of

the cheek and eye sockets. It is this type that passed into

Sienese painting of the late thirteenth century (see p. 451).

What is surprising about the painting is the lavish use of

color. Gold dominates. It glows from the background

through the tiered throne and explodes in a shower of lines

that shine through Mary's mantle, proclaiming the purer

light of her being. The colors of her mantle are bright blues,

reds, and gold (yellow), the primary colors, while the Child

is garbed in bright green and orange, the secondary colors.

Thus pure color suggests pure form, but there are other

mystical associations at work in the style here. The upper

half of the panel is dominated by circular forms: the throne

that encloses the Virgin, the perfect circles of Mary's head

and halo, those of the Child, and the circular medallions

with the angels. This repetition of perfect circular forms

evokes a gentle hypnotic response in the more sensitive

worshipper and leads him slowly into a trancelike

meditation.

It is clear that Byzantine artists spared no expense in

creating these religious images. The materials are costly in

the painted icons, and mosaic as a medium for mural decora-

tion far surpasses any other in richness and labor involved.

Among the sumptuary arts, that of cloisonne enamel leads

the way in preciousness (figs. 178, 179; colorplate 26). The

matrix of the enamel is powdered glass or gems heated to a

molten state and then poured into a cavity, where it fuses to

the gold or silver surface. In the cloisonne technique (from

the French "partition"), the cavities or cells are carefully

welded and partitioned with tiny strips of metal that form

the golden lines of the finished design. The molten enamel is

then poured into the appropriate cellular divisions and al-

lowed to set. Later, the finished enamel is polished. The

result is something between a stained-glass design and a

mosaic, but on a miniature scale. Enameled objects were

usually enriched with frames or borders of encrusted jewels

or cameos, but mounted alone they could beautify a chalice,

a tiara, or vestments.

The Pala d'Oro in San Marco, Venice, is one of the richest

ensembles of Byzantine enamel work that survives, and

while the present makeup of the "golden altarpiece" dates

from the fourteenth century, the general composition reflects

a type of Byzantine iconostasis in its assembly of miniature

icons of cloisonne enamels in a luxurious golden frame.

The original Pala for San Marco was ordered from Con-

stantinople by Doge Pietro I Orseolo (976-78) and appar-

ently consisted of golden plaques nailed on wood. About

1105 a new Pala was ordered or received from Constantin-

ople by Doge Ordelaffo Falier (1 102-18) which was to serve

as an antependium (a screen) for the High Altar. Whether or

not this was an imperial gift on the part of the Byzantine

emperor Alexius I and the empress Irene is a controversial

issue, but portraits of the two (along with one of Doge Falier)

appear among the enamels.

The second Pala was altered in 1209, when booty from the

Fourth Crusade brought the rich sumptuary arts of Con-

stantinople to Venice. An even more impressive shrine was



above: 178. Pala d'Oro. Gold, gems, silver gilt, and enamels,

approx. 7' x 11 '9". c. 1105, 1209, reassembled in the 14th

century. San Marco, Venice. See also colorplate 26

left: 179. Crucifixion. Silver gilt and enameled plaque on the Pala

d'Oro. 12th century

then designed. To the central plaque, which featured a Pan-

tocrator, were added a tier of enamel feast icons taken from

an iconostasis in Constantinople (Hagia Sophia or the

Church of the Pantocrator). Other enamels of Venetian

workmanship were also added, including the four Evange-

lists, the life of Saint Mark, and the life of the Virgin, which

are of inferior quality. The whole was reconstituted again

under Doge Andrea Dandolo in 1342-45, when Byzantine

enamels of various dates, tenth through the twelfth century,

were added to the gold, pearl, and gemmed setting. In spite

of its makeshift history, the Pala d'Oro remains one of the

most impressive deposits of this fine Byzantine art, and it

had influence on later Italian painted polyptychs.



X

BYZANTINE ART IN ITALY

FROM the last years of the sixth century through the

end of the eighth, the pohtical power and prestige

of the West Roman Empire suffered a calamitous

decline as a result of the Lombard invasions. Even

the Byzantine exarchate in Ravenna was threat-

ened and ultimately fell to the Lombards in 75L The heroic

Church Father Gregory the Great (590-604) was, however,

able to maintain the authority of the papacy in western

Europe, and this he did largely through the promotion of the

Benedictine Order, the monastic organization founded by

Benedict of Nursia (d. 543) at Monte Cassino (seep. 313 ff.).

Little art was produced in Rome during these years, and

even in Byzantium the Muslim invasions in the provinces

and the threat of iconoclasm in Constantinople itself drove

Greek artists and monks into exile, many of whom settled in

Italy. Between 606 and 741 no fewer than thirteen popes

were Greek or Syrian, and the small number of notable

works of art produced in Rome were variations on Byzantine

themes executed in a provincial Byzantine style mixed with

the local Roman idiom.

The iconic figure of Saint Agnes in the apse of her church

on the Via Nomentana (fig. 66), dating about 630, is an

example of Roman mosaic work that reminds one of the

votive pictures in Hagios Demetrios in Thessaloniki (fig.

180. Virgin orans amid Apostles and Saints. Detail of apse mosaic in the Oratory of San Venanzio, Lateran Baptistry, Rome. 640-42
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132; colorplate 14). The same severe style characterizes the

apse mosaic in the Oratory of San Venanzio in the Lateran

Baptistry (fig. 180), about 640-42; a mosaic portrait of Saint

Sebastian in San Pietro in Vincoh, about 680; and in the mid-

seventh-century frescoes painted in the Church of Santa

Maria Antiqua in the Roman Forum (fig. 181), where Greek

inscriptions testify to the presence of Byzantine artisans or

advisors. 5^ This latter church must have been a veritable

museum of Byzantine art before its devastation by an earth-

quake in 847. Although difficult to study in its present

condition, the church has numerous picture cycles and por-

traits that can still be discerned. These images display a

confusion of styles ranging from the more sophisticated

Byzantine figures to stockier types painted boldly with la-

bored modeling techniques, such as that of the angel of the

Annunciation (fig. 182).

In 1944 a remarkable find in North Italy in the small

Church of Santa Maria di Castelseprio, twelve miles north of

Milan, presented surprising problems for historians of Early

Medieval art. The structure itself is crudely built in the

fashion of other seventh-century churches in Lombardy, but

the apse and choir are decorated with a double frieze of

frescoes of astonishing beauty and freshness (fig. 183).

Hardly larger than miniatures, the paintings illustrate the

Infancy of Christ according to Apocryphal sources (see p.

94). Executed with a startling spontaneity, the wispy figures

move agilely in sketchy landscapes and architectural set-

tings. Dynamic highlighting is achieved with quick, sure

strokes, and the delicate hues, although considerably faded,

still retain something of the fleeting blond tonalities of their

original state. Compared to the ponderous provincialism of

other works in Italy of the period, these frescoes seem to

transport us back to the paintings of ancient Rome or

Pompeii.

How does one account for the appearance of such accom-

plished art in this remote village, and what is the style

anyway? The frescoes have been variously dated from the

sixth century through the tenth (a graffito of 938-45 gives

us a terminus ante quern), and because of the Greek inscrip-

tions, they have been considered to be creations of an itiner-

181. Saint Anne. Fresco in Santa Maria Antiqua, Rome. Mid-7th

century

182. Angel of the Annunciation. Fresco in Santa Maria Antiqua,

Rome. c. 700
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ant Byzantine artist. It has also been argued that they are

works of a Western painter following Byzantine models and,

as such, represent the initial impulse for the development of

the Carolingian "Renaissance" style found in such manu-

scripts as the Utrecht Psalter (see pp. 217-19) and therefore

should be dated in the eighth century. Along totally different

lines, the Castelseprio frescoes have been described as re-

lated to manuscripts of the so-called Macedonian Renais-

sance, discussed earlier, and should be dated in the ninth or

tenth century. The problem has not been resolved, but most

authorities today date the paintings about 700 and consider

them Byzantine.

VENICE

Aside from the sixth and seventh century mosaics in Ra-

venna, important remains of Byzantine art can be found in

other North Italian centers, and foremost among these is

Venice. The famed lagoon city had grown from a Byzantine

settlement on the island of Rialto in the seventh century into

one of the most powerful city-states in the Mediterranean by

the ninth. In order to claim its preeminence as an ecclesiasti-

cal center as well as a commercial port, Venice needed an

imperial church of distinction, an apostles' shrine, as hal-

lowed as those of Rome, Milan, or Constantinople. Rome, of

course, not only had abundant relics but also the bodies of

Peter and Paul, and it will be remembered that Ambrose had

acquired relics of the apostles to enshrine in his copy of

Constantines Apostoleion in Milan (see p. 70). Venice could

claim no apostle, but the evangelist Mark, patriarch of Upper

Adria and founder of the apostolic Sees of Grado and Aqui-

leia nearby, had supposedly preached there. As the protec-

tors of Grado, the Venetians took it upon themselves to

"rescue" the remains of Saint Mark from his martyrium in

Alexandria, then under Muslim control, and this they did in

829.

A noble shrine was needed for their newly acquired patron

saint, and they erected the first church of San Marco with a

cruciform ground plan, very likely meant to copy the il-

lustrious sanctuary dedicated to the founders of the faith,

Justinian's renovated Apostoleion in Constantinople.'^" The

first church burned in 976 and was quickly rebuilt. This

second San Marco was, in turn, pulled down in the eleventh

century, and upon its foundations the present church was

raised (figs. 184-88). Again the five-domed Apostoleion (it

had been renovated in the tenth century) served as the

model, and the construction was speedy. Begun in 1063, it

was consecrated in 1073, and by the turn of the century the

interior walls were lined with marble.

An ambitious program of decoration in mosaic was

planned under Doge Domenico Contarini about 1100, but
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the work dragged on for two centuries. Today the mosaics of

San Marco present the student with a baffling ensemble of

pictures as far as chronology and iconography are concerned,

but they remain the most impressive Byzantine decorations

in western Europe. The earliest mosaics are the portraits of

the four saints on the wall of the apse— Saints Peter, Mark,

Nicolas, and Hermagoras (the first patriarch of Aquileia) —
and the figures of the frontal apostles in the main entrance on

the west. Their style displays a mediocre translation by

Venetian workers of Middle Byzantine art.

The decorations of the five main domes and the vaults of

the galleries in the arms of the cross were added during the

course of the later twelfth century in accordance with a plan

loosely related to the cosmic schemes found in Middle





Byzantine churches. The mentaUty of the Western artist,

however, is everywhere apparent. The dome with the Pan-

tocrator is in the east, near the apse and altar, and includes

the figures of the orans Virgin and prophets between the

windows of the base of the dome. The central dome features

an impressive Ascension (a theme closely related to that of

the Pantocrator)^^ that follows Byzantine iconography except

for the addition of personifications of the Virtues placed

between the windows, which is a Western touch (fig. 188).

The western dome was decorated with another Byzantine

feast picture, Pentecost, but the domes over the north and

south arms of the cross depart surprisingly from the Byzan-

tine norm. That on the north has the frontal figure of Saint

John the Evangelist between diminutive narratives of his life

spotted on the curvature of the dome with no figurative

representation in the oculus. The southern dome is even

more disappointing, with simply four Venetian saints posed

frontally on the axes of the dome. Much restoration obscures

the original appearance of many of these mosaics.

An extensive cycle of scenes from the life of Christ covers

the arches and vaults of the galleries in the arms of the cross.

These, for the most part, are weaker echoes of Comnenian

mosaics. Certain manneristic devices are displayed in the

draperies (for example, the coils and swirls about the pivotal

points of the body) and in clumsy groupings of the figures in

the more complex compositions.

Early in the thirteenth century a L/-shaped narthex was

added to the church (cf. that of the Nea in Constantinople).

In the western and northern passages of the narthex are six

domed bays lavishly decorated in mosaics with scenes from

Genesis. The first of these, near the main entrance, has

stories of the first days of creation and is of special interest to

us (fig. 187). The narratives are arranged in three concentric

circles of boxed compositions, starting in the center, that are

closely related to the fifth-century illustrated Bible, the Cot-

ton Genesis, discussed in chapter V (p. 83 ff.).*'^

A youthful Christ appears as the Creator in each of the

uppermost compositions, and many of the colorful details,

such as the angels representing the days of creation, are

nearly identical to those in the miniatures of the Cotton

Genesis recension (cf. figs. 96, 97). It seems clear that the

builders and decorators of San Marco were determined to

place their church into a grand tradition that reached back to

Early Christian times. Even the capitals in the nave copy

those of the sixth-century Apostoleion, and a number of

relief sculptures embedded in the exterior walls are either

Early Byzantine works or copies of them.

The exterior of San Marco is an exotic combination of

Byzantine, Islamic, and Gothic features added gradually

over centuries (fig. 184). The columns lining the five portals

are spoils brought back from Constantinople in 1204, during

the Fourth Crusade, and Venetian artisans, copying Byzan-

tine and North Italian Romanesque sculptures (see p. 330

189. Virgin and Child. Apse mosaic in the Cathedral of Torcello,

Venice. Late 12th century

ff.), carved large relief plaques that are set into the walls of

the west and north facades. The lanterns crowning the outer

shells of the domes display the ribbed, bulbous contours of

Islamic types. French Gothic gables and tabernacles were

added above the portals in the fifteenth century, and seven-

teenth-century mosaics replace early decorations on the up-

per walls of the facade. Finally, one finds the famous bronze

horses of the Hellenistic age prancing over the central door-

way (copies of these are placed there today), another re-

minder of the rich booty taken from Constantinople.

The huge basilical Cathedral of Torcello, an island in the

Venetian lagoon, was built in the eleventh century and deco-

rated with frescoes which were later covered by mosaics in

the twelfth. In the center of the apse, an elegant Hodegetria

Virgin holding her Child stands in haunting isolation as if

floating in a sea of gold (fig. 189).^^ The mosaic is one of the

most stunning in all Byzantine art. Secondary figures such as

angels and saints are omitted so that the tall form of the

Virgin commands our attention, with flickering golden lines

filtering through her rich blue mantle. Viewed from a high

vantage point, as the camera gives us in the reproduction.
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Mary seems ten feet tall, but this distortion is simply an

aspect of the subtle refinements found in Middle Byzantine

mural decoration.

The image is conceived as an object in our space, before

the golden background of the concave apse, and seen from

below she appears in normal proportions. Similar adjust-

ments are found in the inverse perspective of the base upon

which she stands. Below her appear the twelve apostles in

frontal positions, but they are not so tall since, once again, a

staggering of scale is employed to accommodate the actual

distance between the beholder and the image. The higher the

image is placed, the larger and more sacred it is.

A curious concession to Western and, more specifically,

Romanesque programming appears in the huge mosaic of

the LastJudgment that fills the inner facade wall at Torcello

(fig. 190). This theme was favored in the Latin west as the

major subject for the entrance to a basilica (see p. 287 ff.),

but it was not part of Byzantine church decoration until very

late. The iconography, however, is Byzantine and is found in

miniature paintings of the Middle Byzantine period. Judg-

ment takes place with Christ seated amid the apostles in the

upper zone. From his throne flows a sea of fire that forms a

lake subdivided into rectangular and squarish sections that

mark out the divisions of Hell. Trumpeting angels announce

the resurrection of the dead, and in the bowels of Hell,

Lucifer is portrayed as a blue-skinned demon holding the

Antichrist on a dragon throne engulfed in a fiery lake. Heads

of the damned— they include various ranks of people from

both the Christian and Islamic world— are bounced about

like balls by little blue demons, while two elegant angels

with spears attack an emperor and a monk. Above the tiered

ensemble appears the Crucifixion of Christ and the Ana-

stasis. The curious iconography is based on some compila-

tion of various commentaries on the Second Coming of

190. Last Judgment.

Mosaic on the inner west

wall (entrance) in the

Cathedral of Torcello

(restored). Late 12th century
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Christ as yet unidentified. The Latin counterpart, as seen at

Autun (fig. 358), is a far more gruesome Last Judgment.

SICILY

The history of Sicily, the largest island in the Mediterranean,

is one of an exotic mixture and conflict of Mediterranean

cultures. Greek, then Roman in the Hellenistic period, Sicily

became a battleground between Byzantine and barbarian

armies during the Early Christian period, the former domi-

nating until the gradual occupation of the island by Muslim

invaders from the mid-seventh through the mid-eleventh

centuries. In 1060 Roger of Normandy, brother of Robert

Guiscard, led his troops from Calabria across the straits of

Messina into Sicily, and by 1091 the island was occupied by

Normans. The conqueror's nephew, Roger II d'Hauteville,

was crowned king of Sicily, Apulia, and Calabria in 1130

and, from his capital at Palermo, proclaimed the Norman

191. Christ Crowning King Roger U of Sicily.

Dedicatory mosaic in the Martorana, Palermo, c. 1148

empire of the "Two Sicilys" the equal of that of the Western

emperor, Lothair, and the Byzantine basileus, Manuel.

There is no question as to which of the two Roman
empires Roger most wanted to emulate in building his do-

main. His portraits on coins and seals are clearly based on

those of the Byzantine emperors; he petitioned Manuel for a

Byzantine princess to be his wife; and he fashioned the

culture of his court on the model of the Byzantine state. His

ambitions were so bold that after the Second Crusade in

1147, Roger planned an invasion of the city on the

Bosphorus and the ousting of the Comnenian basileus.

While the political dreams of Roger were not realized, the

enrichment of his kingdom in Sicily along Byzantine lines is

quite another story.

The dedicatory mosaic in a domed church, the Martorana,

built by Roger II for one of the Greek communities in

Palermo, served as a political manifesto for the Normans

(fig. 191). Roger II, garbed in Byzantine court costume,

stands tall and slighdy bends his head to receive the crown

(the Byzantine stemma) from Christ directly. Furthermore,

his claim to be the one chosen by Christ to govern the

Roman world is underscored by his actual identification with

Christ. Roger's facial features are nearly identical to those of

the Savior; his long hair, thin face, mustache and mouth

make him the earthly counterpart of Christ. The bold proc-

lamation. Rex Messiah est, the "King is the Messiah," that can

be read in an anonymous Norman political tract of 1100, is

thus echoed in the mosaic portrait.

The syncretic character of Roger's world is displayed in the

magnificent palace chapel, the Cappella Palatina, that he

erected between the palace residence and the administrative

offices in Palermo between 1132 and 1140 (figs. 192-96;

colorplates 27, 28). The structure is a curious combination

of a Latin basilica and a Greek cross-in-square naos with a

dome. The mosaic decoration on the walls and dome is

Comnenian in style, executed in part by artisans called in

from Constantinople, but the iconographic program is a

combination of the Byzantine image of the cosmos (in the

sanctuary and transepts) and a Latin pictorial chronicle of

the history oiecdesia from the Old Testament to the New (in

the nave). The wooden ceiling of the nave, finally, is an

exotic work of hanging honeycombs of interlocking cells

created by Islamic craftsmen brought in from Fatimid Egypt.

The Greek-cross sanctuary built into the transept is

domed and carries a lavish mosaic scheme based on the

programs of Middle Byzantine churches such as Daphni. In

the summit of the dome is the bust of the Pantocrator (fig.

193). Angels and Archangels stand in a circle directly below.

In the curious stepped squinches are the four Evangelists,

and on the walls between them are prophets. The scenes of

the life of Christ are then placed on the walls of the transepts

and on the arches and vaults that connect them to the apses

and piers of the central bay. Medallion portraits of warrior



192. Cappella Palatina, Palermo. Interior toward altar. Mid- 12th century
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193. Cappella Palatina. View into the dome

with the Pantocrator. 1143

saints line the soffits of the arches, while the lower register of

the end walls of the transepts, north and south, display full-

length portraits of the Church Fathers and other saints,

much as in a Byzantine naos. The mosaic in the dome is

dated by an inscription to 1 143, and the other pictures in the

sanctuary were added shortly thereafter (the extensive res-

torations in the Cappella Palatina make it difficult to deter-

mine the chronology precisely). The basilical nave and aisles

were decorated with mosaics by local artisans, trained by

Greeks, during the reign of Roger's son, William I (1154-

66).

In the Nativity (colorplate 27) one can recognize the

essential features of Middle Byzantine style easily (cf. fig.

176). One departure from the austere presentation at Daphni

is the more discursive nature of the narrative. The designer

has crammed in extra details, including the diminutive fig-

ures of the Magi traveling in the upper left and, a second

time, adoring the Child in the middle right. Hieratic scale is

exaggerated, too, and the conventions employed for drapery

are mechanically rendered and disconnected. Unlike the

Daphni mosaics that are carefully composed in pockets or

cells of well-defined architectural spaces, those of the Cap-

pella Palatina flow across the corners of the wall divisions

and, as in the Nativity, invade the zone of the mosaics on the

adjacent walls. More significant, however, is the lack of

concern for space. The figures are treated as flat silhouettes

that float against the stylized landscape with heavy, scal-

loped contours. The magic realism of the staged festivals at

Daphni is thus lost in the patterns of figure groups in the

Sicilian mosaic.

The figure of Saint John Chrysostom on the lower wall of

the north transept, on the other hand, is a splendid example

of Comnenian style (fig. 194). The abstract patterns of the

drapery are carefully integrated into the quiet movement of

this gaunt figure. The delicate lines of the tesserae are shaped

to echo the slight protrusion of the knee or the bend of the

elbow, and thin red outlines describe the elegant fingers. The

high, domed head of the saint, the sunken cheeks, and the

194. Saint John Chrysostom. Mosaic on

the lower wall of the north transept in the

Cappella Palatina. Mid-12th century
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195. Abraham's Hospitality. Mosaics in the spandrels of the nave 196. Cappella Palatina. View into south transept

arcade of the Cappella Palatina. Second half of the 12th century

pursed mouth are indicated by minuscule lines in white

tesserae forming abstract patterns of circles, arcs, and ovals

that lend the countenance a pristine, ascetic quality. Com-

pared to the stockier figure of the same saint in the upper

walls of Hagia Sophia (cf. fig. 158) — the inscriptions as

usual in Byzantine art assure us that these are meant to be

specific portraits— that in the Cappella Palatina presents us

with the learned Byzantine scholar of the fourth century as

we might imagine him to look.

The inscriptions in the sanctuary are in Greek, those in

the nave are in Latin, and the subject matter there shifts from

the Byzantine model to one familiar in the Latin west, an Old

Testament cycle related to the Cotton Genesis pictures (fig.

195). There was no place in the Byzantine cosmos for these

histories, but, as we have repeatedly seen. Old and New
Testament stories were juxtaposed in the decoration of the

Latin basilica to serve as didactic examples of the pilgrimage

oiecclesia in time (cf. chapter III). The nave mosaics seem to

be the work of local craftsmen, probably trained and super-

vised by Greek masters, and are inferior in style. Mechanical

repetitions of figure types appear, and the stylized back-

grounds merely echo their positions without actually serv-

ing as space settings. Between the windows of the clerestory

and the spandrels of the nave arcade, the lengthy cycle reads

from left to right in two registers with episodes illustrating

the first days of creation, starting in the upper eastern corner

of the nave, through the history of Jacob on the opposite

wall.

The program of the mosaics in the Cappella Palatina is

more than a mechanical juxtaposition of Byzantine and Latin

iconographies, however. A distinctive Norman character ap-

pears in the arrangement of the scenes in the sanctuary. In

fact, the "feast" cycle is curiously out of balance, with the

three tiers of mosaics on the south wall of the transept
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197. PantocnHoi . Mosaic in the apse of the Cathedral ol Ceialii. c. 1148

clearly predominating. The original "royal box," or balcony

for the king, was located on the north transept wall (later

moved to the west end of the nave), directly opposite the

mosaics on the south wall,*^^ This axial deviation, north and

south, explains the unusual emphasis on the themes dis-

played to the emperor during the services, for they allude to

imperial adventus and reception ceremonies wherein the

christomimesis (identification with Christ) of Roger II, much

as in his portrait in the Martorana, is emphatically pro-

claimed.



Byzantine Art in Italy * 169

In the top register, opposite the throne, the Flight into

Egypt, a rare scene in the feast cycle, appears as the adventus

of the young Christ before the city gates of Egypt, person-

ified by a standing female (see fig. 196). The largest mosaic,

the Entry intoJerusalem in the lowest tier, is the example par

excellence of the triumphal adventus of Christ before the

two-towered gate of Jerusalem (colorplate 28). Thus two

adventus ceremonies, in Christ's infancy and in his triumph

at the beginning of the Passion sequence, confront the king

and allude to his royal reception in foreign lands. What

better reminder of Roger's role as a triumphant basileus

could be placed before his eyes? The divine authority of the

Normans, not religious mystery, is thus the ideology pro-

claimed in the Cappella Palatina.

A purer form of Comnenian style appears in the apse

mosaic in the Cathedral of Cefalia (fig. 197), which Roger II

founded in 1 131 as a royal burial church (his body was later

moved to Palermo Cathedral).^'' The Cathedral of Cefalii is

basically an Italian Romanesque basilica with a wooden roof,

transepts, and a partly vaulted presbytery. In the main apse

appears the majestic Christ Pantocrator with the Virgin

orans and Archangels below and the twelve apostles lined

frontally in the lowest zone. Since there is no dome in Cefalu,

the decoration, completed by 1148, is an abridgment of the

mosaic schemes for the naos in Middle Byzantine churches.

The Greek artists who executed the mosaics graduated

the height of the figures to compensate for their distance

from the beholder. The Virgin and Archangels thus are taller

than the apostles below them, and in the conch of the apse

the bust of Christ looms out as some super icon, completely

dominating the sanctuary, with his right arm sweeping out-

ward as if to embrace the worshipper. The open book in his

left announces, in Greek and Latin, "I am the Light of the

world," and the delicately curved lines of the tesserae in his

198. Cathedral and Monastery of the Virgin. Monreale. View of the nave toward the east. 1174-83

If ir// I
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199. Pantocrator. Apse mosaic in the Cathedral of Monreale. c. 1183
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200. Christ in the Garden of Gethscmanc. Mosaic in the transept of the Cathedral ot Monreale. c. 1183

face, especially those in his eye sockets and cheekbones,

describe the drawn features of a truly ascetic leader. Less

corporeal and imposing than the world ruler who stares

down angrily from the dome at Daphni, the Christ of CefalCi

is more compassionate, and his gaze is more comforting.

In the "royal park" of Roger II, high on a hill overlooking

Palermo, his grandson, William II (1166-89), founded the

Cathedral and Monastery of the Virgin, known as Monreale,

in 1174 (figs. 198-201).^*^ Built directly over the site of

Hagia Kyriaka, the cathedral center for the Greek com-

munity during the Muslim occupation, the new cathedral

was sanctioned to rule over the See of Palermo and the clergy

of Palermo Cathedral in the city below. The latter much

opposed the authority of the Norman rulers. Monreale was

granted complete independence by a papal bull of 1 176, and

its abbot, a Cluniac monk, was appointed archbishop of

Palermo, answerable only to the king and the pope.

The huge basilica was built and decorated rapidly, enab-

ling William II to exert the authority of his new church as a

fait accompli before his death. In keeping with Norman

traditions, an imposing two-towered facade also signaled his

authority (see p. 291), and a splendid cloister with sculp-

tured capitals, some of which were executed by French

artisans, adjoined the church (fig. 201). Much of the present

structure was completed by 1183, and in the following de-

cade an intense campaign for decorating the church was

carried out. New teams of Greek mosaicists were brought in,

and it is surprising how they adapted their techniques of

decoration to the immense basilica, with no naos or dome,

and how they accommodated the standard Byzantine pro-

gram to Western interests.

Following the example of Cefalii, the central figure in the

sanctuary is the Pantocrator in the conch of the apse above

the Virgin between Archangels and, in a lower register, the

apostles (fig. 199). In keeping with Benedictine traditions,

the conchs of the two side apses received mosaic icons of

Saints Peter and Paul with legends of their lives below on the

walls. The square marking the crossing, lifted high with a

lantern, and the side walls of the transept arms were deco-

rated with a vast cycle of Christological scenes with no

particular emphasis given to the major feast events as in a

Byzantine church. History, not liturgy, dictated the subject

matter, and extensive narratives completely dominate the

scheme. Episodes from the ministry of Christ line the walls

of the aisles of the nave, and in two registers, much as in the

Cappella Palatina, those of the Old Testament unfold above
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the nave arcade from the days of Creation to the story of

Jacob ..Originally in the narthex there were more pictures of

the infancy and life of Mary.

In spite of the vast wall spaces covered, the mosaics of

Monreale display a homogeneous style. They constitute, in

fact, the largest expanse of Comnenian mosaic work to

survive, and dating some decades later than those of the

Cappella Palatina, they are significant examples of the de-

velopments in later Byzantine art. Aside from the general

disposition of the decoration with regard to the architec-

ture—they are like huge tapestries covering and concealing

the divisions of the church structure, which is wholly un-

Byzantine— the style of the individual compositions clearly

anticipates a later phase of Byzantine art called the "dynamic

style ."^^ The emphasis on line over volume is accentuated by

complex turnings of the drapery, often resulting in swirls

and eddies about the hips, knees, and other pivotal parts of

the body and in arbitrary zigzag linear contours in the

garments that flutter free from the body. All features of the

anatomy are clearly defined by lines, not modeling, and

gestures and facial expressions are dramatically emphasized.

Individual figures and, in some cases, entire compositions

thus display a curious agitation and restlessness, characteris-

tic of manneristic traits in later Byzantine art (see fig. 200).

Such developments nicely accommodate the faster pace of

the narratives, the main concern for Western eyes, but much

of the Classical sublimity in the fine balance of abstract line

and painterly, three-dimensional effects that we find in the

mosaics of Daphni is lost. The draped figures become com-

posites of linear conventions with little bulk; the settings are

little more than abstract patterns. It is not surprising that

Romanesque art in France, especially that of the Cluniac

Order, found much inspiration in the Byzantine style that

filtered through the mosaics of Monreale. It is to the de-

velopments in Christian art north of the Alps that we now
turn.

201. Cathedral of Monreale. View of cloister
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above: 202. Stag. Scythian, from Kostromskaya, Russia. Chased gold, length 12". 7th-6th century b.c.

Hermitage Museum, Leningrad

below: 203. Lion-Griffon Attacking a Horse. Chased gold, length approx. 5". 2nd century b.c.

Hermitage Museum, Leningrad



XI

THE NORTH

A FAVORITE passage in the Venerable Bede's Ec-

clesiastical History of the English People, writ-

ten in the early eighth century, relates a

touching parable employed by one of the

chieftains of Edwin the Saxon, king of North-

umbria, when considering his own conversion from pagan-

ism to Christianity: "This is how the present life of man on

earth. King, appears to me in comparison with that time

which is unknown to us. You are sitting feasting with your

ealdormen and thegns in winter time; the fire is burning on

the hearth in the middle of the hall and all inside is warm,

while outside the wintry storms of rain and snow are raging;

and a sparrow flies swiftly through the hall. . . . For the few

moments it is inside, the storm and wintry tempest cannot

touch it, but after the briefest moment of calm, it flits from

your sight, out of the wintry storm and into it again. So this

life of man appears but for a moment; what follows or indeed

what went before, we know not at all. If this new doctrine

brings us more certain information, it seems right that we

should accept it."^

Geography and climate were the factors that conditioned

the spiritual, social, economic, and cultural expressions of

these Northern peoples. It is not a matter of racial constants,

as some in the past have argued; it is clearly the weather and

habitat that shaped the business, the comradeship, the re-

ligion, and the arts of ethnic groups, who for centuries

roamed westward in scattered tribes from the windswept

plains of Asia into the cold, icy crags and fearsome moun-

tains that separated the north from the south, the west from

the east.

Our knowledge of Nordic religions is limited to a few late

written records, but it seems clear that life in a cold, troubled

world was man's fate from the cradle, that the valor of the

heroic warrior and his obedient family was the only virtue,

and that life after death was a nothingness in which darkness

and the raw forces of nature ultimately triumphed in their

Last Judgment, their Gdtterddmmerung, the twilight of the

gods. The terrifying elemental forces were always at hand, if

not in icy winds, frozen ponds, and bottomless depths, then

in the fierce monsters, both seen and imagined, that haunted

the dark forests and lay in wait for their human prey behind

matted veils of wild copses intertwined with dense under-

growth: "In the darkness dwells a demon whose heart is

filled with hate" is the leitmotif in Beowulf.

Is it surprising, then, that the first arts of these wandering

peoples glorified the battle in nature— animal against ani-

mal, monster against man— cast in a dark turbulence of

frantic motion accented with flashes of eerie colors? Theirs

was a culture of the hunter and the hunted, the victor and the

victim, overwhelmed in a world that was mysterious and

incomprehensible. Furthermore, nomadic tribes cannot

carry about elegant temples or polished marble sculptures;

their only mural decorations were heavy woven rugs and

hangings that could be rolled up and packed away for the

next move.

Because of their nomadic existence, the only arts that

could be highly developed were those of the warrior on the

move: decorations for a helmet, a sword hilt, a clasp to secure

one's cloak, the trappings of a harness. Gold was the richest

medium in the fashioning of the taste of the barbarians, and

these small portable objects of gold were tokens of power and

authority, of excellence and superiority, in the culture of the

wandering tribes.

The earliest distinctively North European arts are closely

related to, and derived from, the portable arts of the nomads

in the central steppes of Asia and, more specifically, those of

the Scythian hunters who came to settle between the Don

and the Danube rivers in south Russia about the Black Sea.

Much controversy has raged over the sources of Scythian art.

The metal-casting techniques seem to be closely related to, if

not inspired by, the Iranian craftsmen with whom they

traded; their skills and forms were perhaps quickened by the

neighboring Ionian Greeks; and their animal motifs have

been linked by some authorities to the bronzeware of the

Chou dynasty in ancient China, especially the Chinese who
occupied the far western reaches of the broad continent.^

Whatever the origins, the fact is that a Scythian objet d'art

distinguishes itself immediately from others when con-

fronted in a grave find. It is not Iranian, or Greek, or Chinese

in expression; it is uniquely Scythian, an obvious artifact of a
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the centuries of stable artistic traditions behind them. Let us

look at a few of these objects carefully.

The leaping Stag (fig. 202), perhaps a breastplate decora-

tion, was found in a funerary tumulus at Kostromskaya in the

Kuban River basin on the north shore of the Black Sea. Over a

foot long, the elegant golden object, dating from the sixth

century b.c, is executed in repousse. In some respects, the

animal reminds us of the massive yet agile bison and deer

that were painted more than ten thousand years earlier in the

caves of Altamira, but the Scythian stag is highly sophisti-

cated and stylized compared to the naive naturalism of the

prehistoric creatures. The sections of the body are smooth

and rounded, and the rhythmic flutterings of the repeated

S-shaped or scroll antlers along the entire length of the back

enhance the forward thrust of the animal. Anatomical details

and textures are omitted, and natural lines are abstracted to

form a powerful, streamlined machine.

Numerous other types of portable art, comprising mostly

horse trappings and jewelry, reflect the more-fearsome as-

pects of the hunt. Sometimes referred to as plaques de

combat, these feature real and imaginary animals locked in

battle to the death amid a racing network of lines. The Lion-

Griffon Attacking a Horse (fig. 203) is typical, with swirling

lines of necks and torsos, sharp arcs of jaws and teeth,

interlocked in a choking maze of lines that are twisted and

contorted to express the brutal ferocity and writhing agony

of the pathetic struggle. The victim is often the tamed horse,

while the killer is usually a composite dragon, epitomizing

the evil forces of raw nature. Energized line is the primary

element of its design, so much so, in fact, that Wilhelm

Worringer found in this dynamic linearism the latent "will to

form" of all later Gothic art.^

But dynamic linearism is not the only element of style in

Northern art. Deeply rooted in the past was the love for

sparkling gems and translucent enamel inlay in such objects.

The cloisonne technique that was employed involved filling a

metallic cavity, usually partitioned with threads of gold,

with molten glass and semiprecious stones which, when

hardened, formed a permanent part of the metal article. In

some Nordic cultures the lines were controlled and con-

tained within strict geometric divisions of circles, triangles.
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rectangles, or repeated angular designs for the inlay. Such

objects made handsome pins and brooches. The Eagle

Fibulae illustrated here (colorplate 29) are a product of the

Gothic tribes in Spain about a.d. 500.

This more static style had a lasting appeal even after the

Christianization of these wanderers. The Crown of Rec-

ceswinth (fig. 204), a king of the Visigoths who had settled in

Spain, dating between 649 and 672, served a commemora-

tive purpose as a votive crown to hang over an altar or a

tomb. The elegant object typifies this refined jewelry. Its

large uncut gems and inlaid letters dangling from golden

threads spelling out the kings name are a forecast of the

familiar animal alphabet in Merovingian art, such as we find

it in the Sacramentarium Gelasianum "page with a cross"

(fig. 205) produced in northern France in the mid-eighth

century.

Another development of Northern ornament is found in

the refined metalwork of the Celtic tribes. Inlays of coral and

enamel together with graceful linear motifs that ultimately

derive from Classical palmettes and Greek key patterns

characterize much Celtic art. The earliest remains (fifth to

fourth century b.c), called La Tene (the "Shallows") after an

excavation site near the eastern end of the Lake of Neuchatel

in Switzerland, display a number of very distinctive motifs.

These motifs later developed into the more familiar Celtic

vocabulary of spirals, trumpets, peltas, or triskelions (three

legs or spirals spun from a central hub) that we find in the

early arts of Ireland, where the Celts had settled by the

fourth century b.c."'' These dynamic designs often turn into

chains of flying commas resembling the flamboyant turnings

characteristic of nineteenth-century Art Nouveau. A hand-

some example is the elegant back surface of a bronze mirror

from Desborough (Northants), a work of the first century

A.D. (fig. 206). Decorative motifs were incised or engraved on

the surface, and enamel inlays or niello (a sulphorous metal-

lic substance) filled the grooves, enhancing the fleeting

movement of the design. Millefiori glass inlays, a kind of

mosaic made of the cross sections of fused multicolored

glass rods, also appear.

Another distinctive element of style in these early North-

ern arts is the ribbon interlace, a pattern derived from Ro-

man ornament frequently found in floor mosaics. The inter-

lace is a complex interweaving and braiding of thick lines

resembling some uncontrolled warp and woof in a fanciful

woven fabric. Yet even here there is an important distinction

to note. Whereas the Mediterranean interlace remains a

geometric abstraction, the ribbons in Northern art are fre-

quently animated or given life by turning them into squirm-

ing serpents or attenuated animals and birds.

A fine example of animated interlace is the great Golden

Buckle of Sutton Hoo (fig. 207), a hollow golden belt buckle

over five inches long that was found among the regalia of an

Anglo-Saxon king, identified as Raedwald (d. 624/25). The

Sutton Hoo treasures were found buried within a warship in

a tumulus near the sea in Suffolk, England. ^ Ship burials are

recorded in Beowulf (where the ship is set afire and adrift in

the sea). It is not certain that the king's corpse was interred

with his prize possessions at Sutton Hoo. Some have argued

opposite left: 204. Crown of Recceswinth. Visigothic Spain.

Gold, sapphires, and pearls, diam. 8V2". 7th century.

Museo Arqueologico, Madrid

opposite right: 205. Page with a Cross. Illustration in the

Sacramentarium Gelasianum. Merovingian. lOV-iXdVe.". Mid-8th

century. Vatican Library, Rome (Cod. Regina, lat. 316, fol. 13v)

left: 206. Bronze Mirror. Celtic (Desborough). Bronze and niello,

length 8V-i". Ist century. British Museum, London

helow: 207. Golden Buckle of Sutton Hoo. Gold, length 5'//'.

7th century. British Museum, London
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that the site was a cenotaph, or commemorative monument.

The hollow buckle is of a type known to have served as a

portable reliquary box, and the fact that it was found among

other trappings for a warriors wardrobe suggests that the

burial was the focus of a grand pagan rite. The surface of the

buckle is covered with a continuous interlacing pattern of

zoomorphic forms that intertwine in a seemingly haphazard

fashion. Three golden bosses, parts of the locking device,

form the hubs about which serpents turn.

Among the finds at Sutton Hoo were a variety of articles,

including a Byzantine silver dish of the fifth century, bowls,

coins, spoons inscribed "Saul" and "Paul" in Greek (Chris-

tian items?), an elegant Anglo-Saxon purse lid with garnet

inlays, and ornaments from a great shield, among them a

splendid gilt bronze winged dragon with a sharply tapering

body (fig. 208). Such strange creatures are much like those

described in early Irish poetry: monsters encountered in

seafaring tales, strange dragons and demons that lurk on

islands as weary voyagers seek out the happy lands (para-

dise) hidden far out in the western ocean. In the Voyage of

Maelduin a wild beast as indescribable as these interlaced

209. Tara Brooch. Gilt, bronze, amber, and enamel, diam. 3^/

c. 700. National Museum of Ireland, Dublin

ribbon creatures suddenly menaces the travelers: "They

came then to another island and a wall of stone around it.

And when they came near, a great beast leaped up and went

racing about the island, and it seemed to Maelduin to be

going quicker than the wind. And it went then to the high

part of the island, and it did the straightening-of-the-body

feat, that is, its head below, its feet above ... it turned in its

skin, the flesh and the bones going around but the skin

outside without moving. And at another time the skin out-

side would turn like a mill, and the flesh and the bones not

stirring."*'

Just such fantastic animals swirl about parts of the magnif-

icent Tara Brooch (fig. 209), a cast-bronze fastener of star-

tling refinement, with fierce reptiles coiled about the cir-

cumference and then wrapped into intricate golden wires

twisted and plaited like exotic metallic embroidery. The

glowing gilt surface with its stunning amber bands is ac-

cented with studs of blue and deep red enamels. The simple

safety pin comes alive on its owner's mantle, biting and

snapping like a savage but beautiful pet tethered there.
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210. Baptistry of Saint John, Poitiers. Exterior from the west. 7th century

The migrations of the wandering tribes followed cir-

cuitous routes across Europe. The Visigoths settled spo-

radically in southern France and then in Spain; the Os-

trogoths, under Theodoric, occupied northern Italy,

followed later by the Lombards. By the fifth century, these

tribes were largely Christian of the Arian faith. More indige-

nous groups, such as the Celts and the Angles and Saxons,

settled in the northern territories of France, Germany, and

Scandinavia and then moved westward to Ireland and Eng-

land in waves. The Franks and the Burgundians in turn rose

to power with the Frankish kings, establishing what today is

known as the Merovingian dynasty of Christian rulers.

Their defeat of the hordes of Muslim invaders at Tours in 732

was a momentous date in history for the Christian world and

a prelude to the rise of the powerful Carolingian empire

established by Charlemagne, himself a Frankish ruler.

Gregory of Tours (573-93), in his History of the Franks,

lavishly praised a number of basilicas in his homeland,

including the imposing Church of Saint Martin at Tours,''

but scant remains of any churches earlier than the seventh

century survive, and little of the Early Christian splendor is

reflected in the one modest structure that is often cited, the

so-called Baptistry of Saint John in Poitiers (fig. 210). Fea-

turing a stunted central plan. Saint John's is built from

reused stones and bricks and decorated with debased Classi-

cal capitals, ponderous cornices, and embedded pilasters

and pediments resembling simulated embroideries in stone.

There is little relationship of ornament to structure. The

walls were further enriched with patterns of terra-cotta

inlays and modillions, making the church a rather coarse

piece of architectural jewelry of dubious ancestry.

As we have seen (Part II, pp. 114-115), the first notable

barbarian occupation of Italy was that of the Ostrogoths in

487 under Theodoric the Great, a king who followed the

Arian faith and built a splendid capital at Ravenna, employ-

ing builders and craftsmen from Rome and perhaps from

Byzantium. The arts of Ostrogothic Ravenna displayed not a

weakening or barbarization of Antique style, it will be re-

called, but a subtle shift toward a more hieratic and iconic

mode of representation. The Lombards, a Teutonic tribe also
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committed to the Arian faith, invaded Italy in 568 and

settled in the valley of the Po River (roughly the area today

known as Lombardy), establishing their capital at Pavia,

south of Milan.

The stone Altar Frontal of Duke Ratchis (fig. 211) was

donated to the Church of Saint John in Cividale, the seat of

his dukedom of Friuli (north of Trieste) between 731 and

744.^ The side panels have crude representations of the

Visitation and the Adoration of the Magi, while the front has a

more monumental relief of the Maiestas Domini, with a

beardless Christ enthroned between seraphim in a mandorla

circumscribed with leaf patterns and carried by four strange,

insectlike angels. The iconography of the Christ in Majesty

conforms to the general type such as that in the Rabbula

Gospels Ascension miniature (colorplate 8), and the simple

compositional devices of hieratic scale, symmetry, and fron-

tality (the bodies of the angels are carved in profile) comply

with the traditional iconic mode of the theme. The provincial

qualities of the carving, on the other hand, are apparent.

This so-called provincialism raises some thorny problems

for the art historian. In response to those who decry this

"barbarization" of the Antique style are the counterargu-

ments of many Medievalists who claim that what we see here

is not so much the death of an ancient art but the exciting

beginnings of a new, abstract art for the Christians (much

the same controversy as provoked by the sculptured friezes

on the Arch of Constantine— see p. 27). One thing seems

clear: the artisans were not schooled in the traditions of the

earlier ateliers if, indeed, they were rigorously trained in any

representational crafts at all.

The miniatures in the so-called Roman Vergil demonstrate

that the lack of trained miniaturists was not limited to

Christian scriptoria but, indeed, was commonplace by the

sixth century. Interestingly, paleographers have dated the

fine rustic script of the Roman Vergil to the third or fourth

century, while art historians have usually placed the minia-

tures in the fifth or sixth. ^ The scene of the Shepherds

Tending Their Flocks (fig. 212) certainly strikes one as a

debased adaptation of a much earlier model (cf. the Vatican

Vergil, fig. 92) with its harsh isolation of stumpy figures

mounted like cutouts on a flat background with bold out-

lines that deprive them of any modeling.

More instructive for our purposes are the miniatures in

the Gospels of Saint Augustine (fig. 213) in Cambridge,

allegedly brought to England by the apostle of the English

himself in the late sixth century. The text has been identi-

fied as sixth-century Italian, and the miniatures are generally

considered to be of the same date. In the portrait of the

evangelist Luke, elements of Classical illusionism are pre-

served beneath the dry stylizations that confront us. The

elaborate frame that forms an alcove for Luke retains aspects

of perspective behind the author— the half-length animal

symbol also has precedents in Early Christian art— but these

features are reduced to pale reflections of the model that

served the sixth-century miniaturist. The scenes that fill the

boxes in the intercolumniations on either side are so sim-

plified and abridged that some would be impossible to iden-

tify were it not for the inscriptions that accompany them.

The earliest illustrated manuscripts produced in the

North in which we find Italian types copied are those of the

Merovingian period. Two basic styles appear. On the one

hand, many Merovingian miniatures appropriated the indig-
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left: 212. Shepherds Tending Their Flocks. Illustration in the Roman

Vergil. S'/ixSy/. 6th century(?). Vatican Library, Rome (Cod. lat.

3867, fol. 44v)

enous Animal style, such as the cross page in the Sacramen-

tarium Gelasianum (fig. 205), discussed above, where only

the oudines of the architectural frame preserve an earlier

Mediterranean prototype. On the other hand, the figurative

scenes were often copied with a wild, imaginative vigor. In

the Gellone Sacramentary, the Animal style appears in many

of the initials, but in the larger representational images it is

apparent that the illuminator attempted to emulate the fig-

ured codices of the Early Christian period. The Crucifixion

(fig. 214), serving as the T for the Te igitur of the Canon, is

unquestionably crude, but its spontaneity and wild expres-

sion forcefully convey the pathos and suffering of Christ. A
striking compromise of these various styles appears in the

early arts of the British Isles.

213. Saint Luke. Illustration in the Gospels of Saint Augustine.

QVaXYVs". 6th century. Corpus Christi College Library, Cambridge,

England (Corpus MS 286, fol. 129v)

214. Crucifixion. Illustration in the Gellone Sacramentary.

10'/4X6'/2". 8th century. Bibliotheque Nationale, Paris

(MS lat. 12048, fol. 143v)
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IRELAND AND ENGLAND - HIBERNO-SAXON ART

cure from the colonizing Romans and the later Saxon in- retreats perched on craggy precipices overlooking the windy

vaders who settled in Britain during the course of the fifth ocean, the Irish monks dwelt like human amphibians or

and sixth centuries. The Celts had brought with them their crustaceans between land and sea, so that, as one early poet

sophisticated decorative arts. With the Christianization of reflects, "I may see its heavy waves over the glittering ocean

Ireland by Saint Patrick in 432, the arts began to emerge from as they chant a melody to their Father on their eternal

the dense fog that veiled Irish prehistory. course.''^-^

HE ORIGINS of Irish art are as mysterious as the

history of the Emerald Isle itself. The remote-

ness of the island with its windswept crags and

damp fens made its prehistoric inhabitants and

the early Celts who settled there relatively se-

For nearly two centuries the Irish church was a lonely

outpost growing sporadically from the scattered seeds of

early missionaries who found the eremitic life of Saint An-

thony proper for their calling and mode of living. With a

silent fervor for solitude and asceticism in their remote

215. Skellig Michael. Monastery remains, Ireland. 6th-9th century
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Slowly the Irish monks emerged from their solitude and

built small monastic communities, humble wooden and

roughhewn stone structures at first, little more than beehive

dwellings of modest proportions, such as the stone cells

perched on the cliff overlooking the sea at Skellig Michael

(fig. 215). According to tradition, the See of Armagh was

established in the center of the island about 550 as the

successor to the authority of Saint Patrick, but nothing

remains of the buildings there. Later the saintly Columba

founded communities at Derry, Durrow, Swords, and on the

island of lona to the north; and in 635 the coastal island of

Lindisfarne in Northumbria was settled by Saint Aidan.

Already by the end of the sixth century. Saint Columbanus,

"desirous to live as a stranger and pilgrim for the Lord s

sake," spread the Irish missions to the continent, to the lands

of the heathen Burgundians and Franks and into the wilder-

ness of North Italy (Luxeuil, Saint Gall, Bobbio).

The Saxons in England were semi-Christianized by the

sixth century, and the missionaries sent to England by the

Roman church— Augustine in 597— found the Irish rites

mysterious and barbaric, with even the hallowed date of

Easter misconstrued in their calendar. Over the next century

the Irish gradually came to accept Roman practices— lona

submitted only in 716— as further contacts with Rome

brought service books and works of art to the islands. Bede

tells us that the Northumbrian Benedict Biscop, founder of

Saint Peter's at Wearmouth and Saint Paul's at Jarrow, had

been to Rome and returned with every kind of manuscript,

including one of the earliest authorized versions of Saint

Jerome's Vulgate Bible.

Biscop's new texts made it possible to introduce proper

ordering in chanting, singing, and other parts of the service

as well as the manner of administering the church affairs

according to Roman practice. He also brought paintings

"which he might encompass about the whole church . . .

shewing the agreement of the Old and New Testaments, most

cunningly ordered: for example, a picture of Isaac carrying

the wood on which he was to be slain, was joined to one of

the Lord carrying the cross on which He likewise was to

suffer"— a dittochaeon (parallelism) of sorts. Moreover,

from Gaul Biscop brought back "masons to build him a

church of stone after the Roman fashion which he always

loved."

For the most part, the lingering archaisms of the Irish

church were finally suppressed at the Synod of Whitby in

663, and it is about this time, too, that Latin forms begin to

emerge in Irish arts and architecture. Large stone churches

were raised, freestanding crosses of stone with carved sym-

bols and human figures begin to appear, and the indigenous

Celtic spiral and trumpet motifs were framed, intermeshed,

and interwoven with Mediterranean interlace into beautiful

patterns in their book illuminations.

How marvelous and uncanny these first contributions of

216. Carpet Page. Illustration in the Book of Durrow. Q'/sxe'/a".

c. 660-80. Trinity College Library, Dublin

(MS 57-A.4.5, fol. 192v)

the Irish appear! Upon seeing for the first time an illustrated

manuscript in Ireland, a twelfth-century Welsh historian,

Giraldus Cambrensis, enthusiastically noted: "Look more

keenly at it and you will penetrate to the very shrine of art.

You will make out intricacies, so delicate and subtle, so exact

and compact, so full of knots and links, with colours so fresh

and vivid, that you might say that all this was the work of an

angel, and not of a man."^"^ The uncommon beauty and

spontaneous effervescence of color in Irish illuminated

pages, "veiled in ornaments as if in clouds of incense," to

quote one scholar, distinguish them as ultimate achieve-

ments of what might be viewed as a totally anti-Classical

style in art history.

One of the earliest Irish Gospel books with illuminations

is the Book of Durrow (Codex Durmachensis), today in the

Library of Trinity College in Dublin. Presumably produced
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in the ancient scriptorium of the monastery at Durrow in

Ireland sometime around 660-80 (Lindisfarne and lona have

also been suggested), the text, according to a later colophon,

was written by none other than the hallowed Saint Columba

(d. 597): "I implore your benedictine, holy priest Patrick,

that whosoever holds this little book in his hands remem-

bers Columba the scribe who has written this Gospel book

in the space of twelve days by the grace of God."^^

The colophon is probably a pious forgery since what we

find in these earliest illuminations seems to be a fully devel-

oped style. Executed in four colors— yellow, red, and green

within brown-black outlines— on parchment of suedelike

texture that is especially receptive to ink and color, the

illuminations in the Book of Durrow consist of allover "car-

pet" designs, symbols of the Evangelists, and large initials for

the beginnings of the Gospels. Some carpet pages have

swirling spirals and trumpets of the Celtic type, one has a

magnificent cross that seems to be based on oriental Chris-

217. Symbol of Saint Matthew. Illustration in the Book of Durrow

(fol. 21v). 9%x6Vb"

tian motifs, while others seem more like sectioned metal

plates filled with interlaced patterns like those on the Sutton

Hoo beh buckle (fig. 216).

Each Gospel has a carpet page paired with another dis-

playing the symbol of the Evangelist (the carpet page of

Matthew is missing). The symbol for Matthew, the first

Gospel, is a man (fig. 217), but aside from the carefully

drawn circular head, the doll-like body, lacking even arms,

resembles more a metallic buckle adorned with inlays of

colored glass. Vestiges of two feet, both pointing to the right

of the frontal body, testify to the illuminator's disinterest in

Classical symmetry, even in such a rigid, conventionalized

representation. Isolated against the white ground of the

parchment, Matthew's symbol thus appears as a piece of

Irish metalwork affixed to the page.

Dating slightly later, about 690, the striking symbol of

Saint Mark, the rampant lion labeled imago leonis, in the

Gospels of Saint Willibrord (also known as the Echternach

Gospels), is one of the masterpieces of early Irish art (color-

plate 30). This book, according to most authorities, was the

very Gospel presented to Saint Willibrord for his long jour-

ney to convert the heathen in the Low Countries and Frisia,

since its provenance can be traced to Echternach in Lux-

embourg, a monastery he founded. i'' The free, flamboyant

form of the heraldic beast sweeps diagonally across the page

in a prancing leap (cf. the Scythian leaping reindeer, fig.

202), placed like a giant jeweled pin against a fragile network

of thin rectilinear lines of red and violet which form an

elegant abstract pattern.

Some specialists have argued that both the Book of Dur-

row and the Gospels of Saint Willibrord were executed not

in Ireland but in the Irish colony established on the island of

Lindisfarne in Northumbria, southeast of the Scottish

coast. Lindisfarne was founded by Aidan of lona about 635

and played a key role in the exchange between the Irish and

the Roman Catholic church after the Synod of 663 at nearby

Whitby. The vicissitudes of history, however, do not dimin-

ish the Irish character of the arts produced at Lindisfarne,

although it has become customary to refer to them as Hi-

berno-Saxon to allow for some influences of local Anglo-

Saxon traditions.

The masterpiece of Northumbrian art is the Lindisfarne

Gospels, usually dated before 698 on the basis of the colorful

colophon in the manuscript written by the priest Aldred in

the early tenth century: "Eadfrith, bishop of the church of

Lindisfarne [698-721], first wrote this book for God and

Saint Cuthbert and all the saints in general who are on the

island."^''' Much larger than the Book of Durrow, the Lin-

disfarne Gospels repeat the general pattern of illuminations

with the addition of elaborate canon tables. The Evangelist

pages are expanded to include full portraits of the authors

that are clearly dependent on Mediterranean models. In

general, the Lindisfarne decorations strike one as being ma-
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218. Saint Matthew. Illustration in the Lindisfarne Gospels.

UVi X 9%". c, 700. British Library, London (MS Cotton Nero D. 4,

fol. 25v)

jestic in the architectonic ordering and elegance displayed in

the treatment of traditional Irish ornamental motifs. Yet

within the delicate and restrained compositions there flows a

myriad of Celtic motifs with exceedingly fine lines of well-

balanced turnings and delicate colors of gold, dark red, pale

blue, green, mauve, yellow, purple, and pink.

In the carpet page with a cross (colorplate 31), countless

dog-headed serpents and long-beaked birds with cloisonne

wings performing acrobatics are fantastically elongated, their

forms lost in the maze of knots and loops forming floating S

and inverted C patterns of interlace. But an orderly division

and symmetry govern the entire page, imposing a kind of

frozen pattern and muted rhythm upon the usually wilder

exuberance of Irish ornamentation.

The portrait of Saint Matthew (fig. 218) comes as a com-

plete surprise within the folios, since here we see a naturally

proportioned elder comfortably seated on a cushioned bench

writing in his book. The background is not painted, but a

realistic curtain rod is drawn across the top right corner

from which hangs a heavy, undulating drape, partially con-

cealing a second bearded figure who seems to be eavesdrop-

ping. Both heads are haloed. The identification of the addi-

tional witness to the Gospel is uncertain. Perhaps he is

meant to be Christ, the object of Matthew's genealogy, as

some have argued. Could he be Moses, the Old Testament

prophet of Christ's coming as he is described in the popular

prefatory verses to the Gospels by Sedulius (Carmen Pas-

chale) and in Bede's own homily on the text of Saint

Matthew? 2°

Directly above Matthew appears the bust of his symbol, a

winged man identified as imago hominis, who blows a taper-

ing trumpet. Curiously, Matthew's name, in the top center, is

introduced with the Greek O Agios (saint). How does one

account for this unusual miniature? No doubt the artist had

before him an early model that preserved the illusionism and

modeling of Late Antique author portraits. The carefully

219. Ezra Restoring the Bible. Illustration in the Codex Amiatinus.

20 X 13V2". 8th century. Biblioteca Medicea Laurenziana, Florence

(Amiatinus MS I, fol. 5)

ComciBVS s.\.>;ais hosiuc c1.\l>[ ^'m.vstis
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drawn red arcs that describe the folds of the green mantle,

the misunderstood rendering of perspective in the bench

and unhinged suppedaneum, the spatial implications of the

curtain rod, and the fractional figures of the symbol and the

extra male witness— both intended to overlap in space— are

nowhere to be found in earlier Irish illuminations.

It will be recalled that Bede wrote of the numerous books,

some illustrated, that Benedict Biscop brought to England

from Rome, ultimately to be kept in Northumbria. It has long

been believed that the miniatures in the famous Codex

Amiatinus, written in Northumbria about 750— its text is of

paramount importance to students of the Vulgate— copy

those in books procured by the Benedictine reformer. The

miniature of Ezra Restoring the Bihle in the Codex Amiatinus

(fig. 219) appears to be another version of the same model

that served the Lindisfarne artist for Matthew, although it is a

more slavish (and faithful?) copy (note the cast shadow of

the inkpot). ^1

The surprising introduction of the Mediterranean style

into insular art was by no means limited to Northumbria,

however. In Canterbury the creative copying of Italian mod-

els was even more evident by the eighth century. It will be

remembered that Saint Augustine of Canterbury, a Benedic-

tine, was sent to Kent by Pope Gregory to reform the English

church. The Benedictines were the major monastic order in

Italy, and they enforced their strict rule as it was formulated

by the founder of the order. Saint Benedict. In fact, the

antagonism between the more severe Benedictines and the

Columban Irish monks lasted throughout the seventh and

eighth centuries, and this confrontation is possible to dis-

cern in their arts to a degree.

The illuminated manuscripts brought to Canterbury by

the earlier Roman missions stimulated the production of

illustrations in a more Classical flavor. A good example is the

portrait of SaintJohn in the Canterbury Codex Aureus today

in Stockholm, dated to about 750 (fig. 220), which clearly

reflects compositions like that of Saint Luke in the Gospels of

Saint Augustine (fig. 213) that was discussed earlier.^^ The

vivid face of the youthful Evangelist staring out at the reader,

the bold lines that describe the sharply contoured folds of his

mantle, and the rotundity of the grained column shafts

forming the frame that supports the colorful lunette with the

symbolic beast all point to an Italian source. Only the Celtic

spirals and trumpets above the heavy capitals betray the

Hiberno-Saxon ancestry of the miniaturist. It has also been

noted that the Evangelist portraits in the Codex Aureus are

related to Carolingian illuminations of the so-called Palace

School (see below, pp. 207-8). With this new style in mind,

we now turn to the most outstanding Irish manuscript that

survives, the incomparable Book of Kells.

"The great Gospel of Columkille [the Book of Kells] , the

chief relic of the western world" {Annals of Ulster, 1003), is a

vast and sumptuous production with elaborate initials (fig.

220. Saint John. Illustration in the Codex Aureus of Canterbury.

15y2X 12y2". c. 750. Royal Library, Stockholm

(MS A. 135, fol. 150v)

221) and numerous full-page miniatures of holy personages,

narratives of the life of Christ (Arrest of Christ, Tempta-

tions), carpet pages, and exuberant canon tables. Indeed, it is

a relic insofar as it survived the devastating Viking raids that

left lona island in ruins in 804-7, when, as some believe, it

was carried off unfinished by the monks to Kells in County

Meath in Ireland. The unprecedented wealth of the manu-

script's decorations indicates that it had some commemora-

tive role as a showpiece for the Columban monks and their

artists over a number of years.

The elaborate canon tables (fig. 222) that incorporate

Evangelist symbols and other unusual animal motifs within

their colorful spandrels seem to be influenced by a conti-

nental manuscript, very likely a courtly Carolingian Gospel

book. Other pages suggest diverse Mediterranean models.^"*

One striking example of such foreign intrusions is the Virgin

and Child (colorplate 32) enthroned among four angels that

is placed appropriately opposite the first list of chapters

(hreves causae) beginning with the words Nativitas Domini

(the birth of the Lord). The throne and the lower torso of the

Virgin are rendered in profile with delicate black lines trac-
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ing the folds of the violet tunic that covers her legs. Mary is

dressed in a Byzantine costume and assumes a pose not

unlike that of the familiar Hodegetria type (see p. 155) in

east Christian art, suggesting that the hieratic Virgin and

Child may reflect a liturgical icon.

While such icons were common in Byzantine and Coptic

chapels of the sixth and seventh centuries, it is likely that the

direct inspiration for the Kells artist was a painting brought

north from Italy by Benedict Biscop, perhaps one like that

recorded in his trip of 678: imaginem heatae Dei genetricis

semperque virginis Mariae (similitude of the blessed Mother

of God and ever virgin Mary).^^ At the lower right, near the

Madonna's knees, the interlace border is cut by a small box in

which the heads of six bearded monks (?) appear. Perhaps

they are meant to represent members of the artist's

congregation.

Epitomizing the Irish ornamental style is the incredible

Chi-Rho page (colorplate 33) that faces the beginning of

Matthew's genealogy. Here the name of Christ appears for

the first time in the Bible (Christi autem generatio) and is

magically transformed into a huge sweeping Chi (X) that

engulfs the illumination with its gaping jaws and descending

tendril tail, overwhelming the smaller Rho (P) and the word

generatio in the lower right corner. Indeed, to agree with

Giraldus Cambrensis, the shimmering mass of ornamental

motifs growing and subdividing across the unframed page is

so fine and minute that it is truly difficult to believe that it is

a design fashioned by human hands and not the beautiful

spidery fabric of some delicate tapestry woven by angels.

The powers of concentration required for such infinitesi-

mal execution must have hypnotized the miniaturist. In

such a state of total artistic involvement, the hand, it would

seem, could be led by mystical forces beyond the reasonable

constraints of craft, and in producing such labyrinthine

microscopic worlds, the very act of tracing the tiny lines

would take on some superreality for the artist. Some scholars

have suggested that the fusion of animal and letter in the

name Christus, with the great living cross form of the Chi, is

221. Text with Initials. Illustration in the Book of Kells. 13 x Q'/a".

Late 8th-9th century. Trinity College Library, Dublin

(MS 58, A. 1.6, fol. 183v)

222. Canon Table (Canons VI, VII, and VIII).

Illustration in the Book of Kells

(fol. 5). 13x9'/."
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a veiled allusion to the Incarnation of the Word as well as to

the supreme sacrifice of Christ on the cross.

Curiously, human heads can be discerned here and there.

Three angels appear along the descender of the Chi, a monk's

head emerges from the end of the Rho, and surprisingly

lifelike animals appear elsewhere. Two cats are crouched

behind mice tugging at a round wafer (fig. 223), a black otter

catches a fish directly below the Rho, and two moths are

pinioned in the upper extension of the Chi. The fish captured

by the otter (cf. the legends of Irish monks miraculously

treated to fish each day by an otter) has been interpreted as a

symbol of Christ (cf. p. 19), while the wafer taken by the

mice has been likened to the host of Communion in the

Mass. Since the cats, mice, and otter are creatures of the

earth and the moths belong to the air, these mysterious

animals have been further interpreted as symbols of Christ's

resurrection. But these are only marginal associations at

best— if, indeed, we accept such interpretations— that are

lost amid the grandiose fireworks of forms. It is the astonish-

ing growth of these beautiful motifs that commands our

attention.^''

The obsession with continual change and transmuta-

tion—a magical metamorphosis— brings to mind the unruly

imagination that characterizes early Irish poetry, where ani-

mals turn inside out, seas change into clouds, streams sud-

denly stop and begin again, where Saint Finan can boast: "A

hawk to-day, a boar yesterday. Wonderful instability! . . .

Though to-day I am among bird-flocks; I know what will

come of it: I shall still be in another shape."^^ And one is

reminded of a fascinating riddle of the Medieval Irish: "[Who

am I?] An enemy ended my life, deprived me of my physical

strength: then he dipped me in water and drew me out again,

and put me in the sun, where I soon shed all my hair. After

that, the knife's sharp edge bit into me and all my blemishes

were scraped away; fingers folded me and the bird's feather

often moved over my brown surface, sprinkling meaningful

marks; it swallowed more wood-dye and again travelled over

me leaving black tracks. Then a man bound me, he stretched

skin over me and adorned me with gold; thus I am enriched

by the wondrous work of smiths, wound about with shining

metal." Answer: I am a Gospel book, illuminated and written

on prepared vellum leaves and bound in a fine golden

cover

Irish and Northumbrian manuscripts were frequently

bound in exceedingly rich covers encrusted with precious

gems. Fortunately, a fine example of such sumptuary art

survives in the famous (lower) cover for the Lindau Gospels

in the Pierpont Morgan Library in New York (colorplate 34),

generally described as a continental work of the Carolingian

period, about 800, because the small cloisonne enamel inlays

with busts of Christ about the center of the huge cross

resemble Italianate types not commonly found in Ireland or
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Northumbria.^^ Perhaps this is so, yet the allover pattern of

dynamic interlace with serpents and dragons in silver gilt

that forms the background for the sweeping arms of the cross

closely resembles the intricate designs of the carpet pages in

books such as the Lindisfarne Gospels (colorplate 31), and,

like them, the Lindau cross has a symbolic meaning as well

as a decorative role. The subjection of the wild creatures to

the commanding cross dominating the surface proclaims the

order and authority of the church over the natural world, the

sign of the victory of Christ over the chaos of nature with its

menacing beasts and monsters, a theme to which we shall

now turn.

Typical of much Irish metalwork is the Crucifixion plaque

from Rinnagan (fig. 224), which very likely served as an

adornment for a book cover. Even in treating such a familiar

theme as Christ on the cross, however, the craftsman's dis-

224. Crucifixion from Rinnagan. Bronze, height 8'A". 8th century.

National Museum of Ireland, Dubhn

taste for realistic representation is striking. Many of the

necessary narrative elements are present, but from the ren-

dering of the flat torso of Christ on the stunted cross to the

odd figures added symmetrically above and below the arms,

the intent was to emulate a piece of abstract jewelry.

Hiberno-Saxon sculpture on a grander scale is well repre-

sented by the great monolithic stone crosses that marked the

countryside from the seventh century on. The earlier Irish

stone crosses display the familiar Celtic abstractions, but in

some of the later ones another spirit emerges. The surprising

solemnity of the triumphant Savior standing on the main

face of the Ruthwell Cross (figs. 225, 226), from the north-

western coast of England, seems almost Romanesque in

conception. Even the ornamental touches, such as the vine

and animated scroll borders, imitate Antique types rather

than Northern interlace. Dated usually in the seventh cen-

tury, the Ruthwell Cross anticipates in its style the Mediterra-

nean character of later Saxon art in England.

As trophies or standards of victory, the symbolism of

these stone crosses reaches as far back as the legend of

Constantine and his victory over Maxentius in 312 (see p.

27). This colorful legend, much embellished in the course of

the Middle Ages, was put into Northumbrian verse form in

the Dream of the Rood, where the vision of the cross raised on

high, ablaze with light and glittering with gold and gems, is

exalted. The Ruthwell Cross, originally standing on the

shores of the Solway, would have majestically evoked the

image of the cross on Golgotha as it was erected inJerusalem.

Along the narrow flanks of the cross, inscriptions from the

Dream of the Rood in Northumbrian dialect state that this

cross suffered and bled, clearly referring to the sacramental

meaning of the Crucifixion as well as to its symbolism of

triumph.

Below the feet of Christ are two animals that symbolize

the forces of evil, as the inscription informs us: "Jesus Christ:

the judge of righteousness: the beasts and the dragons recog-

nized the savior of the world in the desert." It should be

noted that the Ruthwell Cross and others like it were not

funerary monuments but pillars that marked centers for

outdoor worship and commemorations of the monastic or

ascetic way of hfe. In the life of Saint Kentigern (c. 518-603),

an anchorite monk in the region of Strathclyde, where the

Ruthwell Cross was placed, we are told that the missionary

saint erected many such stone crosses in the countryside to

mark his triumphs in the conversion of the heathen.

It has been suggested that the Ruthwell Cross was set up as

a sign of the triumph of the Roman church over the Irish at

the Synod of Whitby (663) and that its style displays the

victory of the Mediterranean representational arts over the

wildly imaginative Irish. But the victory hardly seems one of

ecclesiastical authority if we attend the subject matter more

carefully. The little scenes that border the "Christ of Righ-

teousness," above and below, illustrate the eremitic or an-
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225. RuthwcU Cross. Red sandstone, height Ib'tV. 7th century.

Ruthwell (Dumfriesshire), Scotland

chorite way of life in seclusion and in harmony with the

beasts of the natural world that dwell there: Saint John the

Baptist stands with the lamb as a hermit in the desert, and

Saint Anthony and the hermit Paul, the founders of the

anchorite orders in the deserts of Egypt, meet and break

bread brought by the raven in their story.

What, in fact, the curious legends on the Ruthwell Cross

celebrate is the victory of the ascetic Christian monk over the

226. Christ Triumphant. Detail of fig. 225 (main panel of shaft,

north face)

raw forces of nature, like the beasts who, tamed by Christ's

presence, yield and live in harmony under him. Rather than

proclaiming the new authority of the Roman church and the

Benedictines, these carvings more strongly celebrate the

monastic ideals of the Irish, and while the sculptures can be

analyzed formally as being basically Anglo-Roman in style,

the meaning of the cross echoes the calling of the Columban

Irish. ^3



XIII

CHARLEMAGNE: RENOVATIO IMPERII ROMANl

ON DECEMBER 25, 800, while attending the

third Christmas Mass in the Basihca of Saint

Peter in Rome, the king of the Franks, Charle-

magne, kneeling before the Tomb of the

Apostle in the apse, was approached by Pope

Leo III. When Charlemagne rose, the pope placed a crown

on his head, and an auspicious acclamation was chanted by

the congregation about them: "To Charles, the most pious

Augustus, crowned by God, the great and peace-giving Em-

peror, life and victory!" Much controversy obscures the

actual events that happened— Einhard, Charlemagne's biog-

rapher, tells us that the king was unaware of the pope's plan

and would have avoided the ceremony had he known— but

the fact remains that a chieftain of barbaric origin and speech

from across the Alps was officially crowned emperor of the

Romans, an act that was to have a lasting tradition in the

history of the Holy Roman Empire and an honor that gave

new dignity to Northern rulers and affirmed close church-

state unity henceforth in the Latin West. Furthermore, it was

a revival of the ancient Christian empire of Constantine, one

based on the forged "Donation of Constantine," a document

allegedly issued by the first Christian emperor submitting

his crown and authority to the Roman church.^**

All of this is announced in a mosaic that filled the apse in

the state hall of Leo III {aula Leonis) in the Lateran Palace,

apparently put there the year before, 799, in anticipation.

Leo's mosaic displayed the hallowed Early Christian theme

of the Dominus legem dat, or Mission of the Apostles to teach

all nations, baptizing them in the name of the Father, the

Son, and the Holy Ghost, as the inscription proclaims. More

significant were the mosaics on the walls immediately fram-

ing the apse, right and left, with state portraits. To the left the

enthroned Christ gives the keys of authority to a kneeling

Saint Peter and the banner of the church to Constantine, and,

on the right (fig. 227), Saint Peter transfers his authority to

Pope Leo and Charlemagne, the two latter portraits having

square nimbi to indicate that they were still living.

The papacy had petitioned the Frankish rulers once be-

fore. In 754 Pope Stephen II had personally crowned Pepin,

Charlemagne's father, king of the Franks in a ceremony at

Saint Denis outside Paris, but the grandiose affirmation in

800 of the alliance was truly a pivotal point in history.

Henceforth Charlemagne openly pursued a policy of reviv-

ing the emperorship of ancient Rome, instituting an outright

renovatio imperii romani and stamping it so on his coins.

Unlike other so-called renaissance movements in the Me-

dieval world, the program of Charlemagne does, in fact,

present us with a conscious revival of the ancient state, and it

manifested itself in two forms: the alliance of church and

state and the florescence of a renaissance in the arts, a

cultural endeavor that may have missed the mark at times

but that nonetheless was a conscious turning back to Antiq-

uity for models. With the death of his brother Carloman in

771, Charlemagne had inherited all of Francia (a territory

that included France, western Germany, and the Nether-

lands), and it seems clear that he first set about to reorganize

the administration of his domain, formerly identified with

the "mayor's palace," into a far-reaching organization of

states. The court was at first itinerant, with the king and his

family, together with councillors and aides, moving from

one capital to another frequently. Now a system of vassalage

was adopted with counts (comitati) or companions of the

court controlling defined territories or counties, anticipating

in some respects later Romanesque feudal systems. The

clergy, always powerful in the government in the North, were

incorporated as the capellani, or court clergy.

Admittedly, the Carolingian administration was loosely

organized, and the domain lacked a central capital until

Aachen was established in 794, but it is apparent from

numerous sources that Charlemagne had in mind a means of

universal education for the peoples of his empire. The "acad-

emy" that Charlemagne established at his court was very

likely an informal circle of learned clerics and scholars who

gathered about him from time to time. The monastic schools

spread the new education throughout the North, engender-

ing an enthusiasm for ancient learning.

Aside from the religious texts that were collected in the

libraries, pagan literature was also much revered. Car-
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227. Saini Peter Presenting the Papal Pallium to Pope Leo III and the

Banner to Charlemagne. 18th-century watercolor copy of mosaic in

the Hall of Leo III in the Lateran Palace, Rome. Vatican Library, Rome

olingian copies of early illustrated books of the comedies of

Terence (fig. 228) are valuable today for our knowledge of

the Roman theater of the second and third centuries a.d. and

retain the earlier column-picture format of ancient illus-

trated books. Numerous other Classical texts were copied,

including the Carmina of Fortunatus, the Psychomachia of

Prudentius, De Consolatione philosophiae and Aritmetica of

Boethius, astrological poems of Aratus, herbals and besti-

aries, surveyors' manuals, calendars, and so forth. We know
that a copy of Vitruvius's De Architectura existed at Fulda

since Einhard wrote to a young monk there requesting infor-

mation concerning the terminology of the ancient Roman
authority.

Einhard also referred to a reliquary at Fulda that imitated

an ancient building in its form. In fact, he designed a tri-

umphal arch of ancient form as a base for a reliquary shrine

for Saint Servatius at Maastricht (fig. 229). Einhard's base

was lost in the French Revolution, but drawings of it survive.

Clearly inscribed as a trophy of victory, the base included an

enthroned Christ with the twelve apostles in the attic; a

second tier displayed the four Evangelists with their symbols

in the spandrels and the Annunciation and the Ecce Agnus

Dei on the ends; and the lower walls of the arch formed

portrait galleries with standing soldiers holding spears and

shields, court attendants with standards (vexilla), and two

emperors on horseback trampling dragons.

Perhaps we should consider these examples of Antique

revival as "miniatures" in conception and limit the renais-

sance movement to the domain of book illustration and other

minor arts, but this would be wrong. To evaluate the Car-

olingian Renaissance properly, we must first consider archi-

tecture, the primary manifestation of church and state al-

liance, and then turn to the scriptoria. Fortunately much
survives of Charlemagne's new capital at Aachen.

Extensive excavations and studies of the site were carried

out and published in five volumes recently (1965-68), and,

furthermore, the major building, the palace chapel, survives

nearly intact, although it is somewhat smothered under later

additions. Originally the chapel was part of a large complex

of palace structures (fig. 230). From its huge courtyard—
over 650 feet broad— a long gallery led to the royal hall, the

aula regia, resembling the aula Leonis III in the Lateran

Palace complex, where official state business would be

conducted.

Much of this is obscured today, but the sturdy and rugged

palace chapel, the cappella palatina, of Charlemagne re-

mains (figs. 231-34). This handsome structure was the

emperor's private chapel, and its spiritual models were the

palace churches in Rome (the Lateran— Einhard referred to

it as Charlemagne's "Lateran") and in Constantinople. Much

speculation has been devoted to its actual physical model or

models in both plan and elevation, but it is apparent that the

cappella palatina of Charlemagne owes much to the palace

church of Justinian in Ravenna (fig. 143), a building that

Charlemagne knew well and from which he removed marble

columns and panels for the construction of its counterpart in

Aachen, as Einhard himself admits.

The ground plan features a central octagon supporting a

dome, a projecting apse, and an impressive two-towered

entrance. Charlemagne employed a Frankish builder, Odo of

Metz, and Einhard was the general supervisor of the entire

complex. Thus the imprint of the North is not lacking,

especially in its solid walls. San Vitale is light and airy with

its brick construction; the cappella palatina at Aachen is

ponderous and well-hewn in stone. The attached entrance-

way is tall but compact, with a deep exedra carved from its

plain front and a giant "window of appearance" (an opening

where the emperor could view the atrium and be visible to

the people there) penetrating its second level. Two cylindri-
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230. Royal Hall and Palace

Chapel of Charlemagne,

Aachen. Plan of the 9th-

century complex (after

Conant)

cal towers squeeze in the portal, symbolizing its function as a

fortress as well as an imperial foundation.

On the second level, directly behind the window above the

entrance, is a broad platform on which sits the marble throne

of Charlemagne, serving as his royal loge with a view down

to the altar dedicated to Mary in the apse (fig. 233). Directly

opposite Charlemagne's throne and above the altar of Mary

was a second altar (on the first level of the galleries) dedi-

cated to the Savior, and this in itself is significant. The

Lateran, too, was originally dedicated to the Savior. The

throne of the emperor thus mirrored the altar-throne of

Christ; Charlemagne, chosen by God, was the co-regent of



Christ on earth, and at Aachen their dual presence is em-

phatically stated.

Across the octagonal space that separates the domain of

the secular ruler— the two- towered facade— and that of the

divine— the sanctuary— the powers of church and state in-

terpenetrate and reflect one another. According to a ninth-

century description of the coronation of Charlemagne's son

Louis the Pious, the emperor, dressed in royal robes and

crowned, stepped before the upper altar dedicated to Christ

and placed there a golden crown just like the one he wore.

And according to a panegyric addressed to Charlemagne (De

sancto Karolo), dating from a later period, this identification

was still remembered: "Oh King, triumphator of the world,

Co-ruler withJesus Christ. Intercede for us. Our Holy Father

Charlemagne.""^*^

The identification of the emperor as co-ruler with Christ

was further proclaimed in the impressive mosaics that filled

the dome (fig. 234). Although the present decoration is a

replacement— the dome itself has been rebuilt— the general

iconography is surely true to the original scheme. There, in

keeping with Early Christian triumphal displays, the ap-

pearance of the One enthroned in heaven amid the four

beasts and surrounded by the twenty-four elders (Rev. 4) is

seen dramatically against a star-studded background of gold.

The enthroned Christ, his right hand raised in blessing,

appears directly above the altar dedicated to the Savior and

opposite Charlemagne's throne. It is as if the invisible pres-

ence of Christ in the altar opposite the emperor were made

manifest in the mosaic in the dome.

A new chapter in the history of Medieval architecture was

written following excavations of French and German sites

after World War I. It was formerly assumed that the Car-

olingians had contributed little; the few buildings that were

known and studied were described as provincial and de-

based imitations of Late Antique or Ravennate structures,

and the palace chapel at Aachen was considered a wondrous

opposite left: 23 L Palace

Chapel of Charlemagne,

Aachen. Entranceway. Late

8th century

opposite right: 232. Palace

Chapel of Charlemagne.

Lateral view

right: 233. Palace Chapel of

Charlemagne. Interior with

the throne in the royal loge

above right: 234. Palace

Chapel of Charlemagne.

View into the dome with the

mosaic of the Maiestas

Domini (restored)
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anomaly. That has all changed, and the architecture of the

Franks is now recognized as an important link between

Antiquity and the Romanesque and Gothic. Aachen fits into

the pattern in a special way.

Two important discoveries have been made that reinforce

the idea of a Carolingian Renaissance in architecture. In an

article published in 1942, Richard Krautheimer demon-

strated that many of the basilical plans of Carolingian

churches were outright revivals of the layout of Saint Peter's

in Rome.^^i Secondly, it was also discovered that one unusual

but consistent feature of the major Carolingian basilicas was

the independent structure that emphatically marked the

western or entrance end of the church, an independent

"westwork" (Westwerk in German). Since basilicas with

westwork additions were also imperial foundations, it

seemed clear to most historians that the strange annex was,

in fact, an abridged palace chapel welded to the congrega-

tional hall basilica. It functioned as a special room for the

emperor, where, during his visitations, he could participate

in the services and other ceremonies.

235. Abbey Church, Corvey (WestphaUa). Cross section of the

westwork (after Fuchs). Late 9th century

236. Abbey Church, Corvey. Facade. Late 9th century with later

additions



237. Abbey Church, Corvey. Interior

with view into western tribune.

Late 9th century

The essential elements of the westwork are clearly pre-

sented (fig. 235). The structure was usually of a central plan

with a domed tower over the center; on the interior, well-

marked galleries distinguished three or more levels for the

participants— a kind of celestial-terrestrial hierarchy im-

plied—with the imperial loge on an upper floor having an

unobstructed view into the nave and the sanctuary below;

finally, it featured a symbolic facade with a great doorway or

doorways, a large window of appearances on the level of the

emperor's loge, and two towers framing the portal like

bookends.

This form, in essence, is a type similar to the two-towered

structures of ancient Rome that marked an edifice as an

insignia of imperial power and domain, whether it be a city

gate, a triumphal arch, a palace facade, or a throne room.

Carolingian westwork assumes an important role in the

evolution of the familiar two-towered facades of Medieval

cathedrals in France. With its two towers and its impressive

portals, its rose window and king's gallery, the Gothic facade

was, in effect, simply the aggrandizement of the Carolingian

westwork.

While this interpretation of Carolingian westwork

churches may seem extreme, there is good evidence to

support it. Interestingly, one of the first Gothic structures in

France, the royal abbey church of Saint Denis, was very

likely one of the first Carolingian churches to have what can

be termed a westwork. Saint Denis was founded as the palace

church of Charlemagne's father, Pepin, who was allegedly

buried before its entrance. Its role as a royal church was

continued under Charlemagne and his sons, and, in fact,

Saint Denis remained the burial church of the French mon-

archy until recent times.

In his book on the rebuilding of the ancient Saint Denis in

1142-44, Abbot Suger leaves us much important informa-

tion concerning its original appearance. He tells us that "in

the front part at the principal doors the arched doorway was

squeezed in on both sides by twin towers. . . . We began

therefore at the entrance tearing down the addition which, it

is related, was built by Charlemagne for a worthy occa-

sion."'*^ The Carolingian basilica, according to the most

recent excavations, revived the T-shaped ground plan of Old

Saint Peter's; the portals of the new construction added by

Charlemagne thus would have transformed the church into a

westwork structure, an appropriate building for conducting

Christian services in the company of imperial visitors.

A number of variations on the basic plan were possible,

and only gradually have the remains of westwork churches

been identified and classified as to regional types. One fine

example, Corvey in Westphalia (figs. 236, 237), founded in

882, remains surprisingly intact and will serve as our exam-

ple. While upper stories have been added to the facade, the

handsome westwork still displays much of the strength and
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austerity of these early imperial churches, with its plain

volumetric masses and clearly stated elements: the central

plan (the central cupola has been submerged in the later

rebuildings), the projecting main portal with twin towers,

the window or windows of appearance at the level of the

Kaisersloge, or king's gallery.'*'* The interior of the westwork,

sometimes referred to as a tribune, also is marked by the

large opening for the imperial throne in the western gallery,

offering an open view into the nave and sanctuary.

The famous Torhalle of Lorsch (fig. 238), originally stand-

ing within the atrium of the towered basilica there, was

erected as an independent station for imperial ceremonials.

Modeled loosely on the Arch of Constantine in Rome, the

Torhalle (porch or gateway) served as a kind of waiting room

during the visit of the emperor. The colorful masonry pat-

terns on the exterior, which seem to be concessions to

Northern taste, were inspired by a type of Roman construc-

tion {opus reticulatum), and remains of fresco decoration in
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the interior of the upper chamber also have ancient anteced-

ents. The two towers fused to the end walls of the gate-

way underscore its imperial role, paralleling that of the

westwork.

An impressive example of an imperial monastic com-

munity is that of Centula in the northwestern corner of

France, founded by Abbot Angilbert in 790."*^ Angilbert, one

of the poet-scholars attached to Charlemagne's academy, was

a close friend of the royal family— so close, in fact, that it is

alleged that he had a child by Charlemagne's daughter

Bertha. The illustrious abbot built an entire holy city at

Centula with a complex of three churches and other monas-

tic buildings forming the core of a sprawling community of

seven villages, symbolic of the seven stations of the cross.

More than three hundred monks resided at Centula along

with one hundred novices and a large lay staff. The major

church, dedicated to the Trinity, Mary, and Saint Richarius,

was vast and complex, accommodating several altars (fig.

239). It apparently had monumental additions at both ends,

anticipating the "double-ender" churches of Ottonian and

Romanesque times in Germany (see pp. 236, 334). An-

gilbert's church was restored in 881 after it had been razed

by Norse invaders, and the present site has been further

changed by much rebuilding in the thirteenth and fourteenth

centuries. However, an eleventh -century drawing of the ear-

lier monastic complex (here copied in an engraving of the

seventeenth century) preserves it in part (fig. 240).

CON,STRVCT7^RVM L SCP.IPTO -CODtCE F,KMAI FJoK
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While an accurate reconstruction of the imperial monas-

tery of Centula is not possible, a complete ground plan for a

Benedictine community of the ninth century comes down to

us in the form of five sheets of vellum preserved in the abbey

library of Saint Gall (Switzerland), here reproduced in a

redrawing for clarity (fig. 241). The ambitious plan was

presumably drawn up as a Utopian Benedictine community.

At synods of 816 and 817 held at Aachen, the Benedictine

Order was adopted as the official monastic system, and the

Saint Gall plan provided the model for the physical layout.

We know further that the plan was sent by Abbot Haito of

Reichenau, a leading ecclesiastical figure at the Carolingian

court, to Abbot Gozbert of Saint Gall (816-36) with the

accompanying note: "I have sent you, Gozbert, my dearest

son, this modest example of the disposition of a monastery,

that you may dwell upon it in spirit. . . . We drew it through

the love of God out of fraternal affection, for you to study

only.''-^^

The Saint Gall plan is laid out according to a simple grid

system with axes roughly marking off four major areas about

the huge church in the center. Numerous buildings are

named, including the most menial sheds, the rooms for

guests, the hospital for the infirm, the quarters for the

monks, the wine cellar, and even the trees in the orchard are

designated. Four basic quarters about the church are clearly

marked. First is the closed monastic core— the monastery

within the monastery, so to speak— adjoining the cloister on

the south side of the church. This area is the sacred claus-

trum, or enclosure, reserved for the monks, who pursue

their devotions there uninterrupted by outside distractions.

Opposite this sacred core, on the north side of the church,

is the residence for the imperial guests and the abbot's house.

Here, too, are the schools, the library, the scriptorium, and

the larger kitchen. To the south, beyond the monks' refectory

and kitchen, is the area for the lay workmen, the craftsmen,

their kilns, mills, stables, brewery, and bakery. The final

arm, to the east beyond the apse of the church, is lined with

rooms for the monastic physician, the infirmary, the chapel

for the sick, and a cloister. In the southeastern corner is the

area for the cemetery and the orchard along with the gar-

dener's house. Saint Gall's ideal monastery was thus envi-

sioned as a self-sufficient city of its own, closed to the
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outside world and yet accommodated to receive amiably

pilgrims and royal guests, as was the Benedictine practice.

The great church in the plan is impressive in scale and

complexity. The western entry facade is marked by a curious

semicircular atrium, labeled the "Paradise," flanked by two

great round towers dedicated to the militant saints, the

archangels Michael and Gabriel, as protectors of the com-

munity. The elevation of the church remains questionable,

but it no doubt would be a meaningful symbolic structure

since the ground plan is laid out in very precise measure-

ments. All dimensions are governed by a "mystical" harmony

of numbers, a sort of Golden Mean, with the basic module

being the church crossing. From this inner core all other

parts follow a symbolic geometric and arithmetic pro-

gression based on the trinitarian triangle and the form of the

cross. The thorough and meticulous studies of Walter Horn,

involving the measurements and module of the entire com-

plex, have made a reasonable reconstruction of Saint Gall

possible (fig. 242).-^^

Evidence of monumental mural decoration in Carolingian

times is scant. The poet Ermoldus Nigellus describes exten-

sive fresco cycles in a church(?) at Charlemagne's residence

in Ingelheim on the Rhine with Old Testament scenes

painted on one wall of the nave and New Testament episodes

on the other. In the nearby palace quarters, in the aula regia,

secular histories provided a profane testament with stories

taken from the fifth-century History Against the Pagans by

Paulus Orosius and legends of more contemporary "fathers,

who were already closer to the faith," including Constantine,

Theodosius, Charles Martel, Pepin, and Charlemagne con-

quering the Saxons. Nothing remains of the buildings or

paintings at Ingelheim.

242. Hypothetical reconstruction of the ideal monastery for Saint Gall (model by Walter Horn)
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Theodulf, another famous court poet, was bishop of Or-

leans and abbot of Saint-Benoit-sur-Loire (Fleury). He bulk

a comfortable villa retreat between his two benefices at

Germigriy-des-Pres on the Loire, and the walls formed a

kind of gallery of special secular paintings, including those

of the seven liberal arts, the four seasons, and a mappa

mundi, or map of the world. The villa of Theodulf has

vanished, but a small oratory erected nearby still stands (fig.

243). The curious central structure has been poorly restored,

but apparently a domed tower covered the crossing with four

smaller cupolas at the corners. Apses projected on all four

sides, the eastern or main end being trebled.

The lavish decorations in mosaic and stucco on the inte-

rior survive only in fragments, except for the surprising

mosaic that fills the main apse (fig. 244).'*^ An inscription

along the lower border informs us to "Heed the holy oracle

and the cherubim, consider the splendor of the Ark of God,

and so doing, address your prayers to the master of thunder

and join with them the name of Theodulf." In the center,

against a golden background, rests the Ark of the Covenant

as described in the first Book of Kings (8:4). Two tiny angels

in gold hover above the Ark, while two larger ones, dressed

in purple, their wing tips touching, stand to the sides. These

creatures are meant to represent the cherubic and seraphic

guardians of the Ark.

The style of the heads of the two larger angels is Byzan-

tine, but the craftsmanship does not warrant an attribution

to Eastern artists, and, furthermore, such a representation is

unprecedented in Byzantine church decoration. The taber-

nacle with the Ark of the Covenant does appear in early

243. Oratory of Theodulf, Germigny-des-Pres. Interior. Consecrated 806



244. Ark of the Covenant. Apse mosaic in the Oratory of Theodulf, Germigny-des-Pres. Early 9th century

Jewish art and in early Spanish Bibles, and the fact that

Theodulf was a Spaniard may account for the unusual ico-

nography here. When we remember that this same Theodulf

was very likely the composer of the Lihri Carolini, a Car-

olingian aniconic treatise, an even more engaging solution

presents itself. In keeping with the prohibition of represent-

ing godhead in portrait form, the Jewish Ark of the Cove-

nant, as a substitution for the likeness of Christ the Lord,

would serve as a powerful evocation of divine presence above

the altar.

Extensive remains of mural painting were recently un-

covered in the Church of Saint John at Miistair (figs. 245,

246) in eastern Switzerland. The paintings in the nave are

in registers, with scenes from the Infancy and Ministry of

Christ. A Last Judgment covered the west wall behind the

entrance, while the north apse presented a Dominus legem

dat with the enthroned Christ handing the keys to Saint

Peter and a book (?) to Paul. Overpainting has obscured

much of the figure style at Miistair, but the iconography

appears to be similar to that of the cycles in Early Christian

basilicas: That such programs of decoration were models for

the Carolingians is also suggested by the early description of

paintings in the ninth-century abbey of Saint-Faron at

Meaux: "In the vault of the apse appears a figure painted on a

star-spangled ground, the figure of Christ the Lord. Follow-

ing each other on the walls are Bible stories, fine windows

and pictures of the Fathers and the Popes."^^

Considering the paucity of architectural remains, it is not

surprising that Carolingian mural decorations are rare and

fragmentary. That extensive picture cycles originating in

Early Christian Rome became available to the Northern

artists is, however, clearly demonstrated by the rich variety

of subjects that appear in Carolingian illuminated

manuscripts.

Carolingian book illustration presents an exciting history.

Charlemagne's personal ties with the papacy were initiated

nearly twenty years before the momentous coronation of

800, when in 781 he escorted his son Pepin to Rome to be





baptized by Pope Hadrian. He returned to Francia with

many gifts, including books. One of the earhest Carohngian

court manuscripts with illuminations, the Godescalc Gos-

pels (fig. 247; colorplate 35), commemorates this significant

journey, and the full-page miniatures that adorn its pages are

startling. The text, which is actually that of a lectionary with

selections of the Gospels, signed by the monk Godescalc, is

dedicated to Charlemagne and his wife Hildegarde (d. 783)

and contains references to the baptism of Pepin in Rome.

In the beginning of the manuscript a handsome fron-

tispiece for the vigils of Christmas presents an unusual /ons

vitae, or fountain of life, with a font covered by a conical

dome resting on a huge, arched entablature carried by eight

columns. A large cross surmounts the ensemble. The foun-

tain is placed within a garden enlivened by plants and

various fauna. Peacocks are perched on the roof, and other

colorful birds are scattered about the font. A grazing hart

appears in the lower right. The symbolism of the large font is

clear: it refers to Pepin's baptism in 781. The Lateran Baptis-

try was of such a form in the fourth century (see p. 33), and,

in fact, we know that golden statues of harts were placed

about the columns, illustrating the lines of Psalm 41 in the

Vulgate Bible (42 in the King James): "As the hart panteth

after the fountains of waters; so my soul panteth after thee, O
God."

The miniature is no Carolingian invention, however. It is

undoubtedly a copy of an Italian picture, perhaps one

brought back from Rome in 781. Whatever illusionism the

model may have displayed is compressed into a bold surface

design by the Carolingian miniaturist. The columns of the

font are merely flat strips, and the garden does not recede but

rises vertically like a tapestry with flora and fauna strewn

from top to bottom. A sense of horror vacui characterizes the

bright surface pattern, with the architecture filling the page

to the margins and flora and fauna filling every available

space. The ornate border, too, is elaborated with various

metal-colored sections joined by variegated shafts. And how

bright the colors are! Shining blues, radiant oranges, and

dark wines accented with touches of gold give the miniature

a sparkling richness. This is no slavish or meek copy of a

Mediterranean miniature.

The portraits of the four Evangelists and their beasts are

similarly transformed into radiant color patterns, and per-

haps the most instructive miniature to study is the portrait

of Christ Enthroned (colorplate 35). Here again, spatial illu-

sion is of little concern, and the figure of Christ completely

fills the page. The garden and the architectural backdrop are

reduced to rich bands of metallic blue and wine sprinkled

with floral motifs. Christ is draped in a deep purple tunic

and a wine-colored mantle, and the black lines that are

vigorously traced across his knees and along the drapery

folds are the only concessions made to convey the modeling

effects of the Italianate prototype. How refreshing this por-

trait appears when compared to the inept rendering of Saint

Luke in the Gospels of Saint Augustine (fig. 213).

Illustrated Carolingian manuscripts present numerous

problems, and to place them properly into schools or lines of

chronological development is difficult. The most accepted
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247. Fountain of Life. Illustration in the Gospels (Lectionary) of

Godescalc. 12% xS'//. 781-83. Bibliotheque Nationale, Paris

(MS nouv. acq. lat. 1203, fol. 3v)

manner of organizing this study has been to locate the

manuscripts in specific court or monastic centers, usually

traceable through traditions of their patronage. These

schools, briefly stated, are (1) the so-called Ada Group,

named after a manuscript allegedly made for a putative sister

of Charlemagne and located at Aachen about 780-830; (2)

the Palace School, a slightly later group of imperial manu-

scripts also located at Aachen that display a more concerted

effort to capture the illusionistic qualities of the models; (3)

the Reims School, located in a monastery near Reims, where

unusual illustrated books were produced for the archbishop

Ebbo between 816 and 835; and (4) the Tours School,

established at the Abbey of Saint Martin on the Loire after

Alcuin moved there in 796 to revise the Vulgate text of the

Bible. Later schools are very loosely defined.

The Ada Group is initiated by the Godescalc Gospels,

dating 781-83. That the scriptorium was actually located in

Aachen is questionable since, it will be remembered, it was

not until the mid-790s that Charlemagne settled perma-

nently in his new capital. Furthermore, later manuscripts

assigned to the Ada atelier— the Ada Gospels, the Lorsch

Gospels, and particularly the Soissons Gospels— are in a

style not easily reconciled with that of the Godescalc minia-

tures. The masterpiece of this group is the luxuriant

Soissons Gospels (figs. 248, 249; colorplate 36), given by

Louis the Pious, Charlemagne's son, to the monastery of

Saint-Medard in Soissons in 827.

The miniaturist or miniaturists of the Soissons Gospels

had a model similar to that followed in the Godescalc manu-

script. The same unusual fountain of life appears at the

beginning of the book. It is also apparent that the younger

generation of artists was greatly attracted to the illusionism

of the Italian models. Their interest in reproducing the

subtle details of perspective and even atmospheric effects

considerably tempered their innate desire to force all of the

pictorial elements to the surface, as if the page were a metal-

lic object. The font now tilts in space, and the background is

partitioned into a lower grassy field and a backdrop with a

receding exedra. The animals, too, are more carefully ren-

dered, with the birds occupying the upper zone and the harts

and waterfowl placed in the meadow below. Together with

this more accurate representation of space and naturalistic

detail, a more orderly balance through symmetry governs

the placement of the fauna.

The curious introductory frontispiece with the Adoration

of the Lamh seems to reproduce a Roman architectural facade

with curtains. Resembling a triumphal arch or ancient

scenae frons (a theater front), the colonnaded portico opens

to a view of a tiered sanctuary, perhaps symbolic of the New
Jerusalem. The high entablature is adorned with four

medallions decorated with symbols of the Evangelists. The

cornice is a curious band decorated as a riverscape with

fishes, waterfowl, and fishermen, reminiscent of the "waters

of life" or "sea of glass" beneath the throne in heaven in Early

Christian apse compositions (cf. fig. 61); the attic of the

structure, finally, presents the twenty- four elders (un-

bearded) singing praises to the One worthy of opening the

book of seven seals, the Lamb, placed in the summit. It

would be too venturesome to interpret the miniature as a

copy of a specific Roman mural program, but it seems

obvious that it was inspired by an Early Christian triumphal

arch or facade decoration.

The stylistic changes that occurred in the thirty years

separating the Godescalc and the Soissons Gospels are strik-

ingly demonstrated in the portraits of the Evangelists (see

colorplate 36). For one thing, a change in the palette can be

noted immediately. Bright oranges and light blues replace

the deeper, metallic hues of the earlier miniatures. The

rudimentary architectural backgrounds are now articulated

behind elaborate frames, the body of Saint John the Evangel-
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ist is actually modeled with white strokes in his pinkish

mantle, and the throne is tilted in space. Yet, even with these

accomplishments in illusionism, the innate concern for sur-

face pattern and the manipulation of objects affixed to it

override the naturalism.

Upon closer study we see that the artist has thought in

terms of four separate planes of representation and not one

unified expanse. The outer border of gold with simulated

gems forms the initial plane and seems to project from the

surface like a metal strip. The shallow setting for the enfram-

ing arch comes next with its elaborate cusps. Painted cameos

in blue and red are affixed to the intrados, while silver

letters— the Alpha and Omega— hang on chains from the

abaci of the capitals. The Evangelist appears floating in the

third plane as if he were a large cutout pasted in place with

its own perspective scheme. This third plane is clearly at

odds with that of the background, the fourth planar surface,

248. Fountain of Life. Illustration in the Gospel Book of Saint-

Medard de Soissons. 14 x lOVi". Early 9th century. Bibliotheque

Nationale, Paris (MS lat. 8850, fol. 6v)

249. Adoration of the Lamb. Illustration in the Gospel Book of

Saint-Medard de Soissons (fol. Iv). 14 x lO'/a"

which is painted to resemble a multistoried facade project-

ing in an eerie fashion as if quickly glimpsed on a roller

coaster.

This blunt confrontation of styles is partly resolved when

we turn to the manuscripts illuminated in the Palace School.

These are grouped about the famous Coronation Gospels in

Vienna (also called the Schatzkammer Gospels) that,

according to legend, were found on Charlemagne's knees

when Otto III opened his tomb in the Palatine Chapel at

Aachen in the year 1000 (fig. 250). The purple-stained

parchment and the silver text point to a special royal func-

tion for the precious manuscript.

The Palace group is distinguished by bold, illusionistic

Evangelist portraits rendered in a painterly technique that

admirably captures the spirit of Antique poet and philoso-

pher portraits. The bodies and draperies are fully modeled

with highlights and shadows brushed in, and the heads



250. Saint Matthew. Illustration in the Coronation Gospels.

IIV^XIO". Early 9th century. Schatzkammer, Kunsthistorisches

Museum, Vienna (fol. 15r)

251. The Four Evangelists. Illustration in the Aachen Gospels.

12x9'/2". c. 810. Cathedral Treasury, Aachen

(Evangeliar, fol. 13r)

Strike one as true likenesses. Surface elaborations and man-

nerisms have disappeared, and the bulky Evangelists fill the

space with a vivid presence. No decorative beasts interrupt

the serene portrayals; no complex arches or simulated gems

detract from the monumentality of the portraits. Matthew

brings to mind the author portraits of ancient Pompeii or that

of Dioscurides in Early Byzantine art (colorplate 5). Indeed,

it has been suggested that the artist here followed a Byzan-

tine model and perhaps even that a Greek craftsman was

employed.

The surprising technique of modeling with color rather

than line is even more apparent in a closely related manu-

script, the Aachen Gospels (fig. 251), dating about 810. Here

the four Evangelists are gathered together in a sweeping

landscape of bluish-green hillocks terraced along an inclined

plane that rises to the "rosy- fingered dawn" which was seen

in the much earlier Vatican Vergil (fig. 92).

A very distinctive group of illustrated manuscripts forms

the Reims School— usually located at the monastery of

nearby Hautvillers— since one of the chief manuscripts, the

Ebbo Gospels, contains dedicatory verses in praise of Abbot

Ebbo, archbishop of Reims from 816 to 835. Ebbo had been

the court librarian at Aachen until he was elevated to his new

position by Louis the Pious, and the Evangelist portraits in

his Gospels echo the more illusionistic types of the Palace

School, copies of which he presumably brought with him to

Reims in 816. Saint Mark (fig. 252) closely conforms to his

counterpart in the Aachen Gospels, with the author draped

in a bulky mantle and seated frontally in a sketchy land-

scape. But amazing transformations of both style and ico-

nography are immediately apparent in the Reims miniature.

Mark turns his head abruptly upward toward the tiny lion

unrolling a scroll in the top right. This is no simple author

portrait; it is a type known as the "inspired Evangelist." Mark

responds dramatically to the vision of the lion as if experi-

encing a mystical revelation.

This heightened animation conveying the psychological

state of excitement is new, but it is an idea that soon passed

into the repertory of the Northern artists. And how is this

excitement so vividly expressed? Notable are the distortions

of the facial features— the heavily arched eyebrows, the large

staring eyes, the pointed lashes --and the nervous twitch in

the fingers and torso. Even more expressive are the racing

lines that replace the modeling in color found in the Palace





Colorplate 31. Carpet Page with a Cross. Illustration in the Lindisfarne

Gospels. UVixgy^i". c. 700. British Library, London

(MS Cotton Nero D. 4, fol. 26v)

Colorplate 32 \'i}gin and Child. Illustration in the Book of Kells.

13x9'/2". Late 8th-9th century. Trinity College Library, Dublin

(MS 58, A.L6, fol. 7v)



Colorplate 33. Chi-Rho Monogram Page. Illustration in the Book of Kells. 13x9'/2". Late 8th-9th century.

Trinity College Library, Dublin (MS 58, A.L6, fol. 34v)



Colorplate 34. Book cover of the Lindau Gospels (lower or back). Silver gilt with enamels and gems, 13% x lO'/s". c. 800.

Pierpont Morgan Library, New York (MS 1)



Colorplate 35. Christ Enthroned. Illustration in the Gospels (Lectionary) of Godescalc. 12V8x8'/4". 781-83.

Bibliotheque Nationale, Paris (MS nouv. acq. lat. 1203, fol. 3r)



Colorplate 36. Saint John the Evangelist. Illustration in the Gospel Book Colorplate 37. Seems Jioin Genesis (J,27-4,]). Illustration in the

of Saint-Medard de Soissons. 14 x 10'//'. Early 9th century. Moijtier-Grandval Bible. 20 x HV/'. c. 840. British Library, London

Bibliotheque Nationale, Paris (MS lat. 8850, fol. 180v) (MS Add. 10546, fol. 5)

Colorplate 38. Christ in Majesty with Saints and Donor. Apse mosaic in the Church of Santa Prassede, Rome. 817-24



Colorplate 39. Baptism of Christ. Illustration in the Benedictional of Saint Ethelwold. ll'/zXS'/:". 971-84. British Library, London

(MS Add. 49598, fol. 25)



lolorplate 40. Saint Luke. Illustration in the Gospels of Otto III.

xgVs". c. 1000. Staatsbibliothek, Munich (Clm. 4453, fol. 139v)

Colorplate 41. Magius. The Four Angels Holding the Four Winds.

Illustration in the Morgan Beatus of Liebana, Commentaries on the

Apocalypse. 14y4X 11". 922 or mid- 10th century. Pierpont Morgan

Library, New York (MS 644, fol. 115)
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School portraits. To be sure, the arms and legs are high-

hghted and darkened illusionistically, but the opaque qual-

ities of the paint are dissolved and energized by swirling

lines, like whirlpools spinning about the arms and legs. Gold

flecks in the hair electrify Saint Mark's features, and the

illusionistic landscape background is transformed into a

surging waterfall of cascading lines. A new style is in the

making before our eyes, a style that can be more appropri-

ately termed "expressionistic," and it is no wonder that some

scholars have seen the Reims School as the fountainhead of

the dynamic linearism of later Romanesque art. These qual-

ities are even more captivating in the masterpiece of the

Reims School— the Utrecht Psalter (figs. 253-57), illus-

trated entirely with pen drawings.

The psalter was one of the most important books in the

service of the church, and while illustrated psalters are

plentiful in Byzantine art, there are no apparent models for

the unusual illustrations produced at Reims. The conven-

tional Byzantine psalter displays allusive illustration, as we

have seen (pp. 135-36), since the imagery of the psalms is so

poetic and imaginative. The artists of the Utrecht Psalter

follow a similar pattern but only in part. The far greater

number of illustrations are not allusive but literal and direct.

They depict objects, figures, and actions just as they are

described in the words of the psalmist. Furthermore, for

232. Saint Mark. Illustration in the Gospel Book of Ebbo.

lO'AxSW. 816-35. Bibliotheque Municipale, Epernay

(MS I, fol. 60v)

many psalms the lines of the song are illustrated one after the

other in a continuous fashion and then sprinkled over a

broad panoramic landscape above or below the text. The

illustrations thus become something like tableaux of pic-

torial riddles or charades, a form of play and instruction that

was always popular in the North (especially in Ireland, as we

have seen) that the reader must decipher. Let us take a

familiar example. Psalm 22 (Vulgate Bible; Psalm 23 in King

James version), the "Lord is my shepherd" (fig. 253), and play

the game.

"The Lord is my shepherd": "He maketh me to lie down in

green pastures" (the psalmist reclines among his flocks in a

bucolic setting); "He leadeth me beside still waters" (a

stream flows beneath the figure); "Lo, even though I walk

through the valley of the shadow of death" (below, to the

right, is a shallow pit with writhing demons hurling arrows)

;

"Thy rod and thy staff, they comfort me" (behind the shep-

herd another figure holds a rod and a small vial); "Thou

anointest my head with oil, my cup runneth over" (the

chalice held in the psalmist's hand spills over its lip) ; "Thou

preparest a table before me" (to the left a small table with

food stands before the psalmist); "Surely goodness and

mercy shall follow me all the days ofmy life; and I shall dwell

in the house of the Lord forever" (in the upper left is a small

basilica with an altar before which tiny figures kneel).

The composers of the tiny vignettes often exhibit a re-

markable inventiveness. For Psalm 43 (44), which is a la-

ment for the afflictions of Israel, cast out, oppressed,

humbled, abused, and disgraced, the panoramic landscape

features a broad city under siege with details of the text such

as "Thou hast made us like sheep for slaughter" illustrated by

a number of slain sheep heaped before the city gate (fig.

254). For the last verses of the Psalm, "Arise, why sleepest

thou, O Lord," the illustrator added the figure of Christ

comfortably reclining within a mandorla upon a canopied

bed. Earlier, in Psalm 11 (12), "For the oppression of the

poor, for the sighing of the needy, now will I arise, said the

Lord," the miniaturist actually depicts the figure of Christ

rising up and stepping forth from the confines of his aureole

(figs. 255, 256). Below, "the wicked walk round about" by

holding on to a turnstile or forming a circle which reminds

one of Saint Augustine's commentary on this Psalm: "The

ungodly walk in a circle . . . which revolves as a wheel."

Often the miniaturists appropriated familiar motifs out of

context, for example, Evangelist portraits, Classical person-

ifications, labors of the months, zodiac signs, or bestiaries.

The scattered pictorial motifs for Psalm 1 , the only full-page

illustration, give us some insight into this procedure (fig.

257). The top half of the sprawling landscape illustrates the

first verses: "Blessed is the man who hath not walked in the

counsel of the ungodly . . . nor sat in the chair of pestilence.

But his counsel is in the law of the Lord, and on his law he

shall meditate day and night." For the blessed man con-
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templating the law day and night we find a typical Evangelist

portrait (cf. those in the Ebbo Gospels) with the sun and

moon personified above. Directly below the studious blessed

man, another portion of the landscape features a river-god, a

stream issuing from his jug, and a flowering tree, illustrating

the lines, "And he shall be like a tree which is planted near

the running waters, which shall bring forth fruit in due

season."

Thus the Utrecht Psalter is, in many ways, a glorious

pastiche, but one should not deny the artists their keen sense

of humor and inventiveness. In many instances the scattered

vignettes have pointed theological meanings, but often they

seem more like clever pastimes, like pictorial riddles, for the

artists and for those who will peruse these pages.

Formerly it was thought that the Utrecht Psalter was an

original production of the fourth or fifth century because of

the fact that the script is in rustic capitals and the headings

are in ancient uncials. The arrangement of the texts of the

Psalms in three narrow columns on each page is also an

Antique practice long abandoned by Christian scribes. It is

no wonder then that paleographers were confused. The ques-

tion posed is thus fascinating: Were the scribes and artists

aware of the Antique features of their production? Were they

consciously reviving earlier Classical forms?

Any early models employed by the artists very likely

would have been painted, and the wispy figures with flutter-

ing draperies and twitching fret-folds cascading across

wildly gesticulating arms were born from innate impulses

above: 253. ?sa\m 22 (23).

Illustration in the Utrecht

Psalter. 13x978". 816-35.

University Library, Utrecht

(MS script, eccl. 484,

fol. 13r)

right: 254. Psalm 43 (44).

Illustration in the Utrecht

Psalter (fol. 25r). 9Vs x 13"
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above left: 255. Psalm 11 (12). Illustration in the Utrecht Psalter

(fol. 6v). 13 X 9%"

above right: 256. Psalm 11 (12). Detail of fig. 255

right: 257. Psalm 1. Illustration in the Utrecht Psalter (fol. Iv).

13 X 9Vs"

for dynamic linearism. The tiny sprites with their frail

bodies and hunched shoulders dance on tiptoe across the

filmy landscapes, evoking the world of elfin creatures in

woodland settings. The artists had little concern for anatom-

ical detail since their fleeting actors are put down in a few

quick strokes. Legs are barely sketched in, and nervous

zigzags suffice for fluttering garments. Furthermore, the

artists seem at times to scatter the narrative motifs across the

vellum with litde regard for balance or other principles of

Classical composition. How like the Irish illuminations in a

way!

Alcuin, Charlemagne's brilliant court scholar and theo-

logian, retired to the venerable Monastery of Saint Martin at

Tours in 796. There he set about to edit single-volume Bibles

(called pandects) for Charlemagne and to establish an au-

thentic Vulgate text, an issue of much concern in the
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258. Scenes from the Book of Revelation. Illustration in the

Moutier-Grandval Bible. 20 x l'\V^". c. 840. British Library, London

(MS Add. 10546, fol. 449v)

North. 5^ The pandects attributed to Alcuin are not of the

highest quahty, however, nor are they illustrated; but suc-

ceeding abbots at Tours, perhaps inspired by the impressive

illustrated codices of the Palace and Reims schools, estab-

lished a tradition of producing giant illustrated Bibles of

astonishing beauty.

The famous Moiitier-Grandval Bible in the British Library,

one of the earliest of these, was produced under Abbot

Adalbard (834-43) and contains four full-page frontispieces

for the basic divisions of the Old and New Testaments: one

folio for Genesis has registers illustrating the story of the

creation of Adam and Eve and their fall (colorplate 37); a

frontispiece for Exodus has two enlarged narratives, one over

the other, depicting Moses receiving the Law on Mount Sinai

and Moses preaching to the Israelites; a full-page Maiestas

Domini illustrates the beginning of the New Testament; and a

final page is devoted to a pair of enigmatic scenes for the last

book of the Bible, Revelation (fig. 258).

It seems clear that the scriptorium at Tours had numerous

illustrated models to draw upon. The Genesis page depends

on an early cycle related to the Cotton Genesis (see p. 83 ff.).

The most distinctive feature of this cycle is the depiction of

the creator in the form of Christ logos (he lacks the cross-

nimbed halo, however). Surprisingly, the more painterly

qualities of the early style are also retained. Some attempt is

made to model the nude bodies of Adam and Eve, and the

heavily draped Christ, repeated like an exclamation mark

between the scenes, stands in a continuous landscape

ground with zones of deep blue, red-pink, and light blue

indicating the atmospheric haze.

The frontispiece for the last book of the Bible, Revelation,

is exceptional and difficult to interpret (fig. 258). In the

upper half appears the great book of seven seals on a throne

that initiates Johns visions in the Apocalypse (5:2-6) with

the lamb (Christ) opening one of the seals. Opposite the

lamb is the "lion of the tribe ofJudah" that "prevailed to open

the book," but did not. In the corners are the four symbols of

the Evangelists, the "four living creatures" in the midst of the

throne.

Below is a curious representation of an elderly man en-

throned and lifting a veil above his head with outstretched

arms. The four "living creatures" appear to assist in the

unveiling. This enigmatic elder has been variously identi-

fied, but he is most likely Moses, who veiled his face after his

encounter with the Lord on Mount Sinai, as recorded in

Exodus. It has been noted that the image of Moses here may

rely on words of the prophet Isaiah (40:22): "He stretched

out the skies like a curtain," and that the figure is based on

pagan representations of the sky god who carries the canopy

of the heavens over his head (cf. the breastplate of the Prima

Porta Augustus and the figure beneath the enthroned Christ

on the Sarcophagus ofJunius Bassus— fig. 14). The meaning

here is clearly that of unveiling, however, and to find an

appropriate textual source we turn to the letters of Saint Paul

(2 Cor. 3: 12-18) : "It is not for us to do as Moses did: He put a

veil over his face to keep the Israelites from gazing on that

fading splendor, until it was gone. . . . Only in Christ is the

old covenant abrogated . . . and because there is no veil over

the face, we all reflect as in a mirror the splendor of the Lord."

The two curious images in the Apocalypse frontispiece

thus form a diptych of sorts, a kind of harmony of the Old

and New Testament visions of the Lord: the Lord veiled by

Moses in Exodus is the same whose vision John experienced

in Revelation. Just such a parallelism (cf. that of the apse

mosaic in Hosios David— p. 106 ff.) can be found in Early

Christian writers, especially in the commentaries on the

Apocalypse by Victorinus of Pettau (third century). Such a

reading would also provide an interpretation for the fron-

tispieces for Exodus and the Gospels in the Moiitier-Grand-

val Bible, where Moses receives the law on Mount Sinai and

the New Law is revealed in the Maiestas Domini. Wilhelm
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Kohler has brilliantly argued that the model for the set of

four frontispieces was an illustrated Bible made especially

for Leo the Great in the fifth century. Although Kohler's

argument for the unity of meaning in the Grandval illustra-

tions has been seriously challenged and rejected by some, his

theory is very convincing and perhaps near the truth. How-

ever, it is clear that the miniaturists of the Tours scriptorium

had many early models at hand.

Illustrated frontispieces for the books in a large Bible

executed for Count Vivian, lay abbot of Tours from 844 to

851, today in the Bibliotheque Nationale in Paris, are very

closely related to those in the Moutier-Grandval manuscript,

and no doubt they copy the same model with minor varia-

tions. However, three new pictures together with an elabo-

rate dedication page are added to the earlier foursome. A
portrait of David and his musicians serves as a frontispiece

for the Book of Psalms; the story of Saint Paul's conversion

introduces the Book of Acts; and an unusual narrative il-

259. Story of Saint Jerome's Translation of the Bible. Illustration

in the Vivian Bible (First Bible of Charles the Bald). 19'/2 x 13%".

c. 845. Bibliotheque Nationale, Paris (MS lat. 1, fol. 3v)

260. Maiestas Domini. Illustration in the Vivian Bible

(fol. 329v). IQViXUVs"

lustrating the translation of the Bible by Saint Jerome pre-

cedes Jerome's prefaces to the Bible (fig. 259).

The story ofJerome's Vulgate translation would, of course,

have special meaning at Tours, where the quest for an accu-

rate Latin text was promoted by Alcuin, but it would be

equally at home, if not more so, in an Early Christian copy of

Jerome's new translation. The vivid descriptive detail— note

especially the Antique appearance of the ship and the statue

of Roma within the city walls— and the lively action of the

tiny figures against a semi-illusionistic background suggest

that we are again dealing with a Carolingian copy of an Early

Christian cycle of illustrations, in this case perhaps an illus-

trated Vita Hieronymi appended to an early Vulgate edition.

The Maiestas Domini page for the Gospels (fig. 260) is

based on the type in the Moiitier-Grandval Bible, but it is

much elaborated. Here the One in heaven is surrounded by a

figure-eight-shaped aureole, a form that divides the divine

and human components of his body: his head and shoulders

in the upper heaven, his torso below, with his feet resting on
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261. Presentation of the Bible to Charles the Bald. Illustration in the

Vivian Bible (fol. 423). iWiXUVs"

the earth that serves as a footstool (cf. Isa. 66:1). He holds a

tiny waferlike orb— the mundus— in his right hand, the book

in his left. The four creatures are placed within the confines

of the tetragon, and the prophets appear in the four circles

that mark its corners. Outside the tetragon, in the four

corners, the miniaturist has added full-bodied portraits of

the Evangelists in the traditional poses found in Carolingian

Gospel books. The harmony of the Old and New Testament

witnesses, the prophets and the Evangelists, dominates the

image of Christ in Majesty.

The dedication page portraying the emperor Charles the

Bald is inserted near the end of the Bible (fig. 261). En-

throned in the center of the upper zone and somewhat larger

than the others is Charles the Bald flanked by two princes

and two bodyguards dressed in armor. The Hand of God
issues from the summit of the arch to bless the event. Below,

in a loose semicircle, are arrayed various monks, three of

whom present the Bible to the emperor. Verses accompany-

ing the miniature name the emperor as Charles the Bald and

the abbot as Vivian (d. 851), who has sometimes been

identified as the figure with his back turned, in the lower

center of the circle of monks. This is not likely. Vivian was a

lay abbot, and he should be identified as the sole prince

among the ecclesiastics standing to the far right introducing

them.

Somehow the miniatures in the Tours Bibles or their

models were made available to the artists who illustrated the

giant pandect known as the Bible of Saint Paul's Outside the

Walls, produced about 869-70 for Charles the Bald and his

wife Hermintrude. The twenty-four full-page miniatures—

one for nearly every book of the Bible— constitute the final

expansion of the Carolingian Bibles, and it has been esti-

mated that numerous models from the fifth through the

seventh centuries, from Italy, France, and Byzantium, must

have been available for these artists. Pictorial enrichments

with more discursive narratives distinguish the Old and New

262. Ascension and Pentecost. Illustration in the Bible of Saint

Paul's Outside the Walls. IS'^X 12". c. 870. Library,

St. Pauls Outside the Walls, Rome (fol. 292v)
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263. Portrait of Saint Gregory. Illustration in the Coronation

Sacramentary of Metz. IOV2 x 7V-*". c. 870. Bibliotheque Nationale,

Paris (MS lat. 1141, fol. 3r)

Testament illustrations, and the handsome miniature for the

Book of Acts in which the Ascension of Christ is merged

with the scene of Pentecost (fig. 262) presents us with a

combination of iconographies that anticipates the complex

program presented in the great tympanum sculpture at

Vezelay, a key monument of the Romanesque period (fig.

352).

Closely related in style to the miniatures in the Saint

Paul's Bible are those in the sumptuous Sacramentary of

Metz (figs. 263, 264).^*^ Facing each other at the beginning of

the sacramentary are the Coronation of a Prince (variously

identified as Clovis, Charlemagne, Charles the Bald) and an

"author" Portrait of Saint Gregory, who compiled the sacra-

mentary. The figure style resembles the vivid characteriza-

tions of the Tours Bibles, but the miniature is greatly en-

riched with an elaborate frame and exaggerated linear

stylizations throughout— the feathery clouds above Gregory,

the sharp, nervous pleats of the curtains and the drapery

folds— that add a sparkle to the composition.

264. Maiestas Domini. Illustration in the Sacramentary of Metz

(fol. 5v). 10V2X7'A"

An elaborate Maiestas Domini (fig. 264) before the preface

of the Canon of the Mass depicts Christ seated within an

aureole and adored by a throng of angel types seldom seen

together in a single representation. According to one author-

ity, A. M. Friend, Jr., the elaboration of angels in the Metz

Sacramentary is due to the influence of a new source book for

angel lore. It is recorded that a Latin translation of the

influential, ecclesiastical and celestial hierarchies of Pseudo-

Dionysius the Areopagite— the mystical treatise of the sixth

century discussed earlier (pp. 110-11)—was available in

the library of Saint Denis by 858. Since it is also known that

the venerable abbey church was patronized by Charles the

Bald in his later years— he became lay abbot in 876— Friend

believes that the workshops that produced the Metz Sacra-

mentary and closely related works rich in angel types should

be located at Saint Denis. ''^

The historiated initial wherein narrative scenes are incor-

porated into the floral decoration of the letter is found in the

Drogo Sacramentary (fig. 265), presumably produced in the
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court scriptorium of the archbishop Drogo of Metz.^^ The

initial D (eus) for the opening of Easter Mass is typical of the

insertions of narratives into the elegant golden tendrils, bars,

and trellises of the initial. Below is the familiar scene of the

Three Marys at the Tomb, and along the curving bar of the D
two more tiny episodes are hidden amid the twining flora,

Christ Appearing to Mary Magdalene and Christ's Appear-

ance to His Mother following the resurrection. We have seen

how animals invade the initials of Merovingian and Irish

manuscripts, but this interest in marginal narration is more

complex. The harmonious integration of picture and decora-

tion such as we find in the Drogo Sacramentary anticipates

by a full century the sculptured historiated capitals that are

so characteristic of the Romanesque period.

Not all Carolingian illustrated manuscripts were so lux-

urious or sumptuous as the court productions. A number of

them served monasteries— herbals, astronomical treatises,

calendars, chronicles, commentaries— and had less-am-

bitious illuminations, frequently little more than line draw-

ings. One important example is the Trier Apocalypse (fig.

266), produced in northern France in the mid-ninth cen-

tury.''^ This manuscript, like another very closely related to

it in Cambrai, has eighty-six full-page miniatures for the text

of Revelation. Such extensive cycles of illustrations are not

uncommon and were responsible for the transmission of

much iconography to later ages.

Carolingian workshops were not exclusively devoted to

manuscript illumination. Bronze-casting and metalwork

were traditional crafts in the North, and often the spirit of

antiquarianism pervades these arts as well. A frequently

cited example is the small bronze statuette usually identified

as Charlemagne (fig. 267) that obviously copies some An-

tique equestrian portrait (one source suggested is the bronze

Portrait ofMarcus Aurelius in Rome, considered to be one of

Constantine in the Middle Ages). It should be remembered

that Charlemagne had carted such a statue of Theodoric, his
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spiritual ancestor, from Ravenna to Aachen, presumably to

be set up in the courtyard of his palace.

More significant are the numerous ivory carvings that

were executed in ateliers attached to the scriptoria and

served as covers for the richly illuminated manuscripts.

Because of the close association with the scriptoria, it is

assumed that many of the ivory carvers were guided by

miniaturists, if not illuminators themselves. The cover for

the Lorsch Gospels (fig. 268), dating about 810, has long

been attributed to a workshop attached to the Ada school

manuscripts. A number of Carolingian ivories display a more

dynamic style, with tiny figures bending and swaying in

rhythmic friezes that resemble illustrations in the Utrecht

267. Equestrian Portrait of a Carolingian Emperor (Charlemagne?).

Bronze, height 9V2". 9th century. The Louvre, Paris

268. Virgin and Child with Zacharias and John the Baptist.

Book cover of the Lorsch Gospels (back). Ivory, 1478 x lOV-^".

c. 810. Victoria and Albert Museum, London

Psalter. These ivories, called the Liuthard group (after a

scribe), have generally been located at Reims, although other

Prankish centers have been proposed. The inner cover of the

Pericopes of Henry II, dating about 870 (fig. 269), is a good

example of these ivories. The representation of the Crucifix-

ion is typical of the inordinate passion for narrative detail

found in many of these works. The elaborate outer border

with Byzantine cloisonne enamels and gems has been dated

later, to 1007-12, as an addition made when the Ottoman

emperor Henry II presented the reset cover to the Cathedral

of Bamberg.

This same dynamic style characterizes some of the gold-

smiths' work of the ninth century. Because of their splendid

richness and certain iconographic peculiarities, the finest of

these have been assigned to the imperial workshop of

Charles the Bald, perhaps to be located at Saint Denis, as

mentioned above. The Crucified Christ in gold repousse in

the gem-studded second (upper) cover of the Lindau Gos-

pels in the Pierpont Morgan Library (fig. 270) is one of the
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left: 269. Crucifixion. Cover for the

Pericopes of Henry II. Central panel:

ivory, 11x5"; frame: Byzantine

enamels, gold, pearls, and gems,

height 17%". c. 870 (ivory); c. 1014

(frame). Staatsbibliothek, Munich

(Cod. lat. 4452)

opposite lefi: 270. Crucifixion with

Angels. Second (top) cover of the

Lindau Gospels. Gold, pearls, and

gems, nysx low. c. 870-80.

Pierpont Morgan Library, New York

(MS 1)

opposite right: 271. Maiestas Domini,

Four Evangelists, Scenes of Christ's

Miracles. Book cover for the Codex

Aureus of Saint Emmeram. Gold,

pearls, and gems, 16'/2X 13". c. 870-80.

Staatsbibliothek, Munich

(Cod. lat. mon. 14000)

opposite bottom: 272. Wolvinius.

Front of the Altar of Saint Ambrose.

Gold with enamel and gems,

2'9'/2"x7'2%". 824-59.

Sant'Ambrogio, Milan

finest examples of such delicate gold work; another is the

sumptuous golden cover of the Codex Aureus of Saint Em-

meram of Regensburg (fig. 271), today in Munich. Both have

been dated about 870-80.

The refined linear style displayed in the floating angels of

the Lindau cover and those of the figures in the miracle

scenes beneath the arms of the cross in the Munich book

cover was anticipated by a quarter of a century in the great

golden Altar of Saint Ambrose in Milan (fig. 272), one of the

most ambitious artworks to survive from the early reign of

Charles the Bald.^*' The patron, Angilbert II, archbishop of

Milan from 824 to 859, and the court artist Wolvinius are

portrayed in medallions on the back, paying homage to Saint

Ambrose. The elaborate front of the paliotto (altarpiece) has

the form of a fixed triptych with Christ in Majesty in the

center.

The two sides are divided into six fields each with repre-

sentations of events in the life of Christ in gold repousse. A
number of these are clearly related to Byzantine feast pic-

tures—note especially the Transfiguration and the post-

Passion episodes— but the thin, agitated figures with dra-

matic gestures and intense stares are very much in the style
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273. Santa Prassede, Rome. View of triumphal arch and apse. 817-24

of Reims School illumination. The fact remains, however,

that the Altar of Saint Ambrose was executed for a Milanese

patron and very likely executed by Italian craftsmen headed

by Wolvinius. These exchanges between the North and

South are too complex to describe here, but they do inform

us that Milan, and very likely other Italian centers, were

important contributors to the Carolingian Renaissance.

This spirit can be seen in Rome, too. Under the pontifi-

cates of Hadrian (772-95), Leo III (795-816), and Paschal I

(817-24), a resurgence of building on a grand scale took

place as part of the attempts of the papacy to repair and

restore Rome's ancient glory and prestige. The fervent artistic

activity in Rome reflected the renewed confidence and op-

timism of the Roman church. It must be remembered, how-

ever, that colonies of Byzantine monks and craftsmen had

migrated to Rome and south Italy during the period of

iconoclasm, and their presence is to be reckoned with in any

study of ninth-century art in Rome.

The mosaic installed in the triclinium of Leo III before the

coronation of Charlemagne in Saint Peter's, discussed ear-

lier, was one of the first fruits of the renaissance spirit with

its blatant proclamation of the renovatio Romanorum under

the aegis of the Prankish emperor, the "New Constantine."

Leo's successor, Paschal I, took a more personal interest in

the restoration of Early Christian Rome. He not only built

and restored a number of churches but he also commis-

sioned some of the finest mural decorations for their walls,

among them Santa Cecilia, Santa Maria in Domnica, and

Santa Prassede. This last church has often been cited as the

finest monument of the Carolingian Renaissance in Rome.

Built by Paschal to replace a religious center that had grown

up in the vicinity of Santa Maria Maggiore, Santa Prassede

became a major receptacle for the new relics transferred

from the catacombs.^''

For the building itself, Paschal turned directly to Saint

Peter's and its T-shaped plan, just as the builders in the

North had done. Indeed, Santa Prassede is a miniature copy

of Saint Peter's. A triumphal arch marks the juncture of the

nave and the sanctuary (fig. 273; colorplate 38).

The decoration of the tiny Chapel of Saint Zeno (fig. 274)
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in the north aisle of Santa Prassede has received much

attention. In the tight confines of the cross-in-square chapel,

some of the finest post-iconoclastic mosaics are preserved

with a hieratic program that in some ways anticipates or

parallels the new schemes of mosaic decoration in Middle

Byzantine churches. The lavish mosaics that fill the sanctu-

ary, to the contrary, owe little to Byzantine examples.

Precedents for the decoration of the triumphal arch and

apse were many in Early Christian Rome. It will be recalled

that the basilical triumphal arches, such as that of Saint

Paul's Outside the Walls (fig. 49), displayed a reduced

Maiestas Domini with the adoration of the twenty-four elders.

At Santa Prassede the outer arch presents a transformation of

this Apocalyptic imagery into the Adoration of the Multitude

of Saints in heaven (Rev. 19) — an All Saints' picture— which

no doubt reflects the policy of the restoration of relics that

Paschal pursued, especially in regard to this church. Within

the sprawling city walls of the New Jerusalem stands Christ

surrounded by the Virgin,John the Baptist, and the apostles.

In a verdant meadowland outside are assembled the rank

and file of saints venerated at Santa Prassede.

On the inner arch that frames the apse the representation

of the Adoration of the Lamb by the twenty-four elders finds

its place much as it appears in apse of Saints Cosmas and

Damianus (fig. 62), which it obviously copies. The apse,

sheathed in glowing marble revetment, is decorated with a

resplendent mosaic that repeats the apse composition of

Saints Cosmas and Damianus with a tall Christ floating in

the clouds of a deep blue heaven. To either side, Peter and

Paul stand on a floral carpet and present Praxedis, her sister

Pudentiana (in place of Cosmas and Damianus), the brother,

and the founder Pope Paschal (with a square nimbus to

indicate that he alone is among the living). With Santa

Prassede we come full circle and return to the golden age of

Christian Rome, and this renewed pride and concerted effort

to aggrandize Rome's position was the impetus for a far-

reaching program of the papacy that was to be more fully

realized in the twelfth century.

274. Christ and Four Angels. Dome
mosaic in the Chapel of Saint Zeno,

Santa Prassede, Rome. 817-24
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DIFFUSION AND DIVERSITY IN THE TENTH CENTURY

ANGLO-SAXON ART

DURING the course of the ninth century, the

great monasteries of England fell prey to the

invading Danes, and if one can take the good

King Alfred (871-99) as the spokesman for

this dark age, learning and the arts suffered

immensely. During Alfred s reign the Danes were contained,

and in time cultural intercourse with the continent was

renewed. By the middle of the tenth century, the reclaimed

monasteries were reformed under strict Benedictine rule,

particularly with Dunstan, archbishop of Canterbury (960-

88), and Ethelwold, bishop of Winchester (963-84). Under

Ethelwold, direct contacts were made with the monastery of

Fleury in France, which was itself reformed by the Cluniac

abbot Odo (927-44), to be discussed below (p. 274 ff.).

Anglo-Saxon art of the tenth and eleventh centuries has

recently been the subject of intense study, and the complex-

ities and varieties of its forms and styles are gradually being

sorted out.^^ One cannot deny the importance of illustrated

manuscripts in these developments, and it is to these excit-

ing monuments that I will devote this brief review.

One of the finest "painted" Anglo-Saxon manuscripts to

survive is the Benedictional of Saint Ethelwold, dated be-

tween 971 and 984 and produced at Winchester (New Min-

ster?).*'^ The dedication poem in the manuscript informs us

that "a bishop, the great Ethelwold, whom the Lord had

made patron of Winchester, ordered a certain monk subject

to write this present book. ... He commanded also to be

made in this book many frames well adorned and filled with

various figures decorated with numerous beautiful colors

and with gold."

The benedictional is a special book made up for the use of

the bishop that contains the solemn blessings given during

the Mass in preparation for Communion. Although some

miniatures are missing, it seems that each major feast was

accompanied by two full-page pictures appropriate to the

blessing. For the feast of the Epiphany (January 6), for

2 mcu .quarr me Teppu

dim ddfli^ me inimicuf;

mmomem ion ruum-cv

inmbcrn<tcuUjm ruum;

drh qmleafiCitr luuenui

remmeam

Turbdfme y
%pem indeiim quoconfrm

mei ctdfrneiif

275.

Illustration to Psalm 43 (44)

Anglo-Saxon Psalter.

IIVbX 15".

Early 11th century.
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(MS Harley 603, fol. 25)
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276. Illustration to Psalm 43 (44). Eadwine Psalter. Miniature 4x7'/V'. c. 1150.

Trinity College Library, Cambridge, England (MS R.17.1, fol. 76)

277. Illustration to Psalm 43 (44). Canterbury Psalter. Miniature IP/e" wide. c. 1200.

Bibliotheque Nationale, Paris (MS lat. 8846, fol. 57r)
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278. Crucifixion. Illustration in the Ramsey Psalter. liVsxgV

c. 990. British Library, London (MS Harley 2904, fol. 3v)

instance, the Baptism of Christ (colorplate 39) is paired with

the Adoration of the Magi. Especially striking are the broad

frames that form elaborate trellises over which the leaves of

the "Winchester acanthus," as they are called, clamber and

intertwine, spiraling out from giant golden bosses that punc-

tuate the corners and the centers of the borders. The figures

overlap and merge with the lush growth around the page. In

the Baptism, the Jordan, issuing from a river-god's urn,

swells upward to cover Christ's loins and then tapers off in

undulating waves about the wading Baptist and the angel to

flow naturally into the border of flowers. The bright colors

are laid on in lines, not areas, and the overall effect is not too

unlike that of the vibrant portraits in the Ebbo Gospels (fig.

252) of the Reims School, discussed in the last chapter.

Sometime around the year 970, the masterpiece of the

Reims School, the Utrecht Psalter, was brought to the scrip-

torium of Christ Church in Canterbury where, during a

span of 1 50 years, it served as the inspiration for at least three

creative copies (figs. 275-77; cf. fig. 254). In the earliest of

these copies, the Psalter in the British Library (Harley 603),

dated to the early eleventh century, the facility of the English

artists in duplicating the model is astonishing. If one did not

notice the Anglo-Saxon script of the text, the illustrations

could be mistaken for those in the Utrecht Psalter. The

drawings are carried out in colored inks instead of the

monochrome of the Reims psalter, and there is a slight

tendency toward a more patterned and precise treatment of

the fleeting figures scattered about the illusionistic land-

scapes. The lines are shorter, points of spears are sharper,

and faint arabesques emerge in details of the landscape. The

Harley 603 Psalter is clear testimony to the overwhelming

impact of the dynamic linearism of the Reims School in early

English art.

The second variant, the Eadwine Psalter in Trinity College

Library at Cambridge (fig. 276), dates to about 1150 and

informs us of the Romanesque style in England. Now a

border is added to contain the restless movement and subor-

dinate the agile figures to the fixed framework of a boxed

composition. The city walls and the hillocks are schematized

into surface patterns that divide the horizontal field into

three distinct bands. A groundline anchors the horsemen

and sheep along the lower border; the canopied bed of Christ

hangs from the crenelations of the upper frame; and the

apostles sit along scalloped contours of the flattened terrain.

Even the sketchy quality of the tiny figures gives way to

sharper linear conventions and bold outlines.

The conflict between freedom of movement and constric-

tions of the frame and field, so basic to the Romanesque

style, is resolved in the Gothic version of about 1200 (fig.

277), today in Paris. Here the later Medieval obsession with

clarity of parts through compartmentalization completely

obscures the original design. Had we not the two earlier

copies before us, the comparison of this Gothic manuscript

with the Carolingian Psalter would never come to mind.

This rare opportunity to study the drastic transformations of

a model through two centuries is very revealing, and we shall

return to these points later.

The linear style of the Utrecht Psalter was the impetus for

an important body of Anglo-Saxon art of the tenth and

eleventh centuries. One of the most impressive examples is

the Crucifixion in the so-called Ramsey Psalter that has been

dated to the last quarter of the tenth century and attributed

to the Winchester scriptorium (fig. 278). The delicate ren-

dering of an iconic Christ on the cross between Mary and

John the Evangelist superbly displays the sensitivity of the

English artist. The long, graceful outlines of Christ's limbs

and torso contrast with exciting contrapuntal accents of

vibrating calligraphic motifs that mark the border of his

loincloth. The irregularly hooked outline of Mary's mantle,

rendered as if a magnetic force were attracting the frets like

metallic filings, adds a frenzied touch to her body, which

dramatically tapers from broad shoulders to tiny feet. The

artist conveys the sense of her shower of tears by having the
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Virgin fervently embrace the jagged ends of her mantle as if

she were sobbing over a dead child.

The Utrecht Psalter style is further developed in a number

of later manuscripts with diminutive outline drawings. At-

tributed to the scriptorium at Winchester, the drawings in

the New Minster Prayer Book, dating from about 1023-35,

display a pronounced expressionism in the sharp outlines of

the fluttering folds, the enlargement of hands, the twisting of

the bodies, and the delicate heads that seem to poke outward

from narrow shoulders.

The Quinity (fig. 279) is a particularly engaging drawing.

Within a circular aureole above the cramped figures of

earthly despair, Arrus (Arius) and Judas— two archetypal

traitors to the church— the Trinity, in the form of four

human figures and the Dove, is aligned on a rainbow. The

two enthroned figures— God the Father and Christ the

Son— are bearded and have cross-nimbed haloes, while

Mary, holding the Christ Child and serving as a perch for the

Dove, stands at the left. Hence, a "quinity" is actually pre-

sented. How does one account for this unusual aberration?'''^

One wishes that Thomas Aquinas had had occasion to study

and comment on the miniature!

Precocity of a very different order characterizes the stun-

ning drawings in the Psalter of Bury Saint Edmunds, pro-

duced for the abbey in Suffolk (or for Canterbury?) about

1040. Over fifty seemingly spontaneous sketches are scat-

tered about the margins of the psalms, illustrations that have

no direct link to the Utrecht Psalter cycle but are, neverthe-

less, highly imaginative and varied in their derivations from

New Testament pictures, bestiaries, and other sources, with

some fresh inventions such as that for Psalm 82 (83), a prayer

against the enemies of God's church: "O my God, make

them like a wheel; and as stubble before the wind" (fig.

280).''^ The directness of the illustration is surprising, and

while the effect is by no means sinister or terrifying, the

quick hand of the artist has superbly conveyed the evil one

upended like "stubble before the wind" and cast backward

with the rotary movement of the giant wheel, his skirt tossed

forward in melodic accordion pleats along a sweeping arc.

The beauty of the Bury Psalter lies mainly in the elegance

and grace of the drapery patterns, a refinement and sophis-

tication of the Reims style carried far beyond the wants of a

fleeting illusionism. Here, the calligraphic beauty, almost

akin to that of oriental art in its delicacy, announces the new

aesthetics of Romanesque abstraction in its elegance and

sensitive expression fashioned by a sure hand that does not

err. The wheel, an inviolate man-made object, is mechan-

ically drawn with a compass, but it will turn, and the figure,

which attracts our attention with its graceful backflip, brings

to mind the falling figures on a wheel of fortune, here

illustrating the fate of the enemies of the church as well. The

marginal illustrations in the Bury Psalter provide us with

evidence for the transformation of the dynamic linearism of

279. Quinity. Illustration in the New Minster Prayer Book.

5 X S'/s". c. 1023-35. British Library, London

(MS Cotton Titus D.xxvii, fol. 75)

the Utrecht Psalter into the beautiful and expressive abstrac-

tions of what is generally called Romanesque style. Here we

can see the refinements of moving line reach an almost

mannerist phase if, indeed, that word can be applied to such

art.

The anticipation of the Romanesque style in England is

announced in a harsher manner in another psalter that was

made, according to its calendar, for the New Minster in

Winchester, dated to about 1050-60. The Crucifixion (fig.

281) presents a more static and hieratic image, with the

energies of the lines quelled beneath heavy bars painted as

contour lines for the draperies and silhouettes. The figures

loom larger by virtue of their material weight; the lines of the

drapery are hardened into regular metallic ridges. The all-

over effect is that of an engraved design for an enamel plaque

rather than of the calligraphic gymnastics of pen drawing.

These, too, are Romanesque traits, and the significance of

the stronger stylization of the Arundel Crucifixion is that it

gives evidence of the natural evolution of an English Ro-

manesque art without the direct intervention of the conti-
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right: 280. Illustration to

Psalm 82 (83). Psalter of Bury

Saint Edmunds. 12^4 x 9%".

c. 1040. Vatican Library,

Rome (MS Regina 12, fol.

90v)

below: 281. Crucifixion.

Illustration in the Arundel

Psalter. 12x7'/2". c. 1050-60.

British Library, London

(MS Arundel 60, fol. 12v)
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nental styles that are sometimes claimed to have been intro-

duced only after the conquest of William of Normandy in

1066.

THE OTTONIANS

The empire of Charlemagne, once divided among his heirs,

gradually weakened and shrank into small principalities

with little central authority or power. And as in much of

western Europe, the waves of marauding infidels from the

fringes of the Christian world— the Vikings, the Magyars,

the Slavs— sapped the energies for the cultural programs

that Charlemagne had so magnificently initiated. The far-

flung monastic centers had defensive walls, not oratories, to

build; the scribes had few costly models on hand to inspire

them. It was as though all of Europe went into a deep freeze

for nearly a century.

Then in the early years of the tenth century, in the eastern

territories across the Rhine, in Saxony, there emerged a

powerful family of rulers— the Ottos—who had the means

and determination to establish a kingdom and maintain

channels of communication between east and west, north

and south. An impressive victory for Otto I, "The Great"

(936-73), was won over the Hungarians on his eastern

frontiers in 953. The dream of Charlemagne was revived,

and in 962, in Rome, Otto was crowned Augustus and

Emperor of the Latin Christian world, henceforth known in

history as the Holy Roman Empire. The imperial lineage

now linked Augustus to Constantine to Charlemagne to
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left: 282. Saint Cyriakus,

Gernrode. Exterior from east.

Founded 961

below: 283. Saint Cyriakus.

Plan (after Lehmann)

Otto the Great, and the impact of this symbohc genealogy

was to have lasting significance throughout Europe until

very recent times.

The Saxon house of the Ottos revived the Carolingian idea

of renovatio, and while they frequently resided in Rome, the

Rhine and the Meuse (Maas) river valleys became their chief

avenues of communication, and their immediate models

were those about them in the North, Aachen in particular. It

was also during this period that the first reverberations of the

reform movements of the Cluniac Order in France, to be

discussed below, were felt across Europe, heralding the

reestablishment of the powers of the monastic world in the

delicate balance of church-state power in the North.

The revival of Carolingian art was by no means a slavish

and empty aping of the past. '^^ In architecture, Carolingian

westwork churches were taken as models for imperial pres-

ence in the ecclesiastical communities, but their outward

forms were refashioned to make them imposing and majes-

tic. The finest architectural remains are to be found just

south of Magdeburg at Gernrode, where the Church of Saint

Cyriakus was founded by the margrave Gero (960-65) to

serve as a royal convent (fig. 282)7^ The Ottoman structure

is intact and well preserved, except that the apse built into

the flat entrance wall is believed to be a later, twelfth-century

addition.

In plan (fig. 283) Gernrode displays a simple nave with

side aisles, a square chancel and apse raised over a crypt,

slightly projecting transept arms, and a westwork with a

high tribune flanked by two round towers. The exterior is

plain but imposing in the clarity of its cubic and cylindrical

massing of elements, and the divisions of the elevation on the

exterior are subtly marked by changes in pilaster strips on
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284. Saint Cyriakus. Interior

from southeast

the towers and blind arcades over the nave windows. The

interior (fig. 284) is equally imposing in its austerity, with

the nave divided into two large bays by great rectangular

piers carrying arches that rest midway on columns between

them. A new feature appears in the gallery of six arches over

each bay above the triforium (for the nuns?). The nave is

covered by a timber roof.

The simple volumes of Gernrode were elaborated into a

complex assembly of stereometric forms in the great Church

of Saint Michael in Hildesheim, begun about 1000 by the

learned court bishop Bernward (figs. 285, 286). As though a

major chord had been struck on an organ, the building rises

majestically, with the crossing establishing the proportions

throughout. It is doubled in the transept arms and trebled in

the nave. In the elevation, the height is approximately twice

the width. Thus the simple beauty of the square, doubled

and trebled, with apses and towers anchoring the ex-

tremities, presents a tightly knit assembly of austere vol-

umes on the exterior.

The interior of Saint Michael's (fig. 287) features a more

complex elevation in the transepts, with galleries in the arms

(called "angelic choirs"). The nave, with three square bays

and the so-called Saxon alternation of pier and columns, is

more severe. The high triforium wall rises to the clerestory

without galleries. Heavy, cubical capitals contribute to the

severe geometric nature of the elevation. No doubt along the

high expanse above the nave arcade colorful murals depict-

ing Biblical stories were painted originally, much as mosaics

lined the naves in Early Christian basilicas. Few remains of

such fresco decoration survive in Saxony, but the paintings

in the nave of the Church of Saint George at Reichenau-

Oberzell on Lake Constance (fig. 288), dated to the late

tenth century, have frequently been cited as examples of this

Ottonian art, particularly in the more expressionistic style of

thin figures swaying and gesticulating against a plain

background.

Bernward of Hildesheim, the builder of Saint Michael's, is

a remarkable figure in Ottonian history.'''* Born of a noble

Saxon family, he was educated in the best cathedral schools

(Heidelberg and Mainz) and traveled extensively through

France and Italy. In 987 he was elected chaplain at the

imperial court and appointed tutor of the young Otto III by

the empress-regent Theophano, the Byzantine widow of

Otto II (d. 983). When studying the association of the

learned theologian and his aspiring secular ruler, one is

reminded of the influence of Aristotle on the young Alex-
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ander. Indeed, it may be that some of the grandiose ideas of

the "boy wonder of the world," as young Otto III was called,

were instilled and articulated in the monarch's mind through

the teachings of the powerful ecclesiastic.

But Bernward had more interests than political to occupy

his energies, and, according to his biographer, Thangmar of

Heidelberg, he excelled in the arts and crafts, frequenting the

workshops of his artisans and actually assisting them in their

crafts. A number of elegant gold and bronze objects are

attributed to Bernward's patronage, including a great golden

cross and two elaborate candelabra that survive. On a larger

scale he had cast a tall bronze column with a spiraling band

of sculptured reliefs carrying episodes from the life of

Christ, much as if a metal scroll were wound about it (fig.

289). It has been suggested that the inspiration for Bern-

ward's column was one of the triumphal columns of ancient

Rome that he had undoubtedly seen.

More impressive are the huge bronze doors cast for Saint

Michael's at Bernward's behest about 1015 (figs. 290, 291). ''^

As tutor to Otto 111, Bernward had spent time at the royal

palace in the neighborhood of Santa Sabina in Rome, where

he would have seen the famed wooden doors discussed in

Part I (pp. 91-94), and it was perhaps there that the inspira-

tion for such multifigured narratives for doorways came to

him. The great doors were cast in two solid valves, an

incredible feat of foundry work, an art in which the casters of

the Rhine and Meuse valleys had always excelled. The huge

monolithic casts stand some sixteen and one-half feet high,

and each valve is divided into eight registers with narratives

in each field.

The left door has scenes from Genesis reading from top to

bottom, beginning with the shaping ofAdam in the first days

of creation and concluding with the murder of Abel by Cain.

Scenes from the life of Christ are ordered from bottom to top

on the right valve, from the Annunciation to the Resurrec-

tion. It would seem that some type of parallelism was meant

to be presented here that harmonized Old and New Testa-

ment events, and indeed some such reading seems appropri-

ate in the pairing of scenes such as the Fall of Adam and Eve

with the Crucifixion in the third row and the lively story of

the Admonition to Adam and Eve with the Judgment of

Christ before Pilate.

The style of these dramatic reliefs indicates that the artist

had recourse to models familiar in book illustration. In fact,

the so-called passing- the-buck scene, with God condemning

Adam, Adam passing the blame to Eve, and Eve cowering

and indicating the serpent as the true culprit, corresponds

remarkably well with the same episode as presented in the

Cotton Genesis recension (for example, the Tours Bibles and

the San Marco narthex mosaics), suggesting that the de-

signer had at hand a model book with illustrations derived

from that source.

Ottonian narrative style as presented in the bronze reliefs

290. Scenes from Genesis (left) and the Life of Christ (right).

Doors of Bishop Bernward. Bronze, height 16'6". 1015. Cathedral,

Hildesheim (originally made for Abbey Church of Saint Michael)



240 * Early Middle Ages

displays a distinctively expressionistic trend vaguely related

to the vibrancy of Anglo-Saxon miniatures and no doubt

partly indebted to the dynamic style of the Reims School.

The cire perdu, or lost-wax, method of casting the delicate

figures allowed the artists to vary the height of the relief so

that background details— plants and trees— are little more

than engraved floral designs, while the animated figures

gradually project from the feet upward until their heads

appear in three dimensions. The doors of Hildesheim repre-

sent an initial phase in the tradition of bronze-casting for

portals that can be followed through the famous Gates of

Paradise by Ghiberti and, indeed, to the Gates of Hell by

Rodin.

Bernward's scriptorium at Hildesheim excelled in manu-

script illumination, as did a number of court and monastic

scriptoria throughout the Ottonian kingdom. Unlike the

monastic workshops in England, however, the Ottonian il-

luminations were mainly produced in royal foundations, and

there has been much controversy over the location of these

ateliers. Formerly it was assumed that the Benedictine Abbey

at Reichenau on Lake Constance, famed for its liturgical

codices, was the major center for the illuminators, but this

has been seriously challenged in recent years. ''^ It is now
believed that the main center for the illustration of elegant

manuscripts, mostly destined for royal patrons, was the old

Carolingian capital of Trier (Treves) on the Moselle. Other

major centers were Echternach and Cologne. Without pur-

suing this complex problem further, it should be pointed out

that the Ottonian style represented in the finest manuscripts

is relatively homogeneous.

Indicative of the problems of provenance are the illumina-

tions in the splendid Gospel book known as the Codex

Egberti, named for its owner. Archbishop Egbert, who was

the imperial chaplain to Otto II at Trier. The frontispiece,

depicting the archbishop between two diminutive monks

named Keraldus and Heribertus, establishes the ownership

at Trier, while the monks who present the book to Egbert are

identified as being from Augia, the old Latin name of

Reichenau. In any case, the style of the miniatures— por-

traits of the Evangelists, fifty New Testament scenes, several
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illuminated initials— introduces the distinctive Ottonian

mode for the first time. The Gospel book includes a selection

of stories— all New Testament— that seems to have been of

special interest to the Ottonian scriptoria, where basic ser-

vice books, not Bibles, were produced (it will be recalled that

the narratives in Carolingian Bibles were predominately Old

Testament).

Furthermore, the iconography of the New Testament

scenes in the Codex Egberti points to new sources, namely,

Byzantine models, for the illuminators, and it comes as no

surprise that direct links with the East were now openly

negotiated. Otto II married the daughter of the Byzantine

emperor Romanus II, one Theophano, who was a staunch

regent after her husband s death. There is much evidence for

the importation of Byzantine ivories, enamels, silks, and

manuscripts at this time; indeed, it seems certain that East-

ern craftsmen were sometimes employed in the court

ateliers.
'^'^

The fifty New Testament illustrations in the Codex Eg-

berti range from the Infancy through the Passion of Christ,

and the compositions of many of the miniatures suggest a

certain indecision on the part of the painters in following

their models. The Annunciation (fig. 292) is a good example.

Framed within the text by a simple band decorated with gold

lozenges (an Early Christian convention), the two figures,

Gabriel and Mary, are placed irregularly to the left on a

bumpy groundline as bright silhouettes seen against an

abstract background. The figures are described in heavy

outlines with long arcs and straight lines and little shading to

indicate the modeling of the body. They seem ironed out into

flat silhouettes. Many details, such as the sharp facial fea-

tures, the costumes, and the pinions of Gabriel's wings,

remind us of the conventions employed in Byzantine art, but

to speak of Byzantine influence here beyond these vague

generalizations would only obscure the issues of style.

Qualities of immediacy and vividness through intense colors

and sharp lines are traits that are uniquely Ottonian and

mark the temperament of a talented artist responding to the

vigorous tenor of his time and place.

The crystallization of the Ottonian style into an art of

expressive abstraction can be studied in two Gospel books

made for Otto III. The earlier(?) is in Aachen today and is

generally dated about 1000, an ominous year in the church

calendar, as we shall see later. The dedication page (fig. 293)

presents the youthful Otto enthroned on high within a

mandorla representing the heavens; his throne is supported
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Illustration in the Codex Egberti.

QVbX y/z". 977-93.

Stadtbibliothek, Trier

(Cod. 24, fol. 9r)



293. Otto 111 Enthroned amid Church and State. Illustration in the

Aachen Gospels of Liuthar. lOVaxSVi". c, 1000.

Cathedral Treasury, Aachen (fol. 16r)

294. Otto 111 Enthroned Between Church and State. Illustration in

the Gospels of Otto III. 13x9^8". c. 1000. Staatsbibliothek,

Munich (Clm. 4453, fol. 24r)

by a straining atlantid (Earth or Tellus in the form of Atlas

supporting the world) ; he is flanked by two emperors wear-

ing identical crowns (the other Ottos?); and the four sym-

bols of the Evangelists fly about his head carrying a long

scarf or scroll-like cloth that breaks across his shoulders.

From a circle above, the Hand of God places a crown, against

a cross, on the head of Otto III.

The emperor, dressed in the same regalia as the two in

obeisance beside him, opens his arms to receive the divine

favors bestowed upon him. "May God invest your heart with

this book. Otto Augustus," reads an inscription on the op-

posite page, commanding the ruler to establish his empire

on the wisdom of the Gospels. With the four creatures about

his head— the four Gospels— and the Hand of God above,

the inference that he is invested heart and soul is clearly

marked by the scroll that bisects his body. This, as one

historian has pointed out,^^ illustrates the idea of the king's

two bodies: his heart and soul (shoulders and head) signify

his divine investiture, while his torso, here resting on Tellus

or the Earth, represents his earthly role as a secular ruler.

Below Otto, in the terrestrial world, are two soldiers and two

clerics representing the unity of state and church in his

domain.

The second Gospel Book of Otto III (fig. 294) is also

dated about 1000 but exhibits a more advanced stage of

Ottonian abstraction of space, scale, and frontality. Otto, the

"boy wonder," looms large in the center of the page en-

throned before a temple that represents the palace(?). All

details of his regalia are enlarged and emphasized, including

the eagle on the scepter in his right hand, the lion heads on

the imperial throne, and the huge gemmed crown. A rich

border adorns his purple mantle. To his right, in smaller

scale, stand the representatives of the church holding Gospel

books, attending him alertly as they touch his throne; to his

left are the soldiers of state with sword and shield, making

gestures of acclamation. Compared to the Carolingian por-

trait of Charles the Bald (fig. 261), the image of Otto is one of

commanding authority, an icon of a divinely appointed

monarch, a powerful statement of church and state united in

the awesome Augustus.

A better comparison for such imperial portraiture would,

in fact, be the mosaic panel of Justinian and his retinue at

Ravenna (fig. 147), where the glaring statement of caesaro-

papism was superbly fashioned. It should be recalled that

Otto III was the son of a Byzantine princess and was edu-

cated at court by the sagacious Bernward, councillor to his



295. Conrad U and Queen Gisela Before the Enthroned Christ.

Illustration in the Codex Aureus of Speyer Cathedral.

19VeXl3'A". 1043-46. Library, Escorial (Cod. Vitr. 17, fol. 2v)

296, Scenes oj the Infancy of Christ. Illustration in the

Codex Aureus of Echternach. IZ'Ax 12y8". 1053-56. Germanisches

Nationalmuseum, Nuremberg (MS 156142, p. 19)

mother. It is not too bold to suggest that perhaps similar

Byzantine ideas of caesaropapism filled the mind of the

young ruler. Crowned successor to Charlemagne at Aachen

in 983, he later received the crown of the church from the

pope in 996. Otto thus was divinely appointed, and our

miniaturist pays him a splendid tribute in this portrait in his

own Gospel book.

"Divinely inspired" is also a fitting characterization of the

Evangelist portraits in Otto's Gospels (colorplate 40).^^ The

astonishing representation of the seated Evangelist writing

his text is here transformed into an image of mystical revela-

tion with the writer lifted into the heavens. Luke, identifiable

by the ox directly above his head, is transfixed and stares out

frighteningly as if lost in an hypnotic trance. He has been

inspired by the prophets, whose heads emerge from the fiery

wheels that turn about them.

The intense colors and the jagged circles of light make

Luke's vision spin like an exploding fireworks display. The

palette is dissonant, as is often true in Ottonian miniatures.

Cool blues are placed against greens and purples, but it is the

thrusting lines and swirling edges that bring vitality to the

image. Perhaps there is even something mystical in the

overlapping of revolving circles of light, caught up in and

reverberating with the harmonies of the spheres, just as the

Gospels resound sonorously with the prophecies of the Old

Testament.

The attraction of Byzantine art manifests itself in a curious

way in certain manuscripts produced in Echternach (or

Trier?) for Henry 10, the Holy Roman emperor from 1039-

56, that mark the end of our period. In the sumptuous Codex

Aureus dated 1043-46 that was presented to Speyer Cathe-

dral by Henry III, the dedicatory frontispiece displays the

parents of the emperor, Conrad II and Gisela, kneeling

before a great Maiestas Domini (fig. 295). Here the vigor of

Ottonian line has been quelled somewhat, and the faces of

Christ and the angel in the lower medallion have been added

by a Greek artist at the court, as can be seen in their

distinctive Byzantine features when compared to the other

heads on the page.

In another manuscript, the large Codex Aureus of Echter-

nach, dating 1053-56, a full-page frontispiece is painted in

imitation of a Byzantine silk pattern and serves appropriately

as a carpet page for the beginning of Matthew's text, recalling

the use of geometric decorations in Irish manuscripts of the

seventh and eighth centuries. The numerous miniatures

illustrating the Gospels are organized in registers much in
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right; 297.

Doubting Thomas.

Ivory plaque, 9% x 4".

Early 11th century.

Staatliche Museen, Berlin

below: 298.

Christ Between Archangels

Michael Gabriel, and

Raphael and Saint Benedict

Altar Frontal of Henry II

Silver with gilt and niello,

47x 70". c. 1019.

Musee de Cluny, Paris

the fashion of those in the Tours Bibles (cf. colorplate 37).

The story of the Incarnation (fig. 296), associated with the

genealogy of Matthew, is presented with stories of the An-

nunciation, Visitation, Nativity, and Adoration of the Magi,

the first two scenes being related only in Luke's Gospel.

Obviously, the pictures here depend on a set that constituted

the Infancy cycle independent of the Gospel text.

Anticipations of the Romanesque are also found in many

of the ivory carvings attributed to Ottonian workshops. The

highly expressive Doubting Thomas (fig. 297), perhaps pro-

duced at Trier, announces the exaggerated elongation and

twisting of torso and limb that we find in later French

trumeau figures of the twelfth century. It is in metalwork,

however, that some of the most accomplished large-scale pre-

Romanesque sculptures appear. As we have noted. Bishop

Bernward employed bronze-casters for his monumental

doors and triumphal column, and in the craft of metalwork

in repousse, the Ottonians also excelled. Emperor Henry II

presented Basel Cathedral with a magnificent antependium

(altar frontal) of gold plate with niello inlays (fig. 298), dated

about 1019, that exemplifies these elegant metal sculptures.
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In a broad arcade are repousse figures of the archangels

Michael, Gabriel, Raphael, and Saint Benedict standing sym-

metrically about a tall figure of Christ holding an orb. At his

feet kneel the diminutive figures of the emperor and his

queen, Kunigunde.

Attempts at monumental sculpture in the round are also

found. The controversies over icons and imagery had not

yet subsided, and large, fully modeled statues of Christ, the

Virgin, or saints on an altar, serving an iconic presence,

would still be considered dangerously close to idolatry. Yet

the cult of relics, which enjoyed a renewed popularity in the

North, could not be denied objects of veneration. The first

sculptures in the round, often incorporating a reliquary

cavity, come surprisingly close, in fact, to fetish images. The

Virgin of Essen (fig. 299), standing about two and one-half

feet high, is at first sight a bit frightening, with her huge

paste eyes staring out from the glistening orb of her golden

head. Made of gold plate affixed to a wooden core and

enriched with filigree, gems, and enamels that accent the

stark planes of the mantle, the statue has a remote and unreal

appearance. The Virgin of Essen was probably given to the

cathedral there by Abbess Matilda, sister of Otto I, sometime

around 973-82.

The earliest known example of such monumental sculp-
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300. Cross of Archbishop Gero (detail). Painted wood, height of figure 6'2". c. 970. Cathedral, Cologne



Diffusion and Diversity * 247

301. Werden Crucifix. Bronze, height 3'8". c. 1070. Abbey Church;

Werden (formerly in the Abbey of Helmstedt)

ture in wood, the Gero Crucifix (fig. 300), was commis-

sioned by Gero, archbishop of Cologne, for his cathedral

about 970. The impressive figure is over six feet high. A
cavity in the back of the head received the host. Covered

with gesso and then painted, the wooden corpus displays an

amazing modernity. The heavy weight of the dead body is

conveyed by the grooves of stretched and sagging skin in the

shoulders and chest, while the stomach is swollen and bulges

outward. Christ's face is superbly modeled to express a

lonely, withdrawn somberness. The lips are contorted and

twisted down at the corners above the cup of the chin, while

deep craters form the eerie sockets for the closed lids of the

eyes capped by harshly contoured brows. The Gero Crucifix,

a striking image of human suffering and death, is the work of

a superior sculptor who appears far ahead of his time.

The crucifix was a popular object in early German sculp-

ture, although most were of small scale and cast in bronze.

Many are impossible to date, but one is distinguished by its

huge scale and extreme refinement in casting technique—

the Werden Crucifix (fig. 301). The tall, lean form of Christ is

made up of five cast pieces flawlessly assembled into a

streamlined image of quiet pathos. The narrow planes are

smoother and the contours sharper than those of the cru-

cifixes in wood. The conventions for the body parts— note

especially the eye sockets and the beard— are pronounced

and very stylized, but the elegant abstraction of the torso

into geometric planes resembling a polished breastplate and

the slight inclination of the head and neck effect a timeless

characterization of the dignity of Christ even in death. The

Werden Crucifix is one of the finest sculptures of the Otto-

nian period.

"MOZARABIC'-LEONESE ILLUMINATIONS IN SPAIN

"A man who knows not how to write may think this no great

feat. But only try to do it yourself and you shall learn how
arduous is the writer's task. It dims your eyes, makes your

back ache, and knits your chest and belly together— it is a

terrible ordeal for the whole body. So, gentle reader, turn

these pages carefully and keep your fingers far from the text.

For just as hail plays havoc with the fruits of spring, so a

careless reader is a bane to books and writing ."^^ This

touching admonition appears at the end of the text of a richly

illustrated Apocalypse manuscript traditionally called the

Silos Beatus. The colophon is signed by Prior Petrus, who

also contributed to the enchanting miniatures; the scribes

were Dominicus and Nunnio; and the scriptorium was the

monastery of San Sebastian (later Santo Domingo) at Silos in

north central Spain. The illustrations belong to a late phase

of the so-called Mozarabic style that developed in the As-

turias around Leon during the course of the tenth century.

The term Mozarabic, derived from the Arabic mustarih,

meaning "Arabized," is something of a misnomer since very

little Arab or Islamic influence can be found in this curious

style no matter how hard we try. The term does have histor-

ical relevance, however, insofar as this art was produced by

cloistered monks who took refuge in the Christian kingdom

of the Asturias during the long Muslim occupation of the

Iberian peninsula (from 711 for roughly three centuries).

Spain was virtually cut off from the currents of Western

culture in Italy and the North during this period. In fact, all

land south of the Pyrenees belonged to Africa rather than to

Europe, and thus severely isolated, the Christians in Spain

withdrew and sealed themselves off from the flux of interna-

tional intercourse. An inborn, mutant culture germinated in

seclusion, and it should not be surprising that the arts that

flowered in such an estranged environment unfold as primi-

tive, even barbaric, expressions of weird beauty.

The sources of Mozarabic style have been traced in part to

Visigothic and Merovingian Animal styles, to Early Chris-

tian manuscript illuminations, and to some Carolingian

models, but these influences explain little. ^-^ The stylistic or

formal elements of these strange pictures cannot be so easily
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302. Magius and Emeterius(?) Scribe and Miniaturist at Work

in the Tower Workshop of Tahara. Illustration in the Beatus of

Liebana, Commentaries on the Aipocalyipse. HVi X lO'/s". 970.

Archive Historico Nacional, Madrid (Cod. 1240, fol. 139r)

dissected. One must analyze them in psychological terms as

features of an art misplaced in time, displaying a primitivism

that is not wholly a decorative language of signs, as we

normally consider folk art, but also an emotional expression-

ism that mysteriously conveys the fears and longings of a

closed monastic society in dire times. That the scribes and

illuminators took deep pride in their work is not only the

sentiment of Prior Petrus, quoted above, but that of the entire

monastic community as illustrated in the bell tower of a

monastery (fig. 302) painted in a famous Mozarabic manu-

script, the Tabara Apocalypse, dated 970, where the atelier

of the illuminators and scribes is given special prominence.

Prior Petrus's allusion to "fruits of spring" with reference

to the pages is particularly apt, since Mozarabic miniatures

resemble strange bouquets of wild flowers gathered on a

page, and, furthermore, the vellum is treated with a special

wax that emits a slightly astringent odor that enhances the

primeval sensations evoked by the manuscripts' appearance

(see colorplate 41). The compositions are bursts of rich

colors— bright reds, sulphurous yellows, blues, greens, and

violets; the shapes are insectlike and scattered in a seemingly

haphazard fashion but in fact are held mysteriously within

definite patterns and symmetries. Space is totally abstract

and visionary, often divided into multicolored bands or

concentric circles.

The figures are reduced to cookie-cutter silhouettes with

a few conventional marks— double arcs, curlicues, and

frets— suggesting the lines of drapery, the protrusion of

shoulder or thigh, the feet, the hands, the head. The round

faces have big bulging eyes, and with a shorthand of quick

strokes the nose, mouth, and chin are marked out. Enlarged

hands appear here and there as if stuffed into the carpet-

bodies; even the haloes display a variety of colors. This is an

303. ViMARA AND Johannes. The Symbol of Saint Luke. Illustration

in the Leon Bible of 920. 9'/4 x 8%". 920. Cathedral, Leon (Cod. 6,

fol. 211r)
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art born of basic instincts working through the faded memo-

ries of sophisticated models and resembhng those eerie

kaleidoscopic sensations that float against a dark nothing-

ness created when we close our eyes tightly.

While Christians were tolerated under Islamic rule, it

seems clear that they sensed a threat of death through

suffocation and isolation, and gradually many monks mi-

grated from Muslim territories northward to the kingdom of

Alfonso III (866-911), centered in Leon in the Asturias,

where they established monastic communities. One of the

earliest illustrated books in the Mozarabic style is the Leon

Bible of 920.^^ Fortunately, Mozarabic manuscripts provide

us with much information in their colophons. The Leon

Bible was commissioned by Abbot Maurus for the monastery

of San Martin de Albelda (Albeares) near Leon; it was

written and illuminated by the monks Vimara and Johannes.

The date in the colophon, 958, must be rectified to the year

920, since Spanish chronology was off by thirty-eight years.

The illustrations include a favorite motif, the Cross of

Oviedo (a familiar sign of resistance to Muslim rule), canon

tables with Evangelist symbols, and full-page frontispieces

for the Gospels with symbols of the Evangelists supported

by angels within huge circles (fig. 303). The execution is

childlike and folksy with only colorful outlines and candy

stripes of red, green, yellow, and blue lending a feathery

lightness and transparency to the image. No attempts at

modeling can be discerned, and indications of space are

totally ignored.

A later Bible of 960, signed by the monk Florentius, in San

Isidoro in Leon, is remarkable for the vast number of narra-

tive pictures that appear in the margins and in the text, many
unframed, like column pictures (fig. 304). Again, the naive

treatment of the figures, the suppression of gestures, and the

lack of any illusion of space make these colorful illustrations

difficult to read at times, but if one studies the configurations

closely, as if they were flat cutouts pasted to the margins, the

rudiments of the narratives become discernible.^"*

It is to the illustrations of the Beatus Apocalypse manu-

scripts that we must turn to study the true spirit of Mo-

zarabic art, however. These densely illustrated codices out-

number all others in the Mozarabic style. Why should such a

compilation of commentaries on the Book of Revelation be so

popular? We know that in Spain from the earliest times, the

Book of Revelation was considered as canonical as the writ-

ings of the Evangelists themselves. In fact, at the Fourth

Councfl of Toledo (633) it was decreed that "the Apocalypse

is a canonical book and should be read in the church from

Easter to Pentecost."

But more important than its liturgical significance was the

millenarian message of the ultimate triumph of the church

over the false prophets and enemies of the faith, with the

establishment of the New Jerusalem at the end of time. This

message, wrapped in colorful allegory in the Book of Revela-

tion, was dear to the hearts of the Spanish Christians, who
had frequently been embroiled in issues involving heresy.

Were not the Muslims, the followers of Muhammad, the
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most threatening of the false prophets occupying their very

land? If the popularity of the Beatus Apocalypse swelled as

the real millennium— the year 1000— approached, perhaps

their vision of the Apocalypse became something of an

obsession, something truly awaited and very imminent for

them. We will return to the question of the millennium in

Part IV.

As an encyclopedia of doomsday, the contents of the

Beatus commentaries are rich and varied, as are the illustra-

tions. The books begin and end with large initials of the

Alpha and Omega. In the more complete editions, there are

genealogical tables for the descendants of Adam through

Christ, a fanciful mappa mundi, a depiction of Noah's ark

(commemorating the Flood as the first destruction of the

world), illustrations ofJerome's commentaries on the Book of

Daniel and its Apocalyptic visions, portraits of the Evange-

lists, and numerous double-page and full-page miniatures as

well as column pictures of the episodes narrated in the text

of Revelation. ^5

It is in illustrating the more mystical visions described by

John that the Mozarabic artists truly excelled (colorplate 41).

For "the four angels holding the four winds" (Rev. 7:1-2), the

earth is presented as a splendid oval with bands of bright

yellow, violet, and pink and trees and bushes scattered here

and there. Enframed by a border of deep blue waters with

fishes, it forms the setting for the multitude of the elect from

"every tribe of the children of Israel," standing hand-in-hand

like so many paper dolls. In the corners the four angels, like

giant butterflies pinned there, hold on to antennae that

represent the forces of the winds, while in the upper center,

i

305. Emeterius and Ende. The Four

Horsemen of the Apocalypse. Illustration

in the Gerona Beatus of Liebana,

Commentaries on the Apocalypse. 16 x 10"

975. Cathedral Library, Gerona

(MS 7, fol. 126v)
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the angel with the seal blossoms from a red disc labeled sol.

This colorful image of the world is just one of the many

enchanting full-page miniatures in the Apocalypse in the

Pierpont Morgan Library in New York, one of the earliest

Beatus manuscripts known. The Morgan Beatus is signed by

one Magius and dedicated to the Monastery of Saint Michael,

very likely San Miguel de Escalada near Leon.

Magius later settled in the Monastery of San Salvador de

Tabara, north of Zamora, where he established an important

atelier that produced several Beatus Apocalypse manuscripts

with illustrations. We know further that the archipictor

Magius, as he was known, died at Tabara in 968. The intrigu-

ing representation of the bell tower at Tabara (fig. 302)

features the rooms of his atelier located in a side chamber on

the second level. The cross section shows the walls lined

with colorful tiles, a horseshoe-shaped doorway, and ladders

giving access from one floor to the next. Magius died before

the completion of the Tabara Beatus, leaving the task to his

disciple Emeterius, who tells us that in this "lofty tower" he

sat "for three months, bowed down and racked in every limb

by copying."

Elevated to the rank of master pictor, Emeterius continued

his mentor's work at Tabara, employing an assistant, one

Ende, a pinctrix, a nun who lived in a convent annexed to the

monastery. Together they produced the beautiful Beatus

Apocalypse, today in the Cathedral of Gerona and dated 975,

with many new enrichments that were clearly copied from

Carolingian models. The sequence of pictures follows

closely that established in the Morgan Beatus. The page with

the Four Horsemen (fig. 305) is typical of these narratives.

306. Prior Petrus. Christ Appearing in the

Clouds. Illustration in the Silos Beatus of

Liebana, Commentaries on the Apocalypse.

15'/4X 10". 1109. British Library, London

(Add. MS 11695, fol. 21r)
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with the mounted destroyers added one after the other

against glowing bands of color (cf. the Trier Apocalypse, fig.

266).

Considered the last great monument of Mozarabic art is

the famous Silos Beatus in Lxindon (fig. 306), written by

Dominicus and Nunnio between 1091 and 1109 and illus-

trated in part by Prior Petrus, who left us the plea to treat his

manuscript with care that was quoted above. This scrip-

torium was located in Castile at the Monastery of San Sebas-

tian (later Santo Domingo) de Silos, where some of the finest

examples of monumental sculptures in the Early Roman-

esque style are found (see Part IV, p. 260). Meyer Schapiro

has argued that the style of the Silos manuscript leads us

from Mozarabic to Romanesque, and in many ways his

observations are convincing. Yet such a colorful page as

Christ Appearing in the Clouds (Rev. 1:7-8) can hardly be

dissociated from the Mozarabic style that we have studied in

the Leonese manuscripts.

However one describes the introduction of the Roman-

esque style— and we have observed many anticipations of it

in tenth-century art— the one famous Beatus manuscript

that clearly shows the transition from Mozarabic to Ro-

manesque is the Saint Sever Apocalypse in Paris, a lavish

production made for Abbot Gregory Muntaner (1028-72) of

the Gascon monastery in the western Pyrenees.^'' Here the

models behind the Morgan and the Gerona Beatus cycles

were followed faithfully, but the figures are normally propor-

tioned and articulated with draperies that are more func-

tional than patterned (fig. 307). Pockets of folds flare up at

the ends in Romanesque fashion, the heads are more care-

fully drawn, and the gestures and movements are less con-

ventionalized. It is clear that a new style is announced here,

one that portends the dynamic line of French Romanesque

art. This transformation took place in the larger context of

the sculptural enrichments of a new architecture in a

broader international movement of style no longer bound to

isolated regions and patrons but to the spread of the church,

a development we will follow in Part IV.
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308. Saint Martin-du-Canigou. French Pyrenees. Nave, upper church. 1001-26



XV

THE TRIUMPH OF LATIN CHRISTENDOM

THE IDEA of Latin Christendom as a spiritual and

temporal power presiding over the affairs of the

world was announced in Carolingian lauds of

the eighth century: "Christ is victor, Christ is

king, Christ is emperor." ^ The world in the

Middle Ages was a very limited one by our perceptions. It

included the lands bordering the Mediterranean Sea (the

occidens) and the vast areas east of the Caucasus (the oriens),

and the mappa mundi, or map of the world, was envisioned as

a circle divided into three parts: Asia, Europe, and Africa.

Pope Urban II, rallying the faithful for the First Crusade at

Clermont in France (1095-96), decried the condition of the

world. The enemies of Christ had seized control of Africa

and Asia, and "There remains Europe, the third continent.

How small a portion of it is inhabited by us Christians!

It was the Christian mission— beginning with that given

to the apostles by Christ— to recover these lands for the

imperium christianum, the kingdom of Christ. A mythology

was born from the stories of the crusading campaigns of

Constantine and his mother Helena in the fourth century,

tales of the emperor Heraclius's efforts to recover the site of

the Holy Cross in Jerusalem in 628, and those of Charle-

magne to free the Christians from the Moors in Spain (the

Song of Roland) in the eighth.^ The world of the crusading

knights of Christ is born again in the Romanesque era, and

there are a number of factors to be considered in evaluating

its impact and success in history. In a Europe that was still

basically agrarian in makeup, two systems emerged for

organizing the vast wilderness in the North: feudalism and

monasticism.

Feudalism, a pyramidal system of polity developed from

the relation of lord to vassal and the ownership of land infeud

(feod,fief), or land held from a lord in return for service, had

roots in old Roman, Carolingian, and Germanic landholding

practices. By the end of the tenth century it was institu-

tionalized in the North. Thousands of fiefs were scattered

across Europe, and the confusions resulting from such a

system are obvious when one traces, for instance, the evolu-

tion of the Capetian lords in France, as we shall later see.

Monasticism, founded as a mode of life in retirement or

seclusion from the world, became the major organization

within the church. The Rule of Saint Benedict held the favor

of the papacy, and Benedictine monastic houses spread

rapidly throughout Europe. Viewed in the broadest sense,

the warlords of feudalism epitomized the vita activa in

Christendom, the monks, the vita contemplativa, but all was

not so simple.

Unifying links in these sprawling chains of authority were

forged by pilgrimages and crusades, with the pilgrimage

roads forming the avenues that connected France to Spain

and Italy. The idea of a pilgrimage to the holy sites was, of

course, important in Early Christian times, when travelers

spent lifetimes wandering from one hallowed shrine to an-

other, usually converging on Rome and its great basilicas or,

for the more ambitious, the Holy Lands in the East, es-

pecially Jerusalem. There were only brief interludes when

Christians could safely visit the Holy Lands after they fell to

the Persians in 614, and during the course of the tenth and

eleventh centuries, two major shrines became distinguished

for the Latin pilgrim: Rome and Santiago de Compostela.

A psychological factor has also been frequently cited when

tracing the emergence of the new Romanesque world. For

many historians the birth of the Romanesque should be

placed about the year 1000, the end of the first millennium.

Fears of the holocaust coming with the Apocalyptic Last

Judgment, considered imminent, together with the joys at

the establishment of the New Heaven on earth that was to

follow were emotions that quickened the pulsebeat of Eu-

rope, it has been argued. It is true that numerous commen-

taries with dire warnings of the Second Coming of Christ

appear (recall the illustrated Beatus Apocalypse), but the

reckoning of the final hour was usually muddled. It is even

reported that peasants and nobility gathered on hillsides on

the eve of the second millennium to await the Apocalyptic

fireworks, but generally today these factors are downplayed

by Medieval historians. Who can tell? A Cluniac monk, Raul

Glaber, writing about 1003, has often been cited as an

authority for the advocates of the millenarians: "Therefore,

after the above-mentioned year of the millennium which is

now about three years past, there occurred, throughout the

world, especially in Italy and Gaul, a rebuilding of church

basilicas. . . . each Christian people strove against the others
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to erect nobler ones. It was as if the whole earth, having cast

off the old by shaking itself, were clothing itself everywhere

in the white robe of the church.'"^

The term Romanesque— meaning "in the Roman style"—
is a fairly recent invention in art history. Formerly consid-

ered a primitive phase of Gothic, the architecture of the

eleventh and twelfth centuries was not given its name or

presented systematically until 1871, when Arcisse de Cau-

mont published his "geography of styles," dividing the ear-

lier buildings into seven regional groups. ^ Later, Caumont's

schools of architecture were extended to include sculpture

as well, especially the great tympanum decorations.

Special attention was then given to chronologies and ori-

gins of the new style. For some, the scholarly battle con-

cerned the preeminence of northeastern Burgundian

churches over the southern Languedocian in the beginnings

of Romanesque. Others claimed the impetus was to be found

in the churches in Provence, bordering Italy, where the idea

of monumental stone sculpture, in the "Roman manner,"

would have evolved naturally. Others argued for Spanish

origins. The role of Cluny as the sponsor of the new art was

also emphasized, and finally the theory of the pilgrimage

roads as the conduits of the new style was introduced to

relieve the rigidity of the categories imposed by the spokes-

men for regional schools.^ These various arguments will be

reviewed below, but attention should be given to the theory

of a "first" (premier) Romanesque art that offers an interest-

ing transition from the arts of the Early Christian and Car-

olingian periods to those of the eleventh and twelfth

centuries.

THE "FIRST" ROMANESQUE

The definition of the "first" Romanesque was introduced in

1928 by Jose Puig i Cadafalch (Le premier art roman)7

While a somewhat vague concept, the "first" Romanesque

concerns a phase of building, about 950 to 1060, that oc-

curred on an east-west axis, stretching from Lombardy in

Italy across lower France and into Catalonia. The Catalonian

churches are the best preserved, and Puig described these

structures as bridging the gap between the earlier (Vis-

igothic, Carolingian, and Mozarabic) buildings in Spain and

those of the Romanesque. This phase was marked by the
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introduction of solid stone construction in the nave with a

heavy tunnel vault carried on massive piers or columns. The

"will to vault" has been traced to Lombard workmen (the

comacini), who were masters of scaffolding techniques used

in vaulting crypts and side aisles with small, split stones

used as bricks {petit appareil), a technique presumably intro-

duced from Byzantium in the sixth century.^

As for decoration, the familiar Lombard corbel tables

together with pilaster strips on exteriors formed a simple but

effective accent to the austere surfaces of stone. In time,

figurative sculptures appeared in the capitals and on the

portals. Puig i Cadafalch isolated three or four major plans,

two of which interest us here. One consisted of a triple-

aisled nave with tunnel vaults, without transepts, terminat-

ing in three apses opposite the entrance. The other featured

the T-shaped basilical plan of Saint Peter s in Rome with a

dome over the crossing of the nave and projecting transept

arms.

A more romantic setting can hardly be imagined than the

one for the monastery of Saint Martin-du-Canigou (French

Pyrenees), nestled comfortably in the mountainous slopes

above Prades (fig. 308; colorplate 42). As one visitor noted,

the "rooms command a lovely view," looking out over rocky

masses that descend about the buildings of the double

church, the bell tower (rebuilt), and the dormitories

squeezed about a spacious open cloister. The church, re-

stored in the nineteenth century, has been dated between

1001 and 1026. It was built on two levels. The upper church

is particularly impressive. Three long tunnel vaults are car-

ried on ten heavy supports consisting of two sets of co-

lumnar shafts separated by huge piers. The piers strengthen

the middle of the nave, which is marked by a sturdy trans-

verse arch across the vault. The problems of thrust and

support are thus simply resolved by this sturdy arcade and

the massive exterior walls. There is no clerestory, and hence

the only illumination is provided by small windows at either

end of the nave.

The history of Saint Martin-du-Canigou is of interest. The

first abbot, the monk Scula, apparently supervised the build-

ing of the church. The founder was Guifre, count of Cer-

dagne (later a monk at Canigou) and brother of the famous

churchman Oliba, abbot of one of the leading cultural cen-

ters in the West, Santa Maria at RipoU (figs. 309-312).^ The

plan of Oliba's church at RipoU reminds us at once of the

Basilica of Saint Peter in Rome, which it undoubtedly is

meant to copy, with the addition of three apses on either arm

of the transept. A view of the exterior (restored after a fire of

1835) dramatically changes this impression, for here we find

massive walls of small stones with rhythmic pilaster strips

and corbel tables applied to the elevation and a great cupola

over the crossing. Even more surprising is the interior with

its ponderous tunnel vaults resting on great thick piers.

Windows pierce the clerestory above the intercolumniations

313. Saint Vicente, Cardona Castle, Spain. Interior, c. 1029-40

of the nave arcade, but its austerity remains forbidding and

cold. However, one must imagine the barren expanses of

walls brightly decorated with frescoes, the floors glistening

with marble, and lavish furnishings accenting the deep

space.

In the hills some forty miles southwest of RipoU is the

elegant Church of San Vicente at Cardona Castle (Bar-

celona). Begun about 1029 and consecrated in 1040, it is

raised on a simpler plan with no projecting transepts. How-

ever, the building techniques employed are so advanced that

it is difficult to imagine the rapid strides in masonry that

occurred in the early eleventh century. The interior (fig.

313) is especially impressive with its keen articulation of
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parts. The great tunnel vault of the nave is divided into bays

by transverse arches. For each vaulted bay of the nave three

groin vaults are employed in the side aisles, and over the

crossing rises a dome on squinches. What is especially

interesting for us is the early use of the articulated pier here.

The giant supports have a complex cross section made of

trebled rectangular projections from the basic square, each

ofwhich corresponds to some element in the rising elevation

of the interior. These piers form, in their cross section, a kind

of working ground plan for the masons, and from their

profiles the various aspects of the interior can be visualized

in three dimensions.

The articulated pier is one of the major innovations in

Romanesque architecture; it introduces a sophistication of

building techniques and a process of thinking in architec-

ture—the stone mason's concept— that have revolutionary

implications for later Medieval buildings in the North. The

articulated pier imposes a strict division of the nave into

bays, which are added one to the other longitudinally and are

clearly marked by transverse arches. Later Gothic architects

will transform this mathematics of addition into one of

division.

Some of the earliest examples of figurative sculptural

decoration in architecture are found in the "first" Roman-

esque churches of Catalonia and the Pyrenees. Not sur-

prisingly, these early experiments appear in marginal areas

such as capitals, cloister piers, and portals. Small figures,

often merely incised, appear like badges affixed to the face of

a floriate capital. Sometimes a narrative is involved, but more

frequently these carvings seem to be whimsical footnotes of

a missing text. At Saint Genis-des-Fontaines in the Pyrenees

a marble lintel (fig. 314), two feet high, spans the central

doorway with a representation in relief of a squat Christ in

Majesty within a figure-eight-shaped mandorla carried by

angels. Aligned on either side are three doll-like figures of

the apostles squeezed tightly within an arcade of horseshoe

arches, resembling the childlike friezes of figures found in

Beatus Apocalypse illustrations in the Mozarabic style. The

curious Maiestas Domini at Saint Genis, dated to 1020-21,

clearly belongs to the tradition of Early Christian portal

decoration (see Part I, pp. 42-43), but the direct source for

the representation seems to have been a Mozarabic manu-

script or carving.

The close dependence of early monumental sculpture on

the minor arts is demonstrated in the impressive twelfth-

century portal of Santa Maria at Ripoll (fig. 312). Above the

keystone of the doorway appears Christ enthroned amid the

symbols of the Evangelists, flanked by two friezes of angels

and the twenty-four elders (Rev. 4). Below this Apocalyptic

image are friezes with Old Testament stories, some of which

are closely related to earlier Spanish Bible illustrations, such

as those in the eleventh-century Farfa Bihle.^'^ Below, on the

314. Saint Genis-des-Fontaines. French Pyrenees. Marble lintel with relief of Maiestas Domini, approx. 2'x7'. 1020-21
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door jambs, taller figures stand in regimentation much in the

fashion of the carved column-figures in mid-twelfth-century

French churches (cf. fig. 478). Unfortunately, these fascin-

ating sculptures were seriously damaged in a fire in 1835 and

have disintegrated too much to serve a meaningful discus-

sion of style.

Among the finest preserved are the pier reliefs in the

cloister of Santo Domingo de Silos (fig. 315), usually dated

about 1088. The relief of the Doubting Thomas is superbly

carved with broad, smooth surfaces and extremely delicate

lines describing the flowing draperies of the tall, weightless

figures. A more sophisticated style appears in the Silos

reliefs, and while some features are clearly related to

Mozarabic art,^^ the complex overlapping of forms in shal-

low planes and the expressive accents, such as the thrusting

arm of Christ, anticipate the complex designs of later tym-

panum sculptures in France. It is not surprising, therefore,

that some French scholars have dated the Silos sculptures

much later (mid-twelfth century) and see them as dependent

on French models. The cross-fertilization of Early Roman-

esque art, whichever way it may move, introduces us to one

of the major issues in any consideration of twelfth-century

sculpture, namely, the role of the pilgrimage roads in the

development of regional styles.
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THE PILGRIMAGE ROADS AND REGIONAL STYLES

THE RAPID developments in Romanesque archi-

tecture and sculpture in the last decade of the

eleventh century appeared almost simul-

taneously in Spain and France. Four roads or

avenues linking various religious centers in

France led southward to the Pyrenees, where they joined and

continued westward to the hallowed Church of Saint James

in the "field of stars" in Galicia (see map III). We are fortu-

nate that a twelfth-century handbook for pilgrims, written

by the priest Aymery Picaud (preserved in an encyclopedic

account of SaintJames, the Liber SanctiJacohi), survives as a

firsthand description of these routes. The southernmost

road started in Aries at the column memorial to the martyr

Saint Genes. It led westward through churches built over

tombs, including that of Saint Gilles, on to Toulouse, where

the relics of Saint Sernin were enshrined, then south into the

Pyrenees, crossing into Spain, where it initiated the major

avenue across northern Iberia to Santiago de Compos tela.

The second route described in the guide led from Bur-

gundy through Notre Dame of Le Puy and Sainte Foy at

Conques, which preserves the charming scale of these cen-

ters and where one can still see the miraculous reliquary of

the child saint in all its primitive and frightening splendor

(colorplate 43). The road continued to the magnificent

church of Moissac and onward to Ostabat at the foot of the

Pyrenees. Another, somewhat rambling route, also started in

Burgundy at the Church of the Madeleine in Vezelay, led

south to the tomb of Saint Front at Perigueux, and finally

joined the second road near Ostabat. The fourth, beginning

at Paris and Chartres, followed the Loire from Orleans to the

age-old sanctuary of Saint Martin at Tours, then southward

through Poitiers, Saintes, to Bordeaux, and finally converged

with the other roads at Ostabat. Once across the Pyrenees,

the routes formed a single road that led through the bat-

tlefield of Roncevaux, famous in the Charlemagne legends,

and across the treacherous country of the Basques. This

final, long leg of the journey led from Puente la Reina via

Burgos and Leon to Compostela. The first in the group of

pilgrims to sight the towers of the church of Santiago was

proclaimed roi, or king.

The "Way of Saint James" was thus a challenging journey

through the heartland of the major Romanesque churches

and, like tourist centers today, the various communities vied

with each other to attract the donations of the weary travelers

who trudged for months from one station to the next. Let us

begin our journey at the goal, Santiago de Compostela, and

slowly return northward. The chronology of Romanesque

art is perhaps not best served this way, but it makes more

sense for our broader understanding of the culture.

The towers of Santiago seen by the roi of the pilgrims in

the twelfth century are not those that greet the modern

visitor. The exterior of the famous cathedral has changed

considerably over the centuries. The imposing west facade is

an ornate and frivolous Baroque frontispiece masking the

original two-towered entranceway, and while the flanks of

the building retain something of their original massiveness,

several parts have been rebuilt, restored, or added to down

through the years. The south transept portal is still Medieval

in appearance. The Puerta de las Platen'as (named after the

nearby shop of the silversmiths), begun in 1078, today

displays a strange assortment of sculptures with disorderly

and confusing representations of the Temptations of Christ

and the Transfiguration (fig. 316), that Aymery Picaud de-

scribes in his guide as decorations on the west and north

porches. The "Adulterous Woman" with flowing hair (fig.

317), according to Aymery, portrays a notorious figure in

local legend, an adultress who sits forlornly with the skull of

her husband in her lap. The sculpture of the portal in the

vestibule to the great crypt at the west end, the Portico de la

Gloria (fig. 318), is a masterpiece by Master Matthew and

belongs to a later phase of Romanesque art (c. 1168-88).

The Romanesque cathedral, built over an earlier ninth-

century church (now beneath the huge choir), was begun

about 1077-78 under Bishop Diego Pelaez and completed by

1124 or 1128 by his successor, Diego Gelmfrez (figs. 319,

320). The sculptural decoration was gradually added to

enhance its role as the principal monument of the pilgrimage

roads. The interior, entered through the Portico de la

Gloria, with its deep, dark nave (250 feet long) and shadowy

tunnel vaults marked off regularly by the round transverse

arches, is well preserved. The solemn cadence of the hand-

some piers of brown granite and their colonnettes rising into
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above: 316. Puerta de las Platen'as. South portal of Cathedral,

Santiago de Compostela. c. 1078-1103

right: 317. "Adulterous Woman" with a Skull. Detail of fig. 316

transverse arches mark off the nave rhythmically into square

bays that lead us slowly toward the altar— the focus of

pilgrims for more than a thousand years.

Santiago de Compostela is a typical pilgrimage church. In

ground plan we at once recognize the bold restatement of the

T-shaped design of Saint Peter's in Rome, but now the

complexities are multiplied, with great western foundations

for the original two-towered facade. Apsidioles are attached

to the transept arms and seem to sprout from the huge

semicircular aisle with groin vaults that encircles the apse.

This passageway, known as an ambulatory, together with the

additional apses with altars constitute what is called a pil-

grimage choir, an innovation of earlier pilgrimage churches

(for example, Saint Martin's at Tours) and a division of the

basilical structure that will continue to grow and expand

until the body of the church is nearly engulfed by it.

The additional altars were necessitated by the proliferation

of relics displayed for the pilgrims— each altar housed a

different relic— and the ambulatory gave the visitor access to



above left: 318. Master Matthew. Portico de la Gloria.

West portal of Cathedral, Santiago de Compostela. 1168-88

above right: 319. Cathedral, Santiago de Compostela.

Interior toward east. 1075-1120

right: 320. Cathedral, Santiago de Compostela. Plan (after Dehio)

those shrines behind the main akar. Furthermore, reforms in

the church required priests in residence (canons) to perform

at least one Mass daily to accommodate the crowds. To

provide even more space, the aisles of the nave were con-

tinued about the transept arms. In the twelfth century a huge

wall, called a cow, marked off the choir from the nave,

separating the canons from the milling crowds of pilgrims.

From the ground plan one can see how the cross section of

the piers led the masons in the construction of the church. A
columnar shaft is attached to each face of the square pier. The
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inner colonnette rises the entire height of the nave (sixty-

eight feet) to mark the spring of the transverse arch in the

vault; the lateral shafts mark the arcades between the piers

down the nave; while the fourth supports the transverse arch

of the side aisles. Groin vaults are employed in the bays of the

side aisles, and the cross-ribs that mark them into quadrants

rest on the corners of the piers. Thus the piers and their

shafts bind the divisions of the interior into a coherent whole

as well as articulate its elevation with the repeated round

arches that rise from them. Here we can see why the term

Romanesque is so appropriate. Great walls of stone masonry,

simple geometric forms, define massive volumes of space

that emphasize the gravity and austerity of the structure,

much as in ancient Roman buildings. It is not simply a huge

barn with a wooden roof but a complex assembly of space

modulators organically interlocked.

The nave elevation of Santiago is also typical of one major

group of pilgrimage churches. It builds up majestically in

three giant steps: the sturdy nave arcade; the solemn open

gallery (each bay has another round arch divided into two

smaller arches between elegant shafts); and, finally, the

broad contour of the tunnel vault spanning the nave. There is

no clerestory, as there often appears in Romanesque

churches, and the lighting is achieved through the fenestra-

tion at either end of the nave— the facade and the apse— and

whatever filters in from the windows in the outer walls of the

side aisles. The great octagonal lantern that covered the

crossing of the transepts and the nave also had windows to

spotlight the beginnings of the great choir.

The beauty of pilgrimage architecture can be more fully

experienced today at Saint Sernin in Toulouse (figs. 321-

27).^'^ Here the scale is grander, and double side aisles



appear. Otherwise, the interior dupUcates that of Santiago

(the petit appareil has been painted to simulate larger build-

ing blocks). The exterior preserves its original twelfth-cen-

tury appearance— the two towers of the facade were never

completed— and offers us a view of the stately splendor of

Romanesque architecture in the great massing and integra-

tion of cubic volumes, including cylinders and cones, like

the simple harmonics and rhythms of a Medieval plainsong

(the analogy with music is particularly appropriate for Ro-

manesque architecture, as we shall see). Pilaster strips on the

exterior, marking the internal structure of the bays, relieve

the overpowering austerity of the huge unadorned geometric

forms in space; a coursing of blind corbel tables accents the

roof lines; while heavy round arches carried on half-col-

umns articulate the windows in the apsidal chapels and the

upper walls. A towering octagonal spire, added in the thir-

teenth century, built in elegant stages, provides an emphatic

focus for the pilgrimage choir.

Saint Sernin was built (the foundations date about 1060)

as a collegiate church for Augustinian canons, and in 1082-

83 Cluniac monks were installed for purposes of reform.

The high altar was consecrated by Pope Urban II in 1096 (a

date that has been used too generously for dating Roman-

esque structures), and the original marble altar table sur-

vives, with tiny angels carrying a medallion portrait of

Christ carved along its rim. The style of these minuscule

sculptures, surely dating about 1096, corresponds with that

of the more famous stone plaque reliefs that presently are set

into the ambulatory wall behind the altar with monumental

representations of a Maiestas Domini flanked by standing

apostles and angels in arched niches (figs. 323, 324). It is

unlikely that the present location of these sculptures is
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323. Maiestas Domini. Marble relief in Saint Sernin, Toulouse,

height 50". c. 1096

original, and it has been suggested that the five stone rehefs

formed part of an exterior, probably portal, decoration or

part of a shrine of Saint Sernin in the crypt of the church.

For the present, it is the style of these imposing sculptures

that merits our attention. In our reproductions they appear as

enlarged ivory plaques, and by virtue of the fact that the

individual figures are carved independently on single stone

slabs, I would like to refer to this early phase of Romanesque

sculpture as the "plaque style."^^ Stylistic traits reminiscent

of Carolingian and Ottonian ivories, metalwork, and minia-

tures further justify this description, suggesting that the first

monumental sculptures in stone were, indeed, indebted to

the so-called minor arts more so than the statuary of Antiq-

uity, as is often surmised. The sharply incised contours that

describe the outlines of the drapery, the smooth facial fea-

tures, and the abstract ornamental motifs about the aureole

of Christ all bring to mind the metallic traits of Ottonian

representations. Conventions are reduced to geometric for-

mulae, and all forms are conceived as coplanar with the

surface as if pressed between panes of glass so that the bodies

are flat, frontal, and static with closed contours squeezed

within the tight confines of the arched frame.

The sculptures that make up the tympanum of the south

portal, the Porte Miegeville {media villae; figs. 325-27), are

slightly later in date, about 1110-18. Although restored, the

portal is here intact, and three major areas for decoration are

to be noted: the jamb-columns with sculptured capitals, the

spandrels with tall statues of Saints Peter and James, and the

tympanum with its impressive representation of the Ascen-

sion of Christ. Five huge slabs of stone make up the tym-

panum, each carved with individual figures so that no forms

overlap in the composition. The lintel block below is a slab

324. Angel. Marble relief in Saint Sernin, Toulouse,

height 72". c. 1096
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frieze with apostles and angels (and an Old Testament

prophet on each end) viewing the ascending Christ. All are

carved in low relief and exhibit the same harsh conventions

of the "plaque style." One sign of the growing desire to break

from these conventions appears unobtrusively in the cross-

ing of legs in some of the figures on the lintel, a feature that

adds a sense of agitation and restless movement to the

figures.

Even more dynamism appears in the smaller carvings on

the capitals of the jambs and the consoles of the spandrel

figures. One (fig. 327), in fact, seems to be by the same hand

that carved the expressive figure of the "Adulterous Woman"

on the Puerta de las Platen'as at Santiago (fig. 317). This

same spirit pervades the impressive relief plaque today

housed in the Augustinian Museum in Toulouse (fig. 328),

known as the signum leonis relief. Two women sit cross-

legged side-by-side and hold on their laps a lion and a ram.

According to an inscription on the stone slab, they commem-

left: 328. Signum Leonis. Marble relief, height 53Va".

Early 12th century. Augustinian Museum, Toulouse

below: 329. Saint Pierre, Moissac. View of cloister, c. 1100



330. Dmandus. Marble relief on cloister pier, Saint Pierre, Moissac,

height approx. 6'. c. 1100

orate a miracle that occurred at the "time of the birth of

Christ" when, according to local legend, two women gave

birth, one to a lion, the other to a ram, animals symbolic of

Christ's appearance as both king and sacrificial victim.

Lying some forty miles northwest of Toulouse is the fa-

mous pilgrimage church of Saint Pierre at Moissac (figs. 329-

35), a major stopping point on the road leading from Le

Puy.''' Legend has it that the original shrine at Moissac dated

from the time of Clovis, the Merovingian ruler. It was razed

by the Saracens in the eighth century, rebuilt by Louis the

Pious, and destroyed by fire again in 1042. With the second
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rebuilding, the community was guided by the famous re-

former of Cluny, Odilo, who appointed as abbot the Cluniac

monk Durandus (1047-72), an illustrious churchman who

also served as bishop of Toulouse. Much of the rebuilding is

attributed to Durandus, but his name is not associated with

the famous sculptures at Moissac. According to an early

chronicle, a succeeding abbot, Anquetil (1085-115), built

the cloister and commissioned the tympanum sculptures for

the church. Under Abbot Roger (1115-31) the decorations

were completed. Two distinct workshops were involved, that

of the cloister and that of the south portal sculptures.

The attribution of the cloister and its sculptures to An-

quetil seems certain (figs. 329, 330) since the same work-

shop that executed the ambulatory reliefs at Toulouse was

employed to execute the giant pier sculptures in the cloister.

The inner sides of the corner piers have over-lifesize figures

of standing apostles in shallow relief nearly identical in style

to those at Toulouse. The most impressive figure, however, is

the fully frontal portrait of Abbot Durandus (fig. 330) on the

inside of the central pier on the east side of the cloister. No
doubt it was the desire to honor the builder of the new

church that led the later abbot to commemorate the Cluniac

churchman in this monumental fashion.

The name "Durandus" is inscribed on the halo about the

head, but aside from his ecclesiastical vestment, the abbot is

treated in the same style as the apostles. One early scholar

claimed that the "portrait" was a realistic likeness, arguing

that the slight smile on the lips (actually a blemish created

by chipped stone) properly characterized Durandus as the

"jesting abbot," as he allegedly was. This cannot be consid-

ered a true likeness, however; his rigid stance, his elaborate

vestments and crosier serving as attributes of office, and his

masklike face all stamp this as a symbolic portrait, as was the

custom in the art of the period.

The glory of Moissac is the south portal (figs. 331-35),

where a new workshop, active about 1115-30, introduced a

totally revolutionary style in sculpture, a style, moreover,

that is much akin to the developing Romanesque art in

Burgundy (see below, chapter XVII), although no convinc-

ing lines of influence north and south have been traced. A
complete program of portal decorations lies before our eyes.

The major field, the great tympanum over the doorway,

displays one of the most impressive Maiestas Domini repre-

sentations ever created; the immediate door jambs and tru-

meau (central door post) below have extraordinary reliefs of

two apostles and two prophets carved into them; the lateral

walls carry complex narratives and moralizing stories. That

to the right has a double register and frieze of figures devoted

to the Infancy of Christ. The left illustrates the story of the

Rich Man and Lazarus with personifications of Luxuria and

Avaritia. Finally, the outer spandrels have portraits of Saint

Benedict, the founder of their order, and Abbot Roger, under

whom the church was completed.
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The giant overlord— nicknamed Re dohis (King Clovis)

by local inhabitants in memory of the legendary benefac-

tor—looms from the center of the tympanum with awesome

majesty like an apparition (fig. 332). All relevant details

described in chapter 4 of the Book of Revelation are here.

Angels and the beasts of the Apocalypse crowd about the

enthroned one; the sea of glass ripples across the tympanum

below his feet; and the twenty-four elders are seated irreg-

ularly in three tiers in the margins of the field. Emile Male

suggested that the immediate source of inspiration for the

design was the representations in Beatus Apocalypse manu-

scripts (cf. fig. 307)/^ but the presence is so majestic that it

must have been designed from the start as a special composi-

tion for this church.

A new style presents itself here with an abstraction con-

veyed through dynamic linearism, the culmination of stylis-

tic tendencies traceable to the exciting lines of the Utrecht

Psalter. Irregular patterns of vibrating lines flicker across the

surface as drapery edges dance and swell arbitrarily about

the attenuated figures. Meandering ribbons along the outer

border merge with the ruffled draperies of the impatient

elders seated on the perimeter, reminding us of the fusion of

animal and ornament in Irish art. In contrast to the plaque

331. Saint Pierre, Moissac. South portal, c. 1115-30

332. Maiestas Domini. Tympanum of south portal, Saint Pierre, Moissac. c. 1115-30



333. Prophet and lions. Trumeau of south portal, 334. Saint Peter. Jamb relief sculpture on south portal, Saint

Saint Pierre, Moissac. c. 1115-30 Pierre, Moissac. c. 1115-30

Style, this mode obeys no rigid frame. The design, in fact, is

carved across twenty-eight blocks of stone with little regard

for their junctures or structural integrity.

Within the throbbing patterns of lines there emerges a

careful organization, however. Hieratic scale and centrality

clearly govern here. The largest figure, the frontal Christ, is

the central element, and he is the most rigid in pose, the least

affected by the vibrancy of the racing lines about him. The

scale decreases, the agitation increases, as we move out in

concentric circles from the center. The smallest and most

numerous figures, the twenty-four elders, carved nearly in

the round, squirm restlessly on their benches, disturbing the

symmetry of the hieratic organization as they cross and

uncross their legs nervously.

An important feature of this developed Romanesque style

is the complete subordination of the carved figures to the

architecture. They are imprisoned in the stone, and their

agitation only heightens the claustrophobic effect of com-

plete subordination. Unlike later jamb figures (cf. fig. 472),

which can at least claim the rotundity of the column for their

own space, these figures are carved into the stone and can

enjoy no such individuality. They neither complement nor

echo the structure; they are, in fact, at violent odds with it.

This is a basic feature of Romanesque art, and such an

imprisonment creates a striking impression of instability

and struggle between the building and its decoration.

This anti-Classical relationship of architecture and deco-

ration is even more emphatically expressed in other areas.



272 * Romanesque Art

The heavy tympanum rests precariously on scalloped jambs

and a writhing trumeau post (fig. 333). Three superimposed

lions and lionesses confront each other on the outer face of

the trumeau; on the sides, marvelously elongated figures of

Saint Paul and a prophet, their emaciated torsos twisted and

crisscrossed, serve as exhausted caryatids for the Maiestas

Domini weighing down heavily on them.

On the lateral wall, to the right, scenes of the Infancy are

dominated by the Adoration of the Magi offering gifts (fig.

335). The sculptures on the left wall, in contrast, vividly

serve as a warning for those who transgress the moral teach-

ings of the church. Above the twisted personifications of

Luxuria and Avaritia and their satanic companions, the les-

son illustrated is that of the rich man (Dives) and Lazarus,

the parable in Luke (16:19-31) that teaches that avarice and

the accumulation of riches in this earthly life will not be

condoned at the Last Judgment. Dives is claimed by demons

on his deathbed while the poor and humble Lazarus is lifted

to the bosom of Abraham, the image of heaven in the parable.

The lesson is clear: Give your riches to the church just as the

Magi gave theirs to the infant Christ.

Another vivid explication of the evils of avarice, the major

deadly sin for the Romanesque period, appears at Souillac,

just north of Moissac (fig. 336). Giant reliefs— originally

part of the lateral walls of the major portal— illustrate the

story of the avaricious Sicilian vicar Theophilus, a kind of

Medieval Faust figure, who sold his soul to the devil in

return for riches and a high station in the church. Below,
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Theophilus appears twice with a grotesque demon, taking a

feudal oath of fealty with satan. But the erring vicar will be

saved by Mary, to whom he prays in the second register.

Aside from serving as an admonition against avarice and

heresy, the legend of Theophilus introduces us to another

aspect of the Romanesque age, namely, the sudden prolifera-

tion of the popular miracles of the Virgin, which ushered in a

vast new repertory of subject matter. The church at Souillac,

furthermore, was dedicated to the supreme intercessor for

mankind, Notre Dame.^^

The sculptor of the Theophilus relief consciously violated

all major rules governing Classical composition. There is no

uniform symmetry or centrality in the ordering of the actors

in the tragic melodrama. In fact, the larger and more hieratic

figures are those of Saints Peter and Benedict placed on the

sides. Like giant bookends they press in on the errant The-

ophilus and his satanic adversary, forcing them into violent,

contorted postures as they struggle to break free from the

imprisoning frame. Discordant trefoil arches weigh down on

them from above, and the strange chapel is twisted off axis as

if about to topple. A disturbing and distracting pattern re-

sults, appropriate for the diabolic nature of the story. In one

of the more memorable reliefs from the ensemble at Souillac,

the "dancing" prophet Isaiah (colorplate 44), these same dis-

sonant contortions convey a sense of excitement and exuber-

ance in the twisting seer who announces to the world that "a

virgin shall conceive and bear a son, and his name shall be

Emmanuel" (Isa. 7:14).



XVII

CLUNY AND BURGUNDY

IN
909 Duke William of Aquitaine presented a farm-

land with an old Roman station, Cluniacum, in the

valley of the Grosne River, to the Benedictines. Berno

of Baume, abbot of Benedictine abbeys in the area,

built a modest church there (910-16). An important

condition of the charter was that this new house was to be

free of any local jurisdiction (the bishop or the duke) and

owe allegiance only to the pope in Rome. Berno took advan-

tage of this uniqueness and initiated an ambitious program

of monastic reform with Cluny as its headquarters. Blessed

with a sequence of unusually capable abbots, Cluny grew

from its humble beginnings to become the largest, most

powerful, and most culturally enriched monastery in all

Europe. ^'^

The first church, known as Cluny I to art historians, was a

small barnlike structure about one hundred feet long dedi-

cated to Saints Peter and Paul. Little is known of Cluny I or

Abbot Berno, but his successor, Odo (927-44), renowned

for his saintly character, followed Berno's program of reform

with zeal, and the prestige of Cluny spread rapidly. From the

emperor Henry I and the pope, Odo received special priv-

ileges to oversee, as a reforming abbot, other monasteries and

to append them to Cluny as "daughters," thus giving rise to

the establishment of a "family" or congregation of Cluniac

churches independent of other Benedictine abbeys.

Odo's fame spread to Italy, and he made a pilgrimage to

Rome and south Italy in 939, reforming churches along the

way, among them the original Benedictine foundation at

Monte Cassino (see below, chapter XIX). While not re-

corded as a great patron of the arts, Odo, however, was an

avid musician— an important category of knowledge at

Cluny— and attributed to his hand are psalms set to music

and even a treatise, Dialogus de musica, that provides a

rudimentary system of musical notation so that "one may
sing at first sight without fault."^^

Within a generation, the old church at Cluny proved to be

too small for the great influx of monks who came there.

Under Abbots Mayeul (954-94) and Odilo (994-1049), a

new basilica, Cluny II, was raised alongside the old. Relying

on the scant evidence uncovered in excavations by the Medi-

eval Academy of America at Cluny and the description of the

ideal Benedictine monastery recorded in the "Constitutions

of Farfa" (Consuetudines Farvenses) of 1043, Kenneth Con-

ant has elaborately reconstructed Cluny II (fig. 337).^^

The church that Conant reconstructs resembles a number

of "first" Romanesque churches built by the Benedictines in

the course of the eleventh century, but one significant addi-

tion in Conant's plan is the Galilee porch that served as a sort

of sub-nave for processions and other ceremonies. The name

recalls the Mission of the Apostles given by Christ at Galilee

(Matt. 28 and Acts 1), an important event for an age obsessed

with the idea of crusades. The descriptio in the Farfa manu-

script also states that two towers were built into the facade,

suggesting that Odilo granted himself an imperial westwork

in keeping with the new power the abbot exerted over both

the ecclesiastical and the secular worlds. A monastic empire

was being established under Odilo. A temporal as well as a

spiritual kingdom emerged that made Cluny the capital of

Christendom in the North.

If Abbot Odilo is to receive credit for establishing the

empire of Cluny, then his successor, Hugh of Semur, who
ruled sixty years (1049-1109), should be acclaimed the

master builder of the order. Cluny s political role in Europe

was never greater. Hugh frequently settled disputes between

papal and imperial opponents, including those involving

Rome and Henry III, Henry IV, Philip of France, and

William the Conqueror. His greatest benefactor was King

Alfonso VI of Castile. The papacy was practically controlled

by Cluny. Pope Gregory VII (1073-85), the great reformer,

was apparently trained at Cluny; Urban II, who preached the

first crusade in the North in 1095-96, was a Cluniac monk,

as was his successor, Paschal II. Numerous churches along

the pilgrimage roads were absorbed by Cluny, and by 1083

the number of monks residing at Cluny had grown from the

initial twelve to more than two hundred. For such numbers

Hugh needed a new church, Cluny III.

Described as a place for angels to dwell should they come

down to earth, Cluny III was the largest and most glorious

church in Europe. Built entirely of stone, it stretched 616

feet in length; its vaults soared to an unprecedented 96 feet;

its walls were over 8 feet thick at the foundations. It is truly a

sad comment on the progress of Western man that this great
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337. Abbey Church, Cluny.

Plan of Cluny II (after Conant).

11th century

OUTER. COURTS

structure was demolished after the French Revolution, as

were many others. In 1791 the last Mass was celebrated; in

1798 the French government sold the entire complex to

three citizens; in 1810 the final demolition (save for one

transept) was completed; and, ironically, in 1928 costly

excavations to recover and restore the great monastery were

initiated (figs. 339, 340).

From scant remains and a number of early drawings and

prints, a reliable reconstruction of Cluny III can be made
(figs. 341-44). The great church displayed a complex clus-

tering of cubic and spherical volumes, accented by six great

towers, along the axis of the huge nave. The plan (fig. 338)

features double transepts, a huge ambulatory with radiating

chapels, and an impressive portal (the huge covered atrium

was added after Hugh s abbacy and finished in Gothic style).

Construction apparently began in 1088. In 1095 Pope Urban

II consecrated the high altar; transept altars were dedicated

in 1104; and the nave was constructed between 1107 and

1121 (completed under Hugh's successor. Abbot Pons). Pe-

ter the Venerable (1122-56), the last great abbot of Cluny,

was largely responsible for finishing the basilical complex

and its decorations. The final dedication was made by Pope

Innocent II in 1130.

Conant's study has revealed that a complex harmony of

parts based on the "perfect" numbers of the ancients as well

as on the musical relationships of Pythagoras (as then under-

stood) governs the measurements of the great basilica.

Cluny is, in effect, solid music, a concrete embodiment on



276 * Romanesque Art

earth of the harmonies of the spheres in the heavens. Music

theory was important in the education of the monk, and, in

fact, one of the architects of Cluny III, Gunzo, was a learned

musician. One senses this instinctively when first viewing

the reconstructed elevation. The sequence of geometric

forms seems to develop one from the other like the expan-

sion of a musical composition, with the long nave culminat-

ing in a multisectioned choir rising and descending in towers

and chapels like crescendos.

A similar concord echoed through the giant nave, with the

elegant arcade and pilaster strips accented by Corinthian

capitals rising through trebled arches in the triforium gallery

and clerestory into the slightly pointed transverse arches in

the lofty tunnel vault (fig. 342). The huge choir had a

circular tunnel vault in the ambulatory with transverse

arches resting on eight tall, freestanding columns (fig. 343).

The facade, masked behind the later narthex (fig. 344), had

three wide portals and featured a sculptural program of

special interest to us, although it can be reconstructed only

hypothetically from early prints and drawings.

Fortunately, ten capitals that adorned the ambulatory

arcade survive (see figs. 345-47). Eight have carvings on all

four faces, indicating that they originally capped the free-

standing columns. Even in their damaged condition, these
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339. Abbey Church, Cluny. Reconstruction of Cluny III, from east

(after Conant). 1088-1130

sculptures are startling, and the most vexing problem has

been dating them. Three dates have been proposed: 1088-95

(when Urban II consecrated the altar in the choir); about

1120 (under Abbot Pons); and between 1120 and 1130

(under Peter the Venerable ).^'^ The issue is more than aca-

demic, however. The fresh and vigorous style of the capitals

introduces us to that wave of dynamic linearism that swept

through the second workshop at Moissac, about 1115-30,

signaling the ultimate phase of Romanesque sculpture in

France.

But which came first, Moissac or Cluny? The arguments

of those supporting the earliest dating of the capitals, before

1095, are strongly based on the proposition that they must

have been executed on the ground before being set in place.

Others have pointed out that sculptures were frequendy

carved in situ with the artisans working from scaffolding

after their installation. Another argument for a later dating

concerns the general building campaigns, namely, that the

construction of Cluny III was continuous and horizontal

throughout, not vertical, with sections added one after the

other from the apse to the facade. According to this view, the

entire extent of the lower walls was built in one campaign

and the upper walls were added gradually, hence the capitals

would be part of the later construction. Yet when one views

such carvings as the Fall of Adam and Eve (fig. 345), a

surprising freshness of conception seems at work. The tiny,

doll-like figures of the nudes cringing within the delicate

sprays of foliage are carved with an immediacy and direct-

ness that bespeak an original idea working itself out and not

a slavish copy of some established representation. These are

creations of the highest artistic merit.

If the style of the Cluny capitals strikes one as being fresh

and original, the iconography of the set, when viewed as a

340. Cluny III. South transept. 1088-1130
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group, is even more surprising. Only rarely in Romanesque

art do such marginal areas provide an integrated icon-

ographic scheme or program as they do later in Gothic art.

Rather, they seem spotted here and there like random foot-

notes. The Cluny capitals, on the other hand, have a definite

coherence, although this is not easy to comprehend in detail.

The two capitals that are carved only on three faces carry

narratives— the Fall of Man and the Sacrifice of Isaac— and

they have been generally located on the piers that mark the

beginning of the ambulatory. The other capitals would have

decorated the freestanding columns that supported the tun-

nel vault of the ambulatory.

Aside from one capital that has only Corinthian floral

motifs, each has single figures within aureoles on the faces or

emerging from foliage on the four corners. Inscriptions make

their identities clear in some cases. Appropriately, these

correspond to the familiar quaternities in the monks' educa-

tion: the four rivers of paradise (see fig. 346), the four trees of

paradise, the four seasons, the four cardinal virtues, etc. Two

are exceptional for they feature, on one, personifications of

the first four "authentic" modes of the plain chant sung at

Cluny and the last four (or plagal) modes, on the other.

Considering the significance of music and music theory at

Cluny, this additional instruction for the monks seems sur-

prisingly appropriate.

The Cluniac musician Guido of Arezzo (c. 1020) had

given these eight tones emotional counterparts (direct as in

storytelling, happy as in a turning dance, sad as in lamenta-

tion, and so forth). Even more surprising, however, is the fact
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above left: 345. Adam and Eve. Ambulatory capital from

Cluny III. c. 1088-95? Musee Ochier, Cluny

above right: 346. Rivers of Paradise. Ambulatory capital from

Cluny III. c. 1088-95? Musee Ochier, Cluny

right. 347. First Tone of the Plainsong. Ambulatory capital

from Cluny III. c. 1088-95? Musee Ochier, Cluny

that the personifications of the modes or tones of the plain-

song— always unaccompanied in the church at this period—

are figures playing musical instruments! The first mode

presents a tiny figure playing a lute (fig. 347), the second

taps castanets (?), the third strums a lyre of unusual shape,

and the fourth is a lively dancing figure carrying a pole with

bells across his shoulders. The inscriptions that accompany

them do not help much. The spirited bell ringer "sounds the

song of lamentation," perhaps a reference to the hired

mourners who accompanied funeral processions, but for the

most part the tituli are cryptic. The performers are, in fact,

closely related to similar figures in illustrated music manu-

scripts of the Romanesque period, suggesting that the in-

spiration for the new style is to be found in book illustration.



above: 348. Maiestas Domini. Apse fresco in the upper chapel

of the Priory, Berze-la-Ville. Early 12th century

right: 349. Pentecost. Illustration in the Cluny Lectionary. 9 x 5"

Early 12th century. Bibliotheque Nationale, Paris

(MS nouv. acq. lat. 2246, fol. 79v). See also colorplate 45

The capitals in the nave and side aisles of Cluny III were

all Corinthianesque, but a major program of figurative

sculpture was featured on the west facade (fig. 344). Again,

there is much dispute concerning the date of these sculp-

tures (from c. 1113 to c. 1130), but there can be no question

regarding the program of the portal decorations, which in-

cluded jamb capitals, portraits in the spandrels, and a great

tympanum with a commanding representation of the Mai-

estas Domini. The paintings that decorated the apse are

preserved in drawings (see fig. 342), with the image of

Christ in the heavens hovering over the sculptured capitals

in the ambulatory.

A good idea of the style of Cluny's lost frescoes is perhaps

provided in the superb paintings that survive at Berze-la-

Ville, a favorite retreat of Abbot Hugh about seven miles from

Cluny (fig. 348). What appears to be a Maiestas Domini in
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the apse of the chapel is, in fact, the Mission of the Apostles

with the giant figure of Christ handing a scroll to Peter.

What is surprising about the paintings at Berze-la-Ville is the

sophisticated style. The thin, translucent layers of paint over

red ocher underdrawing impart a rich, warm tone to the

whole apse, and the highlights and cross-hatching applied to

the elegant draperies are clearly derived from Byzantine

conventions that are found in contemporary Benedictine

paintings in Italy (see pp. 315-16), which Hugh had un-

doubtedly seen. The library at Cluny contained manuscripts

with illuminations in this same Italo-Byzantine style. Note,

for example, the delicate rendering of Pentecost in the Cluny

Lectionary (fig. 349; colorplate 45), especially in the drapery

folds that fall about the knees of the seated figures. While the

sculptures are wholly Northern in style and expression,

Cluniac painting reveals a strong dependence on Byzantine

art.26

The careers of some of the "mason-sculptors" active at

Cluny can be followed in other churches in Burgundy. One

of the most gifted of these carved the great tympanum

within the narthex of the Church of the Madeleine at

Vezelay and a number of the capitals in the nave there (fig.

350). His work at Vezelay can be dated after 1120, when a

campaign to restore the church following a devastating fire

that year was initiated by Abbot Renaud of Semur (a nephew

right: 350. Sainte Madeleine, Vezelay. View of nave. 1120-32;

choir of later date

below: 351. Sainte Madeleine, Vezelay. View of narthex. 1120-32
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of Hugh of Cluny). The learned prior Peter the Venerable,

later the abbot of Cluny, may have been the mastermind

behind the ambitious program of sculptures for the new

church.27

A new iconography appears in the narthex sculptures

(figs. 351-53). The smaller doorways opening into the side

aisles have tympana carved with the Infancy of Christ

(south) and the Appearance of Christ to the Apostles

(north), appropriate themes for a pilgrimage church, as we

have seen. It is in the giant tympanum over the central portal,

however, where the genius of the sculptor is displayed.

Apostles stand in agitated postures with whipped pockets of

drapery flaring out from their bent bodies on the door jambs.

The trumeau presents Saint John the Baptist, a proper door-

man for the church, since Baptism was traditionally consid-

ered the "door of the sacraments."

Above, in the broad tympanum, emaciated figures swell

and vibrate within the tight confines of a heavy frame (fig.

352). Below them, on the lintel, is a colorful frieze of pup-

354. Monstrous Races of the World. Crusader's handbook.

12th century. British Library, London (MS Harley 2799, fof 243r)

^4

petlike figures. Christ, in the center, turns sideways in a

cramped position with spinning patterns of drapery at his

thighs resembling coils under tension about to spring free.

The apostles, descending in scale as we move out, are like

jerky marionettes bouncing on the strings formed by the rays

of the Holy Spirit that issue from Christ's hands. No one is in

repose at Vezelay, and the three courses of archivolts weigh

heavily on them like a lid pressing down on a jack-in-the-

box. It seems more than accidental that the sculptor pro-

vided a means of escape for Christ by breakmg the inner

band of archivolts directly over his head.

The exact meaning of the central tympanum has been an

issue of considerable debate. Some have argued that there is

no unified program, others have identified the subject matter

with traditional themes such as the Ascension and Pentecost.

What we have here, it seems to me, is a translation in stone of

a comprehensive sermon or commentary on the role of

Vezelay for the pilgrims and crusaders who gathered there. It

will be remembered that Vezelay was the starting point for

one of the pilgrimage roads, and it also served as a rallying

place for the Second Crusade called by Saint Bernard in

1146.

Entering the church in the company of the apostles— the

original crusaders for Christ— the faithful found an en-

cyclopedic display of the wonders and mysteries of their

calling, as inheritors of the original Mission of the Apos-

tles. The hallowed Early Christian theme is much elabo-

rated, however, with numerous secondary associations,

some liturgical, some educational. Two closely related feasts

of the church (cf. fig. 262) are celebrated here: Ascension,

which includes the Mission of the Apostles and an anticipa-

tion of the Second Coming of Christ (Acts 1:4-9), and

Pentecost, whereby the apostles are given the powers of the

Holy Spirit to heal and convert the peoples of the world (Acts

2:1-4). The secondary areas, the archivolts and the lintel,

spell out in engaging details the tasks that will confront these

first crusaders of Christ.

The favors bestowed by the Holy Spirit on the apostles at

Pentecost included powers to convert the pagans and to heal

the infirm. The heathen of the world are lined along the lintel

(see fig. 353). Recognizable on the left are tribes of Greeks

and Romans, and on the right are exotic foreigners such as

the pygmies of Africa, who need ladders to mount their

horses, and the Panotii, who use their huge ears as um-

brellas. Descriptions of such strange peoples are found in

crusaders' guidebooks of the period (fig. 354), perhaps de-

rived from the descriptions found in the seventh-century

encyclopedia of the world, the Etymologiae of Isidore of

Seville.^9

Within the confines of the boxes in the first range of

archivolts are the cramped figures of the lame, the mute, the

crippled, the insane, and other afflicted peoples from the far

reaches of the world. Signs of the zodiac and the labors of the
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above left: 355. Samson and the Lion. Nave capital

in Sainte Madeleine, Vezelay. 1120-32

above right: 356. The Rape of Ganymede. Nave capital

in Sainte Madeleine, Vezelay. 1120-32

right: 357, The Mystic Mill. Nave capital in Sainte Madeleine,

Vezelay. 1120-32

months— the latter a favorite theme henceforth in the

North— are featured in medalhons in the second range of

archivolts. These allude to the vast canopy of the heavens

that will encompass their missions and to the anticipation of

LastJudgment related in the reading for the Ascension: "It is

not for you to know the times or moments, which the Father

hath put in his own power: But you shall receive the power of

the Holy Ghost coming upon you, and you shall be witnesses

unto me ... in the uttermost part of the earth" (Acts 1:7-8).

The crusaders and pilgrims who gathered at Vezelay thus

have a formidable mission before them.

The capitals of Vezelay are a wonder to study (figs. 355-

57). Here, in the marginal areas of the church, the torments

and fears of the monks, both physical and psychological,

manifest themselves in carvings of moralizing stories from

the Bible (including Adam and Eve, the Rich Man and

Lazarus), personifications of evil (figures representing lust,

avarice, infidelity, and so forth), and various temptations of



the flesh (stories of Saint Anthony and other hermit saints).

On one capital, Samson, protecting his flocks, straddles

the back of a lion with a grotesque head (Judg. 14:5-9),

perhaps to be interpreted as the struggle of Christ against

the devil (fig. 355). On another a strange bird steals a young

boy away in its beak before a satanic monster with flaming

hair and a malicious grin (fig. 356). This curious scene has

been interpreted as the Rape of Ganymede, the mythological

tale of a handsome shepherd boy who was carried away from

his flocks by Jupiter in the guise of an eagle (Ovid, Meta-

morphoses 10. 152-61), an allusion to homosexual love.

This interpretation is uncertain. Often the wild vitality and

grotesque distortions of these demonic creatures render

them as nightmarish hybrids of evil spirits more so than

identifiable personifications. A keen sense of humor is also

apparent at times.

There is no order or sequence that can be detected, but the

cumulative effect is telling, especially for the cloistered

monks who trod the stones beneath them day after day in

solitude. Saint Bernard was vehement in condeming such

frivolous displays of vanities in Cluniac churches: "What

profit is there in those ridiculous monsters, in that mar-

velous and deformed comeliness, that comely deformity? . . .

So many and so marvelous are the varieties of diverse shapes

on every hand that we are more tempted to read in the

marble than in our books, and spend the whole day in

wondering at these things than in meditating upon the law of

God. For God's sake, if men are not ashamed of these follies,

why at least do they not shrink from the expense?"^°

above: 358. Gislebertus. Last Judgment. Tympanum and lintel

on the west portal, Cathedral, Autun. c. 1120-35

below: 359. Saint Michael Weighing Souls. Detail of fig. 358



Cluny and Burgundy * 287

Often the interweavings of figures reveal hidden messages

in the form of "disguised symbols." One such capital (fig.

357) depicts what seems at first glance to be a labor of the

month with two men busy grinding wheat into flour. But this

literal reading conceals others as well: allegorical, tropologi-

cal (moralizing), and eschatological levels of meaning that

were prescribed for reading the scripture in the Middle Ages.

The two laborers can be identified as the short-bearded

Moses, supplying the wheat from a sack, and the long-

bearded Saint Paul, collecting the flour below. Thus the

allegory: the rough stock of the Old Testament is collected by

Paul in the form of the sweet flour of the New (Paul was

renowned for his interpretations ofJewish scripture) to feed

the pious. In instructions given to the faithful in the sixth

century, Pope Gregory the Great provides us with an explan-

ation for the "mystic mill" at Vezelay: "The letter kills as it is

written, but the spirit gives life, thus the letter covers the

spirit as the chaff covers the grain; to eat the chaff is to be a

beast of burden; to eat the grain is to be human. He who uses

human reason, therefore, will cast aside the chaff fit for the

beasts and hasten to eat the grain of the spirit. For this it is

useful ... the mystery is covered in the wrappings of the

letter."^!

Another Cluniac sculptor, Gislebertus, signed the tym-

panum sculptures of the nearby cathedral of Autun, Saint

Lazare (figs. 358, 359).^^ The new church was begun under

the Cluniac bishop Etienne de Bage (1112-39) and conse-

crated in 1132. The magnificent interior has been described

as Cluniac in construction, although the classicizing details,

only marginally evident in Cluny III, are here boldly dis-

played in the elevation of the nave, which was inspired by the

old Roman Porte dArroux in the city.

Gislebertus, the head master of the sculpture shop, de-

signed and carved capitals, tympana, and other portal areas

sometime between 1120 and 1135. He was a master in

creating screaming monsters with spindly skeletal racks of

emaciated flesh for bodies and grotesque masks with cavern-

ous mouths and flamelike hair for heads. His blessed people,

in contrast, are ethereal, disembodied specters who float

weightlessly about the compositions as if buoyed by their

serene holiness. In the Last Judgment tympanum, Gis-

lebertus shows little concern for principles of composition.

Scale is arbitrary, anatomical proportions are distended or

distorted, and there seems to be little attention given to

organizing the melange of figures. The makeshift arrange-

ment, in fact, suggests that Gislebertus was experimenting

with his subject matter here.

Rather than presenting the traditional Maiestas Domini in

the tympanum, Gislebertus provides us with the Last Judg-

ment in all its gory details. Earlier scholars found the textual

source for Gislebertus in the twelfth-century Elucidarium

(Book III) by Honorius of Autun with its complex accounts

of events on doomsday. Honorius presents the end of the

world as a terrifying drama in five acts beginning with the

precursory signs, the onslaught of the four horsemen of the

Apocalypse. Then Christ the judge appears in the heavens at

midnight. The third act is announced by the blasts of trum-

peting angels— the four angels in the corners of the tym-

panum—calling for the resurrection of the dead, here pre-

sented on the lintel. Judgment follows in the company of the

apostles, the tall figures to the left, and the weighing of the

souls by Saint Michael, to the right. The fifth and final act is

the separation of the blessed and the damned to heaven and

hell with the Inferno appearing as the mouth of the

Leviathan (cf.Job 40:20 and 41:4, 5, 10, 11, 22), who opens

the "doors of his face" to engulf the sinners who are "drawn

in by hooks." Such elaborate descriptions of the Last Judg-

ment can be found in other contemporary compilations (cf.

Rupertus of Deutz, De apocalypsis), but whatever the exact

source for Gislebertus may have been, it is clear that new

directions signal and anticipate in many ways the elaborate

Apocalyptic schemes of Gothic tympanum sculptures (see

pp. 377-78).

Fragments of the north portal sculptures, destroyed in the

360. Gislebertus. Eve.

Right half of Untel of north

portal from the Cathedral,

Autun. llViX 51". c. 1120-32.

Musee Rolin, Autun
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above left: 361. Gislebertus. Flight into Egypt. Nave capital from the Cathedral, Autun. c. 1120-32. Musee Lapidare, Autun

above right: 362. Gislebertus. The Magi Asleep. Nave capital from the Cathedral, Autun. c. 1120-32. Musee Lapidare, Autun

eighteenth century, were found in the rubble of a nearby

house. The most impressive of these is the large horizontal

fragment from the right side of the lintel block with a

representation of Eve (fig. 360) slithering on her stomach

through thick foliage, apparently in search of Adam (on the

missing right half?), and calling to him with her cupped

hand at her cheek. With her left hand she reaches back for the

apple. While a number of interpretations have been sug-

gested for Eve's act and personality, there can be little doubt

that she is the embodiment of lust and greed, and an erotic

sensuousness seems to transform her body into that of the

evil serpent who betrayed man.^"^

The extraordinary capitals in the nave, carved by

Gislebertus and his atelier, are as varied and fantastic as

those of Vezelay (figs. 361, 362), but the most eye-catching

are those that illustrate the Infancy of Christ with a joyous

humor. In the Flight into Egypt the journey of the charming,

doll-like figures seems accelerated by the rollers beneath the

hooves of the donkey. Truly astonishing for its modernity is

the depiction of the Three Magi Awakened and Warned by

the Angel. A finely textured blanket serves as a warm cover-

ing for the three little kings packed into one bed, their

crowns still on their heads as they sleep. A quiet angel

appears and lightly touches the cheek of the third Magus,

who suddenly opens his eyes. This charm and simplicity are

essential aspects of Romanesque aesthetics that are too often

ignored by scholars in the quest for more profound and

serious meanings.

THE RIVAL OF CLUNY-THE CISTERCIANS

In the famous Apologia written by Saint Bernard of Clair-

vaux cited above (p. 286), the polemic was directed against

the "immoderate height of [Cluniac] churches . . . their

immoderate length, their excessive width, sumptuous deco-

ration and finely executed pictures, which divert the atten-

tion of those who are praying."^^ ji^g Cistercian Order, to

which Bernard belonged, was a reform movement within the

Benedictine Order, as was Cluny. The founders established

their first community in 1098 in marshy lands at Citeaux,

near Dijon, in Burgundy. Their aim was to purify monastic

life by rejecting the worldly riches acquired by Cluny and to

return to the simple precepts of communal living as ori-

ginally laid down by Saint Benedict at Monte Cassino in the

sixth century. The new rules and charter, drawn up under

the founders— Robert of Molesme, Alberic, and Stephen

Harding—were approved in 1119 by Pope Calixtus II. Ber-

nard, the pious son of a nobleman, requested admission to

the new order, but in his new calling he found life at Citeaux

even too liberal and worldly, and so he set out with twelve

monks to establish his own model house at Clairvaux, where

he remained abbot for twenty-eight years until his death in

11 53. It is largely through Bernard s program for the Cister-

cians that we have come to understand the movement.

Simply put, the Cistercian goal was to retreat from the

secular world completely by living in poverty in some re-

mote community, disengaged from all worldly and artistic

affairs. The rules were laid down precisely, ranging from

hourly routines to the physical makeup of the monastery.

At first they formed small communities (twelve monks and a

prior) in the wilderness. The credo of life for the monks and

the conversi (lay brethren who served as workers) was sim-

ple: prayer and manual labor. They were not even permitted
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to read. The plan for their community was also simple (fig.

363). The monastery should be located in a hidden valley

near a stream. The buildings were to be humble (wooden at

first) and laid out according to a rigid axial pattern. The

main building, the church and its cloister, was usually on the

north flank of the plan. At exact right angles all others were

aligned about this core. The dormitories for the monks

joined the projecting transept arm on the east, those for the

conversi lay on the opposite side of the cloister on the west,

while other buildings such as the kitchen, refectory, forge,

work sheds, and calefactorium (or warming room) were

located on the south side, opposite the church.

The church itself was a simple rectangular basilica. The

choir was rectangular with square apse and chapels. Simple

columnar supports in the nave were screened off to form two

rectangular sub-choirs, one for the monks, the other (toward

the narthex) for the conversi. The interior was unadorned.

Saint Bernard's original settlement at Clairvaux is nearly

lost to us, but early descriptions of it suggest that it resem-

bled the ideal community described above, one that we can

perhaps still experience, at least in part, at Fontenay,

founded on the instructions of Bernard in 1118. The church

of stone was not begun until 1139, and the layout of the

complex has not changed much since then (figs. 364, 365).

In order that the church be pristine and enduring, pale stone

blocks were employed, superbly dressed and fitted. The

measurements of the plan and elevation allegedly followed

the numerical harmonics of the ancients, although, unlike

above: 363. Plan of the ideal Cistercian monastery (alter Braunfels)

below; 364. Abbey Church, Fontenay. Exterior. 1139-47

Cluny, music was not included in this world, which was

totally devoted to manual labor.

It is no wonder that in time the monks and the conversi

(with a minimum of secular help at first) developed a

polished and refined style of building, one that to our eyes
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may seem at first too chaste and severe with its simple

surfaces and volumes, unadorned walls, and dark twilight

atmosphere. The interior was not usually provided with a

clerestory or galleries, so that the only light filtered into the

nave from small windows in the entrance wall and the

sanctuary. The nave rose simply from the sturdy arcade,

void of any capital or molding sculptures, to the smooth

surfaces of the pointed tunnel vault. The side aisles were

covered with transverse tunnel vaults in each bay. The aus-

tere interior thus marvelously evoked a world of silent retreat

with only the muted tonalities of the stones giving it

resonance.

According to the rules, there were to be no sculptures,

paintings, or ornate furnishings of any kind. The exterior

was also plain and austere with no sculptured portals and no

towered facade to suggest worldly power. Given the pictur-

esque nature of their settings in wooded river valleys, the

Cistercian community thus established its own quiet her-

mitage landscape far from the noisy congestion of the rapidly

developing urban world of the twelfth century.

It would seem that the Cistercians provided a final solu-

tion for the needs ofWestern monasticism, but many contra-

dictions were built into this simple system as it evolved. For

one thing, the Cistercian Order attracted many, and it soon

grew as quickly as Cluny, establishing its remote outposts

widely from Scotland to Spain, from Germany to Italy, and

the sturdy architecture of the order was to become influen-

tial in the development of regional styles of Gothic across

Europe. Secondly, as the Cistercians spread, properties and

donations poured in, and, as a result of their hard labor, the

Cistercians became proficient in agronomy, farming, stock-

breeding, wool, milling, and even mining, and with their

expertise in such industries even more wealth was acquired.

The simple monastic community envisioned by Saint Ber-

nard grew into a sprawling empire. Finally, even the pu-

ritanical iconoclasm that Saint Bernard preached so compel-

lingly harbored serious contradictions. Bernards absolute

devotion to the Virgin, for instance, contributed to a wealth

of new imagery for Mary in art. It is in illustrated Cistercian

manuscripts (a contradiction to their precepts in itself)

where we find the earliest representations of the Tree ofJesse,

glorifying the royal ancestry of Mary and Christ through the

kings of Judah, a beloved theme for Gothic artists (fig.

366).^^ And it is in his numerous sermons on the Song of

Songs (Canticum Canticorum) where one of the richest alle-

gories of Mary as the Bride of Christ, another favorite Gothic

subject, has its origins.

366. Tree of Jesse. Illustration in the Legendarium Cisterciennse.

13x7". Mid-12th century. Bibliotheque Municipale, Dijon

(MS 641, fol. 40v)
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WESTERN AND SOUTHERN FRANCE

THE NORMANS

REX sanctus est,
"
"Rex sacerdos est,

"
"Rex messias

est. "Thus proclaims an anonymous treatise on

Norman statecraft written about the year

1000.^^ The saga of the Normans (Northmen)

disrupted the flow of history in France and

England as well as that of the Mediterranean world in the

eleventh and twelfth centuries. Descendants of Viking pi-

rates, the Normans sporadically settled along the western

shores of France about the valley of the Sienne, and from

Carolingian times they slowly grew into a powerful dynasty

of conquerors and warriors who seemed to waver between

their inborn aggressiveness and a reluctant submission to

the authority of the church. It is a curious history indeed.

William the Conqueror, son of Robert the Devil (who died in

Asia Minor returning from a pilgrimage to Jerusalem in

1053), inherited the title of Duke of Normandy at the age of

seven. Educated by shrewd and sagacious clergymen,

William became a champion of the church but along the

precepts of his ancestors as put down in the Norman Anony-

mous cited above: "The king is holy," "The king is priest,"

"The king is the messiah."

On the conditions of a papal dispensation concerning bans

on marriage to a Flemish relative, Matilda, William founded

two monastic communities in Caen, his favorite residence,

just a few years before embarking on his famous invasion of

England in 1066. Two great churches were raised. One for

the men, the Abbaye-aux-Hommes, was dedicated to Saint

Etienne (figs. 367, 368); the nunnery, or Abbaye-aux-Dames,

commemorated the Holy Trinity. Saint Etienne boasts one of

the most familiar facades in Romanesque France. It is appar-

ent at first sight that William the Conqueror asserted his

authority resoundingly with a westwork that surpasses any

comparable structure of the Carolingians or Ottonians. Two

great towers dramatically command the fortresslike struc-

ture, and the ruggedness of the Normans and the absolutism

of William's statecraft are conveyed in the massive surfaces

of its blocky walls and the bold clarity of its geometric

design. There are no figurative decorations to detract from its

austerity. The huge facade is divided by harsh buttress strips

and straight stringcourses into a strict tripartite division of

the square. We are but a step away from the classic facade

designed by the first Gothic architects, and it is believed by

many scholars that such Norman structures as Saint Etienne

were, in part, the inspiration for them.^*^

How majestically the interior echoes the clarity and stabil-

ity of the facade. Finished by 1077, it rises emphatically in

three stages. The divisions are nearly of equal height with a

huge continuous gallery opening on the second level, and the

walls are solid stone throughout. The austerity of the bold

facade is thus reflected in the interior, and sculptural decora-

tions are kept to a minimum, appearing only in quasi-

Corinthian capitals that accent the projecting colonnettes

and moldings. The present vault, about 1 120, features quad-

ripartite ribbing over two bays with an extra supporting

transverse arch spanning the intermediate piers across the

nave, thus forming sexpartite vaults, another anticipation of

vaulting experiments associated with the Gothic (see fig.

453).

In early September 1066, William and his fleet of four

hundred ships set sail from Saint Valery-sur-Somme, above

Caen, across the narrow channel for Pevensey in England.

His purpose was to claim the throne of England following

the death of Edward the Confessor that same year. The king's

brother-in-law, Harold, who had formerly paid fealty to

William, assumed the throne, and that riled Viking blood. In

fact. King Hardraada of Norway also invaded England and,

arriving before William, had somewhat sapped the strength

of Harold's army. In the famous encounter between the

Normans and Saxons at Hastings on October 14, Harold was

killed, his army scattered, and William marched vic-

toriously into London to claim the crown as king of England.

Norman chroniclers have left a number of accounts of the

wondrous deeds of William the Conqueror. One of these,

written between 1071 and 1077 by the court chaplain

William of Poitiers, the Gesta Willelmi ducis Normannorum

et regis Anglorum, is of special interest to us in that it records

the Battle of Hastings in much the same fashion as that

presented in the famous Bayeux Tapestry, believed to have
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been commissioned by William's half-brother, Odo, bishop

of Bayeux, to commemorate the Norman victory and justify

William's claim to the throne of England (fig. 369; colorplate

46).

A work of embroidery on linen stretching some seventy-

seven yards, the Bayeux Tapestry is a rare survivor of secular

history in art, and it introduces us to a mode of pictorial

narration that is intimately related to the development of

literary epics and chansons de geste, such as the Song of

Roland.'^^ In continuous scroll fashion the events unfold with

lively figures engaged in boatbuilding, sailing the channel,

landing in England, and, finally, notable episodes in the

Battle of Hastings. There is even an introductory proem

relating the earlier subjection of Harold to William, thus

justifying the Norman claims. The embroidery is fascinating

as a document of secular interests of the time. Amid the fast-

paced battles, other events of contemporary concern such as

the appearance of Halley's comet and a curious tale of scan-

dal involving "a clerk and Aefgyva" are inserted. In the

elaborate borders along the top and bottom are strewn

various subjects of marginal interest, such as exotic animals,

fables, erotic vignettes, and slain soldiers with their dis-

carded arms.

Attempts by historians to find stylistic parallels in con-

temporary English book illumination— perhaps its model

was an illustrated chronicle— seem futile to me, but it has
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368. Saint Etienne,

Caen. Interior. 1064-77;

vaulted c. 1120

been argued that the Bayeux Tapestry is the work of Kentish

needlewomen (evidence in the spelhng of the brief tituli has

also been cited for an Enghsh origin). To be sure, certain

styhstic features of the embroidery can be found in later

English illustrated manuscripts, but these same traits appear

in continental books as well. What is interesting, however, is

that unlike the Cluniac manuscripts of the period (cf. fig.

349), there is little evidence of any Byzantine influence in the

style of the Bayeux Tapestry.

The Normanization of the Anglo-Saxon churches in Eng-

land was immediate and vigorous. Lanfranc of Pavia,

William's learned councillor, who had joined the important

abbey at Bee and served the abbacy of Saint Etienne in Caen,

was a staunch supporter of the Norman acquisition of Eng-

land. Acting as a vice-regent for William, he was made

archbishop of the venerable Cathedral of Canterbury and led

in the reform and reorganization of the Saxon churches.

Following an influx of Norman monks, building activity

reached a feverish pitch. Numerous old churches were torn

down and replaced with impressive Norman buildings.

A number of important churches in England today have

Norman foundations. The specific Norman contribution lies

in the superb stonework that gives these structures their

monumental proportions and stability. Norman, too, would

seem to be the introduction of the two-towered facade— the

priors and bishops were, in effect, lords over both secular
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and ecclesiastical affairs— but from Cluny III came the idea

behind the double -transept plan that often appears (Canter-

bury and the priory at Lewes), while the distinctive English

screen facade (for example, Ely) has been linked to churches

in Aquitaine, to be discussed below.

Typical of Norman influence is the stately interior of

Gloucester Cathedral (fig. 370), begun in 1087, with its

massive walls and arcade of huge columns supporting a

shallow gallery and clerestory. Gloucester was not vaulted

until about 1240, but important experiments in vaulting

with ribbed compartments or groins (instead of the usual

tunnel vault) began much earlier at Durham Cathedral, one

of the masterpieces of English Romanesque architecture

(figs. 371-73). Set high on a cliff overlooking the pictur-

esque river Wear, Durham served as a military headquarters

as well as the seat of ecclesiastic authority. The familiar two-

towered facade of Durham, however, dates variously with its

Romanesque foundations, its Gothic towers, and the eigh-

teenth-century battlements. An impressive Galilee porch,

dating about 1175, projects from the facade, but it is the

interior that interests us here."*^^

The church was begun in 1087 under Bishop William de

Carilef to replace an earlier Saxon church, and the vaulting in

the nave (fig. 372) was completed by 1133. The nave con-

sists of double bays (two single bays at the entrance) with

huge columns alternating with complex compound piers.

Great transverse arches span the nave between the piers,

dividing the expanse of the nave vault into three units. Ribs

370. Cathedral, Gloucester. Interior. Begun 1087; vaulted c. 1240
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Colorplate 45. Pentecost. Illustration in the Cluny Lectionary. 9x5". Early 12th century. Bibliotheque Nationale, Paris

(MS nouv. acq. lat. 2246, fol. 79v)



Colorplate 46.

Messengers to King

|B Edward and Halley's

" ~ Comet. Detail from

the Bayeux Tapestry.

Wool embroidery on

linen, height 20"

(length of entire

tapestry, 229' 8").

c. 1070-80. Musee

de Peinture, Ancien

Eveche, Bayeux

Colorplate 47, Altar

Cross from Bury Saint

Edmunds (detail of

back). Ivory, height

22^4". c. 1140. The

Metropolitan Museum
of Art, New York.

Purchase, 1963,

Cloisters Fund







Colorplate 53. Abbey Church, Mana Laach. Exterior from northwest. Founded 1093



Colorplate 54. Scenes from the Life of Emperor Constantine the Great (Stavelot portable altar).

Champleve and cloisonne enamel on copper gilt, 19'/i6X 26". After 1154.

Pierpont Morgan Library, New York

Colorplate 55. Nicholas of Verdun and shop. Shrine of the Three Kings. Silver and bronze, gilded;

enamel, filigree, and precious stones, 68x72x44". c. 1190-1230. Cathedral Treasury, Cologne
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spring diagonally from the piers and from corbels in the

galleries above the columns, crisscrossing the ceiling so that,

together with the transverse arches, the vaults display a

curious seven-part division in each unit. Such imaginative

experimentation in vaulting techniques characterizes many

later English churches and seems to reflect a mentality in

building that prefers decorative effect over clarity of struc-

ture. This same attitude is apparent in the elaborate

chevrons, diaper patterns, and spiral flutings that are incised

on the massive columns, diminishing their simple structural

appearance. Interlaced blind arcades decorate the lower

walls of the side aisles, and a variety of molding designs

throughout the elevation further express the English taste for

decorative touches and embellishments.

The austerity of Norman taste would seem to have ham-

pered the Anglo-Saxon proclivities for decoration and narra-

tion in their representational arts, and to some extent it did at

first. However, in the second and third decades of the twelfth

century, the love for intricate line and elaborate border em-

bellishments returned, especially in manuscript illumina-

tion and sculptures on a small scale. The second copy of the

Utrecht Psalter, the Eadwine Psalter (fig. 276), was made at

this time at Canterbury. Romanesque abstractions in the

figure style appear, and the ornate frame and the scalloped

ridges for landscape quell the spontaneous and random flow

of figures in the original.

At Saint Albans, manuscript illumination had an impres-

sive revival. The Albani Psalter (fig. 374), executed about

1120-30, with forty full-page narratives ranging from Gen-

esis to Pentecost in subject matter and numerous "inhabited"

initials, as they are called, displays stunning designs and

abstractions that no doubt owe something to Ottonian mod-

els. At Bury Saint Edmunds the revival of illumination also

occurred on a large scale. In the giant Bible of Bury Saint

Edmunds (fig. 375), dating about 1130-40, the handsome

miniatures display a compromise between the freer abstrac-

tions of Northern art and the conventions of Byzantium,

especially in the drapery patterns. Saint Anselm, abbot of the

abbey, came from Santa Saba in Rome, and very likely he

brought examples of the huge ceremonial Bibles, so popular

in Italy at the time, to serve as models in his scriptorium.*^^

The illuminator of the Bury Bible was a secular craftsman

named Hugo, who is also listed in the documents of the

abbey as a sculptor and metalworker. The elegant altar cross,

attributed to the workshop at Bury Saint Edmunds (fig. 376;

colorplate 47), is an exquisite example of the finest in Eng-

lish ivory carving.***^ The front of the cross is fashioned as a

Tree of Life to which the corpus of Christ was affixed

(perhaps the fragment now in the Kunstindustrimuseet in

Oslo). Square plaques at the ends of the arms carry tiny

representations of the Deposition (right), the Marys at the

tomb (left), and the Ascension of Christ (top). The missing

piece at the bottom presumably illustrated the Harrowing of

Hell since diminutive figures of Adam and Eve appear at the

base. A central medallion carried by angels displays the story

of Moses and the Brazen Serpent, an Old Testament pre-

figuration of the Crucifixion.

On the reverse, the sacrificial Lamb, whose side is pierced

by a personification of Synagoga, appears in the central

medallion, while symbols of the Evangelists are in the square

plaques on the arms and top. Replacing the Tree of Life are

busts of prophets holding scrolls. The complex iconography

has yet to be explained adequately. Some claim an anti-

Jewish sentiment is expressed; others argue that a much
earlier Christian tradition is at work here. Whatever the case,

it is the exquisite technique of carving on such a small scale

that truly impresses us.

AQUITAINE

Like a giant crescent on a map, the grand duchy of Aquitaine

sweeps through the western and southern counties of mod-

ern France from the borders of Normandy in the north

through Poitou, Perigord, Guienne, and Auvergne to the

southern domains of the Counts of Toulouse. When one

travels this circuit today, it seems that every village and city

has its Romanesque church, and the varieties of regional

styles, some wholly independent of the Burgundian and

pilgrimage types, make classification of these structures

difficult. Chronologies make little sense here, too, and it is

nearly impossible to give priorities to outside influences,

which are many. So our rambling survey of Romanesque in

Aquitaine will be wanting in clarity and comprehension.

We begin our journey at Poitiers, capital of Poitou and

favored residence of the rulers of Aquitaine. Illustrious fig-

ures in history are associated with Poitiers. Duke William IX

of Aquitaine (1071-1127) is the romantic knight heralded

in French history as the initiator of the colorful traditions of

the chivalric romances and chansons de geste in the vernacu-

lar. His granddaughter, Eleanor of Aquitaine (1122-1204),

wife of two kings, mother of two kings, is one of the most

illustrious women in Medieval history. Her first husband was

the Capetian king of France, Louis VII, whom she divorced

in 1152. She then married Henry II Plantagenet, lord of

Anjou, Brittany, and Normandy and later king of England.

Richard the Lion-Hearted (Coeur-de-lion) was her son. Thus

Eleanor's domain at one time covered France and England,

and her reign overlapped in time the Romanesque and

Gothic periods in art history.

Along with her first husband, she attended the call to arms

by Saint Bernard, the spiritual leader of the Romanesque, at

Vezelay in 1146 and, in fact, headed a band of women
warriors, called "Amazons," who joined the ill-fated Second

Crusade. On the other hand, her marriage to the French king

had been negotiated by Abbot Suger of Saint Denis, the

founder of the new Gothic style in the Ile-de-France. In her

later years she patronized a "court of love" for artists, poets.



left: 377. Notre-Dame-la-Grande,

Poitiers. West facade.

Second quarter of 12th century

opposite above: 378. Saint Front,

Perigueux. Air view. c. 1120

opposite below: 379. Saint Front,

Perigueux. Interior, c. 1120

and literati at her residence in Poitiers. Eleanor was, indeed, a

remarkable woman, "charming" {avenante), "gallant"

(vaillante), and "of remarkable sagacity" (admirahilis as-

tuciae), as a court poet described her."*^ She lies buried

beside the tombs of her second king, Henry II (d. 1 189) and

their son Richard the Lion-Hearted (d. 1199), in the domed

abbey church at Fontevrault near Poitiers.

The Church of Notre-Dame-la-Grande (fig. 377) is typi-

cal of Poitevin Romanesque architecture."^^ The ground plan

and interior are simplified pilgrimage types, but the facade is

distinctive. Lacking the monumentality of the Cluniac

churches, Notre-Dame-la-Grande at first strikes one as an

enlarged reliquary shrine, bedecked with a profusion of

sculptural gems and delicate pinnacles. The ornate facade is,

in effect, a screen that is unrelated to the interior. The

flanking towers are reduced to cylindrical piers of bundled

shafts carrying a small drum capped by a conical roof cov-

ered with fish-scale tiles. The simple gabled face is covered

with tiers of sculptural decorations. The doorways have no

tympana, and the courses of archivolts (voussoirs) are

carved as individual elements in a radial fashion with monot-

onous rows of identical figures. A dog is repeated over thirty

times on one range of voussoirs. In the spandrels, a frieze of

relief sculptures narrates a curious story beginning with the

Fall of Adam and Eve on the left, continuing with figures of

prophets, the Annunciation, the Tree of Jesse, and conclud-

ing with the Nativity on the right. Perhaps a mystery play

provided the strange sequence of figures here.

The second level of the facade rises above a coursing of

corbels with two arcades of ornate niches housing apostles

and churchmen, all posed frontally. In the gable a broochlike

lozenge is carved with Christ standing between angels. Thus

the upper stories present a Maiestas Domini of sorts. It is

clear, however, from the rich carpetlike texture of the facade

and the endless repetition of figure types that there is little

concern here for a comprehensive iconographic program.

The ensemble of sculptures reminds one, in fact, of Mediter-

ranean types of the period (see p. 328 ff.), and underlying

the bespangled screen one can perceive the broader outlines

of a more Classical facade.

Similar screen facades are found throughout Poitiers and

Perigord, but surprisingly many of the churches between the

Loire and the Garonne rivers depart from traditional Ro-

manesque construction in that they are covered with a series

of domes in a fashion that reminds one of Byzantine types.

The most impressive of these is Saint Front at Perigueux



(figs. 378, 379), erected about 1120, which may have been

inspired directly by San Marco in Venice. Huge open piers

carry massive pendentives supporting five great domes over

the center and the arms of the Greek-cross plan. In some

churches (such as Saint Etienne at Perigueux, Fontevrault,

Angouleme, and Souillac) the domes are lined up in a row

over a basilica! nave. It has been suggested that domes on

such a scale were introduced into western France after the

First Crusade in 1100, which William IX of Aquitaine

joined. The bold austerity and emptiness of these domed

interiors would no doubt have been relieved by painted

decorations.

The painted ceiling of Saint-Savin-sur-Gartempe (figs.

380, 381; colorplate 48) miraculously survives, but here the

interior is covered by a continuous tunnel vault that rests

directly on the tall columns of the nave arcade, another

church type in Aquitaine, the "hall church," in which the

side aisles rise to the level of the nave vaults. A talented

atelier executed the frescoes about 1 100, probably while the

scaffoldings for the erection of the vaults were still in place.

The entire church was apparently painted at that time, and it

is interesting to note that the general iconographic program

follows Early Christian traditions for the most part.
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The porch or narthex is decorated with hvely episodes

from the Book of Revelation; the long vault of the nave has

four registers of the history of ecclesia ante legem (before the

law of Moses), with scenes from the first days of creation to

the moment when Moses received the Tablets of the Law on

Mount Sinai. The charming Ark of Noah (colorplate 48)

resembles an enlarged miniature. The New Testament sto-

ries—only Passion pictures survive— were painted in the

chapel gallery over the narthex, and frescoes in the crypt are

devoted to the martyrdoms of Saint Savin and Saint Cyprian

(similar remains of martyrs histories are found in the

chapels of the choir), appropriate for the function of that area

as a miniature martyrium. Nothing remains of the apse

painting.'*''

The frescoes in Saint-Savin are roughly contemporary

with those in the chapel at Berze-la-Ville (fig. 348), but they

display little of the Byzantine stylizations found there.

Rather, they seem to be distinctively Northern in style with

tall, spindly figures moving in swinging, agitated postures

that bring to mind the narratives in the Bayeux Tapestry.
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There is little indication of space or modeling. It seems clear

that manuscript models were employed in the frescoes of

Saint-Savin.

As we have seen, there were two opposing styles of paint-

ing in France around 1100: the sophisticated Byzantine

manner, especially evident in drapery conventions and head

types (cf. the Cluny Lectionary, fig. 349), and the more

indigenous Northern style of dynamic linearism. Typical of

the latter is the "inspired" Saint Mark in the Corbie Gospels

(fig. 382) with his wild gestures and twisted pose. The more

static qualities of the "plaque" style of Languedocian sculp-

ture are translated into the standing Saint Matthew in the

Gospels from the region of Moissac (fig. 383), where the

letter L resembles a sculptured pier (cf. fig. 330)."*^

A daring compromise of these styles can be seen in manu-

script illumination in Limoges (colorplate 49). The hieratic

qualities of the Ascension miniature in the Sacramentary of

Saint Etienne in Limoges, dating about 1100, have been

described as creative transformations of Byzantine style,

and, to be sure, the iconography of the miniature reminds us

382. Saint Mark. Illustration in the Gospels of Corbie. lOV-tX JVs".

c. 1120. Bibliotheque Municipale, Amiens (MS 24, fol. 53r)

383. Saint Matthew. Illustration in the Gospel Book of Moissac.

7'/2X4". c. 1110. Bibliotheque Nationale, Paris

(MS lat. 254, fol. lOr)

of earlier Eastern manuscripts (cf. the Rabbula Gospels, fig.

102). However, the flashes of hot, metallic colors held within

firm but vigorous outlines and the total suppression of space

for the tall, compact figures are features that are prophetic of

developments in the sculpture of the mature Romanesque

style.

The metallic qualities of the miniatures in the Sacramen-

tary anticipate the style of another art for which Limoges is

famed: the enameled reliquary shrines that resemble tiny

Antique sarcophagi, appropriate for containers of relics. The

faces are decorated with champleve and/or cloisonne enamels

on copper plates affixed to a wooden core. A tabernacle with

the Three Marys at the Tomb in the Metropolitan Museum of

Art (fig. 384), dating about 1180-1200, is a fine example of

such Limoges enamelwork."*^ Champleve (in contrast to

cloisonne, with its tiny partitions for the enamel) is a tech-

nique whereby the lines and shapes of the figures are actually

dug out or engraved from the metal surface with a cutting
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384. Reliquary. Limoges, 14y4X6'/+". End of the 12th century.

The MetropoUtan Museum of Art, New York. Gift of George

Blumenthal, 1941

tool and then filled with enamel. Often, in late Limoges

productions, separate cast heads or whole figures of bronze

were applied to the enameled background. The sharp out-

lines and shapes of the engraved figures on the copper

ground are comparable to the abstractions seen in the

Sacramentary.

A specialty of Auvergne workshops was wooden statues of

the seated Virgin and Child (see colorplate 50), an image of

the Throne of Holy Wisdom (sedes sapientiae), a sculpture

type we have already encountered in Ottonian art (cf. fig.

299). These imposing statues were very popular in churches

along the pilgrimage roads, where they served as objects of

pious devotion on an altar. They were, in fact, cult images

like sculptured icons (some served as reliquaries as well—

cf. the reliquary of Sainte Foy at Conques, colorplate 43).

The harsh stylistic features that developed in these wooden

statues, especially evident in the rigid frontality and the

abstract conventions for drapery patterns, superbly convey

the more transcendental or iconic function of the image. ^°

This same frontal Virgin and Child was incorporated into

more complex iconographies in Early Gothic art.

PROVENCE

The Rhone River flows near Cluny in Burgundy southward

through Provence to empty into the Mediterranean near

Aries, where it formed a major point for embarkation for the

385. Abbey Church. Saint-Gilles-du-Garci. Facade, Third quarter of the 12th century
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386. Abbey Church, Saint-Gilles-du-Gard. View into central portal

crusaders. The land east of the Rhone was pohtically part of

the Holy Roman Empire that linked northern Europe to

Italy, but the western lands of Provence, merging with Lan-

guedoc, were governed by the Counts of Toulouse. The

Church of Saint-Gilles-du-Gard, a few miles from Aries, is

one of the most controversial monuments in the story of

Romanesque art.^i Rebuilt in the early twelfth century,

following a period of political unrest in the area, it was

reformed and reorganized by Cluny (1122-1158). At some

point, roughly about the middle of the century, a new facade

was added with an ambitious scheme of sculptures serving

as a monumental screen across the old church (figs. 385-

88).

The facade owes as much to Italy as it does to France.

Roman remains abound in this area, and it seems clear that

something Antique provided the format for the broad, hori-

zontal porch. It has been suggested that a triumphal arch was

the model (more recently the Roman scenae frons, or theater

stage front, has been proposed), and the sculptures have

been characterized as proto-Renaissance in character by

some historians. On the other hand, it has been argued that

the complex program of sculptures is indebted to develop-

ments in the Ile-de-France at Saint Denis and Chartres.^^

The ensemble is clearly makeshift. Three recessed portals

are tied together by a curious entablature with sculptured

friezes supported by freestanding Antique columns stretch-

ing across the facade. Behind this projecting colonnade, on

the wall of the church, appears a shallow gallery with stand-

ing apostles (an archangel on either end) carved in relief.

The sculptured entablature, which rises and projects in the

center, is decorated with reliefs illustrating in continuous

fashion the Passion of Christ (the Last Supper is centrally

placed). Various types and styles of sculpture— crouching

lions, fighting beasts, and lacy reliefs with Old Testament

figures— decorate the base and socles of the columns. Three

large tympana with heavy, unadorned ranges of archivolts

387. Saint John the Evangelist and Saint Peter. Detail of fig. 386
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388. Saint Michael. Detail of

left portal of the Abbey Church,

Saint-Gilles-du-Gard. 3rd quarter

of the 12th century

display, from left to right, the Adoration of the Magi, the

Maiestas Domini (now restored), and the Crucifixion.

The curious program makes sense. As exphcations of the

doctrine of the Incarnation and the sacrificial role of Christ,

the two side tympana are clear enough. The Madonna in the

Adoration is, in fact, the sedes sapientiae just discussed; the

Crucifixion, a rare theme on a tympanum, and the Last

Supper beneath the Maiestas Domini illustrate the role of

Christ's sacrifice for man as embodied in the Eucharist. The

gallery of standing apostles can be seen as a monumentaliza-

tion of those figures in the Maiestas Domini theme or, in

more poetic terms, as the twelve "pillars" that support the

church and its doctrines.

The styles of the sculptures have raised unanswerable

questions. Those in the tympana, in spite of restorations,

appear to be related to the more archaic phases of Early

Romanesque style, although drapery patterns and propor-

tions mark them as later in date. Three distinct styles are

evident in the standing apostles and archangels. The figures

of Saint John and Saint Peter in the central portal (figs. 386,

387) have labored drapery patterns along the harsh, vertical

folds; Saint Thomas (in the right portal), crossing his legs,

reminds us of the earlier figures at Toulouse; while the figure

of Saint Michael, to the far left (388), with his dancing

posture and elegant, pressed folds with flared pockets, re-

calls Burgundian sculptures such as we see at Vezelay. Fi-

nally, the entablature reliefs can be compared to friezes on

Early Christian sarcophagi, which abound in the region.

Only an accurate dating of these sculptures— which seems

futile at present— will provide us with a solution to the

significance of Saint-Gilles for developments in Romanesque

art. One thing is clear, however. This confusion or compro-

mise of styles leads us southward to Italy. It is not a long

journey from Saint-Gilles.
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ITALY IN THE ELEVENTH AND TWELFTH
CENTURIES-A RETURN TO THE GOLDEN AGE

MONTE CASSINO AND ROME

MONTE CASSINO, the cradle of Western

monasticism, has had a turbulent his-

tory. Only a half-century after its found-

ing by Benedict of Nursia (c. 480-543)

on the formidable peak lying between

Rome and Naples in Campania, the monastery was destroyed

by the Lombards, and the small band of monks fled to Rome.

It was razed again in the ninth century by Muslims, and it

suffered through the next two centuries of intermittent war-

fare in south Italy, where three stubborn forces met head-on:

the Byzantines, the Normans, and the Ottonians. Yet the

Benedictine Order had acquired prestige and a mission by

the eleventh century, and under the leadership of the influ-

ential abbot Desiderius (later Pope Victor III), the abbey was

gloriously rebuilt based on the architecture of the great

basilicas of Early Christian Rome.^^

Although smaller, the new basilica was planned to dupli-

cate Saint Paul's Outside the Walls, which had become an

important Benedictine abbey in Rome. A description of De-

siderius's church survives in the Chronica monasterii Cas-

inensis, written by Leo of Ostia on the occasion of the

consecration in 1071. The general lines of the Early Chris-

tian basilica were followed in a simple fashion with a towered

atrium, narthex, nave, transept, a raised choir, and a wooden

roof (fig. 389). Certain modifications were necessitated by

changing liturgical needs: a schola cantorum (a rectangular
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area marked off for reading and singing) was introduced in

the nave; a bell tower, or campanile, was added to the facade;

and three apses replaced the single projection in the model.

In order to obtain rich building materials, Desiderius had

columns and marbles brought in from Rome, and in plan-

ning the decorations for the interior, Early Christian models

again were followed. But times had changed, and the good

abbot was in sore need of competent craftsmen, and these he

could recruit from Constantinople. Artisans from Byzan-

tium reintroduced in Monte Cassino techniques for making

mosaics and elegant stone furniture. Desiderius also ordered

a bronze door from Constantinople as well as a great golden

altar frontal decorated with scenes from the New Testament

and the life of Saint Benedict. The splendid marble floor in

the nave— a revival of the ancient type known as opus

alexandrinum—was laid out as a giant stone intarsia work of

390. Arrest of Christ; King David as Prophet. Frescoes on the right wall of the nave arcade

in Sant'Angelo in Formis (near Capua), c. 1085
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above: 391. Christ Enthroned. Detail of apse fresco in

Sant'Angelo in Formis

below: 392. Desiderius Offering the Church to Christ.

Fresco on the lower wall of the apse in Sant'Angelo in Formis

multicolored discs and geometric shapes tied together by

guilloches of white marble.

Little remains of Desiderius's church and its furnishings,

but Monte Cassino must have been an influential exemplar,

for, as we have seen, the revival of the Early Christian

basilica form was echoed throughout Europe in the late

eleventh century. The extensive mural decorations in Monte

Cassino are reflected in those of another church built by

Desiderius in 1072, Sant'Angelo in Formis, near Capua (figs.

390-92). 5^ Decorating the nave in two registers are painted

stories from the Old and New Testaments. In the apse is a

representation of the One in heaven flanked by the symbols

of the Evangelists. Below, on the wall of the apse, stands

Desiderius as patron, holding the church in his hands. All of

this is painted in fresco and displays something of an eclectic
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393. Scenes from the Life of Saint Benedict. Illustration in the

Vita Benedicti. HVi x 10". 11th century. Vatican Library, Rome

(MS lat. 1202, fol. 80r)

mixture of Byzantine and Latin elements that, in fact, can be

called "Benedictine" in style. One distinctive detail that

marks the figures is a red dot added to the cheeks of nearly

every face.

The illustrated manuscripts produced at Monte Cassino

show a similar hybrid style. This is apparent in the graceful

illustrations in the Vita Benedicti (fig. 393), an eleventh-

century manuscript, and in the curious Exuhet Rolls (figs.

394, 395) produced at Monte Cassino. Named after their use

in the ceremonies blessing the paschal candle on Holy Satur-

day in Easter {Exultet iam angelica turha callorum), these

large scrolls are pictures painted upside down in the text so

that the congregation could follow them while singing as the

deacon unwound the roll downward from the pulpit. Fas-

cinating for their iconographies, the Exultet Rolls display a

wealth of unusual illustrations, including secular subjects

such as Terra (the earth) and bees that produced the pure

wax for the paschal candles.
5''

The elevation of Desiderius to the papacy in 1086 further

testifies to the ascendancy of the Benedictines in the broader

world of Christendom. In Rome it would seem that his

program for the revival of the golden era of Early Christian

culture would be quickened by the proximity of the hal-

lowed monuments themselves, but this did not happen at

once. These were troubled times in Rome. Since the days of

Otto III, Rome had served as the residence of the Holy

Roman emperors, and the antagonism between the papacy

and the imperium never slackened, culminating in the noto-

rious struggle over investiture (the right of the emperor to

appoint the popes) and the excommunication of Henry IV in

1077, nine years before Desiderius moved to Rome. In 1083

Henry besieged the papacy, and the Normans, purportedly

called in to protect the pope, sacked the city instead, leaving

it in ruin.

394. Terra. Illustration in the Exultet Roll. Width llVs". c. 1075.

Vatican Library, Rome (Barberini lat. 592)
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It is no wonder then that Desiderius's program of recovery

was stalled for a time, but under the patronage of later

Benedictines in Rome, it was fully initiated in the early years

of the twelfth century. A general program of urban develop-

ment was promoted to restore the grandeur of ancient Rome.

Ancient statuary was assembled on the grounds of the Lat-

eran palace, including the famous bronze equestrian portrait

of Marcus Aurelius, long identified as Constantine. An up-

dated pilgrims guide to Rome and its ancient and Medieval

monuments was written by one Magister Gregory about

1200 to aid visitors. Enriched with stories of images

"whether produced by magic art or human labor," the Tales

of the Marvels of the City of Rome (De Mirahilihus Urhis

Romae) is a useful manual today for studying the attractions

of the eternal city as it appeared in the twelfth century.

Between 1120 and 1130 the Church of San Clemente was

rebuilt over the earlier fourth-century basilica, which re-

mains, in part, as the lower church. It was lavishly decorated

and outfitted with a schola cantorum set over an elegant floor

of opus alexandrinum, much as at Monte Cassino (fig. 396).

A colorful mosaic filled the huge apse (colorplate 51). The

Early Christian canopy of the heavens appears in the sum-

mit; a predella with the mystic lambs moving from diminu-

tive representations of Bethlehem and Jerusalem serves as

the base; and the broad surface of the conch is filled with an

elaborate vine scroll, reminiscent of the elegant decoration in

the apse of the Lateran Baptistry in the fourth century but

here "peopled" with curious genre motifs— a woman feeding

chickens, a shepherd and slave tending flocks, and others. In

the center a Crucifixion grows out of a resplendent acanthus

plant, forming a giant Tree of Life. The mosaic execution is

rather crude by Byzantine standards, but the treatment of

Mary and John, flanking the cross, is comparable to that of

the figures in the Desiderian frescoes in SantAngelo in

Formis.

This same "Benedictine" style can be seen in the slightly

earlier frescoes painted on the walls of the lower church,

which is the original structure (fig. 397). Legends of Saint

Clement and Saint Alexis are presented, with slim, rosy-

cheeked figures gracefully lined up across colorful abstract

395. Gathering of Honey. Illustration in the Exultet Roll. Width IP/s". c. 1075.

Vatican Library, Rome (Barberini lat. 592)
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backgrounds. In the Miracle of the Child, a pilgrim mother

returns to the subcerranean burial chapel of Saint Clement

to find her lost child still alive after being left there by

accident the year before. The sea filled with fishes covering

the sunken shrine forms a particularly charming border. ^'^

The Church of Santa Maria in Trastevere (partly rebuilt in

the nineteenth century) was raised over the remains of Early

Christian and Carolingian structures about 1120-30. The

impressive nave with a colonnade of Ionic columns, mostly

spolia, terminates in a gigantic apse (figs. 398, 399; color-

plate 52).^1 As at San Clemente, the apse is decorated with

an unusual mosaic representation that at first seems to be a

combination of Early Christian and later themes. Beneath

the canopy of the heavens and the Hand of God and above the

familiar predella of the lambs, the Virgin and Christ appear

enthroned together (he has his arm about her shoulders)

between ecclesiastical saints and the benefactor, Pope Inno-

right: 398. Santa Maria in Trastevere, Rome. Facade,

c. 1120-30; restored in the 19th century

below: 399. Antonio Sarti. Santa Maria in Trastevere, Rome.

Engraving. 1825. Biblioteca Hertziana, Rome
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above: 400. Santa Maria in Cosmedin, Rome. West facade.

12th century (restored)

below: 401. Santa Maria in Cosmedin, Rome. Interior

cent II (1130-43), all standing in rigid frontal positions.

Sometimes referred to as one of the earliest representations

of the Coronation of the Virgin, the curious central group

should also be considered an image of the Triumph ofMaria

Ecclesia in the context of Early Christian art, for here the

Virgin appears in the guise of the Maria Regina found in

Early Christian churches dedicated to her (cf. fig. 64). The

trecento mosaics (1291) by Pietro Cavallini beneath this

monumental apse will be discussed later.

A number of other Early Christian and Carolingian

churches in Rome were rebuilt or restored during these

years. The handsome interior of Santa Maria in Cosmedin

(fig. 401) preserves its twelfth-century schola cantorum and

elegant "Cosmati" floor (named after the famous Cosma

family of marble workers active in Rome in the twelfth and

thirteenth centuries), but most of the exterior (fig. 400)

has been poorly restored in recent years, including the hand-

some Romanesque campanile. At this time, too, the Car-

olingian Church of Santa Maria Nova in the Forum (now

Santa Francesca Romana) was enlarged and restored with its

copy of an Early Christian apse mosaic, the Maria Regina

(fig. 65).

TUSCANY

Desiderius had been a better abbot than a pope, and soon

after he reluctantly donned the red cope in May 1086, he was

deposed by the imperial "antipope," Clement III. To his

rescue came Matilda of Canossa (1046-1114), countess of

Tuscany, the leading aristocratic sponsor of the papacy in
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North Italy. From the time of the war over investiture be-

tween Pope Gregory VII and Henry III in 1076, Matilda had

been the protector of the pope, and in her will she be-

queathed all of her domains to the Roman church. Matilda

had been the wife of Duke Welf of Bavaria, and from this

alliance a lasting rivalry in Medieval history descends. Lords

of the house of Welf (Guelph in Italian) were initially sup-

porters and sponsors of the papacy; the imperial leaders of

the Holy Roman Empire were backed by the aristocratic

Hohenstaufens of Swabia, their title Waiblingen (Ghibelline

in Italian) coming from their ancestral castle in Franconia.

From the days of Matilda, the rival city-state powers in

North Italy allied themselves with either the Guelph or the

Ghibelline factions (the terms were not actually used in this



context until the early thirteenth century): Florence,

Guelph, versus Siena, Ghibelline; Lucca versus Pisa; Milan

versus Pavia; etc. In reality, it was the commercial rivalries

between the independent city-states that set the tempo for

cultural expression and exchange, and among these re-

publics, two emerged as leaders in Tuscany during the Ro-

manesque period: Florence (Guelph) and Pisa (Ghibelline).

One rarely thinks of Florence as anything but the capital

of Italian Renaissance art, but it had a glorious flowering

already in the Middle Ages. One of the richest Benedictine

abbeys in Tuscany was San Miniato al Monte, situated high

above the spectacular skyline of the central city (figs. 402,

403). Although much restored, San Miniato (begun by

1062) is captivating in its simplicity and purity of design.

The Early Christian basilica provided the basic model; the

building is a simple rectangular box, and the front is a gabled

facade immaculately sheathed with large white marble

panels divided into elegant geometric shapes by dark green

bandings that roughly correspond to the divisions of the

interior.^^ With its handsome facade circumscribed by a
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above: 407. Baptistry, Cathedral, and Campanile, Pisa. View from the west. Baptistry 1153; Cathedral begun 1063; Campanile 1174

opposite above: 408. Cathedral, Pisa. Plan

opposite below: 409. Cathedral, Pisa. Interior

large square with triangular and rectangular subdivisions

traced in orderly fashion across it, San Miniato is a study in

abstract design, the clarity of which seems to anticipate the

refreshing logic of later Florentine art. The interior, too, is

like a study in perspective, with the pristine marble revet-

ment articulated by the straight lines formed by the darker

bandings. There is nothing complicated about its plan or

structure. The tripartite elevation extends in three well-

marked bays formed by two piers separated by three arches.

The roof is wooden.

The more famous Baptistry in Florence, San Giovanni

(figs. 404-406), has foundations that go back at least to the

fourth century (perhaps those of a Roman bath?). The pres-

ent structure, also much restored, was dedicated by Pope

Nicholas II in 1059. The simple octagonal building features

the same superb revetment of white marble panels and dark

green banding as are on San Miniato. The interior has the

dignity of ancient Roman sanctuaries; indeed, it has been

compared to the Pantheon or, as one scholar put it, "a Roman

stone aqueduct bent around eight angles."^"^ The attic and

Italo-Byzantine mosaics above were added in the thirteenth

and early fourteenth centuries (Venetian craftsmen were

called in). San Giovanni boasts many riches, including its

three sets of bronze doors, but it is the beauty and clarity of

the Romanesque octahedron rising majestically in the piazza

that we first remember.

Pisa was the major rival of Florence for leadership in

Tuscany, but it was foremost a seaport, and after a decisive

naval victory at Palermo in 1062, the Pisan fleets reigned as

masters of the Mediterranean. With pride and prosperity
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came aspirations for glory, and it was in the year following

the victory over the Sicilians that the Pisans began the huge

complex of buildings that remains today one of the most

impressive Medieval sites in Italy with the huge baptistry,

handsome cathedral, leaning tower or campanile, and large

rectangular Campo Santo (figs. 407-409).^^ The simple

volumetric structures of Tuscan architecture are found here

in the form of cylinders and gabled boxes, but in place of the

delicately articulated bandings and geometric veneers and

inlays of Florentine structures are handsome colonnaded

galleries stacked in tiers. The facade of the Cathedral is a wall

of blind colonnades rising in five distinct stories; the Cam-

panile "may be said to have been designed by rolling up the

west front of the cathedral"; the Baptistry, its upper stories

transformed into Gothic niches by later architects, is twice

the diameter of the Campanile. How emphatically the com-

plex of simple geometric forms— baptistry, church, cam-

panile—is presented.
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410. BoNANNO PisANO. The Three Magi. Detail of the doors of the

Porta San Raniero, Cathedral, Pisa. Bronze, height of doors 15'2".

c. 1180

The Cathedral is huge, rivahng in scale the great basilicas

of Rome. Begun in 1063 by the Greek architect Busketos

(Boschetto in Italian), it has a seemingly simple T-shaped

ground plan which is deceptive. A great elliptical dome rises

over the crossing, and the projecting transept arms are, in

fact, two independent basilicas facing each other. The nave

has double aisles that continue around the arms and into a

rectangular choir, which is terminated by a simple apse. The

interior has a continuous arcade carried on granite columns

with Corinthian capitals and a handsome gallery featuring

the distinctive Pisan "zebra" banded work, so familiar in later

Tuscan architecture. The roof of the nave is wooden; the side

aisles are groin vaulted.

The Baptistry, begun in 1153, is ninety-eight feet in

diameter and is capped by a truncated cone roof (the present

dome covering it was added later). The famous Campanile

was started in 1174 by Bonanno Pisano, and it had already

begun to sink on the southern side by the completion of the

first stage (thirty-five feet in height). Subsequent stories

were accommodated for the unusual tilt. By the time of its

completion in 1350, the Campanile was nine inches off axis;

today it leans some thirteen feet from its foundations.

Bonanno Pisano also designed the bronze doors for the

Cathedral. Only those for the Porta San Raniero survive (fig.

410). Indebted in part to the techniques of German casters,

Bonanno's doors are schematic and a bit monotonous with

twenty narrative episodes from the New Testament framed

by ropelike colonnettes and bands of rosettes. The individ-

ual scenes are simple in design, with all aspects of the

narratives reduced to essentials. Raised tituli briefly identify

the stories. Bonanno executed a similar set of doors for

Monreale Cathedral in 1186, which he signed.*'^

A sculptor, Guglielmo, much honored in Pisa, executed a

marble pulpit for the Cathedral (now in the Cathedral of

411. Guglielmo. Pulpit for Pisa Cathedral. Marble. 1159-62.

Cathedral of Cagliari



Cagliari) between 1159 and 1162 (fig. 411). Resting atop

four columns, it is in the form of a rectangular box whose

sides are divided in two registers with reliefs of the hfe of

Christ on either side of standing figures supporting a lectern.

The design is surprisingly static in conception, with stocky

figures in ponderous mantles packed into the scenes in the

fashion of Early Christian sarcophagus friezes, which may

well have been the inspiration behind them. Guglielmo's

pulpit, however, established a tradition in Tuscany that we

shall return to. His pulpit was replaced by one executed by

Giovanni Pisano in the late thirteenth century.

LOMBARDY

North of Tuscany, the broad expanse of Italy known as

Lombardy has a rich history, but it is difficult to assess its

contribution to art history. As noted earlier, Lombard

masons are credited with introducing vaulting in "first"

Romanesque churches, but the lines of development in the

arts in general are obscured because of the precarious history

of the region. The venerable Early Christian basilica of

right: 412. Sant'Ambrogio, Milan, View of facade and atrium.

11th and 12th century

below: 413. Sant'Ambrogio, Milan. Interior. Vaulted after 1117
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Sant'Ambrogio in Milan (see Part I, chapter IV) has often

been cited as the first church to be covered with ribbed

vauking in the eleventh century, but now it is believed by

most scholars that the Romanesque rebuilding took place

after a devastating earthquake in 1117 (figs. 412, 413).^''

Whatever the story, the interior of Sant'Ambrogio today

displays a sophisticated system of construction with heavy

ribs applied to three domed-up bays resting on huge articu-

lated piers. The side aisles, low with heavy walls, have ribbed

groin vaults, and the general impression of SantAmbrogio is

,pne of a heavy, earthbound structure. There is no clerestory.

Although SantAmbrogio is wider than Cluny III, its vaults

are forty feet lower.

The austere front of the narthex conceals the facade of the

church, a broad gable in two stories with two flanking

towers (actually campaniles) set back. Pilaster strips divide

the two stories of the facade into five bands with arched

openings that rise to the pitch of the gable. A spacious atrium

with vaulted corridors and heavy unadorned walls domi-

nates the exterior. Five great blind arches establish a severe

rhythm across the entrance.

The austere gable facade of SantAmbrogio became the

model for numerous churches in North Italy, and various

attempts to relieve its severity can be noted. At San Michele

in Pavia (fig. 414) a stepped arcaded gallery follows the pitch

of the gable, and strange strips of relief sculpture are applied

to the wall above the modest doorways. At the Cathedral of

Modena (fig. 415), further south in the province of Emilia,

the stepped gable was reintroduced with marked divisions in

the facade corresponding roughly to the interior disposition

of the building. Blocks of sculptural friezes are here more

harmoniously integrated into the divisions of the facade. A
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small but handsome porch with columns resting on the

backs of carved lions projects from the central entrance.

The sculptor who executed the reliefs on the west facade

at Modena (1106-20?) was one WiUgelmo, perhaps of Ger-

man origin, who boastfully inscribed one plaque: "Among

sculptors, your work shines forth, WiUgelmo ."^^ Indeed,

Wiligelmo has been lauded in recent scholarship as a leader

in the introduction of stone sculpture on exteriors of Italian

Romanesque churches. In areas comparable to the jambs are

vertical moldings with "peopled" vine scrolls and prophets

standing in niches, and in four high friezes above the side

portals and flanking the projecting porch, stately narratives

from the Creation to the Flood in Genesis appear beneath a

decorative arcade (fig. 416). The figures of Wiligelmo re-

mind us of the stocky forms found in later Pisan sculptures,

but here they are even more ponderous in proportions and

stilted in action. Often regarded as revivals of ancient Roman
relief sculptures, the friezes of Wiligelmo seem more in-

debted to Ottonian models and the traditions of narration in

Medieval manuscripts than to any specific Classical sources.

It is clear that the dynamic linearism of mature French

Romanesque sculpture had made little impact in Italy.

Wiligelmo trained a large workshop. The sculptures of

one of his more prolific followers, Master Nicolo, appear in

numerous Emilian churches, including the facade reliefs on

San Zeno in Verona (figs. 417-19), executed about 1138.^^

Of special interest is the decoration of the doors of this

church (figs. 420, 421). In the tradition of Early Christian

wooden doors (for example, Santa Sabina, p. 91), Old and

New Testament scenes are disposed in square compositions

on the two valves of the doorway. ''^ And in keeping with the

practice of the Byzantine doorways in South Italy, each

composition is on a separate plate of bronze. But these are

cast, and both in technique and style the individual plates

clearly owe a debt to Ottonian bronze workers.

Two styles are discernible. The earlier plates, the twenty-

four New Testament scenes (except one) on the left wing,

have been dated to about 1100; the later panels, Old Testa-

ment scenes and the life of Saint Zeno on the right door,

belong to the late twelfth century. Very likely, the bronze
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doors of San Zeno were reconstituted from an earlier set, at

which time the later plates were added. It is interesting to

compare the earlier work with the famous cast doors at

Hildesheim (figs. 290, 291), since it seems likely that a

German- trained artist was active at San Zeno. An obvious

deficiency in skill and technique in the New Testament series

is apparent in the summary treatment of the figures, the

crudity of the composition, and the rather haphazard assem-

bly of the plates in general. Yet there is a certain naive charm,

perhaps intended, in many of the earlier plates. In the Dance

of Salome at the banquet of Herod, the lumpish figures

behind the table witness an energetic young girl turn a

backflip like a fish rising from water (see lower left panel, fig.

421).

The culmination of Lombard traditions in sculpture ap-

pears in the sophisticated works of Benedetto Antelami,

active about 1 160-1200.''^ His relief of the Deposition for the

pulpit of Parma Cathedral, dated 1178 (fig. 422), displays a

surprising elegance. Aligned in rows on either side of the

cross are numerous figures present at the Crucifixion. The

tormentors, including those dividing the cloak, appear to

the right, while the male and female mourners are lined up in

a row to the left, apparently to fill out the broad slab, each

with his or her name inscribed. The figures are taller and

more graceful, the heavy-jawed heads are more naturalistic

and detailed than in earlier Lombard sculpture, but there are

few indications of any emotional responses other than down-

cast eyes. The shallow draperies are rendered with a delicate

418. San Zeno, Verona.

Porch

419. Master Nicolo. Scenes from Genesis. Right portal of the

Church of San Zeno, Verona



above: 420. San Zeno, Verona. Bronze doors, c. 1100;

late 12th century

left: 421. San Zeno, Verona. Bronze doors. Detail of fig. 420

line and a keen sense of subtle patterning reminiscent of

French Romanesque sculpture. A special touch of Antelami

IS the black niello inlay for the scroll patterns that forms the

elegant border.

In 1196 Antelami designed and decorated the great Bap-

tistry in Parma (fig. 423). Handsome and imposing, the

structure curiously seems neither wholly Medieval nor

wholly Antique, although Antelami has sometimes been

characterized as a proto-Renaissance artist. In fact, the

sculptures he executed for the tympana of the Baptistry and

the freestanding prophets carved for the Duomo at Borgo San

Donnino (fig. 424) remind us of those at Saint-Gilles-du-

Gard (fig. 387). which have also been described as proto-

Renaissance.





XX

WESTERN GERMANY

THE ARTISTIC traditions of the Holy Roman Em-

pire formulated in Carolingian and Ottonian

times persisted under the Franconian and

Hohenstaufen rulers of Germany during the

eleventh and twelfth centuries. The innova-

tions in French Romanesque, namely, the elaboration of the

pilgrimage choir and the ambitious sculpture programs on

the exteriors of churches, are rarely encountered in western

Germany, and, in general, the major foreign influences found

there seem to stem from Lombardy (which was also part of

the empire).

The Kaiserdom, or Imperial Cathedral, at Speyer (figs.

425, 426), the largest of the three major foundations along

the Rhine River (Mainz and Worms are the others), is a

powerful statement of imperial authority.^^ The foundations

of the west front, the aisles, and the vaulted crypt preserve

those features of the original structure consecrated in 1061,

but much of the present church was built after 1080 by

Henry IV following his "victories" over Pope Gregory VII and

his political rival in the North, Rudolf of Swabia. Speyer

stands as a mighty symbol of Henry's supremacy.

In the second building campaign, the apse and the tran-

sept arms were refashioned, and the nave was accommodated

for stone vaulting in square bays by the addition of engaged

colonnettes (or responds) to every other pier, thus creating

an alternating system. The domed-up groin vaults (unribbed

originally), soaring 107 feet from the floor, were added after

1106, presumably by North Italian masons (much of the

nave was restored in the nineteenth century). On the exte-

rior, "dwarf" Lombard galleries were added just below the

eaves all around the church, a handsome feature that was

repeated in numerous German churches. While simple in

plan and conservative in structure, Speyer— 435 feet long

with 6 lofty towers dominating the exterior— is an imposing,

grand monument in Latin Christendom.

Founded in 1093, the Benedictine Abbey of Maria Laach

(colorplate 53), beautifully situated in the woods of the

Laacher See above the Rhine, serves as an attractive example

of this conservative strain in monastic architecture. Here the

clustered geometric volumes repeat the traditional "double-

ender" features of Ottonian churches (cf. Saint Michael,

Hildesheim, fig. 285). The exterior is further enhanced by

the Lombard corbel tables and pilaster strips of black stone.

The rectangular groin vaults in the nave— the alternating

system was not introduced here—were added in the thir-

teenth century, as was the impressive "Paradise" (open

court) or atrium.

Whether due to conservative tastes or disconcern for

elaborate figurative sculpture in general, the architectural
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decorations of these German churches are hmited mostly to

purely ornamental additions such as the Lombard corbel

tables. Works in sculpture are found, however, but these take

the form of individual pieces placed in the interior or apart

from the actual structure. One of the earliest freestanding

sculptures on a monumental scale is the great Brunswick

Lion (fig. 427), cast in bronze and gilded, that stood before

the palace of Duke Henry the Lion of Saxony at Dankwar-

derode. The huge lion, dated 1166, is an imposing emblem

of Henry's Welf (Guelph) family, but in form it resembles

simply an enlarged lion aquamanile (an ornamental pitcher

for washing hands at the altar; see fig. 428) with its stylized

mane of rhythmic tufts and polished torso.

For the Cathedral at Brunswick, built by Henry the Lion

between 1173 and 1195, the sculptor Imervard executed a

large wooden Crucifix (fig. 429) about 1173 that copies a

famous type with the frontal Christ, eyes open and sheathed

in a massive, long-sleeved, belted tunic or colohium, that was

venerated as the Volto Santo in Lucca. According to legend,

the original was carved by Nicodemus, a disciple of Christ,

and brought to Italy in the eighth century (the present Volto

Santo in Lucca is a replacement of the original and dates

later[?] than the one in Brunswick). ''^ This famous pil-

grimage attraction has a complex background, but essen-

tially its unusual iconography is derived from an Early

Christian type for Christ on the cross in monumental form

(cf. the Rabbula Gospels, fig. 102). Another cult statue, the

frontal Virgin and Child from Paderborn (fig. 430), displays

the harsh, iconic style of earlier Ottonian examples (cf. fig.

299) and serves as an interesting contrast to the more elabo-

rate French Romanesque types such as that from Auvergne

discussed earlier (colorplate 50).

It is in small metal sculptures for liturgical objects, reli-

quaries, and altarpieces that German craftsmen truly ex-

celled. The traditions of metalwork and casting were, it will

be remembered, well established in Germanic lands from

opposite: 425. Cathedral, Speyer.

Interior after vaulting in 1106.

Lithograph (made before

19th-century restorations)

right: 426. Cathedral, Speyer.

Exterior. 1030-61; c. 1080
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above left: 427. Lion Monument. Bronze, length 6'. 1166.

Cathedral Square, Brunswick

above right: 428. Aquamanile. Gilt bronze, height y'//'. c. 1130

Victoria and Albert Museum, London

right: 429. Imervard. Volte Santo. Wood, height approx. 7'.

c. 1173. Cathedral, Brunswick
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earliest times, especially in the Rhine and Meuse river val-

leys. An important manual on the techniques of painting,

glassworking, and metalwork, De diversis artibus, written by

one Theophilus about 1100, gives us a number of insights

into the more practical aspects of the training of the Medieval

craftsmen and the organization of their shops/'*

It is clear that the author was aware of the importance of

Greek (Byzantine) and Italian techniques as well as those of

Northern craftsmen. The lengthy discussion of bronze-cast-

ing and goldsmith work suggests that the compiler was

primarily a metalworker, and, indeed, he has been identified

as an important goldsmith, Roger of Helmarshausen (Lower

Saxony), to whom is attributed the handsome portable altar

from the Abbey of Abdinghof (now in the Franciscan

Church in Paderborn; fig. 431), executed about 1100. The

sides are decorated in bronze-gilt openwork with fast-paced

narratives of the lives of the patron saints of Abdinghof—

Felix, Blaise, and Peter— and an unidentified martyr (Saint

Paul?). The thinness and angularity of the vibrant figures are

clearly Northern features, but the repeated drapery patterns,

the so-called nested V-folds, are recognizable as Byzantine

conventions pressed and interlocked across the costumes in

a flat manner perhaps inspired by illustrations in German

Romanesque manuscripts.

The leading centers for such sumptuary arts were located

in the valleys of the Meuse (Maas) River. ''^ In addition to the

excellence of craftsmanship in many of these small Mosan

works, as they are called, the sophistication in terms of

complex subject matter is striking, particularly in the ty-

pologies of Old and New Testament narratives. Rainer of

Huy, active in Liege, is one of the earliest and most impres-
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432. Rainer of Huy. Baptismal font for Notre-Dame-des-Fonts,

Liege. Bronze, heigfit IV/i; diam. 31'//'. 1118. Saint-Barthelemy,

Liege

sive of these Mosan artists. ''^ His baptismal font (fig. 432),

originally for the Church of Notre-Dame-des-Fonts (now in

Saint-Barthelemy in Liege), completed in 1 1 18, is especially

interesting for its style. Serene figures, nearly three-dimen-

sionally conceived, are placed gracefully in a sequence of five

scenes divided by symbolic trees of paradise about a heavy

bronze basin.

The Baptism of Christ is the major representation. The

softly modeled figures, their draperies falling in long, lyrical

folds, are naturally proportioned and elegantly posed. There

is something distinctly Classical in the treatment of Rainer s

quiet figures placed against the plain background. The font,

cast in one piece, rests atop twelve (now ten) oxen cast in

half-length. The inspiration for this remarkable font was

surely the "molten sea ... on twelve oxen" cast in bronze for

the court of the Temple of Solomon (1 Kings 7:23-25), an

Old Testament type for the Baptism of Christ (the twelve

oxen were likened to the apostles) found in some learned

treatises of the period (cf. Rupertus of Deutz, De Trinitate,

1117).

The serene classicism of Rainer's font is not the most

distinguishing feature of Mosan metalwork, however. The

Stavelot triptych in the Pierpoint Morgan Library (colorplate

54) glitters with gems, silver pearls, and colorful cloisonne

and champleve enamels within the copper-gilt frame that

encloses two smaller Byzantine reliquary triptychs contain-

ing, among other relics, a piece of the True Cross. Thought to

have been commissioned by Abbot Wibald of Stavelot (an

imperial Benedictine abbey near Liege) sometime shortly

after his return from Constantinople in 1155-56, the Mor-

gan triptych is an instructive piece to study as the meeting

ground for Eastern and Western traditions in the sumptuary

arts.'''' The smaller Byzantine reliquaries— gifts of the em-

peror Manuel I— are executed in the cloisonne technique in

typical Middle Byzantine style.

The wings of the triptych are richly embellished with a

series of champleve enamel roundels, three on each side, set

within elegant silver columns. These illustrate events from

the legend of the True Cross. On the left the story of Con-

stantine's conversion appears— his dream on the eve of battle

with Maxentius, the defeat of Maxentius, and Constantine's

baptism by Pope Sylvester in Rome— and on the right three

episodes illustrate the miraculous recovery of the True Cross

in Jerusalem by Constantine's mother, Helena. The style of

the diminutive figures is dainty and bright, with the flesh

parts of their bodies and the background in gilt, the cos-

tumes and settings in green, red, and blue enamel with white

added for modeling effects. Unlike the iconic Byzantine

enamels in cloisonne, those in champleve resemble sparkling

miniatures, and, indeed, the iconography of the six episodes

conforms to Latin or Western narrative traditions.

About this time Abbot Suger of Saint Denis requested

433. Base of tlie Cross of Saint-Bertin. Bronze and enamel,

height ll'/s". c. 1150-60. Saint-Bertin Museum, Saint-Omer
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434. Nicholas of Verdun. Altarpiece. Gold and enamel, height appro.x. 28". 1181. Stiftsmuseum, Klosterneuberg

(originally the pulpit of the Benedictine Abbey in Klosterneuburg near Vienna)

enamelers from the Mosan area to execute works for his new

Gothic church on the outskirts of Paris (see Part V, p. 350

ff.), including a sumptuous akar Crucifix which had an

elaborate base decorated with no fewer than sixty-eight

figured scenes in enamel with Old and New Testament

events juxtaposed. Suger's Crucifix is known today only

from his own description of it, but the base of a Mosan work,

dating about 1150-60, that must have been much like it, is

preserved in the Museum at Saint-Omer (fig. 433).''^ The

base with its typological enamels is supported by cast stat-

uettes of the seated Evangelists in lively poses writing down

their accounts. While the iconography of the enamels antici-

pates the more complex subject matter of the Gothic artists,

the style of the cast figures of the Evangelists on the Saint-

Omer base also announces new developments that will

culminate in the Gothic sculpture in the Ile-de-France in the

graceful poses, natural proportions, and softly modeled

draperies.

The pivotal figure in this so-called transitional phase

between Late Romanesque and Early Gothic is Nicholas of

Verdun.''^ While the characterization "transitional" hardly

seems appropriate for the accomplished style of Nicholas,

there are features of his art that do anticipate developments

in French Gothic. The elegant Classical figure style (already

present in Rainer of Huy's font), with the assimilation of

435. Flight into Egypt. Detail of fig. 434



340 * Romanesque Art

436. Nicholas of Verdun and shop. The Prophet Joel. Detail of

colorplate 55

Byzantine drapery conventions in a new naturalism in mod-

eling, marks a revolutionary break with the linear abstrac-

tions of Romanesque style in the North.

For the provost Wernher of Klosterneuburg (near Vienna)

Nicholas of Verdun executed an elaborate pulpit with tiers of

champleve enamels in niello on blue backgrounds (com-

pleted in 1181). After a fire in 1330 the pulpit was re-

modeled in the form of an altarpiece in triptych form (figs.

434, 435). Some additions were necessary. In three horizon-

tal registers the enamels are arranged to form an ambitious

Old-New Testament typology (fifty-one in the final form).

The middle row features New Testament scenes, labeled sub

gracia, or the world under grace, from the Annunciation to

Pentecost (the final side, to the right, includes scenes from

the Apocalypse). For each New Testament episode a corre-

sponding event from Genesis, ante legem, or before the law of

Moses, appears in the row above, while one from the period

sub lege, or under the law of Moses (following the handing

over of the Tablets of the Law on Mount Sinai), is placed

below. For the Last Supper, for instance, the Meeting of

Abraham and Melchizedek (Gen. 14:18) appears above, the

Gathering of Manna (Exo. 16:15) is placed below.

Such a complex iconographic scheme suggests that

learned churchmen advised Nicholas in his project. In fact,

the ambitious program of the Klosterneuburg altar presents

a standard sequence of Old and New Testament parallels that

we find in the more familiar Gothic typologies described in

the Biblia Pauperum and the Speculum Humanae Salvationis,

two important manuals written for preachers that were to

have lasting influence in Northern art.^°

The episodes on the individual champleve plaques are

squeezed under trefoil arches. Silhouetted against stunning

blue enamel backgrounds, the figures are gilded with dark

niello inlays vigorously marking out the draperies and fea-

tures. Many of these present the subjects in traditional

compositions, but as he worked, Nicholas became more and

more dramatic, exploiting lively gestures and twisting move-

ments in the figures with the racing niello lines. Facial

expressions are intensified, too, and drapery lines are rapidly

engraved, producing a pronounced clinging and flowing

effect on the figures that suggests highlighted three-dimen-

sional forms reminiscent of the so-called wet-drapery style

of the ancients. Nicholas's draperies become such person-

alized interpretations of Byzantine conventions that they

have been described as exhibiting the Muldenstil (literally,

troughlike style) whereby the channels for the niello are

deeply grooved, rounded at the ends, and bunched here and

there to create rich pictorial effects and strong highlights.

Parts of the anatomy are still rendered with the decorative

loops and parallel curves that stem, once more, from Late

Byzantine style.

The keen sense of plasticity with Classical drapery pat-

terns is even more striking in the figures of the prophets

executed by Nicholas about 1 190 for the Shrine of the Three

Kings in Cologne. The shrine is believed to have been made

for the archbishop after the precious relics of the Magi were

acquired from Emperor Frederick Barbarossa. The large

shrine is an elaborate structure of silver and bronze studded

with filigree, enamels, and inset gems (fig. 436; colorplate

55). Handsome repousse figures in gold are placed along the

sides and in the gables. The Shrine of the Three Kings (they

appear with the Virgin and Child on the front) has been

much restored, and no doubt it was a collaborative produc-

tion of a large workshop, but the distinctive style of Nicholas

can be discerned in some of the splendid repousse apostles

and prophets seated along the sides. In these, the so-called

Muldenstil of Nicholas is realized in three dimensions, and,

in fact, they remarkably anticipate classicizing tendencies in

mature Gothic sculpture (cf. Reims, fig. 500), to which we

shall now turn.
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XXI

THE MEANING OF GOTHIC

FORESTS were the first temples of God [fig. 439],

and in forests men grasped their first idea of archi-

tecture. This art has had to vary according to

climates. The Greeks shaped the elegant Co-

rinthian column, with its capital of leaves, on the

model of the palm. . . . The forests of the Gauls passed in

their turn into the temples of our fathers, and our oak forests

have thus preserved their sacred origin. These vaults incised

with leaves, these socles that support the walls and end

brusquely like broken tree trunks, the coolness of the vaults,

the shadows of the Sanctuary, the dark aisles, the secret

passages, the low doors, all of this evokes in a Gothic church

the labyrinths of the forests; it all makes us conscious of

religious awe, the mysteries, and the divinity."^ In his Genie

du Christianisme, Frangois-Rene Chateaubriand (1768-

1848) described the cathedral in these poetic words that

captured the meaning of Gothic for many of his day who
shared the belief that Gothic alone expressed the essence of

the Catholic faith.

Chateaubriand is but one of many eighteenth-century

artlovers who reacted passionately to the hostile condemna-

tion of the Gothic that had been voiced by the humanists of

the Renaissance. The Italian Giorgio Vasari, acclaimed father

of art history, wrote in the introduction to his Lives ofArtists

(1550) that Gothic architecture, "monstrous and barba-

rous," was "invented by the Goths, who . . . filled all Italy

with these damnable buildings."^

For Vasari, Gothic was characterized as il lavoro tedesco

(the German order), and while many later historians also

considered Gothic an expression of Germanic lands, this

attribution must be interpreted as referring to any style

created north of the Alps, more specifically to the arts

associated with the Franks and other tribes in northern

Europe. 3 Actually, when the Church of Saint Peter in

Wimpfen-im-Tal (Rhineland) was rebuilt in the Gothic style

in 1269, the chronicler Burchard von Hall described it as

being raised anew "in the French style [opusfrancigenum] by

a very experienced architect who had recently come from the

city of Paris.""^ And, indeed, if there is such a thing as the

essence of Gothic, it must be admitted that it stems from the

architecture created in the Ile-de-France.

However, there is much more to the understanding of

Gothic than its regional beginnings, for as we can read in

many accounts by nineteenth-century historians, Gothic

came to be considered an opposing pole to the Classical

(Greco-Roman) styles in western Europe. In many respects

this seemingly naive judgment makes sense, because in both

the Classical and the Gothic the arts of an age were fully

realized in architecture, be it the Athenian Parthenon in

Antiquity (fig. 437) or the Cathedral of Reims in the thir-

teenth century (fig. 438). In both, architecture was truly the

mother of the arts, embracing all others.
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How diametrically opposed these two architectural styles

seem. Viewed from a distance, the Greek temple stands like a

solid, sculptural mass, an earthbound horizontal form, a

tangible realization of an idea— the ideal house for the god.

The initial impression of the Gothic cathedral is entirely

different, with its soaring verticality, its tall towers and

spires, and its countless lines racing upward from the con-

gested lower doorways to the topmost pinnacles with the

dynamism we have come to associate with Northern art.

Furthermore, the Doric temple is a simple statement in

stone. A steady regularity governs the basic additive assem-

bly of its few individual members. One set of parts con-

stitutes the elevation with a clarity and logic totally absent in

the Gothic cathedral, where countless parts are integrated

and interlocked into an intricate structure that seems to

divide and multiply its basic motif— the pointed arch—
endlessly. Rather than a harmony of masses, the cathedral

achieves its consonance through the dynamic linearism of

pointed arches flowing into bigger arches, twisting tracery

turning into the delicate sunburst of the rose windows,

pinnacles rising from pinnacles.

We attend the beauty of order and stability in the Greek

temple, but our eye is drawn irresistibly upward by Gothic

movement, creating a very different fascination with the

building. The heart beats faster before Chartres, and the

cathedral seems to grow before our eyes. It overwhelms any

sense of the human scale that we emphatically sense before

the proud Doric temple, where "man is the measure" of its

parts and where weight and support seem so comfortably

resolved. In contrast, the Gothic cathedral is like an engi-

neer's grandiose dream of thrust and counterthrust dia-

grammed in stone lines.

As ultimate expressions of man's spiritual longings, the

temple and the cathedral are not only antithetical in physical

appearance but in symbolic meaning as well. The temple,

after all, is an "ideal" house where only the god dwells. It

forms an impressive backdrop for the pagan rites held before

it, while the cathedral is a "living city of a living god," a New
Jerusalem on earth. As the churchmen of the Middle Ages

tell us, "the material church on earth signifies the spiritual

church in heaven." Its sculptures and stained glass record

the history of the pilgrimage of the faithful from the Old

Testament through the New to final paradise at the end of

time as celebrated in the Book of Revelation. ^ The worship-

per actively participates in the space of the cathedral; the

processions lead through its sculptured portals, down the

deep longitudinal hallways to the final experience of Com-
munion at the altar.

This temporal experience, of course, is not only that of the

Gothic cathedral. It was announced already in the oration of

Eusebius on the dedication of churches in the fourth century

(see Part I, p. 40), and the Gothic cathedral represents the

ultimate achievement of those spiritual aspirations whereby

440. Christ (Le Beau Dieu) (detail). Trumeau, central portal, west

facade, Amiens Cathedral. 1220-35

the longitudinal movement of space is enhanced by the

vertical ascension of high, lofty vaults. The worshipper is not

only drawn down to the altar, but he experiences an eleva-

tion into the heavens at the same time. The flickering

mosaics of the early basilica are aggrandized and trans-

formed into vast walls of colored glass that metamorphose

the natural lights of our world into the supernatural glow of

pure colors. Clearly light and height contribute to the mysti-

cal content of the Gothic cathedral.

The highest achievements in Gothic architecture are real-

ized in the mid-thirteenth century in and around Paris in

northern France. It is precisely at this same time and place

that the most profound statements of religious philosophy in

the Latin West were formulated. The philosophy is known as

Scholasticism, a school of reasoning based on highly intel-

lectualized systems of logics and metaphysics— in part

grounded in Aristotle— and the crowning achievement is the

Summa Theologica written by Thomas Aquinas in Paris (a

vast compendium of knowledge that forms the basis for most

Catholic theology today). It is no wonder, then, that histo-

rians have sought out parallels between Scholasticism and

the Gothic cathedral. To be sure, such relationships are

misleading when carried to extremes, as often has been
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done, but certain analogies can be made that are instructive

for our understanding of Gothic in general.

Most inquiries into the makeup and significance of the

Summa of Aquinas are addressed to the interpretations of his

ideas on such basic philosophical issues as being, reason,

faith, and knowledge. To many, Thomas Aquinas is a Chris-

tian Aristotle in his ingenious manner of reconciling and

441. Virgin and Child (detail). Trumeau, north transept portal,

Cathedral of Notre Dame, Paris, c. 1250

harmonizing the philosophies of the ancients and those of

the Christians. Others find his ideas masterful syntheses of

the teachings of the Early Christian Fathers and the com-

mentators who followed them— a grand summation of

Christian thinking, so to speak. If we put aside the more

detailed and pointed arguments in such studies and attend

the general content and the organization of the Summa Theo-

logica, some areas of comparison emerge that seem relevant

for the arts. For one thing, an "idealism" forms the basis of

the definitions in the Summa in a way that can be likened to

the stylistic treatment of mature Gothic sculpture. Secondly,

the vast, encyclopedic coverage in the writings of Aquinas

parallels the completeness and complexity of the icon-

ographic programs of the portal sculptures. Finally, the

dialectical structuring of the arguments and demonstrations

of Aquinas is analogous to the scaffolding of parts in Gothic

architecture. Let us briefly consider these points.

Idealism. It may seem strange to speak of idealism in

Gothic sculpture when we think of the linear expressionism

so characteristic of Northern art, but it is clear that the

conventionalized forms of Romanesque art were gradually

transformed into more naturalistic types in the thirteenth

century. Learned Old Testament prophets acquire thin, bony

faces with long, arcing beards; determined apostles have

well-structured faces with piercing eyes; benevolent angels

are youthful figures with dimpled cheeks and comforting

smiles (cf. figs. 479, 492, and 502). Christ and Mary become

ideal types as well. The majestic Beau Dieu of Amiens (fig.

440) embodies the personality of a victorious leader who is

not only stern but benevolent, and the Virgin on the north

transept of Paris (fig. 441) strikes us as having the poise and

countenance of an elegant queen. But the idealism of Gothic

differs from that of Antiquity in a number of ways.

Idealism as a style in Greek art is based on the formula of

direct observation of the nude human body (almost every-

thing is personified) followed by a generalization based on

mathematical proportions. For the Gothic artist this pro-

cedure involved the study of all of nature and generalization

based on symbolic geometry. In the Summa we read that one

must attend all of God's creations from primary matter

through animals to angels, not just "man as the measure of

all things." And rather than formulating an ideal canon of

proportions for figures in terms of mathematical ratio— the

Polycleitan canon was derived from Euclidian geometry—
the Gothic artist sought out the symbolic structure within all

forms.

According to Aquinas, not only was it necessary to attain

knowledge through a direct study of all creation, but "all

causes in nature can be given in terms of lines, angles, and

figures." Basic geometric forms thus underlie ideal struc-

tures, whether they be in paintings, sculptures, or buildings.

The lodge Sketchbook of a thirteenth-century French archi-

tect, Villard de Honnecourt, an encyclopedic manual with
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442. ViLLARD DE HoNNECOURT. Geomctric Figures and Ornaments.

Sketchbook, 9% x 6". 1220-35. Bibliotheque Nationale, Paris

(MS fr. 19093, fol. 18v)

illustrations of ground plans, elevations, building devices,

and ornamentation useful for the apprentice, informs us that

in it "you will also find strong help in drawing figures accord-

ing to the lessons taught by the art of geometry"^ (fig. 442).

Even the lofty cathedral facades, as irregular as their

growth seems to have shaped them, obey numerical and

geometric codes. The main block is a square (cf. fig. 443) —
the four sides have innumerable associations (Christ, the

Evangelists, rivers of paradise, elements of nature, corners of

the world, etc.). The triangle with its trinitarian symbolism

is repeated throughout; the circle of the rose window, having

neither beginning nor end, signifies the eternity of the one

God. French Gothic builders followed schemes for elevations

termed ad quadratum and ad triangulorum (according to the

square, according to the triangle) whereby their ideal struc-

tures could be raised according to symbolic measure and

number, reflecting the geometry of the New Jerusalem and

its prototype, the Temple of Solomon.^

The world of nature was similarly transformed. The leaves

that virtually encompass the capitals of Reims Cathedral

(fig. 444) are species that we can now easily identify as

distinct plants when compared to the conventionalized fioral

motifs that adorn the moldings and capitals of Romanesque

churches. In fact, it is in such marginal areas— capitals,

socles, doorposts— that new genres, some secular in subject

matter, first bud with refreshing exuberance.

Encyclopedic content. In the Summa Theologica, Aquinas

addressed more than six hundred and fifty fundamental

articles of knowledge, from the creation of the world to the

existence of angels, and this far-ranging scope of his summa-

tion—the A to Z of knowledge— seems to have been an

obsession of the Gothic age. One of the most complete

manuals on church symbolism is the Rationale divinorum

officiorum written by a Dominican, William Durandus

(1237-1296), who held titular canonries at Beauvais and

Chartres. The treatise, written in eight books, is still valu-

able for iconographers of Gothic art, especially for the mysti-

cal interpretations of the Roman rite and the symbolism of

churches and liturgical objects.^ The encyclopedia of Du-

randus represents the culmination of a tradition, and nu-

merous treatises survive from the twelfth and thirteenth

centuries that attest to the widespread popularity of such

exhaustive works.

Emile Male, in his brilliant study of Gothic iconography

(first published in 1898!), found in the Speculum majus of

Vincent of Beauvais (c. 1190-1264), priest and encyclope-

dist living in the monastery at Beauvais, the most complete

statement for the interpretation of Gothic church programs

in sculpture.*^ While Male was, no doubt, too zealous in

claiming the authority of this work, the model is neverthe-

less instructive to review here. Containing some eighty

books and nearly a thousand chapters, the Speculum majus

("Major Mirror"- the mirror being a familiar metaphor for

knowledge in general) has four parts: (1) the Speculum

naturale, or "Mirror of Nature," in which Vincent discusses

creation in nature, beginning with the acts in Genesis and

covering such esoteric subjects as the qualities of magnets

used in navagation; (2) Speculum doctrinale, or "Mirror of

Doctrine," that explains the roles of "works" and "knowl-

edge" in the drama of man's redemption; (3) Speculum histo-

riale, the "Mirror of History," wherein Vincent exhaustively

recorded the pilgrimage of man from the Old Testament

down to the lives of saints and contemporary events, a kind

of grandiose historia ecclesiae; and (4) Speculum morale, or

"Mirror of Morals," that is addressed to proper conduct, for

example, the Virtues and Vices and the "active" and "con-

templative" life. This last book is of dubious authorship and

appears to have been a late addition to the original Speculum

majus.

Of the four mirrors, that of history was by far the most

important for the sculpture programs, and it is the history of

the church— much as Saint Augustine recorded it in the City

of God— that dominates the major areas of decoration. Ac-

cording to Male, a definite scheme applies. The foremost



444. Floral capital in the nave.

Reims Cathedral, c. 1230-45



445. Zodiac and Labors of the Month (June, July, August,

September). West facade, left doorway, socle of the left jamb,

Amiens Cathedral. 1225-35

446. Virtues and Vices (fortitude: cowardice; patience; anger;

sweetness: harshness?). West facade, central doorway, socle of the

left jamb, Amiens Cathedral. 1220-35

history, that of the hfe of Christ, is presented on the major

portals of the western facade of a Gothic cathedral. The role

of Mary in that history is usually relegated to the north

transept portals, while the stories of the lesser (often local)

saints in the Christian hierarchy are assigned positions on

the southern doorways. A definite hierarchy of subject mat-

ter from the Speculum historiale thus moved about the

cathedral.

The other mirrors— Nature, Doctrine, Morals— were ap-

pended like "footnotes," as it were, about the major represen-

tations in areas such as archivolts, socles, and doorposts. On
the facade of the Cathedral of Amiens, for instance, the

socles of the saints and angels on the jambs of the left

doorway present us with images in relief of the zodiac over

those of the calendar (labors of the months), illustrating the

Speculum doctrinale (fig. 445). Under the apostles in the

central portal, similar reliefs in quatrefoils represent the

Virtues and Vices of the Speculum morale (fig. 446).

The model that Male proposed for the sculptures of

French Gothic cathedrals is especially attractive and, in

many ways, convincing, but it would be wrong to argue that

the Gothic churchmen and builders had the Mirrors of

Vincent of Beauvais at hand when they laid out the schemes

for decorating their churches. For one thing, there are many
variations and developments within the programs (which

Male readily admits), and some programs were apparently

planned ad hoc to serve local needs and interests. Further-

more, considering the adjustments and gaps in chronology,

it is not likely that all three areas of the cathedral— the west

front, the porches for the transepts—would have been

planned as a whole from the start. In fact, only Chartres

preserves such an ambitious set of portal sculptures.

The Structure ofScholasticism. One of the major contribu-

tions of Scholasticism was the ingenious reconciliation of the

knowledge of things through reason and through faith, a

major dilemma in Christian philosophies. For Aquinas this

was possible by means of demonstrations in the form of

arguments, a dialectical process for resolving issues whereby

first a question is posed (for example, Question XLVI: Con-

cerning the Beginning and Duration of Creation) that, in

turn, is followed by the presentation of an article of contro-

versy (Article I: Whether the Universe of Creatures Always

Existed) and is then answered by a series of objections and

replies and followed by a solution by Aquinas (Videtur

quod—sed contra— respondeo dicendum). The beauty, if not

the truth, in such dialectical argumentation is the clarity of

its outlining and organization of ideas: thesis, antithesis,

synthesis (or solution). It is this outline system of thinking

in constructing a demonstration in words— a fascinating

intellectual exercise that often became an end in itself (clar-

ification for clarification's sake)— with its intricate frame-

work and organization that has been likened by some histo-

rians to the new mode of thinking in Gothic architecture.

The cathedral is like a gigantic outline or scaffolding in stone

(cf. Beauvais Cathedral, fig. 447), each part supporting the

next, and the processes by which Gothic architecture devel-

oped can be seen as dialectical arguments among the

builders.

Erwin Panofsky, in a dense little book entitled Gothic

Architecture and Scholasticism, has expounded on this man-

ner of procedure (modus operandi) as the essential link

between the philosophy and art of the thirteenth century in

France. ^° Important for Panofsky's thesis is the idea of the

individual integrity of each part in the buildup and the

clarification (manifestatio) of the structure through the sys-

tematic organization and outlining of parts into a harmo-

nious arrangement. Panofsky even sees the development of

Gothic "solutions" in terms of the dialectic of Scholasticism
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(in architecture, the experiments in one direction, then in

another, and finally a solution), and he illustrates this by

describing the resolution of three Gothic "problems": the

integration of the rose window in the facade, the adjustment

of the triforium in the nave elevation, and the shaping of the

articulated piers {piliers cantonnes) in the nave arcade.

While it is true that the elevation of a Gothic cathedral does

depart dramatically from the mural structuring of previous

architecture with its skeleton of stone diagramming thrust

and counterthrust like a modern engineer's rendering, one

senses that Panofsky himself has fallen at times into the

scholastic habit of "clarification for clarification's sake."

The analogies between Scholasticism and the Gothic ca-

thedral discussed here are perhaps better sensed than under-

stood in details, and the same is true of a wholly different

sphere of religious philosophy that is embodied in the lofty

interiors glowing with colored lights: Mysticism. This brings

us to the subjective world of faith stimulated by our visual

experiences and emotional responses to space and light that

447. Beauvais Cathedral. Exterior of the choir. Begun c. 1235

are not conditioned by aspects of thrust, counterthrust,

articulated piers, or flying buttresses. One historian,

Wilhelm Worringer, described it thus: "As the interior is all

mysticism, so the exterior construction is all scholasti-

cism."ii Having once passed through the sculptured portals

of Chartres, one no longer responds to the intricacy of

structure, the beauty of the many sculptures, or the fascinat-

ing stories in stone, but rather to the marvelous attraction of

divine light filtering down from the high windows all about.

In this twilight world one does not attend the mechanics of

Gothic structure or the complexities of its imagery. What
strikes us is the indescribable sensation of being engulfed in

a vast, lofty space where the parts are hardly discernible.

The mystical aspect of the cathedral interior cannot be

denied. It is true of the Early Christian basilica and the

Byzantine domed churches as well. But in the Gothic inte-

rior, the contrasts between the rational, physical structure of

the building and the otherworldly sensations of the "new

light" of the interior— where the services take place— are

even more extreme. Mysticism had not yet been codified as a

means of worship (this occurred in the fourteenth century);

there were as yet no prescribed aids for inducing a mystical

experience (such as in rosary devotion), but it was an experi-

ence that could be achieved through the contemplation of

colored lights. How frequently the term "light" occurs in

descriptions of mystical revelation! Reason dissolves in mys-

ticism; faith is lifted to the abstract realm of total absorption,

as the mystics say, "to lift us out of our bodies."

There can be little question concerning the role of colored

lights in this experience of the cathedral. Lights, whether

they be created by great panes of colored glass in the tall

windows or in the translucency and sparkle of precious gems

set in bright golden objects on the altar, were the means of

attaining a mystical union with God. The oft-quoted passage

by Abbot Suger of Saint Denis concerning the beauty of the

"wonderful" cross of Saint Eloy placed on the golden altar

superbly conveys this sense of mystical exaltation: "Thus,

when— out of my delight in the beauty of the house of

God— the loveliness of the many-colored gems has called me
away from external cares, and worthy meditation has in-

duced me to reflect, transferring that which is material to

that which is immaterial, on the diversity of the sacred

virtues: then it seems to me that I see myself dwelling, as it

were, in some strange region of the universe which neither

exists entirely in the slime of the earth nor entirely in the

purity of Heaven; and that, by the grace of God, I can be

transported from this inferior to that higher world in an

anagogical manner."

It is this dramatic reconciliation in architecture of the two

ways to Christian faith— through reason and understanding

as achieved by the scholastics and through the immediate

experience of divinity as revealed to us by the mystics— that

gives meaning to the Gothic cathedral.



XXII

GOTHIC ART IN FRANCE

FEW
contributions to the development of Roman-

esque art have been attributed to northern France,

but during the course of the twelfth century, just

at the period when the Cluniac Order reached its

apogee in Burgundy, important events in and

around Paris led to historical changes of momentous con-

sequences: the emergence of the Gothic age. Many factors

have been cited for this change in spirit, not the least among

them being the dramatic rise of the urban communities that

replaced the older monastic colonies as centers of education

and the arts, but certainly political developments had an

important role in this as well. It was in these domains north

of the Seine, known since the time of Hugh Capet (987-96)

as the duchies of the Capetians, that there arose the idea of

the monarchy that we call France today. Louis VI ( 1 108-37)

and his son Louis VII (1137-80) undertook through diplo-

macy and marriage (it will be recalled that Louis VII married

Eleanor, duchess of Aquitaine, holder of the largest feudal

estates in western Europe) to assert the authority of the

Capetians over the lords and barons in neighboring counties.

They also were able to align the church with their ambitions

to create a powerful kingdom centered at Paris, and that is

where our story begins.

ABBOT SUGER, SAINT DENIS, AND THE
BEGINNINGS OF GOTHIC

Surprisingly, the leader in this political and cultural revolu-

tion was not a king but a Benedictine churchman. Abbot

Suger of Saint Denis (1122-51), born of humble parents,

can be said to have created the climate for the birth of the

Gothic age, and, in many respects, it was under his supervi-

sion that the first great monument of the Gothic, the Abbey

Church of Saint Denis (figs. 448-52), was created. Suger

was friend and councillor to both Louis VI and Louis VII; he

had served as regent of France during the latter's involvement

in the Second Crusade (1146) and was instrumental in

keeping Louis's marriage to Eleanor of Aquitaine from disin-

tegrating (they were divorced the year after Suger's death).

Since a child, Suger had been trained and nurtured at Saint

Denis, and in time he rose in the ranks of the churchmen

there, so much so that he was chosen to head the abbey upon

the death of Adam, a rather ineffectual abbot who had al-

lowed the hallowed royal church of France to fall into dis-

grace in the eyes of the Cluniacs and the Cistercians.

Saint Denis was, after all, the first church in France; it was

there that the relics of the founder of Christianity in France,

Dionysius the "Apostle of Gaul," were venerated, and it was

there that the French kings had been buried since Car-

olingian times. It was clear to the ambitious Suger that Saint

Denis was in need of reform and rebuilding to reestablish its

former prestige.

Saint Denis was situated just north of the city gates of

Paris, the thriving capital of the realm (today it lies well

within an industrial quarter of the city). With the assertion

of political power on the part of the Capetians in Paris, Suger

similarly dreamed of aggrandizing the ecclesiastical position

of Saint Denis in Latin Christendom. Thus a curious mar-

riage of church and state was celebrated in the Ile-de-France,

and the birth of Gothic can be seen as the progeny of this

alliance. One thing is certain: Suger of Saint Denis was a very

different churchman from Saint Bernard of Clairvaux. The

pious spokesman of the austere Cistercian Order vehe-

mently criticized Suger's actions at first. He called Saint

Denis a "synagogue of satan," and accused Suger of ostenta-

tion and flaunting. To be sure, Suger did not promote Ber-

nard's asceticism; he was no crusading hermit— he enjoyed

being surrounded by royalty— and, finally, he was no advo-

cate of iconoclasm. For Suger art and splendor were all part

of the worship of God, and these interests are clearly an-

nounced in three treatises that he composed concerning the

reform and rebuilding of Saint Denis under his abbacy.

The old Carolingian church was described by Suger as

being in deplorable condition and much too small. Yet, he

tells us, its withered stones were very like relics themselves

to be preserved, and while it is clear that he intended to

offend no one in his redesigning of the ancient and sacred

edifice, his project was tantamount, as Panofsky quips, to a

"President of the United States . . . [having] the White House

rebuilt by Frank Lloyd Wright.''^^

In the treatise entitled Things Done under His [Suger's]

Administration, 1144-49, Suger relates how the rebuilding

progressed. First of all, the old church was so narrow that



during feast days, he tells us, "the narrowness of the place

forced the women to run toward the altar upon the heads of

the men as upon a pavement with much anguish and noisy

confusion." Suger then implores "Divine mercy that He Who
is the One, the beginning and the ending. Alpha and Omega,

might join a good end to a good beginning by a safe middle;

. . . Thus we began work at the former entrance with the

doors. We tore down a certain addition asserted to have been

made by Charlemagne on a very honorable occasion (for his

father, the Emperor Pepin, had commanded that he be bur-

ied, for the sins of his father Charles Martel, outside at the

entrance with the doors, face downward and not recum-

bent); and we set our hand to this part. . . . with the enlarge-

ment of the body of the church [the narthex?] as well as with

the trebling of the entrance and the doors, and with the

erection of high and noble towers." The subsequent activity

involved the rebuilding of the choir of the church. Thus, the

refashioning of the imperial westwork and the holy sanctu-

ary—evoking the presence of the monarchy and the

church—were Suger's first goals.

The facade of Suger's new church is, at first sight, a

monumental restatement of the two-towered westwork of

earlier times (fig. 448). It resembles, in fact, the great

towering facade of Saint Etienne in Caen, the foundation of

William the Conqueror (fig. 367), in its high towers and

massive walls, with heavy pilaster strips dividing the block



into three zones corresponding to the nave and side aisles. A
tripartite division also marks the vertical organization. Much

has been written concerning the influence of Norman archi-

tecture on Saint Denis. So what can we say is new or

"Gothic" about the facade? For one thing, the plain mural

surface and solidity of the walls have been interrupted by a

number of penetrations in the form of deep-set portals and

ranges of trebled arcades above them in each division. Sec-

ondly, the upper part of the central division is punctured by a

huge round window— the rose window— perhaps as a con-

scious aggrandizement of the traditional Carolingian "win-

dow of appearances" to symbolize the presence, not of the

emperor, but of the "God of Light" in Suger s church. Finally,

an amazing transformation of the portals has taken place. To

relieve the austerity of the Normanesque entranceways,

Suger added an elaborate screen of sculptures across them

reminiscent of the decorated porches of Burgundian and

Languedocian churches.

Little survives of Suger's sculptures (the north tympanum

was decorated with a mosaic!). A much-restored tympanum

with a representation of the Last Judgment preserves some-

thing of Suger's program for the central portal, and the

doorpost reliefs of the south entranceway with the labors of

the months survive relatively intact, but these fragments are

hardly adequate for an analysis of style or iconography. The

entire facade was, in fact, crudely restored in 1839-40,

following the French Revolution.

Fortunately, drawings made by Antoine Benoist for Ber-

nard de Montfaucon, a French antiquary, who published Les

Monuments de la monarchicfrangaise in 1729, reproduce the

tall, columnlike figures that originally decorated the door

jambs, six on each of the lateral doorways, eight in the center

(see fig. 450). Stylistic features such as the shallow, incised

treatment of the drapery and the conventions employed for

the heads have been linked to both Burgundian and Lan-

guedocian sculpture of the early twelfth century, and, in

general, something of the abstract qualities of Romanesque

figure style characterize these curious figures.^''

A few fragments of heads (cf. fig. 451) have been linked to

Montfaucon's illustrations (these are dubious attributions at

best). But something new is clearly conveyed in the drawings

that distinguishes these statues from the others. Rather than

resembling the agitated, dancing figures carved in relief on

the jambs at Vezelay or Moissac (cf. fig. 334), these are truly

statues in-the-round by virtue of the fact that they are in the

form of columnar supports set into the splays of the door-

ways, alternating with shafts of Romanesque decorative de-

sign. Their subordination to the shape of the slender col-

umns denies these tall figures any movement. Indeed, they

resemble fluted columns with mere indications of faces and

draperies carved into them. And yet, this same inactivity

brings with it a certain tranquility and dignity when com-

pared to the wild contortions of the Romanesque jamb fig-

ures. Furthermore, these "column statues" initiate a genre of
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portal decoration that will evolve into one of the most excit-

ing areas of French Gothic sculpture. Montfaucon identified

them as imaginary portraits of the early kings and queens of

France, but this is wrong. Surely these are not secular per-

sonages; they are most likely Old Testament kings, queens,

patriarchs, and prophets, and their role in the makeup of. the

facade program assumes a very significant one, for they

represent the early authorities of the Bible upon whose

shoulders the holy figures of the New Testament above them

rest.

If Suger's facade and its sculptures strike us as "transi-

tional" contributions to Medieval art history, the new choir

added in the second building campaign (1143-44) is a

glorious presentation of the new principles of Gothic archi-

tecture (figs. 449, 452). An elevated stage for exhibiting the

relics was raised over the old annular crypt built in the ninth

century (which Suger wished to preserve) with staircases on

either side giving access to the upper choir. This, in itself, is

not new, but the elaborate construction that encases the area

around the altar is a striking departure from the Roman-

esque.

Two rows of slender columnar supports resting on square

bases form a double-aisled ambulatory terminating radially

in nine chapels that circle the apse. The chapels are no longer

the isolated architectural units that we find in Romanesque

pilgrimage choirs, however, but they are integrated and

merge with the aisles of the ambulatory along axes that

radiate out from the central keystone of the apse like an

intricate spider's web. The inner aisle has sections with

irregularly shaped quadripartite vaults; the outer aisle with

the apsidioles has five-part ribbed vaults that rest on the

outer columns and the splayed piers in the wall.

Viewing the ambulatory from the side, we can see how the

architect accomplished this unique solution to vaulting dis-

parate areas. He employed pointed arches that can be easily

adjusted to the desired heights (an impossibility with round

arches) and added sturdy ribs along the structural lines,

which were then filled in with a light webbing of stone.

Unlike the more ponderous elevations of Romanesque

choirs, the weight of the chevet of Suger's church is thus

appreciably lessened, and the entire structure takes on the

appearance of a diaphanous cage of skeletal construction.

The supporting role of the outer walls is much reduced, too,

so much so that they are nearly eliminated, allowing for large

openings for high windows. A spaciousness and lightness

result whereby the tubular delineations of ribs rising from
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slim columns describe a hollow volume covered with a skin

of stone.

What Suger's architect achieved here is essentially the

major feature that distinguishes Gothic from Romanesque

architecture: the use of pointed arches in a ribbed vault that

is not only flexible but lessens the need for heavy wall

supports (see fig. 453). The structure thus dissolved into a

light and lofty cage construction. The advantages of the

groin vault over the cumbersome tunnel vault have already

been discussed, and now with the employment of pointed

arches and ribs, Gothic architecture makes its appearance.

The role of the rib in Gothic vaulting has long been an

issue of heated debate among art historians. Do the ribs serve

a structural role once the vaulting is in place? Do they form a

permanent frame that supports the weight of the stone

vaults? Or are they simply decorative, serving an aesthetic

role in guiding the eye into the summit of the vault while, at

the same time, concealing the abrupt junctures of the groins?

Should they be considered structural members of engineer-

ing or expressive elements of a work of art? These issues are

not easily resolved. Examples can be cited in which the ribs

have collapsed and the vaults remain intact, implying that

ribbing was not structurally important. Conversely, there are

instances where the stone webbing has fallen and the ribs

remain. Clearly the ribs are essential elements in articulating

453. Types of vaulting: (1) barrel or tunnel vault; (2) groin vault

over a rectangular bay; (3) Gothic vault with pointed arches and

ribs over a rectangular bay; (4) sexpartite vault over two

rectangular bays (after Swaan)

the vast spaces of Gothic vaults, dividing the space into

discreet sections. At the same time, they are also necessary in

forming the vault in the first place, providing the centering to

shape the structure.

The harmonious integration of the complex elements in

Gothic architecture required the ingenuity of one especially

trained in the science and techniques of building, an archi-

tect. Just when the architect emerged in history as an inde-

pendent designer of buildings in the modern sense is diffi-

cult to determine. As we have seen (pp. 99-101), trained

mathematicians were summoned to Constantinople in the

sixth century to oversee the building of Hagia Sophia, and a

number of churchmen in the Romanesque period are re-

corded as designers of buildings. Yet the new professional

architect must have emerged from the urban societies of the

twelfth and thirteenth centuries concurrent with the rise of

strong artisans' guilds and the detachment of the builders'

lodges (organizations of stonemasons) from the mon-

asteries.

The commission or rebuilding of ecclesiastical structures

within the city depended on the actions of the cathedral

chapter (the administrative organization of the canons of a

cathedral). The chapter, in turn, would appoint a magister

operis {maitre des ouvrages, or master of the works) to

oversee the entire project, the "fabric" (Jahrica), including

the administration and maintenance of the building. The

master of the masons (maitre magon, or magister lath-

omorum) was, in effect, the architect who had the spe-

cialized skills for planning the physical building in toto, and

his prestige grew rapidly during the thirteenth century. The

elevated status of the master of the masons is clearly sug-

gested by the epitaph of one Parisian architect: "Here lies

Pierre de Montreuil, a perfect flower of good manners in his

life as a doctor of stones [doctor lathomorum]."^'^

Saint Denis was an abbey church and not a cathedral

governed by a chapter, and yet it was in this monastic setting

that the new principles of building were introduced on a

grand scale. We know from Suger's writings that he person-

ally sought out a quarry with proper stones and that he

summoned excellent artisans from all over Europe. While

Suger was no architect, it is interesting that he called in a

master mason who was thoroughly familiar with the latest

style in architecture. In fact, the motivation behind the rapid

development of the new ribbed construction at Saint Denis

was due, at least in part, to the interests of Abbot Suger

himself. Ribbed vaults were common earlier; they are found

in Norman churches (Durham Cathedral, Saint Etienne at

Caen) and in Lombard structures that date before Saint

Denis. And pointed arches— an Arab invention?—were used

earlier in Burgundian churches, such as Cluny III. But what

is new is the lightness, the transparency, and the thinness of

parts, which allow the structure to open up and reduce its

heavy walls.
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Space and light are important factors. Why did Suger

desire such effects? After all, he vividly records the way the

centering and vaults swayed precariously in a heavy storm

that hit the church inJanuary of 1 143. His church must be as

sturdy and stable as any other. Yet in his treatise on the

consecration of the church, he tells us that he wanted the

choir built with a "circular string of chapels, by virtue of

which the whole [church] would shine with the wonderful

and uninterrupted light [lux continua] of most luminous

windows." And in another passage he states poetically that

"Once the new rear part [the choir] is joined to the part in

front [the facade], the church shines with its middle part

brightened. For bright is that which is brightly coupled with

the bright, and bright is the noble edifice which is pervaded

by the new light [lux novcj]".^^

The lux nova, or "new light," filtering in through the lofty

stained-glass windows was clearly an important feature of

Suger's new chevet, and while there is some evidence for

much earlier use of stained glass in windows, his concern for

lux continua, or a continuous wall of such lights, in the

chevet is new. Fragmentary remains of some of Suger's win-

dows are preserved in the choir of Saint Denis. In the

chapel of the Virgin, directly behind the main altar on the

central axis, were two tall windows appropriately decorated

with scenes from the life of the Virgin (northern bay) and a

resplendent Tree of Jesse (southern). Directly next to this

chapel was that of Saint Peregrinus (now Saint Philip) with

two windows, one dedicated to the story of Moses, the other,

known as the "Anagogical" window, with typological mys-

teries of the church in roundels, including the "Mystic Mill"

with Moses and Paul grinding grain into flour such as we find

in the capital of Vezelay (fig. 357).

Much has been written about Suger's keen interest in the

lux nova. It has been suggested that the abbot's interests in

light and its symbolism were quickened by the writings of

Pseudo-Dionysius the Areopagite (wrongly identified as Di-

onysius of Gaul, the first bishop of Paris) that were available

in the library of Saint Denis (see pp. 110-11, 223), which

Suger surely read. In The Celestial Hierarchy the meta-

physics of Neoplatonic light are expounded, and it was the

splendor and radiance of the "Father of Lights" that Suger

sought in his mystical ascent through contemplation of

"lights" by which he could be transported "from this inferior

to that higher world." As discussed above, the reconciliation
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456. Laon Cathedral. West facade. 1190-1205

of the mystical experience with the scholastic structuring of

thought was a major achievement of the Gothic, and Suger's

choir at Saint Denis demonstrates this.

The "middle part" of Saint Denis was not finished until the

mid- thirteenth century (1231-81), when a leading architect

in Paris, perhaps Pierre de Montreuil, added the elegant nave

in the contemporary "Court" style (see fig. 505). Had Suger

completed the rebuilding, one wonders what appearance the

nave might have had.^^ Two models for the hypothetical

structure of the nave can be considered. The Cathedral of

Sens (figs. 454, 455), south of Paris, built between about

1 145 and 1 164, has a somewhat simplified "hairpin" ground

plan with single side aisles continuing into the semicircular

ambulatory of the choir without projecting apsidioles as at

Saint Denis (a single rectangular chapel projected from the

east end). The handsome nave is broad and spacious with a

457. Laon Cathedral. Towers of the west facade

definite Norman appearance in the sexpartite vaults that rise

from alternating pier supports.

The elevation displays an unusually handsome cadence as

we move up through the three stages. Double columns alter-

nate with huge compound piers, the latter carrying shafts

that form the heavier transverse arches and diagonal ribs

marking out the great hollows of the sexpartite vaults. The

double columns carry shafts that form the intermediary

transverse arches. Directly above, in a shallow triforium, the

arches in the arcade are quadrupled above each arch in the

nave arcade, while in the original clerestory, the windows

were doubled. Thus for each double bay the tripartite divi-

sion was marked with a cadence in consonance with the rela-

tive heights of each part. A fine vertical lift is thus articulated

at Sens, but the vast width of the nave is what is striking.

North of Paris, the Cathedral of Laon (figs. 456-60) pre-

sents another solution to the nave elevation. Here the nave is

also covered by great sexpartite vaults resting on an alternat-
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458. ViLLARD DE HoNNECOuRT. The Towcr of Laon. Sketchbook,

9'/4X6". 1220-35. Bibliotheque Nationale, Paris (MS fr. 19093)

ing system of columnar supports in the nave arcade (fig.

439). Five, tfien tfiree, clustered shafts rise from the capitals

of the columns through the elevation to culminate in the

transverse and diagonal ribs in the sexpartite vaults. The el-

evation of Laon has four stories, however, with a much more

sculptural appearance in the dramatic sequence of arched

members for each double bay. Directly above the nave arcade

a deep tribune gallery is introduced with vaults that serve to

buttress the high nave. A triforium of blind arches runs

between the open tribune and the clerestory windows above.

Curiously, although it would seem that the emphatic four-

story elevation of Laon would accent the longitudinal or

horizontal sense of space, the higher proportions of Laon (it

is fifteen feet narrower than Sens, although both rise to

approximately eighty feet) reinforce the illusion of vertical

lift for the visitor. As at Sens, great hollows of space are

diagrammed with shafts, ribs, and rhythmic arches rising

upward with a stately cadence, but at Laon space moves in



358 * Gothic Art

many directions, especially when one approaches the lan-

tern over the crossing of the giant projecting transepts before

the choir.

Neither Sens nor Laon employ flying buttresses— usually

considered hallmarks of Gothic cathedrals— although the

progressive thickening of the exterior wall buttresses of the

transepts and the concealment of quadrant arches under the

tribune roofs on the interior at Laon clearly anticipate this

innovation. The introduction of true flying buttresses ap-

pears in the Cathedral of Notre Dame in Paris (figs. 461-66)

about 1175-1200 (remodeled after 1225), where a series of

free stone supports rise high above the triforium roof on the

exterior of the nave and choir, resembling so many struts or

fingers reaching up to support the thin walls of the nave

carrying the high vaults (see fig. 464).^^ In some respects,

this innovation can be seen as a natural development necessi-

tated by the new vaulting schemes. The diminished wall

supports of the high nave proved to be insufficient to coun-

teract the stronger forces of the wind at the higher elevations

of the galleries and clerestory.

Paris, one of the largest and highest (108 feet) of the Early

Gothic cathedrals, has a fascinating history. Like Sens and

Laon, the nave of Paris is covered by sexpartite vaults (fig.

466), although the alternating system of supports in the nave

arcade was originally abandoned (it is retained in the side

aisles). Like Sens, Paris has a simplified, continuous hairpin

ground plan (fig. 465), but the aisles are doubled and con-

left: 46L Cathedral of Notre Dame, Paris. West facade.

Begun 1163; lower story c. 1200; window 1220; towers 1225-50

below left: 462. Cathedral of Notre Dame, Paris.

View from the south

below. 463. Cathedral of Notre Dame,

Paris. Cross section of the nave

(after Mark)

opposite: 464. Cathedral of Notre Dame,

Paris. View of flying buttresses





tinue in that fashion around the chevet, as they do at Saint

Denis. With Laon it shares a four-part elevation with a huge

open tribune gallery directly over the nave arcade. Ori-

ginally an additional wall punctured by oculi (see elevation,

fig. 496), rather than the continuous arcading of a triforium,

was introduced below the clerestory with its simple lancet

windows.

This four-part elevation was "modernized," so to speak, in

the thirteenth century by eliminating the band with the

oculi and absorbing it in the clerestory with taller double-

lancet windows with a rose, opening the upper third of the

elevation for light (Viollet-le-Duc partially restored the four-

part elevation in the first two bays of the nave). Another

modernizing feature was added by later architects to the last

bays on the western extension of the nave. Here colonnettes

were added to the columnar piers (not visible in the illustra-

tion), enhancing the verticality of the elevation even more.

Rather than presenting a modulated elevation of sculptural

parts and cavities as at Laon, the nave of Paris preserves a

distinctive mural character on the interior, particularly strik-

ing in its smooth, thin walls that rise so gracefully from the

nave arcade.

The immense facade of Notre Dame in Paris, about 1210-

15, also is Early Gothic in the retention of the massive wall

surfaces and the relatively shallow penetrations of the facade

by the portals, galleries, rose window, and arcades (fig. 461).

But what a beautifully integrated statement of simple geo-

metric forms— square, triangles, and circle— it displays. In

many respects, whether we think in terms of Romanesque or

Gothic, this handsome, compact statement of the two-tow-

ered facade represents a majestic culmination of earlier tra-

ditions in Northern architecture.

In contrast to Paris, the facade of Laon Cathedral (fig.

456), about 1190-1205, is a daring experiment in architec-

tural design of a wholly different temperament. Here the

austere mural character of Notre Dame in Paris was rejected

for a dramatic buildup of cavernous, scooped-out, arched

projections with deep galleries, open niches, telescoping

turrets and pinnacles. Staggered upward, these parts create

an exciting movement of architectural forms, projecting and

receding as they rise in a crescendo of great towers culminat-

ing in octagonal belfries.

To add further to the rich sculptural effects of the archi-

tecture, huge sculptured bulls appear in the openings of the

towers, affectionate mementoes of the beasts of burden who
carted the heavy stones to the site (see fig. 457). The travel-
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ing architect Villard de Honnecourt, who left us that remark-

able notebook of architecture cited earlier, made a drawing

of one of the facade towers (fig. 458) and remarked, "I have

been in many lands but nowhere have I seen a tower like that

of Laon." Other towers were planned for the Cathedral of

Laon, including paired towers for the large, aisled transept

porches (they form two more facades actually) and one over

the crossing of the nave and transept. One unusual feature of

Laon is the great rectangular choir that was added in the

thirteenth century to replace an earlier round apse and

ambulatory construction.

CHARTRES

The Cathedral of Notre Dame at Chartres, the first of the so-

called High Gothic cathedrals in the Ile-de-France, is one of

the most beloved monuments in Europe (figs. 467-84; col-

orplates 56-60).-^"* After a fire in 1020, the learned bishop

Fulbert (1007-29), poet and professor as well as theologian

of great prominence, rebuilt the old Carolingian basilica

with monumental proportions that included a modified

westwork, a long nave with transept covered by a wooden

roof, and a large pilgrimage choir with three projecting

apses. Below the old church lay a huge vaulted crypt where a

precious relic— the tunic of the Virgin— was displayed for

the pilgrims.

In 1134 the city was again devastated by a fire in which

the west front of Fulbert's cathedral was seriously damaged.

A new entranceway was immediately raised. Two great

towers were set out before the western doors— apparently

freestanding at first— that are still notable attractions of the

great church because of the disparity of their spires (see fig.

467). The north tower was begun in 1 134 and raised to the

base of the present spire, which was added in 1507 in a style

known as Flamboyant Gothic (see p. 401). The foundations

of the magnificent south tower were laid in 1 145; the elegant

spire was completed by 1170. With its subtle growth from

the simple, square base to the octagon of the spire that seems

to emerge so harmoniously, the south tower represents the

culmination of Romanesque traditions for such structures.

Another conflagration in 1194 destroyed all of Fulbert's

church except the twelfth-century facade and the crypt. The

miraculous survival of the Virgin's tunic spurred the bishop

and the chapter to rebuild their church again with even

greater glory to Notre Dame. Work began immediately, and

within a quarter of a century the new cathedral was raised,

so that in 1220 the poet Guillaume le Breton could write,

"Springing up anew, now finished in its entirety of cut stone

beneath elegant vaults, it fears harm from no fire 'til Judg-

ment Day." 2 5

It is unfortunate that we do not know the name of the

magister operis for this great project, for he truly was an

architect of genius. It has been suggested that he came to

head the lodge at Chartres after working at Laon, since of all

467. Chartres Cathedral. West facade. 1134-1220; portals c. 1145;

rose window c. 1216; north spire 1507



the Early Gothic churches that seem to have served as

inspiration for the new cathedral, Laon is clearly the fore-

most. This is evident in the complex ground plan, in the bold

treatment of wall surfaces, and in the unusual proliferation of

towers. The old facade remained, but the architect designed

huge projecting transepts, as at Laon, to serve as major

facades on the north and south sides of the church. Nine

towers—Laon was planned for seven— were originally con-

ceived: the two remaining of the west facade, two flanking

each transept facade, one over the crossing, and two more

abutting the beginnings of the hemicircle of the choir. These

latter towers were never finished, however.

From Saint Denis came the elements of the much-ex-

panded choir or chevet (see fig. 469). It now constitutes a

third of the entire building and expands in width beyond the

nave and side aisles with its double ambulatory and rings of

apsidioles with ribbed vaults. The slightly irregular spacing

of the columnar supports in the choir was due to the archi-

tect's desire to incorporate the crypt and apse foundations of

Fulberts basilica over which the new cathedral was raised.

Notre Dame in Paris provided one of the most significant

innovations, the flying buttress, which enabled the builders

of Chartres to eliminate the tiered walls in the nave (as well

as in the choir) and still raise lofty vaults (fig. 468). One can,

therefore, find precedents for many of the features of

Chartres in churches built in the Early Gothic style, but the

end result of its construction is a revolutionary statement of

the cathedral. Most notable at Chartres are its colossal scale

and the creative engineering exhibited. This cathedral is a

giant scaffolding in stone, and the great articulated piers in

the nave, the huge open walls filled with stained glass that

constitutes nearly half of the elevation, and the vast spaces



below: 469. Chartres Cathedral. Plan

right: 470. Chartres Cathedral. Interior

toward the choir. 1194-1220

that spread and rise with compelhng verticahty everywhere

completely annihilate any sensation of human scale.

One's first impression of the interior of Chartres is that of a

marvelous unity in the vertical flow of space from the nave

floor to the vaults (fig. 470; colorplate 56). A closer look

reveals a number of changes and departures from the eleva-

tions in Early Gothic (see fig. 496). The tribune galleries

have been eliminated entirely (this also is true of Sens); the

nave piers are not columns but colossal colonnes cantonnees

or piliers cantonnes (sectioned columnar or pier supports)

with alternating octagonal and circular cores from which

large engaged shafts (responds) project. The clerestory is

enlarged to command nearly half of the elevation, with each

bay between the piers (corresponding to the fiying but-

tresses on the exterior) filled with two tall lancet windows

surmounted by a rose, all glazed with colored glass. Five

clustered shafts rise uninterrupted from the capitals of the

giant piers in the nave arcade through the shallow triforium

to merge with the ribs of the vaults.

The alternating system has been nearly abandoned, with

only vestigial forms of the system retained in the alternating

circular and octagonal cores and shafts of the piliers can-

tonnes, as mentioned. The sexpartite vaults so familiar in

Early Gothic churches are replaced by simpler quadripartite

vaults that cover rectangular, not square, bay units. Thus the

integrity of the individual bay is strongly marked through-

out the longitudinal axis; the side aisles with quadripartite

vaults over smaller square bays repeat the scheme, and this

simplicity and unity are reflected on the exterior, where the

sets of clerestory windows (two lancets and a rose) are

framed by double flying buttresses in each unit. The double

flying buttresses, one arcing above the other (see fig. 468),



364 * Gothic Art

left: 471. Chartres Cathedral.

West portals, c. 1145-70

helow left: 472. Jamb statues

of Old Testament Precursors

of Christ. Central portal, west

facade, Chartres Cathedral,

c. 1145-70

below right: 473. Maiestas

Domini. Tympanum of the

central portal, west facade,

Chartres Cathedral,

c. 1145-55



are massive, powerful struts that are tied together by round

arches carried on columns like spokes between two wheel

rims (the third, topmost, tier was added later), repeating a

handsome architectural motif established by the great rose

window added to the upper level of the western facade about

1205-10.

The transept facades are of a new design, too. A great rose

window is placed over five lancets, filling the entire width of

the wall between the flanking tower bases (see colorplate

58). Added about 1220-30, these windows introduce a fun-

damental change in the structure of the upper facade by

conceiving the rose not as a punctured wall surface but as a

giant circular opening in which a network of muUions or

bars describe the petals of the rose outside the inner circle of

columnar spokes. This intricacy and openness anticipate the

elaborate windows of "bar tracery" that appear in the next

generation of Gothic.

The three major building campaigns presented to us at

Chartres— the earlier facade, about 1135-60; the nave and

choir, about 1194-1220; and the outer transept porches,

added about 1235— linking the transitional or Early Gothic

with the mature or High Gothic, offer us a valuable sequence

for studying the development of Gothic sculpture. The early

sculptures of the west facade have frequently been linked to

those at Saint Denis, and, in fact, it has been argued that the

sculptor-masons moved to Chartres after completing their

work on Abbot Suger's church. This is evident in the close
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476. Chartres Cathedral. North transept portals. 1194-1220 with later additions

relationships between the column statues of Chartres and

those of Saint Denis preserved in the drawings for Montfau-

con (fig. 450). Twenty-two solemn figures of Old Testament

precursors of Christ— kings, queens, patriarchs, and

prophets, to judge by their dress— stand in regimentation

across the jamb areas of the three portals (see fig. 472), and

what marvelous figures they are!

The links to Romanesque style are obvious in the linear

conventions employed to describe the shallow, fluted drap-

eries and the masklike faces with tight ringlets of hair. Scale

seems arbitrary, too. But more striking are the departures.

Like the column statues at Saint Denis, those at Chartres are

three-dimensional by virtue of the fact that they are carved

on a round shaft and not a flat wall. While the geometric

conventions delineating the abdomen, the breasts, the

elbows, and so forth are reduced to simple circles, loops, and

shallow fret-folds, these figures no longer appear as simple

linear diagrams of energy; they are solid, static, and architec-

tonic, and a sense of repose replaces the agitation and frantic

movement of Romanesque jamb figures. They stand rigidly

frontal and are described by simple, closed contours with

little movement of body parts. A new articulation does ap-

pear, however, in some of the figures where the straight

vertical folds of the under tunic, falling like so many plumb

lines, is interrupted in the upper torso by diagonals of the

outer mantle that lead upward and to the side. Furthermore,

the higher one lifts his eyes up the column, the more the

shaftlike body is transformed into a recognizable human

form. In the staring faces, the eye sockets are more deeply

carved; eyelids are more naturally formed; and the mouths

seem articulated with lips that slightly open.

Different hands have been discerned in these sculptures.

The most talented, usually identified as the "head master,"

carved most of the column statues and the tympanum of the

central portal with its splendid Maiestas Domini composition

(fig. 473). One need only compare this masterful design

with that of the same theme at Moissac (fig. 332) to see the

revolutionary changes that were sweeping into architectural

sculpture in the Ile-de-France at mid-century. The composi-

tion of the head master is balanced and controlled, with large

triangular and arcing lines in the bodies of the four beasts

complementing the simple ovate mandorla about the en-

throned Christ. The gentle linear arcs and conventions of his

ample mantle elegantly convey the serenity of his pose and

noble bearing.

The sculptures of the west facade present a clear and

direct iconography (fig. 471). The Maiestas Domini appears

in the central tympanum over a lintel-frieze with the twelve

apostles and framed by the twenty-four elders in the archi-

volts. In the right tympanum appears an iconic Virgin en-

throned between angels above a double register of reliefs

illustrating episodes of the Infancy of Christ, proclaiming
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Christ's first coming "in the flesh" with the Incarnation (fig.

474) . The Virgin is portrayed as the Theotokos, or god bearer,

and as the sedes sapientiae, or Throne of Holy Wisdom. This

is made explicit. The narratives below her assure us that the

divine god was born "in the flesh" as a man. The shepherds in

the lower register appear at the Nativity to recognize his

humble human nature at birth, while in the Presentation

scene above, his divinity is recognized by the priest Simeon

and the prophetess Hannah. Along the central axis appear

the frontal Theotokos, the altar of the temple in the Presenta-

tion, and the mensa-crib of the Nativity with the Child

placed atop it as if he were an offering at an altar, all obvious

allusions to the sacramental significance of the Incarnation.

Finally, the image of Mary as the sedes sapientiae is aug-

mented by the archivolt sculptures with personifications of

the Liberal Arts— the trivium (grammar, rhetoric, dialectic)

and the quadrivium (geometry, arithmetic, astronomy, and

music) — and the authorities of these disciplines portrayed as

seated scholars busy at work at their lap desks (see fig.

475) . 28 The moralizing polemics of Romanesque themes

thus give way to statements of doctrine; dynamic composi-

tion is replaced by diagrammatic clarity; and distortion of

figures is rejected for composure.

The subject matter of the left tympanum, in accord with

the idea of Christ's First and Second Coming in the flesh

presented in the other two, is the Ascension, a theme closely

related to that of the Second Coming, as we have seen, but

here it alludes to Christ's resurrection "in the flesh." As at

Vezelay (fig. 352) the mystery of the Ascension is footnoted

in the archivolts with representations of the signs of the

zodiac and labors of the months (two of which— Pisces and

Gemini— are curiously displaced in the right portal). Fi-

nally, the capitals above the column statues of the Old

Testament precursors narrate details in the lives of Mary and

Christ in the fashion of an unwinding scroll of sculptures.

The fire of 11 94 destroyed all but the west facade, and it is

to the north transept that we move for the next sequence of

sculptures at Chartres (fig. 476). Two dates are important.

It is generally agreed that the decorations of the north tran-

sept were planned and executed after 1204, when a precious

relic was acquired, the head of Anne, the Virgin's mother

(brought back from Constantinople after the Fourth Cru-

sade), since the program for the central portal is dedicated to

the Virgin, with Saint Anne on the trumeau carrying the

infant Mary in her arms. The transept entrances were appar-

ently finished by 1220, since we learn from the verses of

Guillaume le Breton that the church was complete under

stone vaults by that year, and, furthermore, documents of

1221 inform us that the canons of the church were occupy-

ing the choir stalls by then. Hence, the first sculptures

should date between 1204 and 1220.^° Work progressed

rapidly, and the outer porches were completed by about
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1230. The sculptures on the three portals of the southern

transept were begun shortly after those on the north, about

1210-15, with additions to the jambs as late as 1235-40.

The entire campaign, therefore, was uniformly carried out

over a period of some thirty years, and the iconographic

scheme seems intact.

The north transept, as Emile Male has pointed out, was

devoted to the Virgin and her role as the link between the

Old and New Testaments. This is emphatically announced in

the central portal. The monumental Coronation of the Virgin

as queen of heaven is presented in the tympanum, the ge-

nealogy ofMary and Christ in the Tree ofJesse appears in the

four ranges of the archivolts, and, finally, important precur-

sors of Christ from the Old Testament are lined along the

jambs.

The Coronation of the Virgin was a relatively new

theme,3^ but it was destined to become one of the most

important Marian subjects in Gothic art (fig. 477). In a

superbly balanced composition, Mary and Christ are en-

throned side by side under a trefoil church facade and

flanked by angels. Another row of angels appears in the first

range of archivolts. Below, on the divided lintel block, are

representations of the death and assumption of the Virgin.

These three episodes— Dormition, Assumption, Corona-

tion—were usually presented together as major events cele-

brated in the Feast of the Assumption of the Virgin (August

15), the principal devotion to Mary in the church calendar.

The statues on the jambs are especially fascinating (see

figs. 478, 479). They can all be identified, as they carry

specific attributes and stand atop figured consoles that al-

lude to events in their lives. Also they are clearly differenti-

ated as to types by facial features and costumes, and they are

linked iconographically across the portals. On the far left

stands the priest Melchizedek, who, as we have seen, is the

478. Melchizedek, Abraham, Moses, Samuel, and David. Left jamb, central portal, north transept, Chartres Cathedral, c. 1205-15
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archetypal figure of Christ-priest in the Old Testament. He

wears a miter and carries a censer. Directly opposite

Melchizedek, on the far right, appears Saint Peter (identified

by the keys and papal vestments), the first successor to

Christ-priest in the New Testament. The second on the left is

Abraham, about to sacrifice his son Isaac, another Old Testa-

ment figure for the sacrifice of Christ in the Mass, while

opposite him stands Saint John the Baptist holding a disk

with the sacrificial lamb— "Behold the Lamb of God"—
another allusion to Christ's sacrificial role. These are fol-

lowed on the left by Moses with the tablets of the Law,

Samuel, and King David, while opposite them appear Sim-

eon the high priest, and the prophets Jeremiah and Isaiah

(from whom the Tree ofJesse, his prophecy, in the archivolts

derives). Thus the jamb figures serve as Old Testament types

of Christ as priest (Melchizedek et al.) and king (David and

the royal lineage in the Tree of Jesse). A learned theologian

above: 480. John the Baptist. Detail of fig. 479

below; 479. Isaiah, Jeremiah, Simeon, John the Baptist, and Peter. Right jamb, central portal, north transept, Chartres Cathedral, c. 1205-15



481. Queen of Sheba and Solomon. Left jamb, right portal, north

transept, Chartres Cathedral, c. 1215-20

must have devised this comprehensive program of

sculptures.

The jamb figures, dating about 1204-10, offer us an

excellent opportunity to study the development of style

from the earlier statues on the west facade, which date from

about 1145-55. Similarities are at once apparent. The rigid

frontality of the tall figures persists, as does the shallow

carving of the draperies, which reminds us of fluted col-

umns. The statues are tightly contained within closed con-

tours, and their feet are turned downward into the consoles

to further accentuate their function as columnar supports

subordinated to the architecture. But the differences are

striking. There is a uniformity in scale and more naturalistic

proportions in the north transept figures no matter how tall

and thin they may seem. Their bodies can move slightly

now. Abraham stops and looks up across his space into the

canopy over the head of Melchizedek, where the angel ap-

pears. Samuel turns to look directly across the portal at his

counterpart on the right. And the drapery falls in long

sweeping arcs and softly modeled grooves that are varied in

the depth of carving.

The rudimentary formula for the draped figure, barely

discernible in the jamb figures on the west facade— the

vertical lines of the undergarment crossed diagonally by the

outer mantle— is now evident in the figures of Moses and

David and all five figures on the right. With this greater

articulation comes a new naturalism. While far from being

individualized portraits, the north transept figures are all

recognizable types: the hollow-cheeked, elderly prophets

and patriarchs with long tapering beards; the determined

middle-aged leaders of the community, David and Saint

Peter, with short, bristly beards and intense stares; and the

emaciated hermit lost in dreamy contemplation. Saint John

the Baptist (see fig. 480).

The figures on the jambs in the left portal, which is

dedicated to events in the Infancy of Christ, are even more

naturalistic. Mary and Elizabeth, in fact, now perform a little

drama, the Visitation, on the jambs and turn to one another

with an exchange of glances. Their feet rest firmly on con-

soles, and the architectural backdrop resembles a miniature

stage on which the figures move and respond across the

space of the portal.

These developments are even more apparent in the jamb

figures on the right portal, which is devoted to Old Testa-

ment precursors and prefigurations: the suffering of Job in

the tympanum; stories of Samson, Esther, Tobias, Gideon,

and Judith in the archivolts. Wilhelm Voge found the next

steps in the liberation of sculpture from the architecture in

the figures of Solomon and the Queen of Sheba (fig. 481).^^

He particularly noted the slight indications of contrapposto

(twisting of the body off axis) in the projecting hip of

Solomon, the wide stance, the movement of the arms, and

attempts to reveal the protrusion of the body beneath the

heavy drapery. Curiously, the sculptor who carved this fig-

ure placed the vigorous head of Solomon on the supple torso

of a female figure.

The south transept sculptures show a greater uniformity

in style. The atelier responsible for the central portal sculp-

tures on the north apparently moved to the south side, where

a series of New Testament saints were carved for the three

portals there about 1210-20. The four outer jamb statues on

the side portals obviously were added later by another shop

about 1230-35. The side porches were dedicated to the

martyrs (left) and the confessor saints (right) with appropri-

ate themes in the tympana (the martyrdom of Stephen;

stories of Saint Martin and Nicholas). The central portal

presents Christ on the trumeau, the apostles on the jambs,

and an impressive LastJudgment in the tympanum. This is a

new program for portal decorations, and it is particularly

appropriate for an age dedicated to the communal spirit of

the church, for here Christ and the community of the apos-

tles form the ideal model for Christian society. We will

return to the iconography of the tympanum later at Amiens.

There is something dry and monotonous in the blank
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countenances of these figures and in the repetitious treat-

ment of the draperies, and, with the exception of some

variations in costuming, this is true of the martyrs and

confessors on the jambs of the side portals as well. The four

outer statues, however, are surprising members of this com-

munity. The handsome warrior martyr. Saint Theodore (fig.

482), is a marvelous idealization of the "true and perfect"

Gothic knight as he stands in a relaxed pose on the flat

console. He wears the chain-mail armor of contemporary

crusaders. Beside him stands the bland Saint Stephen, a

work of the earlier carvers, 1210-20.

Complementing the iconography of the sculptures are the

themes presented in the stained-glass windows of the clere-

story and the side aisles (figs. 483, 484; colorplates 56-

60).^^ The three lancets of the west facade are the earliest,

about 1150-60, and give us some idea of the splendor of

Suger's famous windows, known only in restorations at Saint

482. Theodore (1230-35) and Stephen (c. 1220). Left jamb, left

portal, south transept. Chartres Cathedral

Denis. Stained glass has too often been treated marginally in

the study of Gothic architecture. Much of it has been de-

stroyed, and those windows that have escaped the ravages of

time are usually so inaccessible that their rare stylistic

qualities are difficult to study. But it should be remembered

that the Gothic interior is not the diagram of structure that

we see on the exterior, and in churches where we have only

natural light illuminating the nave, our impressions are

hardened and misleading. In Chartres, the one cathedral

where the stained glass has survived nearly in its entirety,

the effect is very different.

The deep colors— perhaps the most intense colors ever

achieved in art— constantly change our perceptions of space

and the visibility of the parts. The nave becomes a di-

aphanous, shimmering, structural web wrapped in veils of

color that seem to float in layers with a "delirium of coloured

light," as Henry Adams so described the windows of

Chartres. Light is the medium here, and the closest com-

parisons that can be found for its mysterious qualities are in

the bright "illuminations" in Gothic manuscripts, in

mosaics, or, even more so, in the brilliant world of bejeweled

golden objects and iridescent cloisonne enamels.

The cloisonne technique is, after all, somewhat analogous

to that employed in composing the glowing panes of glass

with leaden bars in cathedral windows. But there is more to

consider. Scholars have often pondered the relationships

between the metaphysics of light in Christian philosophy

(cf. Saint Augustine) and mysticism (Pseudo-Dionysius the

Areopagite) and that of the visual sensations of stained

glass. To what extent did the "light of the mind" influence

this "light of the senses"? This much can be said: Colored

light completely transforms the style of the Gothic interior,

and that style immediately brings to mind Abbot Suger's

writings. In his description of the anagogical manner in

which the mind is transported from the material to the

immaterial, from the earthly sphere to an otherworldly one,

through the contemplation of the "lights," we have a contem-

porary account of the effects of pure color on the beholder.

The windows in the nave (see colorplate 56) were added

as the building progressed, and the greater part of the inte-

rior would have been filled with stained glass by the time of

its final consecration in 1260. The Chartres glass workshops

were especially renowned. Villard de Honnecourt was at-

tracted to the great rose of the west facade. VioUet-le-Duc,

who devoted a lengthy chapter in his dictionary to these

windows, acclaimed the "blue windows" of the facade as

masterpieces of the craft. The later windows in the nave and

choir have a marvelous reddish-violet tonality for the most

part, although in a number of them, especially in the chevet,

the depth of the blue forms an astonishing contrast to the

brighter reds, yellows, and greens that seem to float atop it.

One actually experiences color in three dimensions with the

more intense colors emerging from a sea of blue tonalities.
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Of the 186 stained-glass windows in Chartres, 152 are

still in place. The overall scheme for the iconographic pro-

gram conforms generally to that of the sculptures on the

exterior, although the Virgin receives far greater attention in

the windows. The western lancets and rose (colorplate 57)

honor Christ and Mary. The north transept "Rose of France"

has Mary and Christ surrounded by the Tree of Jesse, while

the lancets carry standing figures of Saint Anne and other

Old Testament persons (colorplate 58); the southern rose

has a LastJudgment with portraits of the Evangelists carried

on the shoulders of prophets in the lancets flanking the

Virgin. The tall windows that fill the clerestory are glazed

with single standing saints, analagous to the jamb sculp-

tures, while in the lower side aisles and in the choir histori-

ated windows appear that can be read as one might peruse

miniatures in a manuscript.

Due to the countless sections of these windows, narrative

possibilities are multiplied as they are in the more marginal

areas of the sculptures. It is, however, difficult to "read" the

histories since the light obliterates the heavy outlines of the

bars that define the figures and settings. The window be-

comes a transparent oriental carpet hanging on the wall, a

web with confettilike patches of sparkling colors. But they

can be read, and the wealth of subject matter is astonishing,

ranging from Biblical stories and lives of saints (often those

commemorated in the sculptures) to parables and even epic

stories (for example, the Charlemagne window).

The colored glass is made by adding minerals to molten

silica in molds of round or square "tables." The individual

sections are then shaped or cut from the "tables" by hot rods

and are pieced together with lead into armatures of geo-

metric forms— squares, circles, semicircles, rhomboids,

quatrefoils, etc.— that, in turn, are clamped to a rigid grid of

horizontal and vertical bars embedded in the walls (see

colorplate 57). In these earlier windows only the heavy

leaden outlines describe forms and figures (other than the

few facial features and general lines of the drapery folds that

are painted in lead oxides and then fired for permanency).

This is the pictorial world of French Gothic painting par

excellence. Space is nonexistent. Shading and modeling are

minimal. Flat shapes of color, defined by dark outlines,

create a transparent world for the narratives. With some of

483. Adoration of the Magi. Detail of stained-glass window. West facade, Chartres Cathedral, c. 1150-70
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484. Notre Dame de la Belle Verriere. Stained-glass window in the

choir, Chartres Cathedral. 16'x7'8". Center, c. 1170; sides 13th

century. See also colorplate 59

the larger figures, such as that of the Notre Dame de la Belle

Verriere (fig. 484; colorplate 59), the spacelessness creates a

stunning sensation of pure form in color residing between

the spectator and the dark wall. This window— one of the

most famous at Chartres— also provided inspiration for

many later images of the majesty of the Madonna in Gothic

art, including those in Italian panel painting.

The expense of this craft must have been astronomical,

and it is interesting to note that the patronage clearly reflects

the communal society of the Gothic age. Wealthy royalty

provided the finances for the huge rose windows; lesser

nobles and members of the clergy donated funds for a num-

ber of the lancets; but by far the greater number of windows

were sponsored by the laboring class of Chartres, the guilds

of the bakers, wheelwrights, weavers, furriers, goldsmiths.

carpenters, and others, and they left "signatures" in the form

of marginal representations of their craftsmen at work (see

colorplate 60). In this way, the rising working class, the new

urban component in the estates of Medieval France, make

their initial contribution to art history as patrons.

One of the finest accounts of the colored windows of

Chartres is found in the memorable book by Henry Adams,

Mont-Saint-Michel and Chartres, and while too romantic and

poetic for the tastes of many modern scholars, his remarks

regarding the mysterious quality of the stained glass of

Chartres deserve quoting here: "One becomes, sometimes, a

little incoherent in talking about it; . . . one loses temper in

reasoning about what can only be felt."^^

AMIENS

The architectural developments after Chartres were consis-

tent but subtle. The tripartite elevation of the nave (nave

arcade, triforium, and clerestory), the quadripartite vaults,

the elaborate chevet, the flying buttresses, and the enrich-

ment of the portal sculptures were the basic features of High

Gothic in northern France. A final solution for the nave, if

such is possible in Gothic, was achieved at Amiens (figs.

485-87). 3^ A pronounced lightness in the interior is created

by the soaring arcade of slender articulated piers rising some

seventy feet. The shafts have no heavy capitals to break their

rise, and the sensation of ponderous supports and weighty

walls is lessened. In the clerestory a new form of window in

bar tracery appears, a borrowing from the architect of Reims

Cathedral. The clerestory is three-eighths of the elevation

and actually merges with the narrow triforium with its

stained glass.

With each step the Gothic builders reached higher (see

fig. 496). Paris and Laon are approximately 78 feet from the

floor to the summit of the vaults; Chartres rises 118 feet;

Reims reaches 123 feet; and Amiens, 139 feet. But this

dramatic sense of verticality is partly illusion. The width of

the nave of Amiens is 49 feet, which means that the ratio of

the width to the height is about 1:3, an unprecedented

narrowing of the vast space that greatly accentuates the

upward thrust. At Paris the ratio is 1:2.2; at Chartres and

Reims approximately 1:2.4. Thus Amiens presents the ulti-

mate in Gothic verticality.

The earlier cathedral at Amiens had been destroyed by fire

in 1218, and two years later Bishop Evrard de Fouilloy laid

the foundations for the new building. Inlaid in the pavement

of the nave was a giant octagonal labyrinth (destroyed in

1825), an attribute and symbol of the architect— it was

derived from the plan of the legendary labyrinth at Minos

designed by the mythical ancestor of all architects,

Daedalus. In the center of the labyrinth was a stone inscribed

with the names of the three architects who directed the

building to the year 1288: Robert de'Luzarches, Thomas de

Corm,ont, and the latter's son, Renaud de Cormont (Chartres
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485. Amiens Cathedral.

Interior of the nave.

Begun 1220

has a similar labyrinth, but unfortunately no traces of the

signatures are visible). The nave was raised and vaulted by

1236; the superb choir was completed by the second archi-

tect, Thomas de Cormont, by 1270.

Although harmoniously integrated in plan with the nave

and aisles of the transept, the seven chapels of the choir

display a new type of elevation with three sets of paired

lancets and a rose in each that rise to the ambulatory vaults

from the lower floor arcade uninterrupted by a triforium.

This introduces even more transparency and lightness in the

choir elevation. It has been suggested that Thomas de Cor-

mont later developed this new Gothic vocabulary, called the

rayonnant style, in designing Sainte-Chapelle in Paris (fig.

507; colorplate 62), but this is not certain.^''

The facade of Amiens (fig. 488) rises over the viewer like a

staggered cliff of porches, galleries, and towers. Compared to

the exquisite unity of the nave elevation, the facade is an

array of storied elements that seem at odds with the interior.

Perhaps it was the difficulty Luzarches faced in aligning the

parts of the facade with the interior disposition of the tall

nave and side aisles that led to this disparity. Three galleries

are stacked over the huge portals. The lowest is punctured by
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486. Amiens Cathedral. View into the vaults of the nave and choir

deep arches with stained glass opening on the side aisles; the

middle gallery is open; and the uppermost forms a setting for

the sculptured "kings." The great rose window was then

lifted to the top of the center block (its tracery is later), and

the two towers were added only in the fourteenth and fif-

teenth centuries.

The three deep porches, reminiscent of those at Laon, are

filled with sculptures, and it is the stately procession of tall

jamb figures that brings unity to the base of the facade at eye

level. A continuous row of statue columns undulates in and

out of the portals and around the projecting buttresses be-

tween them. Decorative quatrefoil reliefs stretch like a car-

peted runner across the podia beneath the statues (see figs.

445, 446), and above them the deep vaults of the porches are

lined with countless archivolt sculptures.

The sculptures of Amiens (figs. 489-94) display a unity

of style and iconography that could only have resulted from a

speedy and concentrated campaign led by Luzarches. The

iconographic program is, in many ways, a compendium of

what we have seen before at Chartres. The central portal, like

that of the south transept of Chartres (c. 1210-20) and the

(restored) west facade of Paris (c. 1220-30), features an

elaborate scheme with Christ on the trumeau, the apostles

on the jambs, and a Last Judgment in the tympanum. Thus

the ideal Christian community commands the major

entranceway.

The left portal is dedicated to Saint Fermin, an early

bishop of Amiens, and other local saints. The right portal

(figs. 489, 493) is devoted to the Virgin with a Coronation in

the tympanum (partly copied from the one on the left portal

of the facade at Paris). The Virgin on the trumeau, handsome

figures of the Queen of Sheba and Solomon, the three Magi

with Herod on the left jambs, and the Annunciation, Visita-

tion, and Presentation in paired statues on the right recall

those figures on the jambs of the north transept at Chartres.

487. Diagrammatic section of Amiens Cathedral with names of the

parts in the elevation (after Viollet-le-Duc)
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488. Amiens Cathedral. West facade. Begun 1220
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489. Coronation of the Virgin with the Dormition and Assumption.

Right portal, west facade, Amiens Cathedral. 1220-30

Thus the ideal scheme proposed by Emile Male for the three

sides of the cathedral— Christ on the west, Mary on the

north, saints on the south— is here compressed into a single

facade. However, there is one contradiction in the ordering at

Amiens: the sculptures of the two side portals should be

exchanged to maintain the Virgin's position of honor on the

north side of the church.

The great Last Judgment tympanum (fig. 490) is an ex-

pansion of those at Chartres and Paris. Here a profusion of

small figures in four registers detracts from the bold hieratic

statements found earlier. In the topmost tier under the gable

appears the One in heaven, between the sun and the moon,

with a sword issuing from his lips, just as described in the

opening lines of Revelation (1:16). The commanding figure

of Christ as judge appears below, flanked by the kneeling

intercessors, Mary and John the Evangelist, and by angels

carrying instruments of the Passion. The division of the

blessed and the damned is presented in the next zone di-

rectly below Christ, and in the lowest register Saint Michael

and two angels blowing trumpets announce the resurrection

of the dead.

The LastJudgment presented in the tympanum spills over

into the six ranges of archivolts capping it. The lowest row is

filled with the blessed led by angels to the heavenly Jerusa-

lem on the left; the damned are tormented by personifica-

tions of Luxuria and Avaritia, boiled in a caldron, and rav-

aged by two of the Apocalyptic horsemen on the right.

Ranged concentrically above these are rows of standing an-

gels, seated figures of martyrs, confessors, virgin saints, and

the twenty-four elders, comprising the assembly of All Saints

m heaven. The drama of the Last Judgment staged in four or

five distmct acts as described by the encyclopedists is thus

elaborately performed by countless figures at Amiens. Only

the figure of Christ as judge, bared to the waist and display-

mg the wounds he suffered for man's salvation— a type

sometimes called the Man of Sorrows— significantly departs

490. Last Judgment. Central portal, west facade, Amiens Cathedral.

1220-35
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491. Christ (Le Beau Dieu). Trumeau, central portal,

west facade, Amiens Cathedral. 1220-35

from the terrifying vision of doomsday presented at Autun
Cathedral a century earUer (fig. 358).

The most impressive assembly of sculptures at Amiens is

that of Christ on the trumeau of the central portal and the

apostles that flank him on the jambs (these have been poorly

restored so that only a few can be identified accurately). A
double row of quatrefoil relief sculptures on the podia be-

neath the apostles illustrate the Virtues and Vices (see fig.

446); the doorposts flanking the trumeau repeat another

familiar subject that appears with the Last Judgment, the

Five Wise and Five Foolish Virgins. The column statues in

the outer extensions of the jambs, actually the projecting

wall buttresses, are Old Testament prophets beneath whom
are quatrefoil reliefs with unusual narratives pertaining to

their missions and prophecies.

The sculptures on the jambs and trumeau represent the

culmination of a concept that we first saw on the south portal

of Chartres— the ideal Christian community. It has been

suggested that the sculptor who led the workshop had ear-

lier worked on the south transept at Chartres, then on the

west facade of Paris, before settling at Amiens about 1220-

35. The uniformity of style in the sculptures across all three

portals further suggests that he was in charge of the entire

project for the west facade. The handsome Christ on the

trumeau (fig. 491), known as le Beau Dieu, is his master-

piece and serves as a model for High Gothic style in general.

492. Apostles and Virtues and Vices. Left jamb, central portal, west

facade, Amiens Cathedral. 1220-35



Gothic Art in France * 379

493. Annunciation, Visitation, Presentation. Right jamb, right portal, west facade, Amiens Cathedral. 1220-30

The Gothic formula for the draped figure is clearly stated

in the massive folds that mark out the solid core of his body,

but now the treatment is truly sculptural, with the linearism

still found in the Chartres figures giving way to deeply

grooved folds with irregular contours that create a dramatic

sensation of light playing across a heavy, textured garment.

The diagonals that sweep across the body from the left, no

longer lines stretched across the torso, form intricate pockets

of deep folds that seem to break under their own weight,

falling one into the other in scooped-out cavities. The beauty

of the head of le Beau Dieu resides in the symmetry of his

features and the smooth, broad planes in the modeling of the

cheeks and forehead. His piercing eyes stare out from deeper

sockets, and his lips and chin are firmly set (see fig. 440). Le

Beau Dieu of Amiens is a stern yet benevolent leader of his

community.

The apostles have suffered from restoration, but their

integration into the portal is masterfully realized. They turn

more naturally on their pedestals as individuals, and yet they

all share a common goal as they attend their leader, le Beau

Dieu, reverently (fig. 492). The jambs on the Virgin's portal

(right) have been described as the first products of the

master's shop at Amiens (fig. 493). In these figures the

drapery folds are not so plastically conceived or deeply

carved; they are rendered as regular indentations with hard

edges repeating certain geometric patterns, such as the fall-

ing V or chevron motifs in the dress of the Virgin in the

Annunciation and Visitation.

A later generation of sculptors from Reims (or Paris?)

added life and grace to the mold at Amiens, however. The

charming Vierge doree (fig. 494), about 1260-70, on the

south transept portal, so named because of the gilt that

originally covered the figure, seems coy and capricious com-

pared to the earlier figures of Mary at Amiens. Her body
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494. Virgin and Child

(Vierge doree). Trumeau,

south transept portal,

Amiens Cathedral,

c. 1260-70

sways gracefully, with the upper torso twisted off axis and

her left hip raised to support the playful child. This contor-

tion also allows the drapery to cascade in deep shelflike

pockets beneath her right arm.

A slightly earlier Virgin on the north porch of Paris (fig.

441), about 1250, shares some of these same traits, but the

latter displays a regal pose and a more matronly personality,

a true queen of the court, and her position on the trumeau is

beautifully coordinated with the architecture. In com-

parison, the Vierge doree is no longer conceived as a jamb or

trumeau figure at all but as an independent statue placed on

the cathedral in a position that breaks across the trumeau

and the lintel of the tympanum. She is characterized as a

young, dimple-cheeked mother who is intimately involved

with her infant, playing with him in fact, as she looks

downward and smiles happily.

REIMS

For many, the Cathedral of Notre Dame at Reims is the most

beautiful monument of the Gothic age (figs. 438, 495, 497-

503; colorplate 61). Who can approach the portals of the

495. Reims Cathedral. Plan (after Frankl). Begun 1210



496. Comparison of nave elevations in the same scale: 1. Laon; 2. Paris; 3. Chartres; 4. Reims; 5. Amiens (after Grodecki)

west facade without feeling a sense of enchantment and

happiness in the world? A smiling angel (fig. 502) greets you

at the doorway, and countless exciting aspects of architec-

ture and sculpture inform you on every side of the beauty of

Gothic art. The scope and diversity of the sculptures that

grow and spread like flowers in a gigantic trellis surpass that

of any other site, and the lofty towered facade is breathtaking

in its elegance and order.

Few dates can be pinpointed with regard to the construc-

tion of Reims Cathedral.'*'^ As the seat of the largest arch-

diocese in France, Reims was the coronation church for the

French monarchy. It, like Chartres, had been the home of an

important school, especially famous for the sciences, and

from Carolingian times Reims had flourished as a center of

the arts. The old cathedral burned in 1211, and the founda-

tion stone of the new church was laid in that same year by the

archbishop Aubri de Humbert. A seventeenth-century draw-

ing preserves the labyrinth in the pavement of the nave and

the names of the "masters of the works" in the thirteenth

century, apparently in the chronological order of their ac-

tivity: Jean d'Orbais, Jean le Loup, Gaucher de Reims, and

Bernard de Soissons. Between 1233 and 1236 civil strife in

Reims disrupted the building activities, and this interlude

perhaps marks an important shift in the planning of the

sculptured portals and the designing of the transepts and

choir. Major restorations were carried out in 1611-12, and

considerable damage was done to parts of the cathedral

during World War 1.

In plan (fig. 495) Reims displays a condensation and

stricter alignment of the spatial divisions found at Chartres.

The long nave with its single aisles has nine rectangular bays

with quadripartite vaults. The transept now becomes part of

a huge chevet by simply doubling the side aisles and continu-

ing them into the choir, where the outer aisle is transformed

into five radiating chapels in the hemicircle of the apse.

Porches were planned for the north and south sides. The

choir and transept must have been completed by Jean d'Or-

bais's successor in 1241, when the canons of Reims are

recorded as occupying the choir.

The interior (colorplate 61) is, at first sight, a taller,

narrower version of Chartres. The arches of the nave arcade

are pitched higher, the divisions in the triforium are light

and slender, and the clerestory is enlarged to three-eighths

of the elevation. While not as lofty as Amiens, Reims (123

feet high) nevertheless demonstrates the logical develop-

ment toward taller, higher, and lighter elevations (see fig.

496). A major innovation, perhaps by the architect Jean

d'Orbais, appears in the design of the clerestory window.

Whereas at Chartres the window complex of two lancets

surmounted by a rose is an independent unit imposed on a

wall, that at Reims is designed as an open space in the bay

with the divisions of the window constructed of stone

mullions (bar tracery). The lancet and rose punctures of

Chartres become a latticelike construct of arches and petals

filled with stained glass at Reims. The bar tracery of the

Reims windows became the final solution for fenestration in

Gothic architecture. It was this system that was employed at

Amiens and most later Gothic cathedrals.



The facade of Reims (fig. 438) is a glorious and, in some

ways, an ultimate statement of the grand tradition of regal,

two-towered structures in northern Europe. The perfect

geometry of Paris lies beneath the proliferation of pointed

architectural forms, and yet the dramatic sculptural treat-

ment of the deep porches, the penetrations and telescoping

pinnacles that we see at Laon are here, too. The scaffolding of

the facade has never been so successfully achieved, and, in

fact, Reims resembles a huge open shrine rising majestically

with pointed arches repeated and multiplied at every stage. A

huge rose window, itself framed within a pointed arch,

centralizes the entire block, and its center is touched by the

soaring pinnacle of the central portal with its triangular

projection rippling off to the side portals and corner but-

tresses. The deep porches are carved away, and diverse

figures appear everywhere; the tympana are now openings

into which stained-glass windows are set to complement the

great rose above. Sculptures that usually fill the tympana are

moved to the gables above. Except for the high king's gallery

at the base of the towers, no horizontal lines are maintained.



and yet the harmony of the architectural divisions between

the facade and the interior elevation is beautifully expressed.

And everywhere there is sculpture!

The diversity of sculptures at Reims is astonishing, but

there are thorny problems for the art historian who wishes to

study their programming and stylistic developments."^^ It

seems that a number of the jamb figures have been moved

from one portal to another, indeed, from the west facade to

the north transept porch. For instance, a tympanum sculp-

ture of the Virgin and Child enthroned in the right doorway

(the Porte romane) of the north transept must be a remnant

from the earlier cathedral, dating about 1180, but it is not

certain whether it formerly adorned an exterior portal or,

more likely, the top of a wall tomb within the church.

Clearly it is a relic in its present position. The central and left

doorways of the north transept have programs not unlike the

center and left porches of Amiens— a Last Judgment tym-

panum with Christ and the apostles below in the center (fig.

497) ;
legends of Reims in the tympanum and local saints on

the jambs in the left (known as the Calixtus portal)— but
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Stylistically they display none of the unity that one sees at

Amiens. Were these two portal sculptures originally in-

tended for the west facade of Reims?

The west facade program at an early stage in planning had

focused on the veneration of the Virgin. She clearly usurps

the role of Christ in the central portal (fig. 498). In place of

the Maiestas Domini, or Christ as judge, we find the Corona-

tion of the Virgin filling the gable with the jambs devoted to

the role of Mary in the Infancy (as on Chartres north, left

portal, and Amiens west, right portal) : the Annunciation and

Visitation groups to the right, the Presentation in the Temple

with four figures on the left. Mary appears on the trumeau as

the "New Eve" standing atop reliefs of the story of the Fall of

Adam and Eve (a frequent allusion in statues of the Virgin at

this time).

The two side porches present highly original composi-

tions and iconographies. To the left, the gable is decorated

with a Crucifixion; the archivolts of the deep porch display

one of the earliest known Passion narratives in architectural

sculpture; and the jambs have statues of martyrs, some of

whom are impossible to identify (one. Saint Dionysius?, is

flanked by two angelic escorts). The right porch has an

abridged Last Judgment in the gable and a most unusual

sequence of sculptured archivolts that narrate Apocalyptic

events described in the Book of Revelation. The jambs below

include statues of a pope (Calixtus?) and two unidentified

saints on the left, while those on the right side (fig. 499)

represent Simeon, John the Baptist, Isaiah, and Moses and

are clearly related to those same figures on the center bay of

the north transept at Chartres (figs. 478, 479).

If this diversity of subject matter seems confusing, the

stylistic features of the Reims sculptures are even more

perplexing and clearly bear evidence that many of the jamb

figures have been moved from their original positions. The

chronology for the erection of the facade is itself very prob-

lematical. Exactly when the foundations were laid is not

known, but a report that the third architect, Gaucher de

Reims, was at work on the doorways of the facade in 1247-

55 suggests that the foundations were laid sometime after the

completion of the choir in 1241 by Jean le Loup. With these

few facts and speculations in mind, let us turn to the

sculptures.

Four basic Gothic styles are today displayed side by side in

the jamb statues of the west facade. The earliest figures

appear on the right portal (fig. 499) and have been dated

about 1220 on the basis of their close affinities to their

counterparts at Chartres, as mentioned above. These would

appear to have been part of an early facade scheme planned

by Jean d'Orbais but never realized. Jean le Loup, who laid

the foundations for the present facade, proposed a new pro-

gram for the sculptures about 1231-35, and it may be that

the sculptures executed for his facade are those today on the

north transept (recall it follows the general scheme of

Amiens west). It has been pointed out that the unusual

classicizing style of figures such as Saint Peter (fig. 497) in

the central portal north anticipates that of the "antique" Mary

and Elizabeth in the Visitation group presendy in the central

portal west (fig. 500). Could this latter pair originally have

been planned for the right portal on the west facade, echoing

the arrangement at Amiens?

The new program for the facade sculptures byJean le Loup

was clearly meant to incorporate a major portal scheme for

the Virgin. Further, it seems that at this time sculptors from

Amiens (who carved the jambs of the Mary portal there

about 1220-30) were enrolled at Reims to repeat their sculp-

tures. The "Amiens Master" and his shop are very evident in

many of the figures, including the Annunciate Mary in the

central portal right and the statues of the Virgin and Simeon

in the Presentation on the left. The same bland faces, the

same monotonous repetitions of the V-shaped chevron folds,

and the same rigid poses characterize these figures at Reims.

It was around this time, about 1230-35, that the Master of

the Visitation worked (figs. 500, 501). His remarkable classi-

cizing style has been an issue of bafflement for art historians.

The two matronly figures at first seem to be ghosts from the

Greco-Roman past, so much so, in fact, that some early

accounts have described them as ancient statues reused.

That they are Gothic, however, is apparent in the draperies

that cascade from their wrists and elbows and in the rich

folds that pile up about their feet. The complex, fussy drap-

eries that break across their torsos in short, broken grooves

and the sharp horizontal folds that wrap tightly about their

bodies, to be sure, resemble the diaphanous drapery of the

ancients, but this dramatic style— the Muldenstil, or

"trough-fold" style of drapery— had already been introduced

by Nicolas of Verdun in his metalwork (cf. fig. 436).

There can be no doubt, on the other hand, that we have

here a phenomenon directly inspired by ancient sculpture,

and herein lies the dilemma. This same classicism is found

sporadically throughout Europe between the years about

1230 and 1260. It is as if various sculptors in diverse regions

were consciously turning to the ancients for models at the

same time. We find it at Bamberg Cathedral (fig. 552) about

1235; in Nicola Pisano's pulpit for the Baptistry in Pisa (fig.

572), dated 1260; and in the sculptures executed for Fred-

erick II at Capua (cf. fig. 570) in the mid-thirteenth century.

But after one generation, this proto-Renaissance mode was

abandoned by the Gothic world for another new style repre-

sented by the fourth workshop at Reims, active about 1245-

60— that of the "Saint Joseph" Master (also called the "Smil-

ing Angel" Master)—whose works appear alongside those of

the sculptors from Amiens and the Visitation group (figs.

502, 503).

The Annunciate angel Gabriel is the most striking repre-

sentative of the new style. According to installation marks

carved on the back of this statue, it can be determined that it
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was moved from its original position on the left portal as one

of a pair of angelic escorts (one there now is in this same

style) for Saint Dionysius to its present position beside the

Annunciate Virgin. Why these changes were made has never

been answered, but as we see them today, the four statues on

the jambs of the right side of the central portal (fig. 500)

present three distinctive and opposing styles in Gothic

sculpture of the thirteenth century competing for the wor-

shipper's attention. The smiling angel won the contest.

Several changes in the conception of the draped figure are

evident. The smiling angel is posed gracefully as if swaying

on the pedestal. With this pivotal stance the figure assumes a

slight S curve as if dancing, while turning the shoulders,

cocking the head downward, and leaning outward from the

niche. The drapery is rendered in rich, voluminous folds that

fall downward in long arcs, deeply undercut, with graceful

undulations and overlaps terminating in gently curling

edges. The overmantle is now a fashionable cape that fits

snugly about the shoulders and is fastened by a brooch at the

breasts, thus enveloping the upper arms like a cocoon. The

elbows move slightly within it, and on the one side deep

arcing pockets descend rhythmically, breaking the closed

contour of the statue, while from the left hand of the angel an

end piece of the mantle unfurls downward in elegant over-

laps, At the feet the soft draperies pile up in abstract patterns

anchoring the swaying figure to the pedestal gently.

It is in the head, however, where the true genius of this

carver appears. The ideal for an angel has changed (and for

most other figure types as well). For one thing, Gabriel is a

feminine type elegantly posed to reveal the splendid drap-

eries. A charm, alrhost a sweetness, pervades the face with its

irresistible smile and sharply delineated features. This is no

"archaic" smile as it is sometimes described; it is a smile that

fills the face with radiance conveyed by the dimpled cheeks,

the feline eyes with a slight puffing under the sockets, and

the full but softly tapering chin.

The humanization of the holy figures by this master is

enchanting; they seem so lifelike and approachable, and, of

course, their smiles warm our hearts. Joseph (fig. 503), in

the Presentation group on the left side, is winsome, too, with

his coy, cocky expression and smile, his curly mustache and

short-cropped beard. Indeed, although the husband of Mary

appropriately wears the conical cap of the Jews, he looks

more like a vintner who has just sampled one of the fine

wines from the Champagne district of France. The sculptor

who carved these figures may have been influenced by late

stylistic developments in Paris (cf. fig. 509), but he is a true

genius. His elegant new style established the mode for the

draped figure that lasted for generations in the North. Jan van

Eyck paid homage to his artistry in the smiling Gabriel

approaching Mary in the Washington Annunciation nearly

two centuries later (fig. 504).

PARIS AND THE RAYONNANT STYLE

The reign of Louis IX (1226-70) has always been considered

the golden age of the French monarchy in the Middle Ages,

and it was during this period that Gothic architecture

reached a third stage of refinement characterized by some as

the myonnant, by others, as the Court style. Essentially, the

rayonnant style developed from a further sophistication of

the High Gothic of Chartres, Amiens, and Reims. The mural

character of the masonry walls is finally displaced by one of

complete transparency with sheets of stained glass, and the

sculptural qualities of the architecture, whether in undulat-

ing surfaces or punctures in stone, give way to flat surfaces

wholly articulated by linear moldings and tracery.

The name, rayonnant, derives from the "radiating" bar

tracery of the rose window, which now seems to spread

through the entire elevation. The heavier columnar pier with

four applied colonnettes is turned into a cluster of colon-

nettes that rise uninterrupted into the vaults; the triforium is

completely merged with the huge windows of the clerestory

and is "glazed," that is, the back wall is open and filled with

stained glass, making it a sort of predella for the wall of glass

above. But it is in the sophisticated articulation of the mold-

ings, the tracery, and the colonnettes that the beauty and
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logic of the rayonnant lie. Extreme systemization through

multiplication or division of basic units repeated in sequen-

tial sets is the ultimate scholastic solution. As Panofsky

writes, "arrangement according to a system of homologous

parts and parts of parts" is one requirement of the Scholastic

method.'^'^ Surfaces become flattened and transparent; linear

elements are diagrammatic and fully integrated.

It was at this time, 1231-81, that Suger's church at Saint

Denis was provided with a new nave (fig. 505). The elevation

above the arcade in the choir was remodeled as well in order

to make adjustments for the new style in the transept and

nave (these changes are quite apparent when viewed from

the triforium level today). The piers are compounded into

bundles of twelve shafts, and the entire elevation resembles a

work in filigree not unlike that in metal shrines.

The invention of the rayonnant style has frequently been

credited to a Parisian builder, Pierre de Montreuil, recorded

as the "architect of Saint Denis" in a document of 1247, but it

is now generally believed that his predecessor, unnamed,

introduced these adjustments at Saint Denis. Notre Dame

in Paris was also remodeled about 1225. The zone with the

505. Abbey Church of Saint Denis. Interior of nave.

Begun 1231

506. Cathedral of Notre Dame, Paris. View of the south transept

facade. Begun 1258

oculi above the tribune gallery of the four-part nave elevation

was eliminated and the clerestory was dropped down to

absorb that space for larger windows (fig. 466). The transept

portals at Notre Dame were added about mid-century by the

architect Jean de Chelles in the rayonnant style (the south

transept facade was finished by Pierre de Montreuil; fig.

506). Here the mural surfaces are almost brittle, as if the

tracery were incised or embossed on a sheet of light metal,

enhancing the "shrine-work" appearance even more. The

high-pitched gables of the doorway and buttresses rise into

the glazed triforium as freestanding elements breaking

through the horizontal divisions of the facade, much as we
find at Reims.

The model for the rayonnant style of the French court is

Sainte-Chapelle, situated near Notre Dame amid the cluster

of buildings that served as royal apartments and government

offices (figs. 507, 508; colorplate 62). In 1239 Louis IX

acquired from Constantinople valuable relics of the Passion

of Christ: the Crown of Thorns, a piece of iron from the

lance, the sponge, and a piece of wood from the True Cross

itself. For these treasures Louis commissioned a new palace

chapel, adjoining the king's apartments, to serve as a monu-
mental reliquary. Built between 1243 and 1248, Sainte-

Chapelle truly does resemble a metal shrine, and in many
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510. Saint Urbain, Troyes.

Interior

respects it is little more than a miniature Gothic chevet in

two stories with a front porch.

Traditionally, the architect of this masterpiece has been

identified as Pierre de Montreuil, but numerous similarities

between the elevation of both the upper and lower chapels

and the choir of Amiens have led some to propose Thomas

de Cormont as the architect. The windows of the lower

chapel display the same curious "spherical triangles" of

stained glass found in the western termination of the side

aisles at Amiens, and in the upper chapel, which has no

aisles, the walls are tall lancets of stained glass rising from a

shallow wall arcade much like the windows in the radiating

chapels of the choir at Amiens.

A new intimacy and privacy are achieved in the glass

chapel of the king (his apartments had direct access to the

upper chapel through the projecting porch on the west), and
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511. Saint Urbain, Troyes.

Exterior from the south

the stained glass that entirely fills the space, although much

restored, still conveys the mystical sense of the lux nova that

transforms the environment into a resplendent world of

colored lights. The lancets in the nave are filled with rows of

roundels that illustrate Old Testament events from Genesis

to the Book of Kings (they are not in proper order) and the

prophets; and behind the altar in the apse, a window of the

Tree of Jesse and one devoted to John the Baptist appropri-

ately introduce us to two windows with episodes from the

Infancy and the Passion of Christ. The cycle ends with

lancets in the southwest bay with stories of the history of the

relics of the Passion. The west rose window (replaced in the

1480s) originally featured events in the Book of Revelation

and the Last Judgment.'^''

The wall piers of Sainte-Chapelle were decorated with

statues of the twelve apostles placed on low consoles (see fig.
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512. Saint Maclou, Rouen. West facade. Begun 1434

509). Only three of these are original (four more fragments

are kept in the Musee Cluny in Paris), and they represent

major sculptures in Paris at mid-century. The elegant treat-

ment of the earlier sculptures of Notre Dame is here elabo-

rated into gracefully posed figures with voluminous drap-

eries falling in deeply cut folds of triangular pockets that

cascade rhythmically, anticipating by a few years the rich

style of the Saint Joseph Master at Reims. But the characteri-

zations of the apostles are almost too precious. The features

of the triangular faces are delicately delineated with small,

pinched eyes and tiny mouths under curly mustaches, and

their somewhat affected poses give them the appearance of a

consortium of refined courtiers attending the king's precious

relics.
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The Court or rayonnant style of Paris soon became the

standard mode for cathedral architecture in northern France.

At Troyes the Church of Saint Urbain (figs. 510, 511) pro-

vides us with an extreme version, sometimes characterized

as a "mannerist" phase of the rayonnant. Commissioned by

Pope Urban IV (1261-64), a native of Troyes, and dedicated

to his patron saint, the church has a simplified plan with

three aisles, a square transept, and a polygonal apse. The

triforium has been completely eliminated so that the interior

rises in two stories with huge windows. The exterior dis-

plays a brittleness in the sharp linear scaffolding. As at

Sainte-Chapelle, the gables over the upper windows are

detached and crown the walls on all sides with openwork

tracery of delicate design. Thin wall buttresses rise to nee-

dlelike spires, and the whole has the crisp fragility of a metal

trellis framing large openings.

The ultimate refinement of French Gothic is found in the

style called Flamboyant, which developed during the course

of the late fourteenth century (and thus lies outside the

scope of this study). Flamboyant means flamelike, and the

name is very appropriate since the intricate patterns of

curves and countercurves in the tracery form dense webs

of surface decoration that have the captivating appearance of

flickering undulations resembling the ascending swirls of

flames in a bonfire. Whether this new vocabulary evolved

naturally or was influenced by developments in English

Gothic architecture, the so-called Decorated style, is an

issue of much controversy, but very similar ornamental

motifs appear in both."^^ Among the more capricious are the

curling mouchette, the bulbous quatrefoil soufflet, and the

double-curved ogee arch. The profusion of decoration over-

whelms the clarity of structure; elaborate linear forms con-

tradict the materials they cover; in fact, the mural character

of the wall behind the veil of filigree returns, since the

original purpose of the skeletal scaffolding has been lost to

the caprice and mannered exuberance of surface decoration.

A strange inversion of architectural principles thus takes

place.

Saint Maclou in Rouen, a fifteenth-century church, is one

of the masterpieces of French Flamboyant architecture (fig.

512). The simplified plan and the solid stone character of the

walls are obscured in the profuse overlay of pointed and

decorative motifs that cover the entrance and accent the

sharp diagonal rises in the flying buttresses and the central

tower. The facade is a suppressed octagonal or "bowed" front

with three elaborate doorways perforated by balustrades and

high-pitched gables. No longer do two great towers— one of

the hallmarks of High Gothic— frame the block of the

facade.

We can find the symptoms of these later developments at

Reims, if not in the architecture, then certainly in the sculp-

ture. The appealing beauty of the smiling angel with the

convoluted turnings of the mantle, the coy sway, and the

heartwarming smile and dimpled cheeks established a new

canon in Gothic sculpture. These same qualities are carried

to the extreme in the Virgin (fig. 5 13) in Notre Dame in Paris,

about 1320, in the precious Virgin ofJeanne d'Evreux (see

colorplate 67), a work of exquisite craftsmanship, dated

1339 on the base, and in numerous ivory statuettes of the

Virgin of the late thirteenth and early fourteenth centuries

(fig. 566).

513. The Virgin of Paris, c. 1320. Notre Dame, Paris
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OPUS FRANCIGENUM ABROAD

514. Canterbury Cathedral. East end of the nave and choir.

After 1174

THE revolutionary new building techniques and

concepts that developed in the Ile-de-France

had an immediate impact on architecture

throughout Europe, and the variations that oc-

curred in neighboring lands, where the spirit

of the Gothic supplanted that of the Romanesque, are many

and fascinating to observe from the point of view of the art

historian. Perhaps the most distinctive and instructive of

these are the Gothic styles that were created in England.

ENGLAND

Following the conquest of England in 1066, William the

Conqueror's ecclesiastical administrator, Lanfranc, rebuilt

the Cathedral of Canterbury (1070-89) in the Norman style.

The choir was finished under succeeding priors, Ernulph

(1096-1107) and Conrad (1108-26), and it was there that

Thomas a Becket, archbishop of Canterbury, was murdered

by knights of Henry II in 1170. Four years later, 1174, the

choir was destroyed by a fire that swept through the town—
Lanfranc's nave survived the conflagration— and plans were

made immediately for the restoration of the hallowed area. A
witness to these events was the monk Gervase of Canterbury

(c. 1141— c. 1210), who leaves a remarkable description of

the rebuilding. Gervase tells us that an architect from

France, William of Sens, was called in to supervise the

project and that he erected the choir (fig. 514) in a new style.

William of Sens fell from the scaffolding in 1178 while

overseeing the construction of the vaults, and his work was

carried on by another William of English descent (the

treatise ends in 1 184). What is astonishing about the account

is the clear perception that Gervase had of the differences

between the earlier style, the Norman Romanesque, and the

new, the French Gothic.

His descriptions of the new vaulting technique—/ornices

arcuatae et clavatae (vaults with ribs and keystones), the

subtle carvings of the capitals, the tall, slender pier supports,

and the fusion of elements (convenire) rather than the simple

addition of parts— are very revealing and indicate what the

opus francigenum meant to the Englishman. The new choir,

in fact, resembles that of the Early Gothic choir of Sens

Cathedral, with a semicircular ambulatory with coupled
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columns in a tripartite elevation and the sexpartite vaults in

the outer bays of the choir. Gervase also describes the use of

dark brown-black Purbeck marble (from the island of that

name) employed for the shafts and stringcourses as decora-

tive accents to the light-hued stones of Normandy that were

shipped in by William of Sens. The new vaulting techniques

of French Gothic had an immediate impact on church build-

ing in England, but it is clear that English taste prevailed in

the general layout of the plan and in the retention of solid

mural construction.

If we take Lincoln and Salisbury cathedrals as representa-

tives of Early Gothic in England, these features are at once

apparent (cf. figs. 515-17; colorplate 63). The ground plan

remains an emphatic cross form with double transepts (the

latter often related to Cluny III). The long, narrow choir

terminates in a square east end (cf. Cistercian plans) and is

frequently extended with a "Lady's Chapel." The fronts are

broad, shallow screens, usually unrelated to the interior

elevation, that mask the two towers of the facade proper.

Small turrets frame the multitiered registers of this false

front, and the comprehensive, encyclopedic programming of

French cathedral sculptures is lacking.

In general, a sturdy basilical core is merely embellished

with decorative Gothic details in the form of pointed arches,

tracery, moldings, pinnacles, and friezes. The heavy walls

eliminate the need for flying buttresses, and horizontality,

not verticality, characterizes the building in general. The

"scholastic" structuring of many parts, the logical buildup of

a complex scaffolding of architectural members, is rejected

for solid mural construction with cubic forms added one to

the other. The English House of God remains essentially a

Romanesque building, earthbound and sprawling. 5° Fur-

thermore, the setting for the English Gothic church is gener-

ally that of the earlier monastic communities, on a hilltop or

in a meadow apart from the city, often with a separate

chapter house and an adjoining cloister enhancing its rural

character.

Due to the confusing political history (and the devasta-

tions caused by the Black Death in the fourteen century)

many churches had extremely long periods of construction

with successive builders, and hence few display a uniformity

of style. The subdivisions of Gothic style are thus numerous.

Four major phases can be noted here, and their names are

derived from the nature of the decorative details and not the

principles of construction, again indicative of the differences

in the spirit of Gothic in England and France.

The earliest phase is often called "Lancet" Gothic (c.

1200-1250) with reference to the type of windows penetrat-

ing the walls. The mature phase (c. 1250-1350) is "Deco-

rated" Gothic, which is subdivided into (a) the "Geometric"

style (1250-90), featuring elaborate decorative tracery of

clearly delineated geometric shapes such as circles, trefoils,

and quatrefoils, and (b) "Curvilinear" (c. 1290-1350),

518. "Crazy Vaults." St. Hugh's Choir, Lincoln Cathedral. Designed

c. 1192; rebuilt 1239

where more flamboyant lines of intricate ogee arcs, undu-

lating and intertwining tracery patterns, and curious new

floral motifs predominate. The final phase (c. 1350-1550) is

the "Perpendicular," a unique English contribution to Gothic

architecture, featuring soaring walls of rectilinear design,

often completely glazed, with thin vertical supports.

The English builders were masters in designing elaborate

decorative ensembles in bar tracery that spread from the

walls and windows into the vaults in a most colorful fashion.

The Gothic style climaxes in spectacular star-and-fan vaults

of ingenious design. Structure is not the aesthetic basis here,

however. Rather it is line, and this English fondness for

intricate surface patterns of line can be traced ultimately to

the Hiberno-Saxon arts discussed in Part III.

Following an earthquake and fire, the Romanesque Cathe-

dral of Lincoln was rebuilt by the French-born archbishop

Hugh of Avalon in 1192. The architect was presumably

another Frenchman, Geoffrey de Noiers (Noyers?), and the

inspiration for the sexpartite vaulting of the transepts has

usually been accredited to Canterbury. However, Hugh's

architect was a highly original artist, and the "crazy vaults"

that he designed for the four bays between the two transepts
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(fig. 518) are wholly un-French in appearance and func-

tion. A longitudinal rib in the summit, called a ridge rib,

runs the length of the four bays, and for one of the first times

the usual diagonal and transverse ribs of the sexpartite vault

are replaced with what are called tiercerons. These are rib

projections that extend from the side arches to sortie point

along the ridge rib; they do not converge at a central point but

split the bay into eight irregular segments of intricate shapes.

The function of the rib vault is thus denied, and the result is

one of pure decorative fancy. A contemporary account, the

Metrical Life of Saint Hugh (c. 1225), compares the crazy

vault to "a bird stretching out her broad wings to fly—

planted on its firm columns, it soars to the clouds."^^

Hugh's architect delighted in such unorthodox patterns in

areas other than the vaults as well. He invented a new type of

wall decoration in the transept arms and aisles of the choir

known as syncopated arcading (fig. 519). Set flush against

the wall are pointed arcades with light-colored limestone

columns, and directly overlapping them is placed a series of

trefoil arches carried by black Purbeck marble shafts. Thus

he created a strange counterpoint in the lower walls analo-

gous to the daring rhythm of the crazy vaults above. This

pattern of decorative play of vaulting elements was continued

in a less spectacular way by his successors in the construc-

tion of the nave and Galilee, about 1220-56, and to the old

Norman towered facade was added a broad decorative screen

front with tiers of arcading.

The Early Gothic Cathedral of Salisbury (fig. 520; color-

plate 63), made famous by John Constable's romantic land-

scapes of its pastoral setting, displays an unusual unity for

English churches. Salisbury was begun anew in 1220, hav-

ing been relocated from its earlier site at Old Sarum to a

valley of the Avon River a few miles south, and hence it was

raised in one major campaign (1220-58) for the most part.

519. Lincoln Cathedral. St. Hugh's Choir. Lower wall of the transept



520. Salisbury Cathedral. Interior of nave. 1220-58
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with no earlier structures to restrict or compromise its

construction. The architect of Sahsbury, one Master Nich-

olas of Ely, added uniform rectilinear parts one after the

other along an axis in the simple additive fashion of a

monastic church (fig. 517). There are double transepts as

usual, and the long nave has a Gothic three-part elevation (a

squat gallery appears in the triforium register) with a hand-

some nave arcade of columnar piers bounded by Purbeck

marble shafts that support ribbed quadripartite vaults. The

height is uniform throughout, and the decorative effects are

much restrained compared to other English churches. This

austerity may be due in part to later restorations and the loss

of the original stained glass in many lancet windows.

Master Nicholas commenced his project at the east with a

typical Lady's Chapel that forms a miniature "hall church"

with the side aisles reaching the same height as the nave (fig.

521). Here, however, there are no complex wall arcadings or

tierceron vaults as at Lincoln. The tall lancet windows in the

square box provide much light, and slender Purbeck marble

shafts cariiy quadripartite vaults, allowing the space to flow

freely from the chapel into the adjoining ambulatory. The

west front is a narrow screen with tiers of arcades framed by

small turrets and pierced in the center by three large lancet

windows. A small porch with three doors projects from the

center and gives access only to the nave. The chapter house

(fig. 522), added to the eastern arm of the huge cloister, was

built about 1275-84 in the later style of Gothic that the

English call Decorated.
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In 1245 Henry III sponsored an ambitious building pro-

gram at Westminster Abbey in London (figs. 523, 524) to

commemorate his favored saint, Edward the Confessor.

Henry had been impressed by the latest achievements in

Paris, the Court style (Louis IX was his brother-in-law), and

especially by Sainte-Chapelle. He called in a master mason,

Henry de Reynes, to supervise the project. ^'^ The new

church represents, in fact, something of a transitional monu-

ment between the earlier English Lancet Gothic and the later

Decorated style.

The plan features a French chevet with a polygonal apse,

ambulatory, and radiating chapels. The transept and the

nave retain the earlier basilical form. In elevation, Westmin-

ster Abbey strikes one as a French building of mid-century,

although the clerestory is not so high and galleries are

retained in the triforium. But the nave elevation is narrow

and high (103 feet as compared to 74 feet at Lincoln) with

thin walls that require flying buttresses to support the soar-

ing vaults. The bar tracery and foliate capitals remind one of

Reims Cathedral, and the huge rose windows filling the

facades of the transept arms bring to mind the elegant tran-

sept portals of Paris and Saint Denis, although the double

row of six lancet windows below them are still fundamen-

tally punctures in the wall.

A curious combination of vaulting appears in Westminster

Abbey. Quadripartite vaults cover the central bays of the

choir, the arms of the transept, and the side aisles of the nave,

while the nave proper, vaulted about 1260, adapted the

decorative scheme of vaulting employed in the nave at Lin-

coln (tiercerons converging on a continuous ridge rib), a

concession to the English love for more linear, ornamental

surface decoration.

Abutting the south transept and the cloister is a splendid

octagonal chapter house (fig. 525), about 1253, that exploits

the lightness of the Court style, recalling the upper church at

Sainte-Chapelle, with the opening of the walls to windows of

stained glass. As with the chapter house at Salisbury, these

later constructions at Westminster Abbey introduce us to the

beginnings of the Decorated style of English Gothic.

An example of fully developed Decorated Gothic appears



above: 526. Exeter Cathedral. West facade. Rebuilt 1275

left: 527. Exeter Cathedral. Nave. c. 1275-1366

at Exeter (figs. 526, 527), where the earher Norman church

was rebuilt in 1275.^^ The two huge towers of the early

(i7j/|
structure were kept, however, and made into transepts, a

;j,
nave and facade added before them, the choir behind. The

'% new facade is a curious ensemble of three overlapping and

recessed spatial surfaces. The broad screen with its galleries

of sculptures projects in front at the lowest level, a truncated

gable with a great window in bar tracery of the Decorated

style rises behind it, and, finally, the whole is capped by the

triangular roof line set back against the nave vaults. The

stocky westwork transepts substitute for the usual crossing

tower found in English Gothic churches.

This curious, and not entirely satisfying, exterior is soon

forgotten when one enters the broad and deep interior, three

hundred feet in length from the nave to the Lady's Chapel,

which was realized in one campaign so that a remarkable

unity was achieved. Only sixty-nine feet high, the immense

interior has a strange, compelling horizontal pull like a vast

funneled armature projecting in space. The entire elevation
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left: 528. Wells Cathedral. Strainer or Scissor arch. 1338

above: 529. William Hurley. Ely Cathedral. Dome over the

crossing. 1328-47

is wrapped in lines; nearly every wall surface is over-

whelmed with slender columns and ribs. The great dia-

mond-shaped piers are smothered under sixteen shafts that

create a rippling effect down the nave. From colorful foliate

corbels in the arcade rise clusters of ribs, eleven in each bay,

that rise smoothly and gracefully to the continuous ridge rib

in the summit of the vaults. So many are the ribbed lines, in

fact, that one hardly notices the webbing between them.

Above an arcaded triforium surmounted by a quatrefoil

balustrade— features that restore the horizontality of the

elevation— rise huge clerestory windows with tracery in the

Decorated style. The harmonious combination and overlay

of stone— the unpolished Purbeck marble shafts are gray, the

arches are of yellow sandstone, and the upper walls in white

stone from Caen— lend the spacious interior an unusual

warmth.

A variety of experimentation in more monumental aspects

of the interior, especially in crossing towers and vaults, mark

the developments of the Decorated style. One of the most

bizarre innovations occurs at Wells Cathedral in the gigantic

scissor or strainer arches built into the piers of the crossing

tower (fig. 528). The tower, also in the Decorated style,

began to show signs of failure in cracks along the founda-

tions, and on three sides (the fourth abutted the chancel

screen and was secure) massive stone arches, in the shape of

scissors, were added for support. Similar inverted arch sup-

ports were added to the transept arms at Salisbury, but on a

much smaller scale.

The effect at Wells is spectacular, to say the least, creating

a most surprising and dramatic spatial sensation in the very

middle of the church. Even more daring is the "Gothic dome"

added to the crossing of Ely Cathedral (fig. 529). The

earlier Norman tower fell in 1322, leaving an enormous hole

in the middle of the church, and rather than vaulting the gap

in stone— seventy-two feet across— it was covered with a

lofty wooden lantern with a star dome. Resting on eight

stone piers is an elaborate superstructure of tierceron vaults

in wood that, in turn, support the octagonal drum of win-

dows for the intricate dome above. An ingenious system of

concealed cantilevers under the vaulting actually carries the

drum. For this masterpiece in wood, the king's carpenter,

William Hurley, was called in as consultant (1328-47). The

dramatic spatial effect with light streaming through the

drum windows and illuminating the star above is captivating

and mysterious. The vast hollows of space seem to float far

above the nave and, much like the curious scissor arches in

Wells, add to the mystery of the cathedral interior, creating at

Ely an eerie sensation of otherworldly light penetrating the

darkened interior.

York Minster (figs. 530-32) provides us with a sequence



of styles ranging from the Romanesque to the Perpendicu-

lar.5'' The crypt is Norman; the transept arms were buik in

the Early Gothic style about 1220-41 (the famous lancets in

the north transept, known as the "Five Sisters," are some of

the finest grisaille windows in England). The nave elevation,

about 1290, is modeled after French Gothic of the rayonnant

or Court style, with a merging of the clerestory and the

triforium (the vaults are of wooden construction). The hand-

some two-towered facade has a huge window, the "Heart of

Yorkshire," with exuberant tracery in the Curvilinear Deco-

rated style, 1338. Finally, the magnificent eastern Lady's

Chapel (the size of a tennis court), with its great open

windows of rectilinear lines and delicate curvilinear bar

tracery, dating about 1400-1405, is representative of the

Perpendicular style.

With the emergence of the Perpendicular style about

1350, English Gothic acquired a unique national expression.

Developed directly from the Court and late Decorated style,

the Perpendicular style is essentially a controlled rectilinear

system of designing vast walls and windows with the repeti-

tion of cusped panels framed in huge grids of predominantly

vertical lines in stone that soar from the ground to the vaults.

So it appears in the huge east window of the choir at

Gloucester (fig. 533), 1332-c. 1357.

The profuse curvilinear bar tracery in the windows grows

into the vaults in two fashions. It can extend into the com-

plex tierceron vaults of the Decorated style by multiplying

the ribs in the form of countless Hemes (short ribs that

connect the tiercerons and ridge ribs), thus transforming the

surface of the vault into an intricate spider's-web design of

surface patterns. Or, it can be magically metamorphosed

into "fan vaults" (see the cloister of Gloucester, c. 1370-77;

fig. 534) with the multiplication of ribs rising from the walls

in great open arcs, diverging in all directions, that are con-

nected by tracery patterns and contained within a sweeping

circular ridge rib that gives them the appearance of giant

fans opening above us.

Basically, the fan vault is a false construction of concave

semicones sheathing the ceiling to which bar tracery is

applied with no structural role. The breathtaking intricacy of



Opus Francigenum Abroad * 413



535. King's College Chapel, Cambridge, England. Interior.

1446-1515

the fan vault could be more easily applied to lower, narrower

passages, such as cloisters, but in the fully developed Per-

pendicular, such as at King's College Chapel in Cambridge,

1446-1515 (fig. 535), the builders had the daring to apply

such elaborate fabrications to the vast expanse of the nave. At

this late point in history, the severance of the Church of

England from the Roman Catholic faith had a profound effect

on further developments in ecclesiastical architecture, and

the English Gothic style passed into the building of the great

country houses of the Tudor period.

THE RHINELAND AND SOME CHURCHES IN

EASTERN GERMANY

The sprawling domain known as the Holy Roman Empire

came to an end with the death of Frederick II in 1250. His

son Conrad IV died of fever in 1254; his grandson, Con-

radin, was murdered at the age of sixteen in Naples in 1268.

Viewed in a broad perspective, the papacy had finally tri-

umphed in the long struggle in Italy in which Frederick had

tried to control the papal states by containing them within

his kingdoms of Sicily in the south and the vast holdings of

Germany in the north. At the Council of Lyon, 1245, Fred-

erick was excommunicated, and Sicily was placed under

interdict by the pope.

With the death of the last Hohenstaufen, Conradin, the

German empire began to disintegrate into rival political

states. In 1273 Rudolf of Hapsburg was elected king, but that

title was little more than an honorary name. The powerful

princes of the duchies asserted their independence — the

Luxemburgs, the Hohenzollerns, the Hapsburgs— splitting

the broad territory into the states we know today as

Bohemia, Austria, Bavaria, Brandenburg, etc. Two other

powers emerged to further complicate the polity: (1) the

wealthy Hanseatic cities in North Germany whose mercan-

tile league established them as "free" cities under limited

royal authority; and (2) the influential archbishoprics, es-

pecially Mainz, Cologne, and Trier in the Rhine valley, who

also claimed independence from the princes and frequently

kept close ties with the papacy. To check the decentralization

of their power, the nobility instituted the system of electors,

made up of seven lords and three ecclesiastics from the

archbishoprics, to determine the succession of rulers in

Germany (a policy finalized by the Golden Bull of Charles

IV of Bohemia in 1356).

It is surprising that with the passing of the Hohenstaufens,

whose absolute authority had been stamped on the land-

scape of the Rhine with huge imperial westworks (Speyer,

Worms, and Mainz cathedrals), the mode of architecture

changed abruptly to that of the French Gothic. At Strasbourg

(Strassburg in German) in the Upper Rhine—where Ger-

man and French are still mixed in the dialect of the people—
a new cathedral was raised (1176) on the burned-out foun-

dations of the earlier church that clearly marks this transi-

tion (figs. 536, 537; colorplate 64). By 1225 the apse and

the north transept were completed in the Romanesque style.

The south transept and the choir were built by the architect

Rudolf in the 1240s, and the nave was completed by his son

in 1275 in the new Gothic style. Only the wider proportions

of the nave (1:2) distinguish the interior from the elegant

structures in the High Gothic style of Pierre de Montreuil in

Paris.

The facade was then further elaborated into a rayonnant

front, based in part on Saint Urbain at Troyes, by an architect

named Erwin von Steinbach, in 1277. Across the solid core

of the stone facade, Von Steinbach constructed an intricate

screen of tracery about two feet deep that transforms the

central block into a masterpiece of Late Gothic ornament

resembling a huge trellis surmounted by a splendid rose

window. The upper parts of the facade were added much
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later (c. 1365, 1384-99); the octagonal stage of the north

tower and the ornate openwork spire were completed in the

fifteenth century.

The sculptural decorations for Erwin von Steinbach's re-

cessed portals display a surprisingly uniform style and an

iconographic program that is a striking variation on what we

have seen in France (figs. 538-40). Although much of the

sculpture was mutilated during the French Revolution, the

facade sculptures have been superbly restored. The central

portal is dominated by tall, thin prophets wrapped in volu-

minous draperies staring down from the jambs. Their

bearded faces are emaciated, with pointed features and

highly stylized curlicues for beards and hair. Above them

appears a tympanum with four registers of reliefs illustrating

above: 536. Strasbourg Cathedral. West facade. Begun 1277

upper stories 1365, 1384-99. See also colorplate 64

right: 537. Strasbourg Cathedral. Nave. After 1240-75

I
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the Passion of Christ (the Throne of Solomon in the sharply

pointed gable and the Madonna that surmounts it are later).

The left portal presents female personifications of the Virtues

trampling on squirming representations of the Vices; the

north portal features willowy figures of three Foolish Virgins

with discarded lamps tempted by a youthful Satan holding

an apple (fig. 540) opposite three Wise Virgins holding their

lamps upright before the stern figure of the Bridegroom,

Christ (see p. 86).

We have seen representations of the Virtues and Vices and

the Wise and Foolish Virgins before but only as marginal or

secondary sculptures in French cathedrals. In the tym-

panum above the heads ol the Virgins appears, quite appro-

538. Prophets. Right jamb, centra! portal, facade. Strasbourg

Cathedral, c. 1280

539. Head of a Prophet. Detail of fig. 538

pnately, a more conventional image of the Last Judgment.

This interest in presenting the more capricious aspects of the

dogmatic themes recurs frequently in Gothic sculpture in

Germany, one of the most charming examples being the

Foolish Virgins on the facade of Magdeburg Cathedral (fig.

541).

The mannered style of the west facade sculptures at

Strasbourg is a clear forecast of developments in German

sculpture of the late thirteenth and early fourteenth cen-

turies and will be considered more carefully later. Of special

interest at Strasbourg are the sculptures of the south transept

that date in the first half of the thirteenth century. The

program, which was planned for the north transept ori-

ginally, displays two tympana that illustrate the final events

in the life of the Virgin: the Dormition and Funeral (left), the

Assumption and Coronation (right).

The style of the Dormition (fig. 542) is especially instruc-

tive to study ifwe think back to a similar scene in the central

tympanum of Chartres north (fig. 477), dating about 1210-

15. In place of the stately composition at Chartres, that at

Strasbourg is agitated and crowded, with disembodied heads

emerging from the curvature of the tympanum. The intense

stares and twisted gestures of the apostles make them dis-
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540. Satan and the Foolish Virgins. Left jamb, north portal, facade, Strasbourg Cathedral, c. 1280
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541. The Foolish Virgins. Left jamb, north transept portal, Magdeburg Cathedral, c. 1250-60

542. Death of the Virgin. Tympanum of the south transept portal, Strasbourg Cathedral, c. 1230
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543. (a) Ecclesia and (b) Synagoga.

Formerly on the outer jambs

of the south transept portal,

Strasbourg Cathedral.

Height 6'5". c. 1240.

Frauenhaus, Strasbourg

comforting caricatures of mourning figures, and to add to

the overbearing theatrics, a seated figure of the Magdalene,

wringing her hands frantically and grimacing in her heart-

ache, is squeezed in before the bed of the Virgin.

These throbbing lines and angular movements are foreign

to the French Gothic style and can be considered traits of a

pronounced expressionism often found in Medieval German

art. The treatment of the draperies of the reclining Virgin and

the features of her face suggest that the sculptor, however

original, knew the style of the Classical Master of the Visita-

tion group at Reims (fig. 500). The fussy grooves that wrap

tightly about her body and the exciting flow of restless lines

in the sheet beneath her also remind us of the Classical

Muldenstil of Nicholas of Verdun (fig. 436) that first an-

nounced this development in drapery.

The jambs and central post of the south portals were

decorated originally with standing apostles about the en-

throned King Solomon. These sculptures were destroyed,

but two figures placed on the extremities of the jambs (the

originals are today in the Frauenhaus in Strasbourg), person-

ifying Ecclesia and Synagoga, are exceptionally beautiful

examples of the merging of French and Rhenish tempera-

ments in sculpture around mid-century, about 1235-40

(figs. 543a, b). Maria Ecclesia is an elegant female figure,

proud and dignified, who triumphantly plants the cross at

her feet. Her left hand holds a chalice. In defeat, Synagoga,

with downcast head, twists to the right. A diaphanous blind-

fold covers her eyes. The gracefully descending draperies,

the creased tucks about the belts, and the rounded abstract

folds that gather about their feet are strikingly similar to

those features in the later transept sculptures at Chartres

north, such as the Queen of Sheba and the delicately posed

Saint Modeste on the outer reaches of the portal there. On
the other hand, the manner in which the upper torsos are
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treated, with the outer mantle stretched tightly about the

shoulders and fastened by a brooch in front (note especially

Ecdesia), reminds us of the elegantly draped figures of the

Smiling Angel Master at Reims (fig. 500).

Further down the Rhine is one of the most impressive

demonstrations of expressive scale (as opposed to human

scale) in Gothic architecture: the facade of Cologne Cathe-

dral (fig. 544).'''^ A mammoth cliff of layered stone stories

rises dramatically some five hundred feet, reducing the spec-

tators in the view of the facade to mere ants scurrying about

its foundations. This huge edifice is, however, mostly a

product of nineteenth-century Gothic revival in Germany.

Views of Cologne from the fifteenth and sixteenth centuries

(fig. 545) show the skyline dominated by the lofty choir (fig.

546) and the huge crane that was used for lifting the stones in

the building of the nave and facade. For three centuries

opposite: 544. Cologne Cathedral. Air view. Begun 1248; choir

consecrated 1322; work stopped 1560; completed c. 1880

below: 545. Anton Woensam. The Construction of Cologne

Cathedral. Detail of a woodcut, c. 1530

546. Cologne Cathedral. View into the choir. Begun 1248;

consecrated 1322

(1560-c. 1850) no work was carried out. The plans for the

facade, designed by one Master Michael about 1350, were

discovered in Darmstadt in the nineteenth century being

used as a stretcher for drying beans, so the story goes, and it

was then that the project was renewed and finally brought to

completion by the inspired citizens of Cologne. The vicissi-

tudes of history had dealt the city severe blows during and

after the Reformation, but the glory of the once-powerful

archbishopric was finally restored in 1880 with the comple-

tion of the largest cathedral in northern Europe. The finished

product strikes us as being a classical solution to Gothic

building no matter when it dates.

In 1164 Cologne Cathedral was presented with relics of

the Three Magi (for which Nicholas of Verdun executed the

famous shrine in 1 181 — colorplate 55), and it was there that

the German kings offered gifts to the church of God follow-

ing their coronation at Aachen. In 1247 the old Carolingian
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547. (a) Virgin and (b) Christ. Stone

statues on the piers of the choir,

Cologne Cathedral, c. 1320

structure, apparently in ruinous state, was torn down and an

architect, Master Gerhard, who was certainly famiUar with

the buildings of Jean de Chelles and Pierre de Montreuil,

began the rebuilding with the intent of creating on the site a

grandiose French Gothic cathedral like Amiens (the influ-

ence of Beauvais Cathedral seems apparent, too). One won-

ders if this change in styles was not due, at least in part,

to local opposition to the prevailing tastes of the

Hohenstaufens as exemplified in the traditional Rhenish

Romanesque churches.

Master Gerhard commenced with the erection of the choir

(which was consecrated in 1322, some forty years after his

death) and then laid the foundations for the giant, five-aisled

nave— the church is 472 feet long— but work progressed

only to the height of the nave arcade (it too was completed in

the nineteenth century). The choir offers the best view of the

Gothic style of Master Gerhard (fig. 546). Its elegant propor-

tions and soaring verticality (150 feet) bring to mind the

choir of Amiens. The ground plan, with its corona of seven

chapels, is like that of Amiens. From the exterior the majes-

tic rise of the flying buttresses creates an even more pro-

nounced sensation of lofty verticality and transparency, re-

sembling, in fact, the choir of Beauvais Cathedral.

A few refinements in details are to be noted. The piers on

the interior are grooved between the shafts so that they

appear more sculptural, with concave penetrations and

shadows along their contours. The exterior gables are

pierced with tracery patterns of inverted Y bars {Dreistrahlen

in German) that accentuate the openings with rhythmic

regularity, hi spite of certain indifferences in the architec-

tural execution of the huge cathedral, the final effect is

overwhelming. When Petrarch visited Cologne in 1333 he

noted, "In the middle of the city I saw an uncommonly
beautiful temple, which, though still incomplete, can be

called with good reason the most magnificent."*^'

A profusion of sculptural decoration was planned for Co-
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logne both inside and out. With the exception of the south

portal of the facade, httle work was accomphshed in the

Middle Ages. On the interior, the fourteen piers in the choir

are adorned with statues, executed about 1320. On the north

and south side at the beginning of the chancel, opposite each

other, stand the Virgin and Christ (figs. 547a, b) followed by

the twelve apostles, all standing on foliate corbels and cov-

ered by high tabernacles.

Perhaps inspired by the similar series at Sainte-Chapelle

(c. 1248), the figures of the Cologne choir display the fea-

tures of the mannered style of Late Gothic that we first saw

on the west facade of Strasbourg. Their tall, lean bodies sway

like fragile coatracks upon which their heavy mantles are

cast. This drapery falls in generous arcs with intricate over-

laps and cascades. Not only are the postures and draperies

mannered in appearance, but the heads also strike one as

extreme elaborations of the charming realism initiated by the

Smiling Angel Master at Reims some eighty years earlier.

Elegantly carved, the Cologne apostles, turning like court

dancers on their consoles, are nonetheless weaker person-

alities with their insipid expressions and coy gestures.

548. Church of Saint Ehsabeth, Marburg. Nave.

1235-83

East of Cologne, at Marburg on the river Lahn, the Church

of Saint Elisabeth (1235-83) presents us with one of the

earliest distinctive Germanic variations on French Gothic

architecture (fig. 548), the so-called hall church (Hallen-

kirche). In the hall church the side aisles are the same height

as the nave and the thin piers rise uninterrupted— galleries

and triforium are eliminated— creating a lofty openess with

an exceptional sense of free-flowing space through the inte-

rior. The side walls of the aisles and the trefoil choir are

lined with two rows of tall windows, one over the other,

providing the high space with a soft, diffuse illumination

very unlike that of the darker interiors of French Gothic.

Saint Elisabeth served as a pilgrimage church and a

mausoleum for local lords, and many of the later hall

churches were built by the mendicant orders (as opposed to

those built for the bishops), where the greater spatial unity

enhanced their architectural character as "preaching halls."

One of the most beautiful of these is the Wiesenkirche

(Santa Maria zur Wiese) at Soest in Westphalia (fig. 549),

begun in 133 1 . The soaring ascension of the interior with its

curious pear-shaped shafts and hollows in the tall piers is

549. Wiesenkirche (Santa Maria zur Wiese), Soest. Nave.

Begun 1331
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left: 550.

Bamberg Cathedral.

Exterior from the north.

1200-1237

below: 551.

Disputing Prophets.

Choir screen. Stone, height

approx. 4'. c. 1220-30.

Bamberg Cathedral

enhanced by the subtle proportions of height to width

which, according to some scholars, are based on the princi-

ples of the golden mean. As ideal preaching halls, the Hal-

lenkirchen spread rapidly throughout Germany following

the Reformation.

The new Gothic churches in western Germany asserted

their independence in style and spirit from the imperial

foundations such as Speyer, Worms, and Mainz, much as the

communities themselves, especially Cologne, broke with

the authority of the Hohenstaufens after the excommunica-

tion of Frederick II. Thus it seems that emergence of the

Gothic style not only depended on the proximity of France

but on political circumstances as well. Matters were different

further east. At Bamberg in northern Bavaria, Bishop Ekbert

of Andechs (1203-37) maintained close ties to Frederick,

who, in fact, was a major benefactor of the church during a

rebuilding campaign following a fire in 1183.*^^

The ties with the imperium are at once evident in the

general character of the new cathedral in Bamberg, erected

between about 1200 and 1237 (fig. 550). The sturdy church

with its long nave terminating in double choirs resembles

the so-called double-enders that we found in imperial foun-
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Colorplate 70. Giotto. Entry into Jerusalem. Fresco. After 1305. Arena Chapel, Padua



Colorplate 71. Duccio. Rucellai Madonna. Panel, H'Q'/s" x 9'6'/«". 1285. Uffizi Gallery, Florence
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552. (a) Elizabeth and (b) the Virgin.

Stone, height of each 6 '2".

c. 1235-40. Bamberg Cathedral

I

dations along the Rhine. It is essentially a German Roman-

esque structure, although the interior has something of the

character of Late Cistercian architecture with quadripartite

vaults in the nave and western choir (perhaps due to the

employ of workman from the Cistercian foundation of Er-

bach who were brought in by Ekbert about 1220-30). The

architect, Wortvinus, has been credited with much of the

rebuilding as well as the sculptural decorations for the new

cathedral. These include the impressive stone reliefs adorn-

ing the monumental choir screen on the east (Saint George

choir) with paired figures of standing prophets, on one side

(fig. 551), and apostles, on the other, in animated disputa-

tion with each other, a theme that can be traced from Early

Christian basilical decoration through the jamb reliefs at

Vezelay (fig. 351), it will be recalled.

Although usually dated between 1220 and 1230, the fig-

ures are surprisingly Romanesque in spirit and in the inten-

sity of expression. The heads are vigorously modeled with

thrusting jaws and piercing eyes. Archaic linear conventions

are employed for the hair and beards. Their bodies, too, are

normally proportioned, but their gestures are spastic, and

the predominance given to the highly stylized loops and

deeply carved arcs that churn about their stocky bodies

conveys that sense of tension and nervousness that we asso-

ciate with the dynamic linearism of French sculpture a

century earlier.

Apparently working side by side with the "Romanesque"

master of the choir-screen reliefs was another shop or shops

which executed a variety of sculptures in the round for the

exterior portals (some of these have been moved to the

interior for preservation). Considerable controversy has

arisen over the actual number of masters involved with these

sculptures, but one aspect of the second style is its clear

dependence on contemporary French models, especially

those of Reims. This is particularly evident in the figures of

Mary and Elizabeth, a Visitation group, that today adorns the

inside of a pier in the eastern part of the nave (figs. 552a, b).

One is immediately reminded of the Visitation group on

the west facade of Reims (see fig. 500). The monumental

figures are posed similarly to those at Reims, and their

elaborate draperies display the same fussy horizontal stria-

tions with short grooves, even more deeply cut at Bamberg,

that break across the body, marking out the protrusion of

elbows and knees vigorously in the Classical fashion. The
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head of Mary reminds us, too, of the Virgin in the Reims

Visitation, although her face is fuller and her chin heavier.

Elizabeth s face is a masterpiece in character study with near

portraitlike features and a strained expression. Deep, cascad-

ing folds unfurl from the left arms of the figures. These

overlapping folds appear at Reims, but at Bamberg they are

greatly accentuated and enlarged, adding a sense of dramatic

movement and plasticity that is missing in the more subdued

silhouettes of the French pieces. How does one account for

the classicizing style at Bamberg? Was it due solely to the

influence of the Reims sculptures, as many French scholars

argue? We shall return to this problem later (see p. 445 ff.).

Considered the masterpiece of the sculptor of the Bam-

berg Visitation group is the handsome and famous "Bam-

berger Rider" found today on the side of a nearby pier (fig.

553. The "Bamberger Rider." Stone, height 7'9". c. 1235-40.

Bamberg Cathedral

553). Much has been written concerning the identity of this

striking equestrian figure. ^''^ He has been identified as one of

the three Magi, as Saint George, and as a number of historical

figures, including the emperor Constantine, Henry II, Ste-

phen of Hungary, Conrad III, and Frederick II. Such large

equestrian memorials are ultimately linked to Italy, of

course, and one normally associates such likenesses with

those of the first Christian emperor, Constantine. But the

characterization here is very different from those of Con-

stantine. The rider wears a crown, but he is not depicted as a

conquering, militant leader. Furthermore, certain conven-

tions employed in the characterization suggest a more con-

temporary figure in history.

The youthful countenance— unbearded, with bright eyes,

long curls, and well-formed lips— reminds us of descrip-

tions of the true Christian knight found in German epic

literature of the period, such as that of Wolfram von Eschen-

bach s Parzival. The handsome bearing of the rider is that of a

determined aristocrat with sound body and soul (mens sana

in corpore sano) who courageously leads his people. It has

been suggested that this statue originally appeared in the

exterior tympanum of the so-called Adam s Portal of the east

choir, where it would have been placed above jamb statues of

Henry II and his wife Cunigunde, the original founders of

Bamberg Cathedral. It is tempting, therefore, to see the rider

as Frederick II, Bishop Ekbert's benefactor and sponsor of

the new cathedral, but as one German scholar reminds us,

his identity remains his secret. A similar equestrian portrait

of approximately the same date was erected in the market

square at Magdeburg, north of Bamberg.

The striking realism as well as ties to the styles of Reims in

the second group of sculptures at Bamberg prepare us for a

study of a remarkable series of German sculptures in the

cathedral at Naumburg, a frontier town lying between Bam-
berg and Magdeburg on the Salle River. The earlier cathe-

dral, raised on the site of the castle of the margraves in the

eleventh century, was rebuilt in the first half of the thir-

teenth. The sturdy Romanesque structure with its double

choirs was completed under Bishop Dietrich II of Wettin

(1244-72), who added the impressive western choir as a

memorial to the members of the ruling families of Naum-
burg, of which he was a descendant. A very gifted sculptor

headed the workshop for Dietrich's choir.^^

The huge stone screen leading into the west choir was

decorated with a broad band of reliefs along the top depict-

ing seven scenes from the Passion of Christ, from the Last

Supper to the Carrying of the Cross, executed in a vigorous,

expressionistic style (fig. 554). The Crucifixion is presented

by three monumental, freestanding sculptures placed on the

jambs and the trumeau of the projecting gabled porch that

serves as the entrance. Traditionally, such a Calvary group

would be placed atop the screen, but here the lifesize figures

are brought down to the level of the worshippers, and the



Opus Francigenum Abroad * 435

554. Choir screen with

the Crucifixion, c. 1245-60.

Naumburg Cathedral

exaggerated emotionalism of the two mourners, the Virgin

and John the Evangehst, engages them directly. Mary, her

faced lined with heartache and grief, gestures tenderly to the

spectator, while, opposite her, John, sobbing openly, turns

dramatically in his anguish, wringing his hands within the

voluminous mantle folds as he glances tearfully downward.

Passing through this melodramatic entrance, we find our-

selves in a deep, aisleless choir with tall stained-glass win-

dows. Placed within tabernacles along the wall of the choir

are astonishing, lifesize portraits of twelve ancestors of the

houses of Billung and Wettin, who, although they counted

notorious sinners among their members, were the benefac-

tors of the original church. They stand in staid poses and

look down at the altar as if attending a solemn Mass and

reflecting on their fates.

Only the round-faced Regelindis, paired with her hus-

band, the margrave Hermann (fig. 555), on the left wall,

breaks the serious calm that pervades the group. She glances

back toward the entrance as if to welcome the worshipper,

and her warm smile, reminiscent of that of the Smiling Angel

of Reims Cathedral, offers a brief moment of relief in the

quiet drama that unfolds here. The most famous member of

the clan is the elegant Uta (fig. 556), opposite Regelindis,

standing with her husband, Ekkehard of Meissen. This be-

witching aristocrat, drawing the collar of her mantle myste-

riously across her cheek, is proud but contrite, haughty but

beautiful, and her special dignity is conveyed not only in her

intense gaze and pouting lips but in the massive straight falls

of her cloak that descend from the collar. The heavy stuff,

gathered and pulled upward by her left hand, sinks under the

tight grasp of her fingers and breaks into a lyrical cascade

falling on the right. Although not actually portraits— these



555. Margrave Hermann and Regelindis. Choir statues, height 6'2".

c. 1245-60. Naumburg Cathedral

556. Uta. Choir statue, height 6'2".

c. 1245-60. Naumburg Cathedral

ancestors lived many years before the execution of their

likenesses— the sculptor of Naumburg achieved a haunting

characterization of these aristocrats, who seem like very real

people before us, waiting quietly to learn of their ultimate

fates at final judgment.

The keen balance between emotionalism and realism that

we find in the ancestors of Naumburg is upset in a genre of

freestanding sculpture at the end of the century known as

Andachtshilder, or "contemplation images." These images

served the needs of worshippers steeped more and more in

the intense mystical devotion that swept through the North,

especially in the Rhineland.^^ In some respects the An-

dachtshild can be seen as a kind of "Gothic icon," but its

origins lie not in hagiographic portraiture, as does the icon in

Byzantine art. These haunting figures portray moments of

extreme pathos or, conversely, quiet joy— the poles of mysti-

cal devotion— in the lives of Christ and Mary. The An-

dachtshilder, in fact, are extractions from narratives whereby

the most poignant figures within a dramatic context are

isolated and monumentalized. They become hieroglyphs of

emotional states that transcend any precise illustration of a

moment or place in a story.

The figures of Christ with the sleeping Saint John (fig.

557) are lifted, so to speak, from the familiar narrative

composition of the Last Supper, and alone they vividly

project the comfort and warmth of Christ's words that one

must love his brother. At the opposite pole is the excruciat-

ingly agonizing Crucifix (fig. 558), known as the Pestkreuz,

or Plague Crucifix. The bleeding and broken body of Christ

is placed directly before the worshipper at the altar in painful

proximity, so that he may count every drop of blood, witness

the terrible contortions of Christ's features, and shudder

before the festered and emaciated limbs of the lifeless Christ,

who died brutally for man's salvation.

In these moving figures, isolated in time and place as if

they were personifications of emotional states, realism gives



above: 557. Christ with the Sleeping Saint John the Evangelist.

Wood, height 35'/4". c. 1330. The Cleveland Museum of Art.

Purchase, J. H. Wade Fund

below: 558. Crucifix (Pestkreuz). Wood, height 57". 1304.

Schnutgen Museum, Cologne

below right: 559. Pieta (Vesperbild). Wood, height Z'iVz".

c. 1330. Landesmuseum, Bonn
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way to expressionism. Gothic lyricism is replaced by a style

that distorts and exaggerates the poses and countenances of

the actors before us to convey their inner emotions and

sufferings: hence the drastic angularity of Christ's body, the

attenuation of his limbs to mere skeletal contortions, the

deep, dark cavity of his stomach sucked into the bony rib

cage through dehydration, and the harshly drawn features of

the face with the head drooping like a grotesque mask on the

chest. Furthermore, the Andachtshilder are rarely framed on

the altar. They are not meant to be representations of events

placed there but embodiments of the real and continuous

presence of the suffering Christ before the worshipper.

One of the most moving Andachtshilder is that of the

seated Virgin holding the dead Christ across her lap (extrac-

ted from the Pietd, or Lamentation, episode). This type is

commonly called a Vesperhild because it is believed that it

would convey the heartache and grief of Mary that was called

for in the worshipper's contemplation during Vespers at the

end of the day (fig. 559).*''' Here the poles of mystical

devotion are dramatically illustrated in German art. The

traditional image of the Virgin and Child, the pretty young

mother cradling her newborn baby tenderly in her arms—
her joy— is transformed into a brutal portrayal of the same

mother, now aged, worn, and exhausted in grief, grasping

her son's broken body for the last time— her sorrow. This

poignant characterization of the Mother and Child had a

profound influence in Marian imagery in the next centuries,

the most famous being the sublime Pietd by Michelangelo in

Saint Peter's, where distortion and ugliness are abandoned

for beauty and idealism even in death.



XXIV

GOTHIC PAINTING AND RELATED ARTS IN FRANCE

IN
THE Divine Comedy, Dante referred to Paris as that

"city famed for the art of miniature painting." Indeed,

with the exception of some illuminated manuscripts

dating in the early years of the thirteenth century

produced in English scriptoria, the history of painting

in the North is dominated by developments that took place in

the capital of France. The same factors that conditioned the

developments in architecture and sculpture in the Ile-de-

France affected the rise of painting. The urban cathedral

replaced the rural monastic abbey as the progressive building

type in architecture, and so, too, did the illuminated manu-

scripts produced in secular city workshops supplant the

service books that were the products of monastic scriptoria.

It was the urban, secular artist, not the monastic scribe, who
was now called upon by wealthy patrons and members of the

university circles.

As was noted earlier, illumination held a secondary role in

the arts of the Romanesque period, deriving much of its style

and ornament from the sumptuary arts and from relief

sculpture. In the Gothic period, miniaturists found exciting

new models in the stained-glass windows that evolved in

cathedrals of the thirteenth century.

The finest illuminated manuscripts were produced for

kings and queens, as is to be expected, and the Capetian

rulers were avid bibliophiles, especially Louis IX (Saint

Louis), who accumulated vast libraries of secular as well as

religious books that were passed down from generation to

generation, ultimately forming the core of the Bibliotheque

Nationale in Paris. For Louis's mother, Blanche of Castile, a

splendid illuminated psalter was made about 1230 that

serves as an excellent example of Early Gothic painting

(colorplate 65). The Psalter of Blanche of Castile has twenty-

five elegant pages with miniatures, the greater part being

pairs (facing verso and recto sides) forming antithetical

presentations of scenes from the Old and New Testaments,

independent of the verses of the Psalms.''^

The brilliance of the bright colors commands our attention

in these pictures. The palette consists of rich reds and deep

blues with gold backgrounds, and the miniatures stand out

like cloisonne enamels on the page. Secondary hues— fresh

greens, oranges, purples— accent the blocks of saturated

pure colors contained within dark outlines marking out the

contours of the figures. The few lines of the drapery and the

minuscule facial features resemble the leaden lines that

served the compositions of stained-glass windows. Model-

ing in the figures and spatial projection of the settings are

minimal. Often the ground is provided by the frame of the

miniature, and when landscape is indicated, it is limited to

an undulating line that serves more as an ornamental touch

than a projecting stage. Further, the clarity of the organiza-

tion of the compositions on each page, with intersecting

circles superimposed on geometric blocks of blue with red

560. Blanche of Castile and Her Son, Louis IX. Dedication page in

the Bihle moralisee. 15 X lOVi. 1226-34. Pierpont Morgan Library,

New York (MS 240, fol. 8r)



borders, reminds one of the designs found in Gothic win-

dows with their clear integration of parts.

The dependence of miniature compositions on stained

glass is even more apparent in the huge moralizing Bibles

that were produced in Paris (colorplate 66). The Bible moral-

isee was a kind of instructional manual that formed an

encyclopedic picture book of Old and New Testament ty-

pologies. The text consists of short moralizing commentaries

on passages in the Bible written in the margins of the page.

The most complete copies required three volumes and over

five thousand illustrations. The fragment in the Pierpont

Morgan Library in New York, illustrated here, has a dedica-

tion page portraying Queen Blanche of Castile enthroned

opposite her son, Louis IX, above a cleric dictating the text to

a seated scribe (fig. 560). The illustrations of the texts are

organized in two columns of eight superimposed

medallions, a design clearly inspired by the glass in tall

lancet windows, such as those in Sainte-Chapelle (colorplate

62).69

The dependence of miniature painting on the art of stained

glass extended beyond that of the window, however. In a

masterpiece of thirteenth-century painting, the Psalter of

Saint Louis, dating sometime between 1253 and 1270, Old

Testament narratives are placed like stained-glass panels

within elaborate frames that culminate in petite cathedrals

complete with pinnacles, fretted galleries, and rose windows

(see fig. 561). These painted elevations copy, in fact, that of

Sainte-Chapelle itself.'''^ The wide border that frames the

miniature is elaborated with colorful scrolls of red and blue

interspersed with conventional floriate and animal motifs, a

decorative touch that will gradually give way to the delicate

sprays of ivy that fill the borders of later Gothic manuscripts.

The tiny actors who animate the stories with their flat

silhouettes are dressed in contemporary costumes.

Other aspects of the Psalter of Saint Louis are worth

noting. The book is small, measuring only 5 x 3V2 inches,

but it contains over seventy-eight Old Testament illustra-

tions (some are lost) ranging chronologically from the book

of Genesis to the coronation of Saul as king of Israel in the

Book of Kings. Unlike the "literal" illustrations of the Psalms

in the Utrecht Psalter or the "allusive" pictures in Byzantine

aristocratic psalters, those in the Psalter of Saint Louis lack

any relationship with the text. It is, in effect, a precious

picture book appended with Psalms. Because of the small

size and the concentration of scenes on the feats of the

militant heroes of the Old Testament, it was undoubtedly

Louis's own personal devotional book and not one intended

for the service of churchmen, a point of considerable interest

in the changing role of art in the Gothic era.

The miniatures in the Psalter of Saint Louis display the

refined qualities of the Court style that became the primary

form of painting throughout northern Europe. Indeed, Paris

had become the hub of all artistic activity during the thir-
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teenth century. Artisans from various provincial centers in

northern France, the Rhineland, the Netherlands, and En-

gland poured into the capital to perfect their skills in the

ateliers of Paris and to enjoy the profits of a rapidly expand-

ing art market, particularly in book illumination. The organ-

ization of these prolific workshops is worth investigating.

The members of the atelier were enrolled in the Confrerie

de Saint-Jean, a guild that was responsible not to the provost

of Paris, as were most others, but to the university. Represen-

tatives of the university regularly checked the accuracy of

translations and transcriptions and virtually controlled the

production of texts. Furthermore, much of the market for

books was found in university circles. Students were re-

quired to have their own pocket Bibles for constant refer-

ence, and as the court and the ecclesiastical libraries grew,

great demands were made on those who produced books.

The various ateliers clustered in the quarters near the univer-

sity (various street names still reflect this today), and for

those who specialized in illustrated books, a number of

trained artisans were required.

The main entrepreneur and bookseller was known as the

561. The Feast of Abraham and the Three Men. Illustration in the

Psalter of Saint Louis. 5x3'/2". 1253-70. Bibliotheque Nationale,

Paris (MS lat. 10525, fof 7v)



562. Master Honore. David Anointed by Samuel and the Battle of

David and Goliath. Illustration in the Breviary of Philippe le Bel.

7% X 4%". 1296. Bibliotheque Nationale, Paris

(MS lat. 1023, fol. 7v)

lihrarius. Within each shop was the chef d'atelier (compa-

rable to the master mason in architectural projects), who
would lay out the book, so to speak, and organize the labor

once a commission was received. The most valued member
of the team was the scribe, who copied the texts in an elegant

hand. The scribe was instructed to leave spaces and gaps in

the text for the introduction of decorated initials and minia-

tures. He frequently acted as the rubricator, whose task was

to fill in special entries and chapter headings in red or some

other particular color.

The codex, assembled in gatherings of pages called quires,

was then sent to the desks of the illuminators. These artisans

often specialized in certain areas of painting, usually deter-

mined by their skills and experience, that involved the

border decoration, the illuminated initials, and the painted

histoires, or narrative illustrations. Distinctive border motifs

developed in each shop, although delicate filigree work with

vine scrolls and flowers or leaves was the predominant

scheme. The fancy initials required a more experienced hand

because of their complex color patterns and gold inlay, and,

finally, the miniatures with figures were entrusted to the

most talented of the illuminators.

Frequently the chefd'atelier would indicate in the margins

or in the gaps of the text left by the scribe the subject matter

of the miniature to be inserted. This would be done by either

a brief notation (for example, "le sacrifice Isais'' for a repre-

sentation of the Sacrifice of Isaac) or by a tiny sketch. Very

likely those who drew and/or painted the figures had re-

course to model books, much as modern commercial artists

do, for elaborating standard poses, actions, face types, and

costumes. After the outlines were drawn, the gold leaf (des-

ignated by "dor" in the notations of the chef d'atelier) would

be carefully laid in and burnished. Then the areas of colors in

the costumes and setting were added. The final touches,

made in heavy ink, would trace the facial features, details of

the costumes, and lines of drapery. When finished the il-

luminated book was sent to the bookbinder, the final spe-

cialist in the production. ''i

It is not surprising, considering the assembly-line produc-

tion of the larger ateliers, that the personalities of individual

artists would be submerged in the general style of the shop. It

is amazing how uniform the style of Parisian miniatures is,

and yet certain general lines of development can be noted.

The fussier drapery style of earlier miniatures gradually

gives way to broader and more lyrical sweeps of folds and

pockets that enhance the beauty of the bright colors. Poses

are exaggerated, almost mannered, in the affected swing and

sway of the tiny figures and their costumes, and facial fea-

tures acquire a studied elegance with their stereotyped ex-

pressions of joy or sorrow. Refinement, grace, and dimin-

utiveness characterize the aristocratic style of French Gothic

illumination, and whfle colorful details are sometimes added

to indicate the setting as a throne room, a church, a city, or a

woodland cove, there is no attempt to approximate a realistic

setting in space. The backgrounds are filled with elegant gold

leaf and bright red-and-blue diaper patterns.

Toward the end of the thirteenth century, distinguished

artists emerge from the scores of painters in the workshops,

and, in turn, their ateliers gained prestige among the

wealthier patrons. One such atelier was headed by Master

Honore, whose name appears at the end of a volume of

decrees of canon law: "In the year of our Lord twelve hun-

dred and eighty eight I bought the present Decretals from

Honore the illuminator dwelling at Paris in the street Her-

enenboc de Bria [now rue Boutebrie] for the sum of forty

Paris livres."''^ The Decretals of Gratian, illuminated by

Honore, are today in the Municipal Library in Tours. "Hon-

ore the illuminator" is named again in royal accounts for the

year 1296 before an entry listing a costly Breviary executed

for King Philippe le Bel (r. 1285-1314). This book has been



identified as the elegant Breviary of Philippe le Bel in the

Bibliotheque Nationale in Paris.

The miniature with the Anointing of David by Samuel

above the Battle of David and Goliath is typical of many

Parisian illuminations of the late thirteenth century (fig.

562). The facial features painted by Master Honore, however,

display a distinctive delicacy and refinement. The pincer-

shaped beards and the tightly curled hair with a special lock

that falls across the middle of the forehead are mannerisms

that are found in his paintings.

What is revolutionary about his style, however, is the new

treatment of the drapery. Subtle white washes appear along

the lines of the projecting knees, about the wrists and shoul-

ders, and in the overlapping folds that model the reds and

blues of the costumes as if the figures were bathed in a raking

light. Rather than silhouetting the actors with elegant out-

lines, Master Honore shades his figures with light and dark

tones, giving them a sculptural bulk and solidity. As yet they

have no place to stand in the real world— note the feet of

David and Goliath and those of Jesse and his sons in the

anointing scene— but clearly the Parisian painter is respond-

ing to new interests that disturb the precious conventions of

thirteenth-century style.

The influence of Master Honore's more plastic modeling

techniques can be seen in the charming miniatures in the

Life of Saint Denis that was presented to Philippe V (le long)

in 13 17 by Gilles de Pontoise, abbot of Saint Denis. In one of

the miniatures (fig. 563), Saint Denis appears preaching

from an outdoor pulpit to a crowd of townsfolk seated on the

ground behind their leader, identified by an inscription as

"Lisbius." In the top right corner- idols topple from their

pedestals as the conversion of the heathen is accomplished.

Throughout the cycle, the lower half of the miniature is

devoted to colorful vignettes of everyday life on the bridges

of Paris (Saint Denis was the first bishop of the city).''^

Rendered on a diminutive scale like a toy cardboard city,

these charming scenes give us keen insight into the secular

activities of Medieval Paris. Here the noises of the city are

alluded to. Below, adrift in a boat on the Seine, a group of

clerics sings gleefully, but there are other sounds reverberat-

ing through the streets. To the left, in a shop built on the

Grand Pont (it has four arches), a money changer haggles

with a customer, while next door a goldsmith hammers away

at- an object. From the bridge gate in the center, a tollkeeper

shouts down to a young horseman bringing a falcon into the

city. To the right, on the Petit Pont (two arches), a porter

carries a heavy sack over his shoulder and a shopkeeper

displays her wares— wallets and knives— to a prospective

buyer. While no attempt is made to render the city in

perspective or realistic scale, the delightful details of urban

life indicate another developing interest in the arts of the

time, namely, that of everyday activities.

The concern for a more sculptural figure style, together

563. Saint Denis Preaching to the People of Paris. .Illustration in the

Life of Saint Denis. QlAxSV/. c. 1317. Bibliotheque Nationale,

Paris (MS fr. 2091, fol. 99)

with the interests in secular genre, can be followed more

clearly in the miniatures found in a new type of devotional

book that evolved during the late thirteenth century, the

Book of Hours {Horae)7'^ Essentially, the Book of Hours was

a tiny breviary or missal for personal use. It included a

calendar of the church year with special indications in col-

ored inks of the major feast days and those of the saints

venerated personally and in the diocese. There are many
variations in the contents, but most follow a certain pattern

that includes special readings from the Gospels, the "Little

Office of the Virgin" (a sequence of prayers devoted to the

canonical hours of each day with special veneration given to

Mary), the Penitential Psalms, various litanies, the Office of

the Dead, and finally a long series of prayers that served as

commemorations to special saints (the Suffrages of the

Saints).

The Little Office (or Hours) of the Virgin was the most



564. Jean Pucelle. Betrayal of Christ and Annunciation. Illustrations in the Hours of Jeanne d'Evreux. Each S'/iXlVi".

1325-28. The MetropoHtan Museum of Art, New York. Cloisters Collection (fol. llv)

important section and included eight canonical hours illus-

trated in a set pattern beginning with the major episodes in

the Infancy cycle and concluding with the Coronation of

Mary. In some manuscripts, the Hours of the Virgin were

augmented with the "Hours of the Passion," which included

scenes from the Betrayal ofJudas to those leading up to and

following the Crucifixion. Bound in a leather or metal cover

encrusted with gems, the Book of Hours was thus a joyaux,

an ohjet d'art, a piece of jewelry for show more than for

devotion, and as a status symbol, it became the popular

medium for painting in the North at the end of the thirteenth

century.
''5

One of the most exquisite examples is the tiny Hours of

Jeanne d'Evreux, executed by a Parisan miniaturist, Jean

Pucelle, about 1325-28. It presumably was a wedding or

coronation gift given to the French queen by her husband,

Charles IV.'''' She appears kneeling at her prie-dieu in the

beginning initial for prayers at Matins below a representation

of the Annunciation (fig. 564). In spite of the small format

(3y2X2V2 inches), the Hours of Jeanne d'Evreux is a com-

plex production. The pages devoted to the calendar are

illustrated with diminutive genre scenes of the labors or

pastimes of the month and the zodiac signs for the month.

The "hours" proper have antithetical groupings of illustra-

tions from the Infancy and the Passion facing one another. A
special cycle of illustrations was dedicated to the "Hours of

Saint Louis," who, recently canonized, was a favorite saint

especially dear to the women of the court. Of interest, too,

are the numerous drolleries (droleries) that animate the

marginal areas of the tiny pages with fanciful figures and

grotesques performing various courtly games and other sec-

ular activities. The miniatures are executed in a grisaille

technique— a black and gray tonality with occasional

washes of light colors— that completely breaks with the

tradition of saturated pure colors and gold normally found in

French miniatures.

Jean Pucelle was a genius in his time, a progressive painter

whose innovations were not fully understood or appreciated

until many years after his death. Three of these innovations

will be noted here: the introduction of the Italianate "space

box" for settings; the imitation of current trends in sculpture

with mannered drapery folds and swaying postures; and the

new naturalism employed in marginal areas. There is good

reason to believe that Pucelle had, in fact, traveled to Italy. A
number of his compositions, including the Annunciation

illustrated here, were clearly derived from panels of the great



Maesta executed by the Sienese painter Duccio (see below

and figs. 581, 582).

This is particularly significant because the Northern

painters before Pucelle had no facility for or interest in

rendering figures and objects in deep space. Northern paint-

ing was traditionally an art of surface pattern, and it is in the

tiny dollhouse perspective in Pucelle's Annunciation with its

receding side walls and ceiling beams projecting diagonally

to a central axis that we find the earliest attempts at illu-

sionistic space in the North. Pucelle's little space-box even

includes a special trapdoor to allow the Holy Ghost (in the

form of a dove) to enter Mary's chamber. Above the room

appears the more traditional flattened attic, where a choir of

angels has assembled to sing praises to the Virgin.

It may well be that Pucelle experimented with the grisaille

technique in order to exploit the volumetric qualities of

figures so as to place three-dimensional bodies in the new

projected space-boxes. By reducing the hues to black and

gray (a few tints of color are added here and there), he has

been able to make the modeling of the forms more sculp-

tural, with emphasis on the plastic qualrties of the figures

rather than on their color shapes. Finally, the proliferation of

animal and genre motifs in the margins (this interest appears

earlier in English illuminations) is a startling break from the

conventional border patterns of ivy that abound in French

manuscripts of the Late Gothic period. It is in such second-

ary areas that many new themes, such as landscape, still life,

and secular activities, are born in Northern art (fig. 565).

The diminutive Virgin in Pucelle's Annunciation bears an

astonishing resemblance to the gilded statuette of Mary

presented by Queen Jeanne d'Evreux to the Abbey of Saint

Denis in 1339 (colorplate 67). The same refined elegance

and mannered grace— a natural evolution from the style of

the Smiling Angel Master of Reims— characterize both. This

same development is also evident in the exquisite Virgin and

Child, the so-called Vierge de la Sainte-Chapelle (fig. 566),

executed about 1300 in ivory with faint touches of gold

added to Mary's hair, belt, and the borders of her mantle.

Enveloped in elegant draperies, Mary sways gently to the

side. Her face is that of a coy young princess, and her smiling

infant reaches for the apple she offers teasingly in her right

hand. This charming portrayal of Mother and Child in im-

maculate ivory would be a comforting image for the worship-

per in the intimacy of a family chapel.

There is also something to be said of the aesthetic of this

age that loved diminutives. La Vierge de la Sainte-Chapelle is

only sixteen inches high, and our first impression is likely to

be: "What a charming little Madonna!" For the greater part,

the artistic energies of the later Gothic age were channeled

into the creation of exquisite small objects in ivory, enamel,

metal, and, of course, Books of Hours and their covers. This

is characteristic of both religious and secular objects. A
beautiful ivory crosier head, an insignia of the bishop's office
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565. Jean Pucelle. November. Miniature in the Hours of

Jeanne d'Evreux (fol. 15v-16). 3y2x2'/2"

(fig. 567), presents the same demure Virgin and Child sway-

ing between angels. A number of secular objects— mirror

backs, jewelry coffers, combs— that were valued highly by

the ladies of the court were also executed in ivory, perhaps

because its shining white qualities were meant to reflect the

virtues esteemed by the owners.

Typical of these secular objects is a jewelry casket in the

Walters Art Gallery (fig. 568) which has carved ivory

plaques clamped to the sides and the lid.''^ A charming

panorama of courtly pastimes is presented: tiny demoiselles,

with their slightly puffy eyes, their sweet smiles, and their

mannered gestures, flit here and there on the occasion of a

courtly festival. But there is a theme to these lively diver-

sions: the power of youthful love embodied in the chaste

young lady of the court. In the two central sections on the lid

we find a tournament with two knights on horseback charg-

ing each other in an arena before a platform* filled with

charming young maidens. To the left is another familiar

theme, the siege of the castle of love, an allegory derived in

part from the Romance of the Rose, written by Guillaume de

Lords (fi'nished byJean de Meung about 1280). The scene on

the right presents the finale to the contest with the prize, the

fair lady, and the victor, the gallant knight.



above: 566. Virgin and Child (La Viergc dc la SauUe-Chapelle).

Ivory, height IbVa". c. 1300. The Louvre, Paris

above right: 567. Virgin and Child with Angels. Head of a bishop's

crosier. Ivory, height 5/4". c. 1340. Walters Art Gallery, Baltimore

The episodes on the front of the casket, as well as on the

ends, serve as footnotes, with references to a variety of

secular allegories that illustrate the Virtues, Vices, and the

power of women in courtly romance. On the front, for

instance, the humorous story (popularized in the Lai d'Aris-

tote of Henri d'Andeli) of the aged Aristotle captivated by the

young princess Campase, whom he carried about on all

fours— "horsyback"— illustrates the folly of even the most

profound men when confronted with lustful desires.

On the left end of the casket are episodes from the legend

of Tristan and Iseut with the duped husband. King Mark,

juxtaposed with an allegory of moral purity, the lady and the

unicorn. Only a virgin could attract the rare white horse

with the ivory horn, and, as such, she exemplified the virtue

of chastity. The right end has scenes from the life of Sir

Galahad, and the plaque on the rear illustrates stories from

Chretien de Troyes's Perceval, with Sir Gawain battling the

lion and Sir Lancelot crossing the narrow bridge on his way

to rescue Guinevere. Few secular arts survive the Middle

Ages, but in these precious ivory objects we are offered a

fleeting glance of the richness that enhanced the world out-

side the protective walls of the church.

568. The Power of Love.

Jewelry casket. Ivory,

41/2 X 9V,". c. 1330-50.

Walters Art Gallery,

Baltimore
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ITALY IN THE LATER MIDDLE AGES

IN
CONTRAST to the Continuity that marks the develop-

ment of Gothic art in France, that of Italy during the

thirteenth and fourteenth centuries {dugento and tre-

cento in Italian) presents a confusing history. As we

have noted, layers of cultural influences were depos-

ited over the landscape of the ancient Romans during the

Middle Ages. Three mainstreams of style can be discerned,

however: the Classical or Antique, the Byzantine, and the

French Gothic.''^

THE CLASSICAL TRADITION

As the home of the Roman empire, Italy was the site of

countless remains of Antique art and architecture in the later

Middle Ages. Numerous cities were still distinguished by

their old Roman gateways, their triumphal arches, and

various temple remains, and sculpture in the form of com-

memorative statues, sarcophagi, and historical reliefs were

visible. Often these remnants of the ancient world were

reused in the building of the Christian community, and

when time had dimmed the memories of pagan idolatry,

these splendid art forms could be viewed more generously as

works of enduring beauty from some glorious past. Often

they served as models for the Medieval craftsman. For that

reason, the issue of a renaissance in Italy has been a thorny

problem for historians. It is not always clear when we are

dealing with survival or revival of Classical art. To be sure,

the Renaissance of the early fifteenth century— the con-

scious revival of ancient styles that we discern in the art of

Masaccio and Donatello— constitutes the fullest definition

of a renaissance, since this rebirth concerns both style and

subject matter. Earlier revivals anticipate this rediscovery,

however.

One of the more spectacular revivals occurred in South

Italy in the first half of the thirteenth century. It was there

that the emperor Frederick II (1194-1250), grandson of

Barbarossa, initiated a cultural program that can be termed a

"secular" renaissance of ancient Rome. Frederick was a fear-

some yet extremely learned ruler. He gathered poets, phi-

losophers, scientists, and artists about him to generate his

Roman empire, one in which he actively participated as a

political theorist, poet, and scientist. Frederick II was re-

garded by his contemporaries as a "world wonder" (stupor

mundi), an appellation that brings to mind the stature of Otto

III two centuries earlier.

Few remains of Frederick's renaissance survive. One of

the most impressive of these is the great triumphal arch and

gateway that he erected at Capua, 1232-40, twenty miles

north of Naples on the Volturno River (figs. 569, 570).

Only the foundations remain, but fragments of sculpture and

a few Renaissance drawings of the site allow us to make a

tentative reconstruction of the huge arched gateway. It was in

the form of ancient Roman portals with two towers squeez-

ing in a massive central block with various sculptures placed

in medallions and arcades. The fragment illustrated here has

usually been identified asJustitia, but this is only conjecture.

It apparently was placed directly over the entranceway be-

neath a statue of the enthroned emperor. The head has a

striking Classical flavor about it with the full lips and cupped

chin, the wavy treatment of the hair, and the broad planes of

the forehead and cheek.

Other remnants of Frederick's secular renaissance survive

in coins with his handsome profile stamped on them in the

pose of the deified emperors of ancient Rome. Admittedly,

these few fragments do not permit one to build a strong case

for a proto-Renaissance movement with Frederick II, but one

tempting connection of his court with the awakening of that

spirit in Tuscany— the birthplace of the Renaissance— can

be found in the sculptures of Nicola Pisano.^^

One "Nichola de Apulia" is recorded in the archives of

Siena, 1265-68, where he was commissioned to execute the

sculptured pulpit for the cathedral. He apparently came

from the southeastern province of Apulia, where Frederick

undertook many projects. This same Nicola had worked five

years earlier, 1259-60, at Pisa (where he was known as

Nicola Pisano) on a striking monument, the baptistry pulpit

(figs. 571, 572), that features the same Classical style and

spirit that are found in the sculptures executed for Frederick

II. It has been argued, therefore, that Nicola had his training
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in the south and then moved north to Tuscany, where he

introduced the new style of sculpture. It has also been

pointed out that the numerous Roman remains in Pisa could

have influenced his style of sculpture. Vasari, in his Vite

(1550), had, in fact, mentioned that Nicola copied figures

from a Roman sarcophagus (still preserved in Pisa) for the

pulpit reliefs.

The idea of placing a pulpit in a baptistry is not unusual in

Tuscany. Such furnishings were commonplace due to the fact

that the baptistry, usually a freestanding structure in North

Italy, could also function as a civic meeting place. The

hexagonal structure is supported by columns of variegated

red marble and granite that alternatingly rest on the backs of

lions. Five sides of the pulpit have huge marble slabs, quar-

ried in nearby Carrara, that are carved in deep relief with

stories from the life of Christ. The sixth side is open for the

staircase leading to the platform. An eagle, the symbol of

Saint John the Evangelist, serves as a handsome lectern.

Episodes from the Infancy (Annunciation, Nativity, Adora-

tion of the Magi, and Presentation), the Crucifixion, and the

LastJudgment appear on the marble plaques. The ambitious

relief that initiates the cycle (fig. 572), with the Annuncia-

569. Reconstruction of the Triumphal Gateway of Frederick II,

Capua (after Willemsen). 1232-40

570. Justitia. Bust from the Triumphal Gateway of Frederick II.

Marble, approx. height 32". c. 1233. Museo Campano, Capua

tion to Mary, the Nativity, and the Annunciation to the

Shepherds conflated into one cramped field, is instructive for

our study.

How different these figures appear when compared to

those of the pulpit in Pisa carved by Guglielmo a hundred

years earlier (fig. 411). Mary resembles a Roman matron

clad in heavy garments, and the casualness of her pose

brings to mind the beauty in repose of ancient deities. Her

face and hair are particularly Classical in appearance; note

the straight line of her nose, the fleshy modeling of her

features with deep eye sockets and cupped chin, and the

distinctive coiffure with wavy tresses issuing from a central

part. No one would mistake this for an ancient work, how-

ever, since a number of Medieval traits are present, too. The

field is packed with figures, hieratic scale is employed (the

larger Virgin commands the central axis), and, of course, the

iconography is Byzantine, with the grotto serving as a shelter

and the Child repeated in the bathing scene. While Nicola

presents us with a familiar Christian story, there can be no

doubt that he has looked hard and long at ancient remains.

This spirit is even more strikingly illustrated in the fine

male nude that stands on top of one of the columns support-

ing the relief panels (fig. 573). Usually identified as a person-

ification of one of the Virtues, this heroic figure was clearly

modeled after an ancient statue or relief sculpture of Her-

cules, and while the head is oversized, the finely detailed

anatomy and the polished texture of the torso anticipate the

Classical nudes executed two hundred years later by Renais-

sance artists.

The heads of the female figures in the Nativity bear a

striking resemblance to those of the classicizing types ex-

ecuted at Reims (fig. 500) and Bamberg (fig. 552) at about





574. Jacopo ToRRiTi. Coronation of the Virgin. Apse mosaic in Santa Maria Maggiore, Rome. c. 1294

the same time in the mid- thirteenth century. The curious

thing is that this Antique revival was a very short-hved

interlude in Gothic art. Apparently the thirteenth-century

viewer, even in Italy, was not ready to accept the new aes-

thetic, and Nicola responded to this situation. When he

carved the pulpit for Siena five years later, his style reverted

to the more lyrical and discursive manner of French Gothic

sculpture. On this latter project, Nicola employed a number

of assistants, one of whom was his son, Giovanni, who
abandoned completely the classicism of his father's art.

Another assistant of Nicola Pisano was Arnolfo di Cam-

bio, who moved to Rome in the 1270s and established a

workshop that received papal commissions. Arnolfo was

only one of many renowned Tuscan artists called to Rome.

Cimabue and Giotto, whom we shall consider later, also

received papal commissions.

The thirteenth century marks the climax of a vigorous

program in Rome to restore the capital of Christendom to its

early splendor.®^ Continuing the policies of renovation initi-

ated in the twelfth century (see pp. 316-17), Popes Innocent

III (1198-1216) and Honorius III (1216-27) promoted

projects to restore or replace the great apse mosaics in Saint

Peter's and Saint Paul's (figs. 57, 61). Honorius called in

craftsmen from Venice, trained by Byzantine artisans, to

restore the mosaics. By the end of the thirteenth century, the

renaissance of Rome's Early Christian art climaxed with the

so-called Roman School of artists. Arnolfo di Cambio was

one of these, but more important for our study are Pietro

Cavallini and Jacopo Torriti, who apparently were Romans

by birth.

For Pope Nicolas IV, Jacopo Torriti, active in the 1280s

and 1290s, executed the monumental apse mosaic that re-

placed the earlier one in Santa Maria Maggiore (fig. 574).^^

To surpass the handsome mosaic put into the apse of Santa

Maria in Trastevere (colorplate 52), depicting Christ and

Mary enthroned amid a row of saints that was commissioned

by Pope Innocent II (1130-43), Torriti designed a more

grandiose version of the Coronation of the Virgin, placing

Christ and the Virgin within a giant aureole against a golden

background covered with Antique floral scrolls. The revival

of ancient motifs is also found in the elaborate canopy of the

heavens in the summit of the apse and the Nilotic riverscape

below (where fragments of the fifth-century mosaic were

reused).
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The iconography is indebted to French Gothic types, such

as the Coronation of the Virgin at Chartres north (fig. 477),

with the scene of the Dormition included in the band di-

rectly below the Virgin and Christ. On the other hand, the

figure style is clearly Byzantine, especially in the drapery

formulas employed in the mantles of Christ and Mary and in

the facial types of the angels and saints below the throne.

Torriti's mosaic is fascinating to study in this light. It pre-

sents us with a fusion of the three main ingredients of

thirteenth-century art in Italy: the Antique, the Byzantine,

and the French Gothic.

This fusion of styles is more evident in the works of Pietro

Cavallini, who executed the narrative scenes with the life of

the Virgin directly below the twelfth-century mosaic in the

apse of Santa Maria in Trastevere (fig. 575).^'^ With Cavallini

any lingering qualities of Byzantine conventions or French

Gothic lyricism are submerged in a new synthesis that re-

captures the Classical beauty of Early Christian style. The

interior setting for the Birth of the Virgin brings to mind the

clearly constructed space-boxes found in fifth-century min-

iatures, and the figures are rendered as simple, weighty

forms with restrained gestures. The scene is pervaded by a

splendid solemnity and gravity.

It is tempting to think that Cavallini was inspired directly

by the Early Christian paintings that he restored in the nave

of Saint Paul's Outside the Walls about 1277-90 (see p. 58

and fig. 57). He also executed a monumental fresco of the

Last Judgment on the entrance wall of Santa Cecilia in

Trastevere (colorplate 68) about 1290. The seated Christ and

the apostles are beautifully simplified and rounded as vol-

umes captured in a natural light that plays across the broad

surfaces of their mantles and highlights the ridges of the

drapery folds. The Byzantine conventions for the faces are

more relaxed as well. It is, in fact, in the revival of the fresco

technique in Italy where we find the major strides toward a

more naturalistic style, a development that culminates in the

fresco cycles of Giotto in Florence and Padua.

THE BYZANTINE

Byzantine art of the Comnenian period, which ended with

the devastation wrought in Constantinople during the cru-

sade of 1204, was the major component of Late Medieval art

throughout Italy (see pp. 134-35), ranging from the splen-

dorous mosaics lining the walls of Sicilian churches to the

cycles of mosaics that filled San Marco in Venice. Greek

artists and their Italian pupils were called to Rome and

Florence during the thirteenth century, and in time the

maniera greea, or "Greek manner," was gradually trans-

formed into what is loosely referred to as an Italo-Byzantine

style. Jacopo Torriti is a good representative of this home-

grown variety of Byzantine art in Rome, and in Tuscany the

head-on confrontation of Byzantine and French Gothic

styles produced a fascinating hybrid art that until recently

was often considered primitive and barbaric. Indeed, Vasari

decried the so-called maniera greca as crude, and he found in

the paintings of Cimabue and Giotto the harbingers of the

"modern" or Renaissance style that was to liberate the Ital-

ians from these debased foreign modes.

575. Pietro Cavallini.

Birth of the Virgin.

Mosaic in Santa Maria

in Trastevere, Rome.

1290s



450 * Gothic Art

576. School of Pisa. Crucifix No. 15. Panel, 9'3" xJ'gV-i". Late

12th century. Pinacoteca, Pisa

The city-states of Tuscany (primarily Pisa, Lucca, Siena,

and Florence) were the leaders in the recovery and revitaliza-

tion of Italian painting during the thirteenth century. The

earliest forecasts of the new art can be studied in the large

painted crosses and icons of the Virgin and Child. A fine

example of the early Crucifixion types is that known by

scholars as Pisa No. 15 (fig. 576). The cross is huge (9 feet 3

inches x 7 feet 10 inches), and the corpus of Christ, posed

in a strictly frontal position with eyes open, awkwardly fills

the cross. Only a slight tilt of the head animates the flat

body; anatomical details are reduced to linear arcs. At the

four extremities of the cross are projecting boxes with epi-

sodes from the life of Christ painted like enlarged minia-

tures. On either side of the corpus are "aprons" with more

scenes from the Passion, including another Crucifixion.

Such a type is known as a "storied" painted cross to

distinguish it as one combining a main iconic presentation of

the crucified Christ with marginal narrative scenes. The

type itself is further designated a Christus triumphans (Tri-

umphant Christ) since the bold presentation of the live

Savior reduces any emotional or humanizing effects. He

stands before us and regards us directly, announcing that his

crucifixion is a matter of doctrine, a symbol of salvation.

Numerous panels of the Christus triumphans are found in

Lucca and Florence as well. A dramatic change in both style

and iconography appears in the later thirteenth century in a

second type known as the Christus patiens, or "suffering

Christ" (fig. 577). In these a pronounced sway to the body is

introduced. The hips swell outward and the legs taper down-

ward and slightly overlap. The head falls to the shoulder, and

the eyes are closed in death with bold shading lines about the

sockets. A compelling emotional expression is conveyed.

The biographer of the famed Gothic mystic. Saint Francis of

Assisi, tells us that in his youth Francis was ineffably moved

while contemplating such a painted cross in the Church of

Saint Damiano near Assisi (see fig. 587).

The Crucifix illustrated here has been attributed to Coppo

di Marcovaldo, a Florentine painter active in the 1260s and

1270s. Among other works attributed to Coppo are monu-

mental images of the Virgin and Child that serve'd as altar-

pieces for churches in Siena and Orvieto (fig. 578). His Italo-

Byzantine style is easy to recognize. The Madonna and Child

577. Coppo di Marcovaldo. O ut i/iA, Panel, 9'7Va" x8' VA"

.

Second half of the 13th century. Pinacoteca, San Gimignano
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in San Martino ai Servi in Orvieto resembles Late Byzantine

icons of the Virgin (cf. colorplate 25) with Mary seated in a

frontal position on an elaborate throne holding her infant—

hardly a bambino— rigidly on her right knee. Behind the

lyre-backed throne, against a gold background, two diminu-

tive angels serve as the Virgin's attendants. Byzantine con-

ventions for the facial features and the draperies are followed,

but a few peculiarly Italian elements can be noted. The

golden striations in the Virgin's mantle are bold and crisp;

the almond eyes, elongated nose, and pinched mouth are

strained and slightly modeled, adding a more impassioned

expression to her countenance.

A great number of icons of the Virgin were commissioned

for Sienese churches, including one by Coppo in Santa Maria

dei Servi, dated 1261. Siena was known as the "ancient city

of the Virgin" (vetusta civitas virginis); the Duomo (cathe-

dral) was dedicated to Mary, and the Sienese armies

marched into battle under the banner of the Madonna and

Child. And it is in Siena where the final golden age of

Byzantine art was created in the Latin west by Duccio di

Buoninsegna (active 1278-1318).86

How remarkably Duccio transforms the stereotyped By-

zantine formula! The Rucellai Madonna (colorplate 71) is

very likely a work commissioned by the Company of the

Virgin Mary for the Church of Santa Maria Novella in Flor-

ence in 1285. It is an early work by Duccio, and while the

same hieratic formula is followed (a modification of the

Hodegetria type), one is immediately attracted to the more

natural characterization of Mary and her Child achieved by

subtle stylistic adjustments. Mary is not so rigidly posed;

she turns slightly on the throne; her right hand relaxes as she

more easily carries her son— now a true infant and not a

miniature emperor— on her left knee. The conventions for

the face are relaxed as well, and through subtle shading of

the flesh, Duccio presents Mary as someone human and

approachable.

The gold striations that dominate the draperies in the

Byzantine icons are abandoned for subde highlights and a

free, meandering border of gold that is traced along the hem
of her mantle. The deep blue of the costume has darkened

over the years, but the delicacy of Duccio's drapery patterns

can still be discerned in the softly modeled gowns of the

angels that attend her. These graceful drapery patterns re-

mind us, in fact, of those in French Gothic sculpture. Fur-

thermore, the angels are no longer presented as symbolic

attributes but as full-bodied attendants placed in vertical

rows about the elegant throne, a complex structure of dimin-

utive spools and spindles that is tilted in space. With its

softer modeling, its lyrical accents of lines, and the rich

detail, Duccio's Rucellai Madonna exhibits a curious Goth-

icizing of the Byzantine style.

It was for the Duomo in Siena that Duccio created his

masterpiece, the many-paneled altarpiece known as the

578. Coppo di Marcovaldo. Madonna and Child. Panel,

7'9y-i"x 4'5'/8". c. 1265. San Martino ai Servi, Orvieto

Maestd, or Majesty of the Virgin (figs. 579-82; colorplate

69). This was an ambitious workshop production, with

many assistants employed, but the style is astonishingly

uniform throughout. Commissioned in 1308, the great work

was completed in 1311, when it was carried in a grand

procession through the city streets to its installation in the

Duomo. In its original state, the Maestd formed a complex

assembly of panels about the huge centerpiece (7 X 13 feet)

where the Virgin appears enthroned amid rows of saints and

angels.



The Madonna, over twice the size of the figures about her,

fills the central axis. The child is a charming blond-headed

cherub who playfully tugs at his mantle rather than extend

his fingers in benediction. The Virgin's blue mantle is mod-

eled with graceful arcs and overlaps; from the right knee soft

highlights fall naturally along the ridges of her mantle. The

familiar gold spray is limited to a few touches at the feet,

where her red dress is visible, and, as in the Rucellai

Madonna, an elegant line of gold traces the hem of her

mantle, which meanders gracefully across the expanse of

blue.

Angels gather comfortably about the huge stone throne.

They rest on its arms as they glance lovingly at the Virgin and

Child. The two lower angels on each side of the throne turn

and regard the beholder. Three rows of figures flank the

Virgin. In the lowest, two local saints (identifiable only by

the inscriptions beneath them) kneel on either side. In the

second row, John the Baptist, Peter, and Agnes stand on the

right, John the Evangelist, Paul, and Catherine on the left.

The uppermost tier is filled with more angels who quietly

attend the community of holy people. While Byzantine con-

ventions for head types are followed throughout, the assem-

bly of saints and angels here appears intimate and approach-

able. Indeed, one is reminded more of the communal spirit of

French Gothic sculpture than the rigidly regimented rows of

frontal figures in comparable Byzantine ensembles. This



Gothic sense of community response anticipates a later

theme in ItaUan painting frequently treated by Renaissance

artists, the so-called sacra conversazione, or "sacred

conversation."

From this central core the Maesta expands like a miniature

Gothic cathedral into a complex ensemble of pinnacles and

tiered panels. The central composition rests on a low hori-

zontal predella, or pedestal, made up of small narrative

panels illustrating the story of the Infancy. Between each

scene stands an elderly prophet holding a scroll, reminiscent

of those figures who stepped on stage to announce the

mystery to be enacted in the popular religious plays of the

time. Isaiah and Ezekiel appropriately perform that function

for the Nativity (fig. 580). Duccio follows the traditional

Byzantine iconography (cf. the relief by Nicola Pisano— fig.

572) with angels clustered about the grotto, the ox and ass

behind the crib, the annunciation to the shepherds, the

bathing of the Child by midwives, and the pensive Joseph

huddled to the side. Curiously, the rocky grotto houses a

timber shed, a feature usually associated with Western ren-

derings of the birth. The miniaturelike qualities of the fig-

ures and the detailed landscapes are enriched by the jux-

taposition of bright reds and blues accented by softer pastel

shades ranging from lavenders to powdery pinks and blues.

The altarpiece was dismantled in the sixteenth century,

and today the various panels are exhibited in the museum of

the Cathedral, the Museo dell'Opera del Duomo, in Siena (a

few panels, such as the Nativity, have been acquired by

outside museums). There is some controversy as to the exact

arrangement of the original ensemble. In the upper pinna-

cles, scenes from the final days of the Virgin— from her death

to her coronation—were lined up in a row. Exceptional is the

episode of the Annunciation of the Death of the Virgin (fig.

581), a rare event derived from apocryphral accounts of

Mary's life. The palm branch in Gabriel's hand is the only

clue in distinguishing the story from that of the familiar

Annunciation of the Incarnation that begins the Infancy

cycle.

An important feature of this engaging scene is the doll-

house treatment of the chamber with the projection of the

walls and ceiling beams that move diagonally to a vanishing

axis on the back wall. Gabriel approaches from an antecham-

ber that also projects illusionistically. Clearly Duccio has

thought in terms of real figures in a real space here, rather

than silhouettes with a flat backdrop. As we saw earlier (pp.

442-43), this innovation in treating figures in space illu-

sionistically had important repercussions north of the Alps

within a decade, as evident in the miniatures ofJean Pucelle

(fig. 564),

The back side of the Maesta was covered by forty-three

narrative panels arranged in six tiers that illustrate stories of

the ministry. Passion, and post-Passion of Christ. When
compared to the traditional Byzantine feast cycles for such

programs, this amazing expansion of narrative appears as

another Gothic characteristic, namely, the desire to be en-

cyclopedic and discursive. The Entry into Jerusalem (color-

plate 69), introducing the Passion sequence, is a tour de force

in narrative detail when compared to typical Byzantine rep-

resentations (colorplate 28). Christ and the apostles

approach the elaborate city—Jerusalem is envisioned as a



582. Duccio. Crucifixion. Panel from the back of the Maesta,

40y8X29y8". 1308-11. Museo dell'Opera del Duomo, Siena

Tuscan hilltop village— in a grand Palm Sunday procession

along a diagonal road that leads past a walled precinct com-

plete with gateway and orchard. Throngs of citizens gather

about the city gate to greet him; some peer down from the

crenellations in the wall or from balconies; youngsters clam-

ber about in trees fetching branches to place along Christ's

way into the city.

These same discursive qualities distinguish Duccio's large

panel of the Crucifixion (fig. 582). In contrast to the usual

iconic Crucifixion that we see, for instance, at Daphni (fig.

177), where only the Virgin and John the Evangelist appear

as hushed witnesses, Duccio presents us with a truly "histo-

riated" Crucifixion. The bent body of the dead Christ hangs

high over a throng of people about the cross; the faithful

have gathered on the left, the tormentors on the right. The

two crucified thieves flank the central cross, while weeping

angels fly in clouds above the crossarms. Notable, too, is the

Virgin in Duccio's Crucifixion. In contrast to the reserved

pose that she assumes in Byzantine examples, the Virgin

here falls back into the arms of a female mourner, whileJohn

the Evangelist turns to comfort her. Clearly Duccio's concern

was to convey the emotional impact of the brutal death of

Christ more so than the fact of Christ's destined sacrifice for

man's salvation.

One of the most gifted followers of Duccio— he perhaps

worked on the Duomo Maesta—was Simone Martini.^'' In

1315, four years after the installation of the great altarpiece,

Simone executed a huge fresco of the Virgin in Majesty with

Saints and Angels (40 feet wide) for the Palazzo Pubblico

(civic palace) in Siena that is, in many respects, a creative

copy of the central panel of Duccio's work (fig. 583). Oc-

cupying the west wall of the council chamber, Mary and her

community of holy figures preside over the meetings held

there.

Simone had close links to the French. He was employed in

Naples, where he executed a large portrait of the French

king, Robert of Anjou, receiving the imperial crown from

Saint Louis of Toulouse (the king's brother, canonized in

1317). Sometime around 1339-40 Simone was called to

Avignon in southern France to head a painters' workshop for

the French popes residing there during the early years of the

so-called Babylonian Captivity. Avignon was surely a major

avenue for the flow of the Italo-Byzantine style from Siena to

France, and the styles of Simone and Duccio were instru-

mental in the developments of the International Style in the

North.

Simone's masterpiece is the Annunciation painted for the

Duomo in Siena in 1333 (fig. 584), in which he was assisted

by his brother-in-law, Lippo Memmi. The dazzling gilt

frame consists of five cusped Gothic arches capped by intri-

cate gabled pinnacles with crockets that transform the set-

ting into a cross section of a Flamboyant Gothic cathedral.

Two local saints, Ansanus and Giustina, stand like poly-

chromed sculptures on consoles in the simulated side aisles.

Simone's art represents the extreme refinement of Byzantine

style in details. The lavish use of gold throughout places us

in the environment of heaven, and the delicate tooling of the

haloes and the borders of the mantles is a tour de force in

craftsmanship. The Byzantine conventions for the faces are

also carefully modulated with slight mannerisms in the

renderings of details. The almond-shaped eyes of the Virgin

give her the appearance of an exotic oriental princess.

The influence of French Gothic style is most conspicuous

in the drapery. Cascading folds with sinuous overlaps and

pocketed creases mark the costumes of the Madonna as well

as the two standing saints. To express Mary's shyness at the

moment of Gabriel's appearance, Simone depicts her as

shrinking back from the messenger in discrete concave arcs

formed by the elegant silhouette of her mantle. Her head and

arms are enveloped in ovals under the adjoining arch of the

frame, further underscoring her withdrawal and introversion

at this poignant moment.

One of the most beautiful passages of abstract design in

Italian art is found in the lower half of the figure, where the

free -falling edges of Mary's blue mantle are complemented

on either side by the lyrical bands of her red dress framed by

the golden hem of the mantle. Gabriel enters and kneels
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quietly before her. His body, rendered in gold, is nearly

transparent, conveying an enchanting quality of his divine

being. His sudden appearance to the Virgin is indicated by

the fluttering of his colorful plaid mantle beneath the elegant

peacock wings. Gabriel offers Mary a token of peace, an olive

branch, and between them stands a fine golden vase contain-

ing fragile lilies, symbolizing the purity of the Virgin.

ASSISI

Before he painted the Annunciation, Simone Martini had

worked at an important ecclesiastic center in Umbria, the

Church of Saint Francis of Assisi (fig. 585), where he

painted frescoes of the life of Saint Martin in a chapel in the

lower church. His compatriot, Pietro Lorenzetti, another

follower of Duccio, executed frescoes in the lower church as

well, including the impressive Deposition (fig. 586). The

bold compositional lines and the unusual pathos expressed

are striking, although the mourners in Pietros painting are

rendered as simplified forms resembling huge carved boul-

ders with sheets wrapped about them. Perhaps Lorenzetti

was responding to the new Gothic style of a young Floren-

tine painter, Giotto, who also worked at Assisi.

The prestige of this first Franciscan church drew a num-

ber of talented artists there from Tuscany and from Rome.*^^

In some respects, San Francesco at Assisi served as a clear-

inghouse for the various Medieval styles practiced in Italy at

the end of the thirteenth century, and it is fitting that this

important church and its decorations honored the leader of a

new mystical devotion that spread rapidly in the Gothic

world.

Saint Francis was the most moving force in Italian art and

literature during the thirteenth century. Born in 1182 of

patrician parents, Francis experienced at the age of twenty-

one a remarkable conversion, and he dramatically abandoned

his opulent life-style as a rich courtier for one of extreme

poverty. He dedicated his whole being to the imitation of the

humble and charitable ways of life that Christ had preached.

According to his biographer, Thomas of Celano, Francis

happened on a small church in ruins, San Damiano near

Assisi, and went inside to pray. While contemplating a

painted Crucifix on the altar (fig. 587), "a thing unheard-of

happened"; the painted image called out to him by name and

asked Francis to repair his house, and "from that moment on

compassion for the crucified Christ was fixed in his soul."

Francis gathered about him twelve disciples and began

preaching to the poor and meek in the countryside. His

message was simple and direct. Worry not over the complex-

ities of orthodoxy as preached by the Dominicans and others.

Read only the Gospels and dedicate your life to fellowship

and love of your fellow man, nay, to all of God's creatures:

585. San Francesco, Assisi. Exterior view from the south. Consecrated 1253





588. San Francesco, Assisi. Upper church

the birds, fishes, animals, even the sun. His mystical way

involved one's behavior in daily life, but there were moments

when Francis experienced astonishing visions. In 1224,

while in prayer on Mount Alvera, a mountain retreat be-

queathed to his newly founded order of the Friars Minor

{Frates Minore, approved by Pope Innocent III in 1210),

Francis had a vision of the crucified Christ, and shortly

thereafter his body was marked by the stigmata of Christ—

the wounds in his side, feet, and hands. Francis died two

years later in 1226. He was canonized in 1228, and it was for

this occasion that the great basilica was built in his honor in

the city of his birth, Assisi.

San Francesco at Assisi has been described as one of the

first "Gothic" churches in Italy, but there is little about it that

is Gothic in structure. Rising on the slope of a hill, it is built

in the form of a double church, an upper and lower structure

laid out in the form of a simple T-shaped basilica with an

aisleless nave consisting of four square bays with slightly

pointed rib vaults (fig. 588). Consecrated in 1253 by Pope

Innocent IV, the new center for Franciscan devotion was

subsequently decorated with frescoes and stained-glass win-

dows. Among the first artists called in was Cimabue of

Florence, who worked in the choir and transepts of the upper

church. Only shadows of Cimabue's great frescoes are pre-

served, however, since the white lead he employed has

oxidized over the years and turned black, making it neces-

sary to use photographic negatives to study them (fig. 589).

It is impossible to analyze Cimabue's great fresco of the

Crucifixion in detail, but the general impression is one of

surprising dramatic expression with the huge, sagging body

of Christ dominating a packed composition of gesticulating

figures crowded about the cross.

The upper walls of the nave were decorated in the fashion

of Early Christian basilicas in Rome, and the execution was

directed by a master from Rome familiar with the cycle of

Old Testament pictures that Cavallini had restored in Saint

Paul's Outside the Walls there. Cavallini, in fact, has been

named the painter of the frescoes by some, although there is

much controversy about this. One of the most gifted artists

in the Roman shop was the Isaac Master, so-named after the

fresco oi Isaac and Esau (fig. 590). The composition repeats

its counterpart in the nave paintings in Saint Paul's (fig. 57).

The striking luminosity of the draperies, the softly modeled

heads, and the clarity of the space box that forms the setting

for the weighty figures all bring to mind the stylistic features

of Cavallini's art.
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The thorniest problems at Assisi are those presented by

the vast cycle of frescoes illustrating the life of Saint Francis

painted on the lower walls of the upper church (fig. 587).

According to early Italian sources (Ghiberti and Vasari) and

many contemporary scholars as well, the greater part of the

twenty-eight pictures was executed by Giotto of Florence in

his early years. In some respects this attribution makes sense

since the paintings either anticipate or reflect the precocious

style of Giotto as we know it in his frescoes in Florence and

Padua. Whatever may be the truth in this matter, it is clear

that the art of the "Master of the Saint Francis Cycle" bridges

the gap between the monumental style of Cavallini in Rome

and that of Giotto in Florence and forms a synthesis of what

may be termed a Gothic style in later Italian painting.

THE GOTHIC AND GIOTTO

In the history of Italian painting, Giotto di Bondone (c.

1277-1337) has always received special praise, for it was he

who abandoned the conventions and stylizations of Medieval

traditions and announced the way for the naturalism of

Renaissance painting.^ ^ He was praised by Dante as a leader

in the arts; Boccaccio praised him as the "one who brought

light back to art"; Vasari named him the first truly "modern"

artist to break from the "crude manner of the Greeks" (By-

zantine); and more-contemporary historians have described

him as the precursor of Masaccio (1401-1428), the first

great Renaissance painter in Florence.

Yet it would be wrong to isolate Giotto completely from

the later Middle Ages. In many respects the naturalism of his

paintings echoes the sentiments expressed by Saint Francis

of Assisi, who made religion a simple, everyday experience

that was emotionally appealing to the common man. And, in

another light, Giotto's style parallels the dolce stil nuovo

(beautiful new style) introduced by the revolutionary poets

Guido Guinizelli and Guido Cavalcanti in the mid-thir-

teenth century. Indeed, the late-fourteenth-century theorist

Cennino Cennini remarked that Giotto had translated the

language of art from Greek into Latin (one might more

properly say Italian), implying that Giotto had transformed

the old-fashioned art forms into something comprehensible

to everyone.

According to Vasari, Giotto's teacher was Cimabue of

Florence (active c. 1272-1302). One work generally at-

tributed to Cimabue is the Enthroned Madonna and Child

in the Uffizi (colorplate 72), executed about 1280. The huge

icon (11 feet 7 inches x 7 feet 4 inches) has much in com-

mon with contemporary works in Siena, such as the Rucellai

Madonna by Duccio (colorplate 71), in the hieratic composi-

tion and the lingering Italo-Byzantine conventions in the

draperies and head types. Cimabue's composition seems

bolder, however. The throne has been fashioned as a huge,

complex setting that actually seems to project in space and

not merely float against the gold background, and the angels

overlap each other and appear to be standing on a sharply

inclined plane. Furthermore, they turn out and smile gently

as if inviting the spectator to join them in their adoration of

the Virgin and Child. There is, however, little here to prepare

us for the astonishing Enthroned Madonna and Child painted

by Giotto for the Church of the Ognissanti (All Saints) in

Florence, some forty years later, about 1310 (colorplate 73).

How the figures have grown in bulk and immediacy! The

rudiments of the Italo-Byzantine composition are present, to

be sure, but the conventions have been sloughed off and a

new sense of space has been achieved. A delicate Gothic

throne with pointed arches and pinnacles replaces the earlier

spooled types, and Giotto clearly fashions the space in which

the Madonna is placed as a deep box with projecting arms,

podium, and a vaulted canopy that forms an ample architec-

tural setting for the weighty figures. The three-dimensional

qualities of the figures are powerfully stated, so much so that

one scholar (Bernard Berenson) characterized Giotto's style

in general as being "tactile," that is, evoking the qualities of

objects we wish to touch as large rounded volumes, as if they

were sculptures and no longer flat patterns.

Mary is a massive figure described by a simple shape

heavily shaded on the sides and along the drapery folds to

give her form rotundity and bulk. The angels gathered about

the throne also have a pronounced weightiness with their

heavy draperies marking out volumetric forms resembling

fluted pillars placed one behind the other. Mary is like a huge

cone; the robust Child resembles an assembly of polished

cylinders with a spheroid head. Gone are the gold lines that

are usually shot through the costumes and the crisp linear

patterns for the draperies. And how dramatically Giotto has

altered the expressions and features of the faces, especially

those of the adoring angels who turn in and regard the

Mother and Child with a heightened intensity that beau-

tifully conveys the sense of community participation. Hu-

man emotions are now registered; a new warmth and inti-

macy are projected. Real people are placed before our eyes.

The genius of Giotto was recognized immediately. He

received commissions in Rome, Naples, Ravenna, and

Padua. The most impressive cycle of frescoes to survive are

those Giotto executed about 1305 for the wealthy Paduan,

Enrico Scrovegni, who had converted an old Roman arena

into grounds for a palace and chapel (figs. 591-93; colorplate

70). The chapel is a modest rectangular box with a barrel-

vaulted ceiling and windows in the eastern and southern

walls. It was Giotto's task to articulate the barren interior into

an elaborate gallery for pictures juxtaposing the life of the

Virgin and her parents with that of Christ.

A Last Judgment covers the entrance wall. To this end,

Giotto divided the side walls into four tiers. The lowest

forms a painted dado with imitation marble panels and

simulated marble bas-reliefs depicting personifications of
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592. Giotto. Meeting of Anna and Joachim at the Golden Gate. Fresco in the Arena Chapel, Padua. After 1305

the seven Virtues and seven Vices. Above this base, Giotto

painted the sequence of narratives in boxes, beginning in the

topmost zone in the southeast. Drawing upon more contem-

porary apocryphal sources (the Golden Legend by Jacopo

Voragine, c. 1270, and the Meditations on the Life ofChrist by

the pseudo-Bonaventura, c. 1300),^^ the cycle begins with a

lengthy series illustrating the stories of Mary s parents, Anna

and Joachim, and continues on the top of the north wall with

episodes of her infancy. In the second register, he then

placed the events from Christ's infancy (south) and ministry

(north). The lowest zone of narratives was dedicated to the

Passion of Christ.

The Meeting ofAnna and Joachim at the Golden Gate (fig.

592) is one of Giotto's most impressive compositions. Hav-

ing been separately informed by angels that they would

finally be blessed with a child after many years of hoping,

they each rushed to tell the other the blissful news, Joachim

from the fields, Anna from her chamber. They met at the

Golden Gate in Jerusalem and there embraced. The kiss of

the elderly couple was, in fact, interpreted as the moment of

the conception of the Virgin Mary (the Immaculate Concep-

tion), and therefore it was a delicate theme in which Giotto

wished to avoid the melodramatic aspects for the sake of

decorum.

How majestically he does this! Dominating the composi-

tion is the huge gateway, a massive, blocky form that imparts
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a powerful sense of monumentality to the story. Except for

the shepherd, half cut off by the left margin, the main figures

are contained within the giant portal. Giotto avoids such

obvious compositional devices as symmetry and ceh-

trality— they would focus too boldly on the embrace— and

places Anna and Joachim alone to the left of the arched

opening of the gate. But he turns our attention to them by the

directional focus of the friends ofAnna, gathered beneath the

arch, who warmly regard the happy couple.

The close proximity of the spectators would be a disturb-

ing psychological element in the intimate story, and Giotto

isolates them within an architectural box or frame inside the

arched opening. Between them and Anna and Joachim he

inserts an enigmatic figure in black, her face half-veiled, who
stares outward and away, forming an emphatic wedge be-

tween the smiling women and the embracing couple. To

further bind his composition into a compact whole, he re-

peats the arch motif throughout: the opening in the gate, the

bridge, and the silhouette of the elderly pair embracing.

Giotto's figures are massive, unadorned volumes that

seem like great stone blocks wrapped in pastel sheets that fall

in even, shallow ridges. He also discreetly organizes the

593. Giotto. Lamentation. Fresco in the Arena Chapel, Padua. After 1305



464 * Gothic Art

actors into groups of two, three, or four figures that are easily

read as single units by the viewer. The dignity of the intimate

moment is thus maintained by subtle formal means.

The Entry into Jerusalem (colorplate 70) offers us an

excellent opportunity to compare the Italo-Byzantine style

of Duccio of Siena and the Gothic expression of Giotto of

Florence. The same narrative elements are presented, but

how different they appear when viewed side by side. Giotto

simplifies the story by reducing the elements to the basic

components. The apostles following Christ on the donkey

594. Giovanni Pisano. Madonna and Child. Marble, height 4'3"

c. 1305. Arena Chapel, Padua

form a solid rectangular block that dominates the left half of

the composition. The central axis is free, and the citizens

issuing from the towered gateway are presented as a compact

pyramidal assembly descending to the kneeling boy, who
places his shirt before the hooves of the donkey. Here, again,

Giotto controls our attention span through the subtle psy-

chology of directional focus of all figures, keeping our eyes

turned to Christ, who is slightly larger in scale.

Through a rhythmic crescendo in the poses of the towns-

people, who gradually move from an upright position to one

of prosfeynes is— like a fan slowly opened— an immediate

sense of adoration is conveyed. Furthermore, the angle of

vision is straight on. We see the procession as a frieze of

weighty figures across a simple stage directly before us. In

comparison, Duccio's composition (colorplate 69) seems

like a miniature pageant performed by doll-like actors

strewn about an elaborate toy village tilted upward. From a

high angle of vision we can see all of the colorful details and

be enchanted by the wealth of buildings, courtyards, and

other eye-catching details that easily distract us from the

main point of the story. Duccio's discursive treatment of the

story has its special appeal, to be sure, but compared to

Giotto's dramatic presentation of the Entry, his has more the

charm of a Sunday School play. And herein lies Giotto's

greatness as a mural painter. An overwhelming sense of

propriety, decorum, and force resides in Giotto's big figures.

We cannot miss the point of the story, and we are invited to

participate in the tableau rather than study it as an interest-

ing story. In this respect, Giotto truly appears as the spiritual

forefather of the great fresco painters of the Renaissance,

from Masaccio to Michelangelo.

Another masterpiece in the Paduan series is the Lamenta-

tion (fig. 593). The upper torso of the dead Christ rests in the

arms of the Virgin, off axis, in the lower left corner. Before

them are placed the ponderous figures of the seated

mourners. To either side stand other grieving figures closing

the compositional field like parentheses. Again Giotto em-

ploys the clever device of unfolding their postures, on the

right, from an upright to a kneeling and, finally, a seated

position. The great stony forms of the two women huddled

to the left with their backs to us, totally weighed down by

their grief, convey a sense of universal sadness. A few rhetor-

ical gestures— hands thrust backward, hands waving above

the shoulders, hands clenched to the cheek— are sufficient to

communicate the range of emotions among the mourners,

emotions that the tiny angels in the sky echo as they weep
and wail.

Giotto fashions a new reality for religious art, one in which

man is a mortal with emotions, fears and joys, who can

regain his dignity, whatever his sins might have been. Even

the landscape is reduced to a metaphor of the tragedy.

Golgotha is presented as a firm diagonal ridge of parched

land that moves sharply downward from the top right to the



595. Giovanni Pisano. Nativity and Annunciation to the Shepherds. Panel of a marble pulpit, 3'\V8 X 43"

1302-10. Cathedral, Pisa

head of Christ in the lower left. Its barrenness is made

explicit by the one tree on its slope, a dry tree, an image of

death and sterility in Medieval art.

For the altar in the Arena Chapel, Enrico Scrovegni com-

missioned Giovanni Pisano, the son of Nicola, to execute a

marble statue of the Virgin and Child (fig. 594).^^ The

exaggerated sway in the upper torso and the rich cascades of

drapery that fall from the Virgins right hand bring to mind

the manneristic features of French ivories, and, indeed, it is

very possible that Giovanni was directly indebted to such

models. The intensity of the gaze between Mother and

Child, on the other hand, indicates that Giovanni was also

influenced by the new emotional expression of Giotto.

Between 1302 and 1310 Giovanni Pisano executed mar-

ble reliefs for the pulpit in the Cathedral at Pisa (fig. 595). A
comparison of these reliefs with those of his father for the

Pisa Baptistry pulpit (fig. 572) demonstrates how the spirit

of the French Gothic pervades his work. The blocky, com-

pact figures with their Antique head types and the broad

planes of creased drapery in Nicolas Nativity were rejected

for a new pictorial vocabulary in Giovanni's version. The

same iconographic scheme is followed, but now the figures

are slender, and they sway beneath flowing draperies. The

projection of the relief varies widely. Many of the heads are

turned outward on long necks, arms are attenuated, and

gestures curve gracefully inward so that a flickering pattern

of light and dark accents sweeps across the composition like

a shimmering arabesque.

Giovanni s interests in pictorial effects lead him to exploit

the charm of the landscape setting. Compared to the

cramped surface of Nicola's relief, where all figures are

squeezed into one plane, that of Giovanni is open and inter-

laced like a giant vine or scroll issuing from a single source—
the curved back of the maiden pouring water. Graceful

tendrils of landscape tie the Virgin to the grotto, the grotto to

the hills with the shepherds, and the meadows with the

grazing flocks to the maiden once more.

Giovanni's talents ranged widely. He worked as an as-

sistant to his father when the shop was called to Siena to

execute the pulpit for the Duomo there between 1265 and



596. Giovanni Pisano and others. Cathedral, Siena. Facade. 1284-99

1268. He apparently settled in Siena and eventually worked

on the facade of the Duomo (fig. 596) after the main building

was completed. In a document of 1290 he is referred to as the

caput magistrorum, or "man in charge," of the cathedral

works. '^'^ Giovanni designed the resplendent facade with its

handsome zebra banding of dark green and white marble.

The lower half of the front— up to the pinnacles of the side

portals—was completed by his shop along with the sculp-

tures; the upper parts with the rose window were added in

the 1370s.

The basic elements of the French Gothic facade are pres-

ent: the three portals, rose window, galleries, two towers,

and the profusion of sculpture, but the richly textured sur-

face is little more than an elaborate screen. The portals do not

correspond exactly to the disposition of the nave and side

aisles, nor are they decorated in the French fashion. Giant

marble statues stand between and atop the pinnacles, but

they are independent creations placed there and not actually

coordinated within the fabric of the structure. A strong

cornice divides the facade into two parts. The central block



597. Lorenzo Maitani and others. Cathedral, Orvieto. Facade. Begun 1310

is raised as a square penetrated by a huge round window

with stained glass (attributed to designs by Cimabue or

Duccio). The towers shrink to ornate turrets framing the

central block. One is aware of standing before a simple

stepped-gabled building, much like San Miniato in Florence,

to which a lavish veneer of Gothic detail has been added.

Following difficulties with the city council of Siena in

1297, Giovanni left Siena. In 1311 Duccio's great Maesfa was

installed, and in 1316 new additions were planned for the

Duomo. These included a baptistry at the foot of the hill that

provided the substructure for two bays added to the choir.

Structural problems were immediately encountered, and a

special commission was appointed to advise the architects

concerning the additions. Among the new advisors was

Lorenzo Maitani, a Sienese architect, who had served since

1310 as the capomaestro at Orvieto, where he completed

work on the interior and erected the handsome facade of the

huge church (fig. 597). His advice was rejected by the

Sienese council.

Maitani's design for the facade of the Duomo in Orvieto



left: 598.

Lorenzo Maitani.

Scenes from Genesis

First pilaster

of the facade,

Orvieto Cathedral,

c. 1310-15

opposite: 599.

Lorenzo Maitani.

Detail of Hell from

the Last Judgment.

Fourth pilaster

of the facade,

Orvieto Cathedral,

c. 1310-30
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clearly resembles that of the Duomo in Siena, but it displays

more regularity and order with the three portals clearly

marked off to conform to the interior divisions. Of special

interest is the unusual sculpture decoration designed by

Maitani for the facade (see fig. 598). Four high marble reliefs

adorn the pilasters that flank and separate the three portals.

These depict, from left to right, stories from Genesis, the

Tree of Jesse, the life of Christ, and the Last Judgment.

Conceived as monumental door sculptures, they resemble

the valves that were cast in bronze at Hildesheim (fig. 290),

with superimposed registers of individual scenes.

Maitani's reliefs are delicate and refined in detail, and the

tiers of figures are gracefully unified by means of meander-

ing vines (ivy, acanthus, and grape) that grow up the central

axis of each pilaster and sprout tendrils that frame the

individual scenes. However poetic these sculptures strike us

in their general appearance, certain details, especially in the

LastJudgment, convey a startling pathos. The poor soul who
finds himself dying in the grip of a menacing hybrid monster

(fig. 599) strikes a pose so moving that it has been suggested

that Michelangelo consciously repeated it in his anguished

marble Pieta in the Cathedral of Florence some two hundred

years later.

That the arts were a product of the new urban societies in

the Gothic era is more clearly demonstrated in Italy than in

France. The pride and comfort of Gothic city life is admira-

bly summed up in the panoramic view of the Effects of Good

Government in the City and the Country, a huge fresco



painted by Ambrogio Lorenzetti on the walls of the Sala della

Pace in Siena's Palazzo Pubblico in 1338-39 (figs. 600,

602). ^5 ji^e sweeping view of the city and countryside of

Siena is astonishing in its vast scope and wealth of detail, and

the everyday activities and pastimes of the citizens, so real-

istically scattered here and there, seem like echoes of the

vitality the Sienese enjoyed in the earlier years of the four-

teenth century.

But the good life was not to last. The year 1343 has often

been cited as the end of the Middle Ages in Europe. In that

year the infamous Black Death, the bubonic plague, swept up

the boot of Italy and spread rapidly throughout northern

Europe, decimating the population and bringing a halt to

many cultural enterprises. It took decades for Europe to

recover from the shock of such an apocalyptic disaster, and

the gradual restoration of artistic life reflected more a lamen-

tation than a rejuvenation. This story has been vividly de-

scribed by Millard Meiss {Painting in Florence and Siena

After the Black Death), who noted the conscious revival of

archaic iconic imagery in works of such artists as Giovanni

da Milano (fig. 601), Andrea Orcagna, Nardo di Cione, and

Barna da Siena, late followers of Giotto and Duccio. Fran-

cesco Traini's forbidding fresco of the Triumph of Death in

the Campo Santo (cemetery) at Pisa (fig. 603) chronicles the



Italy IN THE Later Middle Ages * 471



472 * Gothic Art

obsession with impending death that horrified all of Europe

in the mid-fourteenth century. Here the "Three Living" meet

the "Three Dead," a gruesome theme that sums up the

feelings of an era. It was this same catastrophe that silenced

the sounds of hammers and chisels in workshops through-

out Italy.

While beyond the limits of the present study, the Duomo

of Milan (figs. 604-606) deserves a few words here since the

history of the building clearly reveals the conflicts between

the Mediterranean and Nordic temperaments in Late Medi-

eval art.^'' At first sight the Duomo^ with its countless spires,

turrets, and pinnacles, resembles a Northern Gothic cathe-

dral more so than other Italian churches of the period. But

this impression is misleading. The core of the structure is

Lombard Romanesque— a solid, geometric mass— and the

"Gothic" is merely veneer, icing on the cake, so to speak.

Also we should remember that much of what we see on the

exterior was added during the course of the eighteenth and

nineteenth centuries.

Lengthy documentation survives that records the building

of the Duomo, particularly regarding the heated arguments

between members of the city council and architects con-

cerning its "Gothic" construction. The grandiose project was

initiated in 1386 by Duke Gian Galeazzo Visconti, an am-

bitious tyrant who wanted to secure Milan's preeminence in

Italy, culturally as well as politically. The cathedral was to be

something new on Italian soil, a masterpiece in the style of

the opusfrancigenum that reigned supreme north of the Alps.

The original capomaestro, Simone da Orsenigo, a Milanese

builder, laid out the foundations and then ran into trouble in

determining the height and elevation.

The city council responsible for the building called in a

series of French and German architects as advisors in the

techniques of Gothic construction, but each lasted less or

little more than a year in residence. First came Nicolas de

Bonaventure, a Parisian, in 1389, who devised an elevation

and plan with double aisles that the Milanese rejected. He

was fired immediately. A second Northerner, Johann von

Freiburg, was then summoned to revise the elevation based

on the square (the height equaling the width), a system

known as ad quadratum. He was dismissed five months later,

and an Italian mathematician, Gabriele Stornaloco, from

Piacenza, was asked to devise a compromise, ad tri-

angulorum, whereby the measurements of the nave and the

height would be based on the equilateral triangle, thus

reducing the height considerably. Heinrich Parler of Gmiind,

a member of an illustrious family of architects in Germany,

was enrolled to carry out Stornaloco's new elevation, but he

soon refused, preferring to return to the original square

measurements and reenforce the buttressing. He, too, was

dismissed.

By this time, 1399, the nave piers were completed, and

once again the troublesome issues regarding the vaulting and

its support were pressing hard upon the Milanese builders.

Jean Mignot of Paris was then brought to Milan to supervise

the erection of the upper elevation and vaults. He lasted one

year (1400-1401), but his arguments with the Milanese

were vigorous and substantial. Mignot declared that the

building would collapse if carried through as they planned.

His arguments and objections (recorded in a scholastic out-

line form) concentrated on the technical aspects of construc-

tion—weakness of the piers, inaccuracies of measurement

throughout, misuse of proportions for smaller elements such

as cornices and capitals, and lack of good craft. He also

repeatedly stressed the relative merits of the pointed arch

over the round arch (the Milanese did not object to round

arches or to the use of iron tie rods to secure the piers).

Mignot's ultimate appeal was that "art without science is

nothing" (ars sine scientia nihil est), but this got him no-

where with the Italian builders, who felt strongly that sci-

ence was one thing and art was another. The Italian point of

view was that practicality, not geometry, should rule. Mignot

appears as an extreme purist in terms of the engineering of

Gothic, unwilling to concede to the aesthetic considerations

that interested the Milanese.

The disputes between the French architect and the city

council tell us much about the aesthetics of the diverse

cultures. It is clear that for Mignot the Gothic cathedral was

to be a fragile, open composite of the "scholastic" exterior

and the "mystic" interior (see p. 348 ff.) and that the eleva-

tion should be a precise, organic diagram reflecting the

mechanics needed to support a lofty interior and achieve a

spiritual climax through height and light. For the Italians

the cathedral was not to abandon the beauty of solid Mediter-

ranean buildings but was essentially to maintain a simpler

beauty consisting of additive parts coordinated by self-suffi-

cient, not interdependent, elements. The cathedral was to

retain its mural character and not become a scaffolding of

parts.

Alas, no matter how impressive the mammoth structure

may seem today, the Cathedral of Milan remains a sad swan

song for Gothic architecture in Italy. Strip away the multiple

turrets and pinnacles that overlay the front and flanks and

you will find a sturdy, stepped-gable structure. The effect

upon entering the lofty church is also misleading in some

ways. A sense of horizontality rules here, too, with the

emphatic longitudinal axis accentuated by huge figured cap-

itals (about which Mignot complained vehemently). The

ascending height of the doubled side aisles eliminates the

glazed triforium in the nave, and the blocky chevet, retaining

a tight polygonal plan, also contributes to a darkened inte-

rior. The essential features of French Gothic architecture,

height and light, are thus seriously compromised. But Mig-

not was wrong in warning the Milanese that their cathedral

would collapse. It stands magnificently today, dominating

one of the most colorful piazzas in Italy.
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TIMETABLES OF MEDIEVAL HISTORY AND ART

ROME AND THE LATIN WORLD
Last persecutions of the Christians (303-11)

Constantine the Great defeats Maxentius (312)

Diocletian (d. 313)

Edict of Milan (313)

Pope Sylvester (314-35)

Julian the Apostate restores paganism (361)

Ambrose, bishop of Milan (374-97)

Theodosius I the Great, emperor (379-95)

Jerome translates the Bible, the Vulgate (382)

Honorius, emperor of the West (395-423)

Augustine, bishop of Hippo (395-430)

Alaric invades Italy (400); sacks Rome (410)

Honorius moves capital to Ravenna (402)

Galla Placidia, regent (424-50)

Pope Sixtus III (432-40)

Pope Leo the Great (440-61)

Venice founded by refugees from the Huns (457)

BYZANTIUM AND THE EAST

Council of Nicaea (325)

Constantinople founded as the new Rome (330)

Death of Eusebius, bishop of Caesarea, author of the Historia

ecclesiastica and Vita Constantini (340)

Gregory of Nazianzus, Homilies (c. 370)

Arcadius, emperor of the East (395-408)

Theodosius II, emperor of the East (408-50)

Council of Ephesus (431)

Odoacer, Heruli chieftain, conquers empire of the West

(474-93)

Theodoric the Great, king of Ostrogoths (488-526) at Ravenna

Priscian, Latin grammarian, writes Institutiones grammaticac

(520)

Boethius writes De Consolatione philosophiac in prison in Pavia

before his execution (524)

Monte Cassino founded by St. Benedict (c. 529)

Totila, the Ostrogoth, enters Rome (546)

Council of Chalcedon (451)

Neoplatonic writings of Pseudo-Dionysius the Areopagite

(c. 500)

Justinian I, Byzantine emperor (527-65)

Nika riots in Constantinople (532)

Byzantine army recaptures Ravenna (540)

Lombards capture North Italy (568); Pavia made capital

(c. 575)

Lombards capture Monte Cassino (581)

Pope Gregory the Great (590-604)

Justin II, emperor (565-78)

Isidore, bishop of Seville (600-636), writes Etymologiae by 635

Recceswinth, king of Visigoths (649-72)

Heraclius I, Byzantine emperor (610-41)

Mohammed flees to Medina (622)

Caliph Omar captures Jerusalem (637)

Justinian II, emperor (685-95)

Quinisext Council (692)

Muslims destroy Carthage (697)

Muslim conquest of Visigothic Spam (711) Leo III the Isaurian, Byzantine emperor (717-41)

Iconoclasm (726-843)

Desiderius, king of the Lombards (756-74)

Pope Leo III (795-816)

Nicephorus, patriarch of Constantinople (758-829)

Irene, Byzantine empress (780-90)

Council of Nicaea, temporary rejection of iconoclasm (787)

Pope Paschal I (817-24)

Saracens invade Sicily (827)

Theophilus, Byzantine emperor (829-42)

Michael III, first emperor of Macedonian dynasty (842-67)

Theodora, Byzantine empress (843-56)

Council of Constantinople, end of iconoclasm (843)

Photius, patriarch of Constantinople (858-67; 877-86)

Basil I, Byzantine emperor (867-86); Macedonian dynasty

begins
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NORTHERN EUROPE THE ARTS

Arch of Constantine, Rome (312) 300
Lateran Baptistry, Rome (founded c, 320)

St. Peter's, Rome (founded c. 324)

Church of the Holy Sepulcher, Jerusalem (c. 335)

Huns invade Europe (c. 360) San Lorenzo Maggiore, Milan (c. 355-75) 350
St. Martin, bishop of Tours (371-97) Sarcophagus of Junius Bassus (359)

Roman legions gradually evacuate Britain; Angles, Saxons, and San Paolo fuori le mura (385)

Jutes move in (383-436)

St. Patrick's mission to Ireland (432) Santa Sabina, Rome (422-32)

Attila, king of the Huns (433-53) Mausoleum of Galla Placidia, Ravenna (425-50)

Santa Maria Maggiore, Rome (432-40)

Anglo-Saxon raids on England (450-650)

Huns withdraw from Europe (470)

Clovis, king of the Franks (481-511)

Orthodox Baptistry, Ravenna (c. 450)

Pilgrimage Church, Qal'at Si'man (c. 470)

St. Columbanus (c. 540-615) Sant'Apollinare Nuovo, Ravenna (c. 500)

Hagia Sophia, Constantinople (532-37)

San 'Vitale, Ravenna, mosaics (c. 548)

San Apollinare in Classe (c. 549)

St. Gregory, bishop of Tours (573-93); History of the Franks

(c. 575)

St. Augustine of Canterbury sent to England (597)

St. Catherine, Mt. Sinai, mosaic (c. 550)

Rabbula Gospels (c. 586)

Dagobert 1, Merovingian king (628-39) Hagios Demetrios, Thessaloniki (c. 610-40)

Cyprus silver plates (c. 610-41)

Sutton Hoo ship burial (c. 625-33)

Synod of Whitby, England accepts Roman liturgy (663)

The Venerable Bede (673-735)

Votive crown of Recceswinth (649-72)

Book of Durrow (c. 660-80)

Charles Mattel, mayor of the Franks (714-41)

Boniface (d. 755) appointed bishop of Germany (722)

Battle of Poitiers, defeat of Muslims (732)

Altar of Duke Ratchis, Cividale (731-44)

Pepin 111 crowned king of Franks at St. Denis (754)

Charlemagne defeats Desiderius (774)

Defeat of Roland at Roncesvalles (778)

Vikings destroy Lindisfarne (793)

Frankfurt Synod, Libri Carolim (794)

St. Denis rebuilt (754)

Godescalc Gospels (781-83)

Beatus of Liebana, Conunentary on the Apocalypse (786)

Charlemagne crowned emperor of the West (800)

Louis the Pious, Carolingian emperor (814-40)

Viking raids on England (835)

Charles the Bald, Carolingian emperor (840-77)

Treaty of Verdun; the beginnings of modern Europe (France,

Germany, Italy) (843)

Utrecht Psalter (816-35)

Santa Prassede, Rome, mosaics (817-24)

Moutier-Grandval Bible (c. 840)

Viking raids in France (853; 885)

Alfred the Great, king of England (871-99)

Hagia Sophia, Constantinople: apse mosaic (before 867)

Homilies of Gregory of Nazianzus (880-83)

850
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ROME AND THE LATIN WORLD BYZANTIUM AND THE EAST

Constantine VII Porphyrogenitus, Byzantine emperor (913-59)

Gerbert, scholar and churchman, elected Pope Sylvester II (999) Romanus II, Byzantine emperor (959-63)

Basil II, Byzantine emperor (976-1025)

Norman conquest of Sicily begins (1043) Turks take Asia Minor from Byzantines (1007)

Armenia annexed by Byzantines (1046)

Desiderius, abbot of Monte Cassino (1058-86)

Lateran Council (1059)

Normans sack Rome (1064)

Alfonso VI, king of Leon and Castile (1072-1109)

Hildebrand becomes Pope Gregory VII (1073)

Henry IV submits to Pope Gregory VII at Canossa (1077)

Pope Urban II (1088-99)

First Crusade to Holy Land (1095-99)

Latin kingdom of Jerusalem founded (1099)

Roger II, king of Sicily (1130-54)

Pope Innocent II (1130-43)

Papacy in Rome excommunicates Byzantine patriarch (1054)

Comneni dynasty (1081-1185); consolidation of the Byzantine

state under Alexius I Comnenus (1081-1118)

Latin kingdom of Jerusalem founded (1099)

Manuel I Comnenus, emperor (1143-

Frederick I (Barbarossa), Holy Roman Emperor (1152-90)

William II, king of Sicily (1166-89)

Lombard League established (1167)

Frederick Barbarossa defeated at Legnano (1176)

Third Crusade (1189)

Saladin captures Jerusalem (1187)

Fourth Crusade and the sack of Constantinople (1202-4)

Franciscan Order founded, Assisi (1209)

Frederick II Hohenstaufen, Holy Roman Emperor (1220-50)

Sack of Constantinople by Venetians during Fourth Crusade

(1204); Latin dynasty rules (1204-61)

Nikolaos Mesarites writes description of the Church of the Holy

Apostles in Constantinople (c. 1220)

End of the Hohenstaufen reign with death of Conrad IV (1254)

Marco Polo returns from China (1285)

Byzantines retake Constantinople from Latins (1261); beginning

of the Palaeologus dynasty (1261-1453)

Turks take Acre (1291)

Papacy moves to Avignon, the "Babylonian captivity" (1309-78)

Dante Alighieri (d. 1321)

Black Death (1347-49)

1350 Boccaccio (d. 1375)
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Cluniac Order founded (910) First church at Cluny (c. 910)

Conrad, the Frank, turns the crown over to Henry 1, the Saxon

(918)

Otto I the Great crowned Holy Roman Emperor (962)

Otto II Holy Roman Emperor (973-83); marries Theophano,

Byzantine empress (972)

Otto III, Holy Roman Emperor (983-1002)

Hugh Capet, king of France (987-96)

Bruno, cousm of Otto III, appointed Pope Gregory V (996)

Benedictional of Ethelwold (971-84)

Golden Virgin of Essen (973-82)

Codex Egbert! (977-93)

Henry II, Holy Roman Emperor (1002-24)

William the Conqueror, duke of Normandy (1035-87)

Henry III, Holy Roman Emperor (1039-56)

Edward the Confessor, king of England (1042-66)

St. Michael's, Hildesheim (1010-33)

Katholikon, Hosios Lukas (c. 1020)

St. Genis-des-Fontaines, lintel (1020-21)

Santa Maria, RipoU (c. 1020-32)

Cathedral, Speyer (1030-61)

Hugh, abbot of Cluny (1049-1109)

Battle of Hastings (1066)

Carthusian Order founded (1084)

Cistercian Order founded (1098)

San Marco, Venice (after 1063)

St. Etienne, Caen (1064-77)

Bayeux Tapestry (1070-80)

Cathedral, Santiago de Compostela (1075-1120)

Cluny III (1088-1130)

Henry V, Holy Roman Emperor (1106-25)

St. Bernard, abbot of Clairvaux (1115-53)

Concordat of Worms (1122)

Suger, abbot of St. Denis (1122-51)

Death of Henry V initiates conflicts between the Guelphs and

Ghibellines (1125)

Eleanor of Aquitaine, queen of France (1137-52)

Henry the Lion, duke of Saxony (1139-95)

Saint Bernard preaches the Second Crusade at Vezelay (1146)

Second Crusade to Acre and Damascus (1147)

Henry II Plantagenet, kmg of England (1154-89)

Philip II Augustus, king of France (1180-1223)

Richard I Coeur-de-lion, king of England (1189-99)

Rainer of Huy, baptismal font, Liege (1107-18)

St. Pierre, Moissac, south portal sculptures (c. 1115-30)

Ste. Madeleine, Vezelay (1120-32)

Cathedral, Chartres, west facade (begun 1134)

St. Denis, west facade (1135-40)

Abbey Church, Fontenay (1139-47)

GuGLiELMO, pulpit for Cagliari Cathedral (1159-62)

Notre Dame, Paris (begun 1163)

Cathedral, Monreale (1174-83)

Benedetto Antelami, Deposition sculpture, Parma (1178)

Nicholas of Verdun, Klosterneuburg altar (1181)

Cathedral, Chartres, transepts (1194-1240)

Albigensian Crusade (1208)

Battle of Bouvines (1214)

Magna Carta (1215)

St. Thomas Aquinas (1225-74)

St. Louis IX, king of France (1226-70)

Cathedral, Reims (begun 1211)

San Francesco, Assisi (1228-53)

Cathedral, Bamberg: choir sculptures (c. 1230-40)

Ste. Chapelle, Paris (1243-48)

Philip III the Bold, king of France (1270-85)

Edward I, king of England (1272-1307)

Philip IV the Fair, king of France (1285-1314)

Nicola Pisano, pulpit, Pisa Baptistry (1260)

PiETRO Cavallini, mosaics in Santa Maria in Trastevere, Rome
(1290s)

Jacopo ToRRiTi, apse mosaic, Santa Maria Maggiore, Rome
(c. 1294)

Jeanne d'Evreux, queen of France (1325-28)

Hundred Years War begins (1337-1453)

Giovanni Pisano, pulpit, Pisa Cathedral (1302-10)

Giotto, frescoes in the Arena Chapel, Padua (1305-)

Duccio, Maesta, Duomo, Siena (1308-11)

Jean Pucelle, Hours ofJeanne d'Evreux (1325-28)

Ambrogio Lorenzetti, frescoes in the Palazzo Pubblico, Siena

(1338-39)

1300

John II the Good, king of France (1350-64)
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numbers of black-and-white illustrations are in
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A
Aachen, Germany, 191, 192, 200, 206, 235,

421; Palace Chapel of Charlemagne, 192,

194-96, 207; 230-34. Royal Hall, 192; 230

Aachen Gospels, 208; illustration m, 251

Aachen Gospels of Liuthar, 241-42; illustration

m, 293

Abbaye-aux-Dames, Caen, 291

Abbaye-aux-Hommes (Saint Etienne), Caen, 291,

293; 367. 368
Abdinghof Abbey, altar (Roger of

Helmarshausen), 337; 431

Abel and Melchizedek, mosaic, San Vitale,

Ravenna, 118, 119; 149

Abraham and Melchizedek, mosaic, Santa Maria

Maggiore, Rome, 58, 119; 58
Abraham's Hospitality, mosaic, Cappella Palatina,

Palermo, 164, 167; J 95

Ada Gospels, 206
Ada Group (Carolingian manuscripts), 206-7,

225

Adalbard (abbot), 220
Adam (abbot), 350
Adam and Eve, capital, Cluny, 276, 277; 345

Adam and Eve, from Sarcophagus of Junius

Bassus, 25; 15

Adam and Eve Passing the Blame Before Cod.

from Doors of Bishop Bernward, 239; 29J

Adams, Henry, 371, 373

Adoration of the Lamb, illustration in Gospel

Book of Saint-Medard de Soissons, 206; 249
Adoration of the Lamb, mosaic. Saints Cosmas

and Damianus, Rome, 45; 50

Adoration of the Magi, illustration in

Benedictional of Saint Ethelwold, 232
Adoration of the Magi, plaque, from Alexandria,

95; 111

Adoration of the Magi, mosaic, Santa Maria

Maggiore, Rome, 47; 51. 52

Adoration of the Magi, pilgrim's flask, from

Palestine, 74, 75; 80
Adoration of the Magi, stained-glass window,

Chartres, 371; 483

Adoration of the Magi, tympanum, Saint-Gilles-

du-Gard, 312
"Adulterous Woman" with a Skull, from Puerta de

las Platerias, Santiago de Compostela, 261,

268; 317
Adventus Domini, theme of, 45, 47, 48

Aeneid (Virgil), illustrations to, 80-81; 91

Agnus Dei Adored by Four Saints, fresco,

Catacomb of Saints Peter and Marcellinus,

Rome, 21; 9

Aidan of lona (saint), 183, 184

Albani Psalter, 305; illustration in, 374

Alberic, 288
Alcum, 206, 219-20, 221

Aldred, 184

Alexander the Great, 48, 236, 239

Alexandria, Egypt, 78, 83, 85, 159

Alexandrian Romance, papyrus scroll, 79;

fragment, 89

Alexius 1 (Byzantine emperor), 155; portrait of,

155; 178

Alfonso 111 (king of Asturias), 249
Alfonso VI (king of Castile), 274

Alfred (king of Wessex), 230
Alhambra, Granada, 130

Allegory of Good Government: The Effects of

Good Government in the City and the Country

(Lorenzetti, A ), fresco, Palazzo Pubblico,

Siena, 469-70; portion of the city, 600,

portion of the country, 602

Altamira, Spain, cave paintings from, 176

Altar Cross, from Bury Saint Edmunds, 305;

front, 376: reverse, detail of, colorpl. 47

Altar Frontal of Duke Ratchis, 180; 211

Altar Frontal of Henry II, 244-45; 298
Altar of Saint Ambrose, Milan (Wolvinius), 226,

228; 272
Altarpiece (Nicholas of Verdun), formerly

Abbey, Klosterneuburg, 340; 434, 435
Ambrose (saint), 38, 42, 68, 69, 70, 91, 159;

Altar of, Milan (Wolvinius), 226, 228; 272
Amiens Cathedral, 373-80, 422; 485-94:

architecture, 373-75, 380, 381, 395, 398;

485-88: diagrammatic section of, 487: nave

elevation of, 373; 496: nave, interior of, 485;

sculpture, 153, 345, 347, 370, 375-80, 383,

384; 440, 445, 446, 489-94: south transept,

sculpture, 375, 379-80; 494; vaults of nave

and choir, 486: west facade, 374-75; 488;

west facade, sculpture, 153, 345, 347, 375-
79, 383, 384; 440, 445. 446, 489-93

Amiens Master, 384
Anastasis Rotunda, Jerusalem, 39, 74
Anastasius (Roman consul), 104; portrait of,

103-4, 105; J22

Anastasius Bibliothecarius, 48
Andachtsbilder (contemplation images), 436-37
Andeli, Henri d', 444
Andrea Dandolo (doge of Venice), 156
Andrew (saint), 70
Angel, Saint Sernin, Toulouse, 264, 265-66; 324
Angel of the Annunciation, fresco, Santa Maria

Amiqua, Rome, 158; 182

Angilbert (abbot), 199

Angilbert II (archbishop of Milan), 226; portrait

of, 226; 272
Angles, 179

Anglo-Saxon art, 230-34, 293, 305
Anglo-Saxon Psalter, 232; illustration in, 275

Anglo-Saxons, 177, 178, 184

Angouleme, church of, 307
Animal style, 177, 181, 247

Annals of Ulster. 186

Annunciation, illustration in Codex Egberti, 241;

292

Aymunciation, illustration in Hours of Jeanne

d'Evreux (Pucelle), 442-43, 453; 564
Annunciation, mosaic. Church of the Dormition,

Daphni, 150, 153; 175

Annunciation, mosaic, Santa Maria Maggiore,

Rome, 47; 51. 52

Annunciation (Van Eyck), panel, 395; detail of,

504
Annunciation (Martini), panel, 454, 456; 584
Annunciation and Visitation, jamb figures,

Reims, 340, 380, 384, 395, 419, 421, 433-

34, 446; 500; details of, 50i, 502

Annunciation, Nativity, Annunciation to the

Shepherds (Nicola Pisano), pulpit, Baptistry,

Pisa, 384, 445, 446, 448, 453, 465; 572
Annunciation of the Death of the Virgin, from

Maesta altarpiece (Duccio), 443, 451, 453;

581

Annunciation to the Shepherds (Giovanni

Pisano), pulpit. Cathedral, Pisa, 465; 595
Annunciation, Visitation. Presentation, jamb

figures, Amiens, 375, 379; 493

Anquetil (abbot), 269
Ansanus (saint), 454
Anselm (saint), 305
Antelami, Benedetto, 331-32; Baptistry,

Parma, 332; 423; David, 332; 424; Deposition,

331-32; 422

Anthemius of Tralles, 100; Hagia Sophia,

Constantinople (with Isidorus of Miletus),

99-101, 102, 354; 115-17; colorpl. 12

Anthony (saint), 78, 182

Antioch, 72, 85; Golden Octagon, 72

Antioch-Kaoussie: Saint Babylas, 72; 77

Antonia, 123; portrait of, 123; 148; colorpl. 17

Antonines, 78

Apocalyptic Woman, fresco, Saint-Savin-sur-

Gartempe, 307, 308; 38J

Apocrypha (apocryphal gospels), 94

Apollinaris (saint), 115, 124; portrait of, 124;

colorpl. 18

Apollinaris Sidonius (Gains Sollius), 111

Apollodorus, 135

Apologia (Saint Bernard), 288
Apostle, upper chapel, Sainte-Chapelle, Paris,

395, 396, 399-400, 423; 509
Apostles, jamb figures, Amiens, 345, 375, 378,

379; 492

Apostles, jamb figures, Reims, 380, 383-84; 497

Apostoleion (Church of the Holy Apostles),

Constantinople, 67, 70, 72, 99, 102, 131,

132, 147, 159, 162

Apulia, Italy, 164

Aquamanile, 335; 428

Aquileia, Italy, 159, 160; Basilica, 41; 46

Aquitaine, 294, 305, 307
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Aratus, 192

Arcadius (Byzantine emperor), 67, 136

Archangel Michael, illustration in Menologion of

Basil II, 146; colorpl. 21

Archangel Michael, panel, 104-5; 123

architecture: Byzantine, 99-102, 130-31, 148-

50; Carolingian, 192, 194-201, 228, 235;

Early Christian, 21, 22, 25-26, 27, 29-39,

40-41, 42, 48, 67, 68-78, 99; Gothic, 343-

44, 345, 346, 348, 349; in England, 402-14;

m France (High Gothic), 343, 351-52, 353-

63, 365, 373-75, 380, 395-96, 398-401; in

Italy, 458, 466-67, 472; in the Rhmeland,

343, 414-15, 421-22, 423-24, 433;

Ottoman, 199, 235-36; Roman, 42-43, 44;

Romanesque: in Aquitaine, 306-7; in

Burgundy, 275-76, 277, 289-90; "first"

Romanesque, 256-59, 274; in France, 258,

265; in Italy, 313-15, 320, 323-26, 328-30;

in Germany, 199, 334; Norman, 291, 293-94,

305; in Provence, 311-12; in Spain, 258-59,

261-65
Arch of Constantine, Rome, 27, 67, 180, 198;

20; detail of, 21

Arch of Galerius, Constantinople, 60

Arch of Titus, Rome, 27; detail of, 23

Arch of Trajan, Benevento, 27; 22

Arculphus, 75

Arena Chapel, Padua, 460; frescoes (Giotto),

460, 462-65; 591-93; colorpl. 70; interior,

591; sculpture for (Giovanni Pisano), 465;

594
Ariadne (empress), 103; portrait of, 103; 121

Arian Baptistry, Ravenna, 114, 118; dome, 138

Arian heresy, 68

Arians, 69, 70, 114, 115, 118, 179, 180

Aristotle, 236, 344, 345, 444

Aritmetica (Boethius), 192

Arius, 68

Ark of Noah, fresco, Saint-Savin-sur-Gartempe,

307, 308; colorpl. 48

Ark of the Covenant, mosaic, Germigny-des-Pres,

202-3; 244
Aries, 261

Armagh, Ireland, 183

Arnolfo di Cambio, 448

Arrest of Christ, fresco, SantAngelo in Formis,

315; 390
Arundel Psalter, 233-34; illustration in, 281

Ascension, illustration in Homilies on the Virgin

(Kokkinobaphos), 146-47; colorpl, 22

Ascension, illustration in Rabbula Gospels, 88-

89, 90, 91, 108, 147, 180; colorpl, 8

Ascension, illustration in Sacramentary of the

Cathedral of Saint Etienne of Limoges, 309,

310; colorpl. 49

Ascension, mosaic, San Marco, Venice, 159, 162;

188

Ascension, painting, Monastery of Apollo, Bawit,

90; J 04

Ascension, pilgrim's flask, Palestine, 89; 103

Ascension, tympanum, Chartres, 367; 471

Ascension, tympanum. Saint Sernin, Toulouse,

264, 266-68; 326
Ascension, wooden doors, Santa Sabina, Rome,

91; J09

Ascension and Pentecost, illustration in Bible of

Saint Paul's Outside the Walls, 223, 284; 262

Ashburnham Pentateuch, 85; illustration in,

colorpl. 7

Assisi: San Francesco, 456-60; 585-90

Assumption, portal, Amiens, 375; 489
Assumption and Coronation of the Virgin,

tympanum, Strasbourg Cathedral, 416
Asturias, Spain, 247, 249
Athens: Parthenon, Acropolis, 99, 343, 344; 437

Augustine of Canterbury (saint), 183, 186

Augustine of Hippo (saint), 42, 48, 85, 217,

347, 371

Augustus Caesar (Roman emperor), 27, 234
Austria, 414

Autun: Saint Lazare (Cathedral), 287-88, 378;

358-62

Auvergne, 310, 335
Auxentius (bishop), 70

Avars, 106, 108

Avignon, 454

B
Babylas (saint), 72

Babylonian Captivity, 454
Bage, Etienne de (bishop), 287
Bakchos (saint), 110; portrait of (?), 110;

colorpl. 14

Bamberg Cathedral, 225, 384, 424, 433-34,

446; choir screen, 551; exterior, 550;

sculpture for, 552, 553

"Bamberger Rider," sculpture for Bamberg
Cathedral, 434; 553

Baptism, painting. Catacomb of Callixtus, Rome,

19; 6

Baptismal font (Rainer of Huy), Notre-Dame-

des-Fonts, Liege, 338, 339; 432

Baptism of Christ, illustration in Benedictional of

Saint Ethelwold, 232; colorpl. 39

Baptistry, Florence, 324; exterior, 404; interior,

405: interior, looking into dome, 406

Baptistry, Lateran Basilica, Rome, 38, 39, 205;

interior, 42; mosaic. Oratory of San Venanzio,

158, 317; J80; section of, engraving (Lafreri),

43

Baptistry, Parma (Antelami), 332; 423

Baptistry, Pisa, 325, 326; 407; pulpit (Nicola

Pisano), 327, 445-46, 448, 453, 465; 57J;

details of, 572, 573

Baptistry, Siena, 467
Baptistry of Saint John, Poitiers, 179; exterior,

2J0
Barberini Diptych, plaque, 99, 103; colorpl. 11

Barna da Siena, 470
Basel Cathedral, 244

Basil (saint), 147

Basil I the Macedonian (Byzantine emperor),

130, 131, 135

Basil II (Byzantine emperor), 146

Basilica, Aquileia, 41; floor mosaic, detail, 46

Basilica, Jerusalem, 72, 74; plan and

reconstructions of, 78

Basilica Apostolorum, Cimitile, apse

decorations, 63, 124; reconstruction of apse,

63

Basilica Apostolorum, Milan, see Holy Apostles,

Milan

Basilica Constantini, Forum, Rome, 27

Basilica Euphrasiana, Parenzo (now Porec,

Yugoslavia), 43; facade mosaic, 47

Basilica of the Nativity, Bethlehem, 74-75;

reconstruction, 79

Basilica of the Savior in the Lateran, Rome, see

Lateran Basilica, Rome
Basilica Portiana, Milan, see San Lorenzo

Maggiore, Milan

basilicas. Early Christian, 21, 22, 25-26, 27,

29-39, 40-41, 42, 48, 69-72, 74-75

Basilica Ulpia, Forum of Trajan, Rome, 30;

reconstruction, 27

Battle Scene of the Trojan Wars, illustration in

the Iliad. 81-82; 93

Bavaria, 414
Bawit, Egypt, 89-90; Monastery of Apollo, 90;

104

Bayeux Tapestry. 291-93, 308; 369: colorpl, 46

Beatus Apocalypse manuscripts, 247, 249-52,

255, 259, 270; 302, 305-7; colorpl. 41

Beatus of Liebana (Magius and Emeterius?),

248, 251; illustration in, 302

Beauvais: Cathedral, 348, 422; exterior of the

choir, 447: Monastery, 347
Bede, Venerable, 175, 183, 185, 186
Belisarius, 121, 123; portrait of, 121; 147
Benedict Biscop (saint), 183, 186, 187
Benedictine Order, 157, 186, 190, 200, 201.

230, 240, 255, 274, 288, 313, 316, 317, 323,

334, 338, 350
Benedictine style, 316, 317
Benedictional of Saint Ethelwold, 230, 232;

illustration in, colorpl. 39
Benedict of Nursia (saint), 157, 186, 255, 269,

288, 313
Benevento, Italy: Arch of Trajan, 27; 22
Benoist, Antoine, 352; jamb figures. Saint

Denis, drawings of, 350, 352-53, 366; 450
Beowulf 175, 177

Berenson, Bernard, 27, 460
Bernard de Soissons, 380
Bernard of Clairvaux (saint), 284, 286, 288,

289, 290, 305, 350
Berno of Baume (abbot), 274
Bernward (bishop), 236, 239, 242-43; Column

of, 239, 244; 289: Doors of, 239, 244, 331,

469; 290. 291

Bertha (princess), 199

Berze-la-Ville: Priory, apse fresco, 281-82, 308;
348

Bethlehem: Basilica of the Nativity, 74-75; 79

Betrayal oj Christ, illustration in Hours of Jeanne
d'Evreux (Pucelle), 442, 453; 564

Bible moralisec, 439; dedication page in, 560;

illustration in, colorpl. 66
Bible of Bury Saint Edmunds, 305; illustration

in (Master Hugo), 375
Bible of Saint Paul's Outside the Walls, 222-23,

284; illustration in, 262
Biblia Pauperum, 340
Bibliotheke (ApoUodorus), 135

Billung, house of, 435
Birth of Christ, from Throne of Maximianus, 95;

JJ4"

Birth of the Virgin (Cavallini), mosaic, Santa

Maria in Trastevere, Rome, 320, 449; 575
bishop's crosier, 443; head of, 567
Black Death, 404, 470, 472
Blanche of Castile (queen of France), 438,

439

Blanche of Castile and Her Son. Louis IX.

dedication page in Bible moralisee. 439; 560
Bobbio, Italy, 183

Boccaccio, Giovanni, 460

Boethius, 192

Bohemia, 414

BoNANNO Pisano, 326; Th)-ee Magi, from doors

of Cathedral, Pisa, 326; 410

Bonaventure, Nicolas de, 472

book covers: Byzantine, 135; Carolingian, 188-

89, 225-26; Early Christian, 94, 95

book illustration: Anglo-Saxon, 230-34, 240;

Byzantine, 130, 135-36, 145-47; Carolingian,

186, 191-92, 203, 205-8, 217-24, 241, 247;

Celtic, 183-84; Classical (pagan), 80-82;

Early Christian, 79, 82, 83, 85-90, 180-81,

247; Egyptian, 79; Gothic, 438-43; Hiberno-

Saxon, 184-88; Mozarabic style, 247-52;

Ottonian, 240-44; Romanesque, 280, 282,

290, 305, 309, 316
Book of Ceremonies (Constantine VII

Porphyrogenitus), 130

Book of Durrow (Codex Durmachensis), 183-

84; illustrations in, 2i6, 217
Book of Kells, 186-88; illustrations in, 221-23;

colorpls. 32, 33

Books of Hours (Horae), 441-43

Bordeaux, 261

Borgo San Donnino: Cathedral (Duomo), west

facade, sculpture (Antelami), 332; 424

Borromini, Francesco, 32, 33

Bramante, Donate, 48

Brandenburg, 414
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Breviary of Philippe le Bel (Master Honore),

440-41; illustration in. 562

Bronze Mirror, from Desborough (Northants),

177; 206
Brunswick Cathedral, 335; crucifix for

(Imervard), 335; 429

Buildings, The (Procopius), 101

Burckhardt, Jacob, 27

Burgos, Spain, 261

Burgundians, 179, 183

Burgundy, 256, 261. 269, 288, 350, 352

Bury Saint Edmunds. England. 305

Busketos. 326
Byzantium, 66, 82; see also Constantinople

Byzas of Megara, 66

c
Caen: Abbaye-aux-Dames, 291; Saint Etienne

(Abbaye-aux-Hommes). 291, 293, 351, 354;

367, 368
caesaropapism, 99, 128, 242-43

Cagliari Cathedral, 326-27

Calabria, Italy, 164

Calixtus (pope), 384

Calixtus 11 (pope), 288

CaUiyig of Peter, mosaic. SantApollinare Nuovo.

Ravenna. 115. 118; 142

Callixtus (deacon), 16

Cambrai Apocalypse, 224

Cambrensis, Giraldus (Gerald de Barri), 183,

187

Cambridge, England: King's College Chapel,

414; 535
Campanile (Leaning Tower), Pisa, 325, 326;

407

Campo Santo, Pisa, 325; fresco (Traini), 470,

472; 603

Canon Table, illustration in Book of Kells, 186;

222
Canon Table, illustration in Rabbula Gospels, 87.

145; 101

Canterbury. 186. 233; Cathedral. 293, 294, 402,

404; nave and choir, 514; Christ Church,

scriptorium, 232

Canterbury Psalter, 232; illustration in, 277

Capetian rulers, 255, 350, 438

Cappella Palatina, Palermo, 164-69, 171, 172,

453; interior toward altar, 192; mosaics, J93-

96: colorpls. 27, 28; view into south transept,

J 96
Capua: SantAngelo in Formis, 315-16, 317;

390-92; Triumphal Gateway of Frederick II,

384, 445; 569, 570
Caracalla. bust of, 29; 25

Cardona Castle, Spain: San Vicente, 258-59;

313

Carloman (Frankish prince), 191

Carmen Paschale (Sedulius), 185

Carmina (Fortunatus), 192

Carolingian art, 44, 186, 188, 191-208. 217-

29. 235. 256
Carolingian period. 48. 179, 191, 235, 255
Carolingian Renaissance, 159, 191. 192. 196.

228
Carpet Page, illustration in Book of Durrow.

184; 2J6
Carpet Page with a Cross, illustration in

Lindisfarne Gospels. 185. 189; colorpl. 31

Castelseprio: Santa Maria di Castelseprio.

frescoes. 158-59; J 83

Catacomb of Callixtus. Rome. 16; paintings

from. 19; 4-6

Catacomb of San Panfilo. Rome. 16; gallery. 2

Catacomb of Saints Peter and Marcellinus.

Rome. 17. 19-20. 21. 153; frescoes. 3, 9

Catacomb of Santa Priscilla. Rome. 19; painting

in, colorpl. 1

catacombs, 16-17, 19

Catalonia. 256. 259

Cats and Mice with Host, illustration in Book of

Kells, 188; 223

Caumont, Arcisse de. 256

Cavalcanti, Guido. 460
Cavallini. PiETRO. 48. 58, 320, 448, 449, 458,

460; Birth of the Virgin, 320, 449; 575; Seated

Apostles from a Last Judgment, 449; colorpl.

68

Cefalia, Sicily: Cathedral, 169; apse mosaic, 169,

171; 197

Celestial Hierarchy, The (Pseudo-Dionysius the

Areopagite), 110, 355

Celestine 1 (pope), 37, 38, 91

Celtic art, 177, 182, 183, 184, 185, 186, 189;

see also Irish art

Celts, 177, 179, 182

Cennini, Cennino, 460

Centula, France: Abbey, 199, 200; engraving,

after manuscript illumination, 240; Saint-

Richarius (Riquier), 199; 239

Chalke Gate, Constantinople, icon of Christ on,

126, 128, 129, 130

champleve enamel technique, 309-10, 338, 340

Chapel of Sant'Aquilino, San Lorenzo Maggiore,

Rome, mosaic. 60-61. 70; 60

Chapel of Saint Zeno, Santa Prassede, Rome,
mosaic, 228-29; 274

Charlemagne (Frankish king), 197, 199, 201,

205, 206, 223, 243; biographer of, 191;

Carolingian empire and, 179, 234, 255;

coronation of, 191, 195, 203, 228; palace

chapel of. 192. 194-95, 225; pohtical/

religious philosophy of, 191, 194-95; portrait

of, 191; 227: portrait sculpture of, 224; 267;

Roman papacy and, 203, 205; Saint Denis

and, 197, 351; scholarship in the court of,

191-92, 205, 219-20; tomb of, 207
Charles IV (king of France), 442
Charles IV of Bohemia (Holy Roman emperor),

414
Charles Martel, 201, 351

Charles the Bald (Holy Roman emperor), 222,

223. 225. 226; portrait of. 222, 242; 261

Chartres. 261. 311. 380; Cathedral, 344, 348,

361-73; 467-84: colorpls. 56-60;

architecture, 361-63, 365, 373-74, 380, 381,

395; 468-70, 496; choir, 470; choir, stained-

glass windows, 371, 373; 484; colorpl. 59;

flying buttresses, 362, 363, 365; 468; interior,

363, 365; 470; colorpl, 56; nave, clerestory of,

colorpl. 56; nave elevation of, 363, 373; 496:

nave, stained-glass windows, 371, 373;

colorpls. 56. 60; north transept, sculpture,

260, 345, 367-70, 375, 377, 384, 416, 419,

449; 476-81; north transept, stained-glass

windows, 365, 371, 372; colorpl, 58; plan,

362; 469; sculpture, 44, 260, 271, 345, 347,

365-71, 375, 377, 378, 379, 384, 416, 419,

449; 471-82; south transept, sculpture, 370-

71, 375, 378, 379; 482; stained-glass

wmdows. 363. 365. 371-73; 483. 484;

colorpls. 56-60; west facade, 361, 365; 467;

west facade, sculpture, 44, 271, 366-67, 370;

471-75; west facade, stained-glass windows,
371, 372; 483; colorpl. 57

Chateaubriand, Francois- Rene, 343
Chelles, Jean de, 396, 422
Chios, monastery at, 131

Chi-Rho Monogram Page, illustration in Book of

Kells, 187-88; colorpl. 33; detail of, 223
choir screen, Naumberg Cathedral, 434-35; 554
Christ, gold coin of Justinian II, 126, 128; 154
Christ, icon from Monastery of Saint Catherine,

126, 153; 153

Christ, pier statue, Cologne Cathedral, 421, 423;
547

Christ, trumeau, Reims, 380, 383-84; 497

Christ Acclaimed by Saints Peter and Paul with

Saints Cosmas and Damianus. Saint Theodorus

Tiro and Pope Felix IV, mosaic. Saints Cosmas
and Damianus, Rome, 62, 125; 62

Christ and Four Angels, mosaic, Santa Prassede,

Rome, 228-29; 274
Christ Appearing in the Clouds, illustration in

Silos Beatus of Liebana (Petrus), 247, 252;

306
Christ Between Archangels Michael. Gabriel, and

Raphael and Saint Benedict, from Altar Frontal

of Henry II, 244-45; 298
Christ Carrying the Cross. Passion casket, 91;

106

Christ Child in Egypt, mosaic, Santa Maria

Maggiore, Rome, 47; 51, 53

Christ Church, Canterbury, 232
Christ Crowning King Roger 11 of Sicily, mosaic,

Martorana, Sicily, 164, 168; I9J

Clirist Enthroned, fresco, Sant'Angelo in Formis,

315; 391

Christ Enthroned, illustration in Gospels

(Lectionary) of Godescalc, 205; colorpl. 35
Christ Enthroned Between Angels and Procession

of Saints, mosaics, Sant'Apollinare Nuovo,

Ravenna, 115, 116; 140

Christ Enthroned Between Saints Peter and Paul,

fresco. Catacomb of Saints Peter and

Marcellinus, Rome, 21; 9

Christ Enthroned Between Saints Peter and Paul,

from Sarcophagus of Junius Bassus, 23, 220;

14

Christ Enthroned Between the Twelve Apostles,

sarcophagus, 22; front, 10

Christ Healing the Blind Man. fresco. Saint John,

Miistair, 203; 246
Christ in Majesty, mosaic, Santa Pudenziana,

Rome, 61; colorpl. 4

Christ in Majesty with Saints and Donor, mosaic,

Santa Prassede, Rome, 228; colorpl. 38

Christ in the Garden of Gethsemane, mosaic,

Monreale, 171, 172; 200
Christ (Le Beau Dieu), trumeau, Amiens, 153,

345, 375, 378-79; 491; detail of, 440
Christ Teaching, Seated Among Apostles, mosaic,

San Lorenzo Maggiore, Milan, 60-61; 60

Christus patiens (Suffering Christ), theme of,

450
Christus triumphans (Triumphant Christ), theme

of, 450
Christ with the Sleeping Saint John the Evangelist,

wood, 436; 557
Chronica monasterii Casinensis (Leo of Ostia),

313

Chrysopolis, battle of, 66
Church of the Dormition, Daphni, Greece, 20,

131, 149-54, 164, 166, 171, 172, 454;

central dome, 1 74; interior, J 73, mosaics,

175-77; colorpls. 23, 24; plan with mosaics

indicated, 1 72

Church of the Hodegoi, Constantinople, 155

Church of the Holy Apostles, Constantinople,

see Apostoleion, Constantinople

Church of the Theotokos, Hosios Lukas, Greece:

exterior, 170; plan, I7J

CiMABUE, 448, 449, 458, 460, 467; Crucifixion,

458; 589; Enthroned Madonna and Child, 460;

colorpl. 72

Cimitile, Italy, 41; Basilica Apostolorum, 63,

124; 63

Cistercian monastery, plan of ideal, 289; 363
Cistercian Order, 288-89, 290, 350, 433
Citeaux, Burgundy, 288
City of God {Civitas dei) (Augustine), 42, 347
Cividale: Saint John, 180

Clairvaux, 288, 289
Clement 111 (antipope), 320
Clement of Alexandria (saint), 15, 85
Clermont, France, 255
cloisonne enamel technique, 155, 176-77, 188,

309, 338, 371
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Clovis (Prankish king), 223, 269, 270

Cluniac Order, 171, 172, 230, 235, 265, 269,

274, 288, 290, 350

Cluniacum, 274

Cluny, Burgundy, 256, 269, 310, 311; Cluny I,

274; Cluny II, 274; plan, 337; Cluny III,

274-81, 282, 289, 294, 328, 354, 404;

ambulatory, 343; ambulatory capitals, 345-

47; drawings of, 341^4; interior, 342; plan,

338; reconstruction, 339; south transept, 340;

west facade, 344

Cluny in (Martellange), 275; 34]

Cluny 111, Ambulatory (Lallemand), 275, 276;

343
Cluny III, Interior (after Lallemand), 275, 276,

381; 342

Cluny 111, Western facade from the atrium,

drawing, 275, 276, 281; 344

Cluny Lectionary, 282, 293, 309; illustration

from, 349; colorpl. 45

Code of Justinian, see Justinianic Code
Codex Amiatinus, 186; illustration in, 219

Codex Aureus of Canterbury, 186; illustration

in, 186

Codex Aureus of Echternach, 243-44;

illustration in, 296

Codex Aureus of Saint Emmeram, book cover

for, 226; 271

Codex Aureus of Speyer Cathedral, 243;

illustration in, 295

Codex Durmachensis, see Book of Durrow
Codex Egberti, 240-41; illustration from, 292

Codex Rossanensis (Rossano Gospels), 85-87;

illustrations m, 98-100

Codex Vergilius Vaticanus (Vatican Vergil), 80-

81, 135, 180, 208; illustrations in, 91. 92

Cologne, 240, 340, 414, 424; Cathedral, 421-

23; air view, 544; choir, 546; choir, statues on

piers of, 547; construction of, woodcut
(Woensam), 545; sculpture for, 247; 300

Columba (saint), 183, 184

Columban monks (Irish), 186, 190

Columbanus (saint), 183

Column of Bishop Bernward, bronze, originally

for Saint Michael, Hildesheim, 239, 244;

detail of, 289

Column of Trajan, Forum, Rome, 60, 80, 136;

detail of, 90

Combat of David and Coliath, illustration in

Paris Psalter, 136; 163

Combat of David and Goliath, plate, 105, 136;

colorpl. 13

Comedies of Terence, 192; illustration of, 228

Comnenian style, 162, 164, 166, 169, 172, 449

Conant, Kenneth, 274, 275
Confrerie de Saint-Jean (guild), 439
Conques: Sainte Foy, 261

Conrad (prior), 402
Conrad II (Holy Roman emperor), 243
Conrad 11 and Queen Cisela Before the Enthroned

Christ, illustration in Codex Aureus of Speyer

Cathedral, 243; 295
Conrad III (king of Germany), 434
Conrad IV (king of Germany), 414

Conradin (German prince), 414
Constable, John, 405
Constantine V (Byzantine emperor), 128

Constantine VII Porphyrogenitus (Byzantine

emperor), 130, 135

Constantine Distributing Favors, from Arch of

Constantine, Rome, 27, 67; 21

Constantine the Great (Roman emperor), 60,

201, 224, 234, 317, 434; arch of, 27, 67,

180, 198; 20. 21: basilicas built and founded

by, 21, 25, 27, 29-30, 32, 34, 41, 62, 67, 72,

74, 131, 159; biographers of, 27, 29, 40, 67;

Christianity and, 15, 23, 27, 29-30, 67, 91,

94, 132, 255; colossal statue of, 27, 29; 24;

daughter of, 33, 39; death of, 34; as emperor,

15, 27, 68, 191; military victories of, 27, 34,

66, 189; Gospel texts organized by Eusebius

for, 87; new capital (Constantinople) and, 66-

67, 99
Constantine the Great, 27, 29; fragment of

colossal statue, 24

Constantinople, 66-67, 85, 95, 99, 106, 128-

29, 130, 135, 157, 162, 449; Apostoleion

(Church of the Holy Aposries), 67, 70, 72,

99, 102, 131, 132, 147, 159, 162; Arch of

Galerius, 60; Chalke Gate, 126, 128, 129,

130; Church of the Hodegoi, 155; city walls

of, 67; 68: Constantine's plans for, 66-67;

Hagia Sophia (Anthemius of Tralles and

Isidorus of Miletus), 67, 72, 99-101, 102,

130, 131, 354; 115-17: colorpl. 12; Hagia

Sophia, apse mosaic, 103, 128, 129, 131-32,

154; 155: Hagia Sophia, ex-voto mosaics,

131-35, 146, 167; 158-61: map of, 67;

Monastery of Constantine Lipps (north

church), 131; 157; Mosque of Kalenderhane,

103; Nea ("The New"), 130-31, 162; Obelisk

of Theodosius, 67-68; 69; palace complex at,

67, 130, 192; rebuilding of, by Justinian, 99-

100, 101-3; Saints Sergios and Bakchos, 102,

118; 119, 120

Constantinus Rhodius, 131

Constantius I (Roman emperor), 27

Constantius II (Roman emperor), 70

Construction of Cologne Cathedral, The

(Woensam), woodcut, 421; 545
Consuetudines Farvenses ("Constitutions of

Farfa"), 274
Consul Anastasius, The, diptych, 103-4, 105;

122

Contarini, Domenico (doge of Venice), 159

Coppo Di Marcovaldo, 450-51; Crucifix, 450;

577; Madonna and Child, 450-51; 578

Coptic art, 89-90, 95

Corbie Gospels, see Gospels of Corbie

Cordova, Spain, 130

Cormont, Renaud de, 373

Cormont, Thomas de, 373, 374, 398
Coronation Gospels (Schatzkammer Gospels),

207-8; illustration in, 250
Coronation of a Prince, illustration in

Sacramentary of Metz, 223
Coronation of Emperor Romanus 11 and Eudocia

by Christ, relief, 135; 162

Coronation of the Virgin, portal, Amiens, 375,

384; 489
Coronation of the Virgin, portal, Reims, 384; 498

Coronation of the Virgin, tympanum, Chartres,

368, 384, 416, 449; 477
Coronation of the Virgin (Torriti), mosaic, Santa

Maria Maggiore, Rome, 63, 448-49; 574
Coronation Sacramentary of Metz, 223;

illustrations in, 263, 264
Corvey, Westphalia: Abbey Church, 197-98;

cross section of westwork, 235: facade, 236:

interior, western tribune, 237

Cosma family, 320
Costanza, 33, 39; Mausoleum of, 33, 39, 41, 61;

32, 44

Cotton, Robert, 83

Cotton Genesis, 83, 85, 162, 167, 220, 239;

drawing after illustration in, 96

Council of Aquileia, 70

Council of Chalcedon, 42, 89

Council of Ephesus, 42, 47, 48, 89

Council of Lyon, 414
Council of Toledo (fourth), 249

Court style, 356, 395, 409, 412, 439; see also

rayonnant style

Cross as the Tree of Life, The, mosaic, San

Clemente, Rome, 317, 319; colorpl. 51

Cross of Archbishop Gero, wood, 247; detail of,

300
Cross of Saint-Bertin, bronze and enamel, 339;

base of, 433

Crown of Recceswinth. gold, 177; 204

Crucifix (Coppo di Marcovaldo), panel, 450;

577

Crucifixion, choir screen, Naumburg Cathedral,

434-35; 554

Crucifixion, from doors of Santa Sabina, Rome,
91; 108

Crucifixion, illustration in Arundel Psalter, 233-

34; 28]

Crucifixion, illustration in Gellone Sacramentary,

181; 214

Crucifixion, illustration in Rabbula Gospels, 87-

88, 154, 335; 102

Crucifixion, illustration in Ramsey Psalter, 232-

33; 278
Cruci/ixion, cover for Pericopes of Henry II,

225; 269

Crucifixion, Passion casket, 91; J 06

Crucifixion, mosaic. Church of the Dormition,

Daphni, 150, 153-54, 454; 177

Crucifixion, plaque, Pala d'Oro, San Marco, 155;

179

Crucifixion, tympanum, Saint-Gilles-du-Gard,

312
Cruci/ixion, from Maesta akarpiece (Duccio),

154, 443, 451, 454; 582

Crucifixion (Cimabue), fresco, San Francesco,

Assisi, 458; 589

Crucifixion and Deposition, illustrations in

Psalter of Blanche of Castile, 438-39; colorpl.

65

Crucifixion from Rinnagan, plaque, 189; 224

Crucifixion with Angels, cover of Lindau

Gospels, 225-26; 270

Crucifix No. 15 (School of Pisa), panel, 450; 576

Crucifix (Pestkreuz), wood, 436-37; 558
Crusaders handbook, 284; illustration from, 354
Crusades, 311; first, 255, 274, 307; second,

164, 284, 305, 350; fourth, 155, 162, 367,

449
Cunigunde, 434
Curvilinear Decorated style, 404, 412

D
Damasus (pope), 42

Danes, 230
Dankwarderode palace. Lion Monument at, 335;

427

Dante Alighieri, 438, 460
Daphni, Greece: Church of the Dormition, 20,

131, 149-54, 164, 166, 171, 172, 454; 172-

77; colorpls. 23, 24

David (Antelami), west facade. Cathedral, Borgo

San Donnino, 332; 424

David Anointed by Samuel and the Battle of

David and Goliath, illustration in Breviary of

Philippe le Bel (Master Honore), 441; 562

David Before the Enthroned Saul, plate, 105; 125

David Composing the Psalms, illustration in Paris

Psalter, 135-36, 145; colorpl. 20

De apocalypsis (Rupertus of Deutz), 287
De Architectura (Vitruvius), 192

Death of Dido, illustration to Virgil's Aeneid, in

Codex Vergilius Vaticanus, 81; 9J

Death ofJudas, plaque. Passion casket, 91; 106

Death of the Virgin, tympanum, Strasbourg

Cathedral, 416, 419; 542
Deception of Isaac, painting, Saint Paul's Outside

the Walls, Rome, 48, 58, 448, 449, 458;

drawing after, 57

De Consolatione philosophiae (Boethius), 192

Decorated Gothic style, 401, 404, 407, 409-10,

411, 412

Decretals of Gratian (Master Honore), 440
De diversis artibus (Theophilus), 337
Deesis, theme of, 155

Deir-el-Abiad, Egypt: White Monastery, 78; 87,

88
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De Materia Medica (Dioscurides), 82; illustration

from, 82, 208; colorpl. 5

Demetrios (saint), 106, 108; portrait of, 110,

111, 126; 132

De Mirahilihus Urhis Romae (Tales of the

Marvels of the City of Rome) (Magister

Gregory), 317
Demus, Otto, 150, 153

Denial of Peter, plaque. Passion casket, 91; 106

Denis (saint), 441

Deposition (Lorenzetti, P.), fresco, San

Francesco, Assisi, 456; 586

Deposition (Antelami), pulpit, Parma Cathedral,

331-32; 422

Derry, Ireland, 183

De sancto Karolo. 195

Desborough (Northants), bronze mirror from,

177; 206

Desiderius (abbot; later Pope Victor III), 313,

314, 315, 316, 317, 320

Desiderius Offering the Church to Christ, fresco,

SantAngelo in Formis, 315; 392

De Trinitate (Rupertus of Deutz), 338
Dialogus de musica (Odo of Cluny), 274

Dietrich II of Wettin (bishop), 434

Diocletian (Roman emperor), 27, 29, 68

Dionysius the "Apostle of Gaul" (bishop), 350,

355
Dioscurides, 82; portrait of, 82, 208; colorpl.

5

Disputing Prophets, choir screen, Bamberg
Cathedral, 433; 551

Dittochaeon (Prudentius), 41, 57

Divine Comedy (Dante), 438

"Dome of Heaven," theme of, 106

Dominican Order, 456
Dominicus, 247, 252

Dominus legem dat, sarcophagus, 22; back of,

11

Dominus legem dat. theme of, 22, 61, 62

domus ecclesiae, 26, 29-30

domus ecclesiae, Dura-Europos, Syria, 26, 82;

baptistry, model of, 19; reconstruction, 18

domus Pilati praetorium, Jerusalem, 87

Donatello, 445
Donna Velata, painting. Catacomb of Santa

Priscilla, Rome, 19; colorpl. 1

Doors of Bishop Bernward, originally for Saint

Michael, Hildesheim, 239, 244, 331, 469;

290; detail of, 291

Dormition, portal, Amiens, 375; 489

Dormition and Assumption of the Virgin, lintel,

Chartres, 368, 416; 477
Doubting Thomas, plaque, 244; 297

Doubting Thomas, cloister pier, Santo Domingo
de Silos, 260; 315

Dragon, from Sutton Hoo burial, 178; 208

Dream of the Rood. 189

Drogo of Metz (archbishop), 224
Drogo Sacramentary, see Sacramentary of Drogo
Duccio Di BuoNiNSEGNA, 451-54, 456, 464,

467, 470; Annunciation of the Death of the

Virgin, 443, 451, 453; 581; Crucifixion. 154,

443, 451, 454; 582; Entry into Jerusalem.

451, 453-54, 464; colorpl. 69; Maestd

altarpiece, 451-54, 467; 579-82; colorpl. 69;

Nativity. 451, 453; 580; Prophets Isaiah and

Ezekiel, 451, 453; 580; Rucellai Madonna,

451, 452, 460; colorpl. 71

Dunstan (archbishop), 230
Dura-Europos, Syria: domus ecclesiae, 26, 82;

18, 19: Synagogue, 82-83; 94

Durandus (abbot), 269; portrait of, 269; 330
Durandus, William, 347

Durandus, cloister pier. Saint Pierre, Moissac,

269; 330
Durham Cathedral, 294, 305, 354; exterior, 371;

interior, 372; plan, 373

Durrow, Ireland, 183; Monastery at, 183,

184

dynamic style, phase of Byzantine art, 172

E
Eadwine Psalter, 232, 305; illustration in, 276

Eagle Fibulae, from Visigothic Spain, 177;

colorpl. 29

East Roman Empire, 27, 66, 68, 106, 130, 313

Ebbo (archbishop), 206, 208

Ebbo Gospels, see Gospel Book of Ebbo

Ecclesia. jamb figure, Strasbourg Cathedral, 419,

421; 543

Ecciesiastical Hierarchy. The (Pseudo-Dionysius

the Areopagite), 110

Ecclesiastical History of the English People

(Bede), 175

Ecclesius (bishop), 118, 120

Echternach, 240, 243; Monastery at, 184

Echternach Gospels, see Gospels of Saint

Willibrord

Edict of Milan, 27; see also Peace of the Church
Edward the Confessor (saint), 291, 409

Edwin the Saxon (king of Northumbria), 175

Egbert (archbishop), 240
Einhard, 191, 192; reliquary base designed by,

192; 229
Ekbert of Andechs (bishop), 424, 433, 434

Ekkehard of Meissen, 435

Eleanor of Aquitaine (queen), 305-6, 350
Eleona shrine, Palestine, 89

Elizabeth, stone, Bamberg Cathedral, 384, 433-

34, 446; 552

Elucidarium (Honorius of Autun), 287

Elvira, Spain, 15

Ely Cathedral, 294, 411; dome over crossing

(Hurley), 529

Emeterius, 251; Gerona Beatus of Liebana (with

Ende), 251-52; 305
Emeterius (?): Scribe and Miniaturist at Work in

the Tower Workshop of Tdbara (with Magius),

248, 251; 302

enamels, 176-77, 371; Byzantine, 155-56;

Carolingian, 188; Celtic, 178; Romanesque,

309-10, 338, 340
Ende, 251; Gerona Beatus of Liebana (with

Emeterius), 251-52; 305
Enneads (Plotinus), 111

Enthroned Madonna and Child (Cimabue), panel,

460; colorpl. 72

Enthroned Madonna and Child (Ognissanti

Madonna) (Giotto), panel, 460; colorpl. 73

Entry into Jerusalem, mosaic, Cappella Palatina,

Palermo, 164, 169, 453; colorpl. 28

Entry into Jerusalem, from Maestd altarpiece

(Duccio), 451, 453-54, 464; colorpl. 69
Entry into Jerusalem (Giotto), fresco. Arena

Chapel, Padua, 460, 464; colorpl. 70

Entry of Christ into Jerusalem, from Sarcophagus

of Junius Bassus, 23; 14

Ephesus, Asia Minor: Saint John the Evangelist,

77-78; 86
Epigones, 68
Equestrian Portrait of a Carolingian Emperor

(Charlemagne?), 224; 267
Ermoldus Nigellus, 201

Ernulph (prior), 402
Eschenbach, Wolfram von, 434
Essai sur I'architecture (Laugier), frontispiece,

439

Essen Cathedral, 245
Ethelwold (bishop), 230
Etimasia (prepared throne), theme of, 45, 48
Etimasia, mosaic, Santa Maria Maggiore, Rome,

48; 54

Etymologiae (Isidore of Seville), 284
Eudocia (Byzantine empress), portrait of, 135;

162

Euripides, 135

Eusebius, 27, 29, 40-41, 67, 72, 74, 87, 94,

344

Evangelists, mosaic, San Vitale, Ravenna, 118,

120; 149

Eve (Gislebertus), lintel, Autun Cathedral, 288;

360
Evreux, Jeanne d' (queen of France), 442, 443;

portrait of (Pucelle), 442; 564

Exeter Cathedral, 410-11; nave, 527; west

facade, 526
Exultet Roll, 316; illustrations in, 394, 395
ex-voto mosaics, 132, 134-35

Eyck, Jan van, 395; Annunciation, 395; 504
E^efeiel in the Valley of the Dry Bones,

illustration in Homilies of Gregory of

Nazianzus, 135; colorpl. 19

Ezra Restoring the Bible, illustration in Codex
Amiatinus, 186; 219

F
Falier, Ordelaffo (doge of Venice), 155; portrait

of, 155; 178

Fa/1 of Adam and Eve. illustration in Albani

Psalter, 305; 374

Fai; of Adam and Eve, portal, Reims, 384; 498

Farfa Bible. 259
Feast of Abraham and the Three Men, The,

illustration in Psalter of Saint Louis, 439;

561

Feast of Abraham and the Three Men, The,

mosaic, San Vitale, Ravenna, 118, 119, 120;

colorpl. 16

Feast of Abraham and the Three Men in the

Valley of Mambre, mosaic, Santa Maria

Maggiore, Rome, 58-59, 120; colorpl. 3

Felix IV (pope), 62

Fermin (saint), 375

feudalism, 255

Finan (saint), 188

First Church Council, 68

"first" Romanesque, 256-60, 274, 327

First Tone of the Plainsong, capital, Cluny, 276,

279, 280; 347

Fish and Bread, painting. Catacomb of Callixtus,

Rome, 19; 4

"Five Sisters," stained-glass windows, York

Minster, 411, 412; 532

Flamboyant Gothic style, 361, 401, 454

Fleury, France: Monastery, 230

Flight into Egypt, mosaic, Cappella Palatina,

Sicily, 169; 196

Flight into Egypt (Gislebertus), capital, Autun

Cathedral, 288; 361

Flight into Egypt (Nicholas of Verdun),

altarpiece detail, 340; 435

Florence, 323, 324, 449, 450; Baptistry (San

Giovanni), 324; 404-6; Ognissanti, panel for

(Giotto), 460; colorpl. 73; Santa Maria

Novella, 451; San Miniato al Monte, 323-24,

467; 402, 403

Florentius, 249; Leon Bible of 960, 249; 304

Fontenay: Abbey Church, 289; exterior, 364;

interior, 365
Fontevrault, 306, 307

Foolish Virgins, The, jamb figures, Magdeburg
Cathedral, 416; 541

Fortunatus, 192

Fouilloy, Evrard de (bishop), 373

Fountain of Life, illustration in Gospel Book of

Saint-Medard de Soissons, 206; 248

Fountain of Life, illustration in Gospels

(Lectionary) of Godescalc, 205; 247

Four Angels Holding the Four Winds, The

(Magius), illustration in Morgan Beatus of

Liebana, 248, 250-51; colorpl. 41

Four Evangelists, The, illustration in Aachen

Gospels, 208; 251
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Four Evangelists and John the Baptist, from

Throne of Maximianus, 95; 113

Four Horsemen of the Apocalypse, The,

illustration in Trier Apocalypse, 224, 252; 266
Four Horsemen of the Apocalypse. The

(Emeterius and Ende), illustration in Gerona

Beatus of Liebana, 251-52; 305
Francia, 191, 205

Francis of Assisi (saint), 450, 456, 458, 460
Franconian rulers, 334
Frankish kings, 179, 191

Franks, 179, 183, 196, 343
Frederick 1 Barbarossa (Holy Roman emperor),

340, 445
Frederick II (Holy Roman emperor), 384, 414,

424, 434, 445; Triumphal Gateway of, 445;

569. 570
Freiburg, Johann von, 472
frescoes: Byzantine, 158-59, 162; Carolingian,

201-2, 203; Early Christian, 17, 19-20, 21,

48, 58, 63, 82-83; Gothic, 449, 454, 456,

458-60, 462-65, 469-70; Ottonian, 236;

Romanesque, 281-82, 307-9, 315, 317, 319
Friars Minor (Frates Minore). order of, 458
Friend, A.M., Jr., 223
Front (saint), tomb of, Perigueux, 261
Fulbert (bishop), 361, 362
Fulda Monastery, 192

Furriers at Work, stained-glass window,
Chartres, 371, 373; colorpl. 60

G
Gagliardi, FiLippo, 32; Nave of the Lateran

Basilica, Rome. 32-33; 30

Galerius (Roman emperor), 106, 108; palace of,

Thessaloniki, 106

Galicia: Saint James, 261

Galla Placidia, 35, 41-42, 111

Gascon Monastery, Spain, 252

Gates of Hell (Rodin), 240
Gates of Paradise (Ghiberti), 240
Gathering of Honey, illustration in Exultet Roll,

316; 394
Gaucher de Reims, 380, 384
Gellone Sacramentary, 181; illustration in, 2J4
Gelmfrez, Diego (bishop), 261

Genes (saint), 261

Genie du Christianisme (Chateaubriand), 343
Genoa, 130

Geometric Decorated style, 404
Geometric Figures and Ornaments, from

sketchbook (Honnecourt), 345; 442

Georgics (Virgil), illustrations of, 80-81; 92

Germanus (patriarch of Constantinople), 150

Germigny-des-Pres: Oratory of Theodulf, 202-3;

243, 244; Villa of Theodulf, 202
Gernrode: Saint Cyriakus, 235-36; 282-84

Gero (archbishop), 247
Gero (margrave), 235

Gerona Beatus of Liebana (Emeterius and

Ende), 251-52; illustration in, 305
Gerona Cathedral, 251

Gervase of Canterbury, 402, 404
Gesta Willelmi ducis Normannorum et regis

Anglorum (William of Poitiers), 291

Ghibelline (Waiblingen) faction, 322-23
Ghiberti, Lorenzo, 240, 460
Gilles (saint), 261

Gilles de Pontoise (abbot), 441

Giotto di Bondone, 448, 449, 456, 460-65,

470; Arena Chapel, Padua, frescoes, 460,

462-65; 591-93; colorpl. 70; Enthroned

Madonna and Child (Ognissanti Madonna),

460; colorpl. 73; Entry into Jerusalem, 460,

464; colorpl. 70; Lamentation, 460, 464-65;

593; Last Judgment, 460; Meeting of Anna and

Joachim at the Golden Gate, 460, 462-64;

592; see also Master of the Saint Francis

Cycle

Giovanni da Milano, 470; Pietd, 470; 601

Giovanni Pisano, 327, 448, 465-67;

Annunciation to the Shepherds, 465; 595;

facade. Cathedral, Siena (with others), 466-

67; 596; Madonna and Child. 465; 594;

Nativity, 465; 595; pulpit. Cathedral, Pisa,

327, 465; 595
Gisela (queen), 243; portrait of, 243; 295
GiSLEBERTus, 287; Eve. 288; 360; Flight into

Egypt. 288; 361; Last Judgment, 164, 287,

378; 358. 359; Magi Asleep. The, 288; 362
Giustina (saint), 454
Glaber, Raul, 255-56
Gloucester Cathedral, 294, 412; choir, 533;

interior, 370; south cloister, 534
Godescalc (monk), 205
Godescalc Gospels, see Gospels (Lectionary) of

Godescalc

Golden Buckle of Sutton Hoo. 177-78, 184;

207
Golden Legend (Voragine), 462

Golden Octagon, Antioch, 72

Goliath Challenges David, illustration in Leon

Bible of 960 (Florentius), 249; 304

Good Shepherd. The. mosaic. Mausoleum of

Galla Placidia, 113; 135

Good Shepherd, painting. Saints Peter and

Marcellinus, Rome, 17, 19-20, 153; 3

Good Shepherd, theme of, 17, 19, 20-21

Gospel Book of Ebbo, 208, 217, 218, 232;

illustration in, 252

Gospel Book of Moissac, 309; illustration in,

383
Gospel Book of Saint-Medard de Soissons, 206-

7; illustrations in, 248. 249; colorpl. 36

Gospel Scenes, mosaics, Sant'ApoUinare Nuovo,

Ravenna, 115, 116, 118; 140

Gospels of Corbie, 309; illustration in, 382

Gospels (Lectionary) of Godescalc, 205, 206;

illustrations in, 247; colorpl. 35

Gospels of Otto 111, 242-43; illustrations in,

294; colorpl. 40

Gospels of pseudo-Matthew, 94-95
Gospels of Saint Augustine, 180, 186, 205;

illustration in, 213

Gospels of Saint John Studius, 146; illustrations

in, J 66

Gospels of Saint Willibrord (Echternach

Gospels), 184; illustration in, colorpl. 30
Gothic Architecture and Scholasticism (Panofsky),

348
Goths, 99, 114, 343

Gozbert (abbot), 200
Grabar, Andre, 87, 126

Grado, Italy, 159

Granada, Spain: Alhambra, 130

Gratian (Roman emperor), 72

Great Lavra, Mount Athos, Greece, 147-48;

Katholikon, J 68: view from southwest,

167

Gregory (saint), 223
Gregory VII (pope), 274, 322, 334
Gregory IX (pope), 44

Gregory of Nazianzus (saint), 70

Gregory of Tours (bishop), 179

Gregory the Great (pope), 16, 157, 186, 287
Grimaldi, Jacopo, 43, 57, 62; Saint Peter's,

Rome, drawings of, 22, 43-44, 48, 57-58, 62,

206; 28. 48. 55. 56. 61

Guelph (Welf) faction, 322-23, 335
GuGLiELMO, 326; pulpit. Cathedral, Pisa, 326-

27, 446; 411

Guido of Arezzo, 279
Guifre (count of Cerdagne), 258
Guillaume le Breton, 361, 367
Guinizelli, Guido, 460
Gunzo, 276

H
Hadrian (pope), 205, 228
Hagia Kyriaka, Palermo, 171

Hagia Sophia, Constantinople (Anthemius of

Tralles and Isidorus of Miletus), 67, 72, 99-
101, 102, 130, 131, 354; apse mosaic, 103,

128, 129, 131-32, 154; 155; dome, 117;

exterior, 115; ex-voto mosaics, 131-35, 146,

167; 158-6]; interior, colorpl. 12; plan, JJ6
Hagios Demetrios, Thessaloniki, 108, 110, III,

126, 132, 157-58; exterior, J29: interior of

nave, 131; mosaics on chancel pier, 132;

colorpl. 14; reconstruction and plan, 130
Hagios Georgios, Thessaloniki, 106, 113, 114;

mosaics in dome, 126, 127

Haito (abbot), 200
Hall, Burchard von, 343
hall churches (Hallenkirche), 423-24
Halley's comet, 292
Hapsburg princes, 414
Harding, Stephen, 288
Hardraada (king of Norway), 291

Harold 11 (king of England), 291, 292
Hastings, Battle of, 291, 292
Haurvillers, Monastery at, 208
Head of a Jamb Figure, from Saint Denis (?),

350, 352; 45]

Head of a Prophet, jamb figure, Strasbourg

Cathedral, 415; 539
Healing of the Leper, fresco. Saint George,

Reichenau, 236; 288
"Heart of Yorkshire," stained-glass window, York

Minster, 412; 530
Heidelberg, Cathedral School at, 236
Helena (Roman empress dowager), 22, 255
Helios (Christ as Sun-God?), mosaic, tomb of

the Juhi, 25; 16

Henry I (emperor), 274
Henry 11 (Holy Roman emperor), 225, 244, 434;

portrait sculpture of, 245, 434; 298
Henry 11 Plantagenet (king of England), 305,

306, 402
Henry III (Holy Roman emperor), 243, 274,

322
Henry III (king of England), 409
Henry IV (Holy Roman emperor), 274, 316,

334
Henry the Lion (duke of Saxony), 335
Henry de Reynes, 409
Heraclius (Roman emperor), 105, 255

Herbal of Dioscurides (De Materia Medica),

illustrations for, 82, 208; colorpl. 5

Herculaneum, wall paintings at, 126

Heribertus (monk), 240

Hermintrude, 222
Hexaemeron (Augustine), 85

Hiberno-Saxon art, 184, 186, 189; see also

Celtic art; Irish art

Hildegarde (queen), 205
Hildesheim, 240; Saint Michael, 236, 334; 285-

87; Column of Bishop Bernward, 239, 244;

289; Doors of Bishop Bernward, 239, 244,

331, 469; 290, 291

Historia mystagogica (Germanus), 150

History Against the Pagans (Orosius), 201

History of the Franks (Gregory of Tours), 179

Hodegetria imagery of the Virgin, 155, 162, 187,

451

Hohenstaufen rulers, 334. 414, 422, 424
Hohenstaufens of Swabia, 322

Hohenzollern princes, 414
Holy Apostles (Basilica Apostolorum; now San

Nazaro), Milan, 70; plan, 73

Holy Roman Empire, 191, 234, 311, 316, 322,

334, 414
Homilies of Gregory of Nazianzus, 135;

illustration in, colorpl. 19
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Homilies on the Virgin (Kokkinobaphos), 146-

47; illustration in, colorpl. 22

HONNECOURT, VlLLARD DE, 345, 361, 371;

Geometric Figures and Ornaments, from

sketchbook, 345; 442; Tower of Laon, The.

from sketchbook, 356, 361; 458

Honorius (Roman emperor), 35, 67, 111

Honorius 1 (pope), 64

Honorius III (pope), 448
Honorius of Autun, 287
Horn, Walter, 201

Hosios David chapel, Latmos Monastery,

Thessaloniki, 106, 108, 220; apse mosaic,

128

Hosios Lukas, Greece: Church of the Theotokos,

J70. 171: Kathohkon, 131, 148-49, 150, 154;

169-71

Hours of Jeanne d'Evreux (Pucelle), 442-43,

453; illustrations in 564, 565

house-churches {domus ecclesiae), 25-26

house-tombs, 25

Hugh Capet (king of France), 350

Hugh of Avalon (archbishop), 404, 405

Hugh of Semur (abbot), 274, 275, 281, 282,

284
Humbert, Aubri de (archbishop), 380
Hurley, William, 411; Ely Cathedral, dome

over crossing, 411; 529

I
iconoclasm, 15, 16, 82, 103, 126, 128-29, 130,

157, 290
Iconoclastic Council, Hiereia, 128

iconodules (iconophiles), 128, 129

icons, Byzantine, 126-29, 154-56

Ile-de-France, 305, 311, 339, 343, 350, 361,

366
Iliad, illustration to, 81-82; 93

Illustration to Psalm 43 (44), in Anglo-Saxon

Psalter, 232; 275

Illustration to Psalm 43 (44). in Canterbury

Psalter, 232; 277
Illustration to Psalm 43 (44), in Eadwine Psalter,

232; 276
I/lustration to Psalm 82 (83), in Psalter of Bury

Saint Edmunds, 233; 280
lUyria, 106

Imervard, 335; Volto Santo, 335; 429

Ingelheim, 201

Initial D with the Three Marys at the Tomb,

illustration in Sacramentary of Drogo, 223-

24; 265

Innocent II (pope), 275, 320, 448; portrait of,

319-20; colorpl. 52

Innocent III (pope), 44, 448, 458
Innocent IV (pope), 458
Instructions for Gardening, illustration to Virgil's

Georgics, in Codex Vergil ius Vaticanus, 81,

135; 92

International Style, 454

lona island, Ireland, 183; Monastery, 183, 184,

186

Irenaeus, 15

Irene (Byzantine empress; wife of John II

Comnenus), 134; portrait of, 134-35; 16J

Irene (Byzantine empress; wife of Leo IV), 128,

129

Irene Ducas (Byzantine empress; wife of Alexius

I), 155; portrait of, 155; 178

Irish art, 182-84, 185, 186, 187, 188, 189, 190

Isaac and Esau (Isaac Master), fresco, San

Francesco, Assisi, 458; 590

Isaac Master, 458; Isaac and Esau, 458; 590

Isaiah, mosaic, San Vitale, Ravenna, 118, 119;

149

Isaiah, Jeremiah, Simeon, John the Baptist, and

Peter, jamb figures, Chartres, 345, 368, 369-

70, 384; 479; detail of, 480

Isaurians, 106

Isidore of Seville, 284

Isidorus of Miletus, 100; Hagia Sophia,

Constantinople (with Anthemius of Tralles),

99-101, 102, 354; 115-17, colorpl. 12

Italo-Byzantine style, 449-56, 460, 464

ivory carvings: Byzantine, 99, 103-5, 135;

Carolingian, 225; Coptic, 95; Early Christian,

34, 90-91, 94-95; Gothic, 443-44; Ottonian,

244; Romanesque, 305

J
Jarrow, Northumbria: Saint Paul's, 183

Jerome (saint), 42, 74, 221

Jerusalem, 72, 255; Anastasius Rotunda, 74;

Basilica (martyrium), 72, 74; 78; Temple of

Solomon, lOO", 346

Johannes, 249; Leon Bible of 920 (with

Vimara), 249; 303

Johannes (bishop), 110; portrait of, 110; 132

John II Comnenus (Byzantine emperor), 134;

portrait of, 134-35; 161

John of Damascus, 128

John the Baptist, jamb figure, Chartres, 370; 480

John the Evangelist (saint), 70

Jonah and the Whale, mosaic. Basilica of

Aquileia, 41; 46

Jonah Cast Up by the Whale, marble, 22; 12

Joseph, jamb figure, Reims, 380, 384, 395; 503

Joseph in the Well and the Killing of the Kid,

from Throne of Maximianus, 95; colorpl. 10

Joseph's Brethren Tell of His Death, from Throne

of Maximianus, 95; colorpl. 10

Joshua and the Emissaries from Ciheon,

illustration in Joshua Roll, 136, 145; J64

Joshua Roll, 136, 145; illustration in, 164

Juliana Anicia, 82

Julianus Argentarius, 121; portrait of, 121; 147

Junius Bassus (prefect of Rome), 22-23;

sarcophagus of, 22-25, 87, 91, 220; 13-15

Justinian I (Byzantine emperor), 102, 121, 123,

125, 192; as emperor, 99, 105, 118; portrait

of, 121, 123, 242; 147, portrait of (?), 99,

103; colorpl, 11; restoration of Constantinople

by, 67, 74, 75, 99-100, 101-3, 159

Justinian II (Byzantine emperor), 126, 128

Justinian and his retinue, mosaic, San Vitale,

Ravenna, 118, 121, 123, 242; 147

Justinian (?) as Defender of the Faith (The

Barberini Diptych), plaque, 99, 103; colorpl.

11

Justinianic Code, 87, 99
Justitia. from Triumphal Gateway of Frederick

II, Capua, 384, 445; 570

K
Katholikon, Great Lavra, Mount Athos, Greece,

147, 148; J68

Katholikon, Hosios Lukas, Greece, 131, 148-49,

150, 154; exterior, 170: interior, 169; plan,

17]

Kentigern (saint), 189

Keraldus, 240
Kiev, 130

King David as Prophet, fresco, Sant'Angelo in

Formis, 315; 390

King's College Chapel, Cambridge, England,

414; interior, 535
Kitzinger, Ernest, 105

Klosterneuburg Abbey, pulpit for (Nicholas of

Verdun), 340; 434, 435

Kohler, Wilhelm, 220-21

Kokkinobaphos, Jacobus, 146

Kostromskaya, Russia, Scythian sculpture from,

176; 202
Krautheimer, Richard, 32, 196

Kunigunde, 245; portrait sculpture of, 245; 298

L
Lactamius, 27

Ladislaus of Hungary (king), 134

Lafreri, Antonio: Lateran Baptistry, engraving,

43

Lai d'Aristote (Andeli), 444
Lallemand, J.B.: Cluny 111, Ambulatory. 275,

276; 343
Lamb of God, mosaic, San Vitale, Ravenna, 118,

119; 149

Lamentation (Giotto), fresco. Arena Chapel,

Padua, 460, 464-65; 593

Lancet Gothic phase, 404, 409
Lanfranc of Pavia (archbishop), 293, 402
Languedoc, France, 311

Languedocian churches, 256, 352; sculpture for,

309, 352

Laon Cathedral, 356-58, 360-61, 362, 373,

375, 382; interior, 459; nave elevation, 496;

plan, 460; west facade, 456; west facade,

towers of, 457, 458

Last Judgment, mosaic. Cathedral, Torcello, 163-

64; 190

Last Judgment, tympanum, Amiens, 375, 377-

78, 383, 384; 490
Last Judgment, tympanum, Reims, 380, 383-84;

497

Last Judgment, tympanum, Strasbourg Cathedral,

416
Last Judgment (Giotto), fresco. Arena Chapel,

Padua, 460
Last Judgment (Gislebertus), tympanum and

lintel, Autun Cathedral, 164, 287, 378; 358;

detail of, 359
Last Judgment (Maitani), facade, Orvieto

Cathedral, 469; detail of, 599
Lateran Baptistry, Rome, see Baptistry, Lateran

Basilica, Rome
Lateran Basilica, Rome, 22, 32-33, 34, 60, 62,

69; reconstructions, 29, 30

Lateran Palace, Rome, 192, 317; apse mosaic in

Hall of Leo III, 191, 228; watercolor copy of,

227
Latmos Monastery, Thessaloniki, Hosios David

chapel, apse mosaic, 106, 108, 220; 128

Laugier, Marc-Antoine, 343

Lawrence (saint), 33, 70

Legendarium Cisterciennse, 290; illustration in,

366
Legend of Theophilus. relief, Sainte Marie,

Souillac, 272-73; 336.

Leo III (Byzantine emperor), 106, 128

Leo III (pope), 191, 228; portrait of, 191; 227

Leo IV (Byzantine emperor), 128

Leo V the Armenian (Byzantine emperor),

128
Leo VI (Byzantine emperor), 130, 132

Leo VI Making Proskynesis Before the Enthroned

Christ, mosaic, Hagia Sophia, Constantinople,

132; J59

Leon, Spain, 247, 249, 261; San Isidoro, 249;

San Martin de Albelda (Albeares), 249; San

Miguel de Escalada, 251
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Leon Bible of 920 (Vimara and Johannes), 249;

illustration in, 303

Leon Bible of 960 (Florentius), 249; illustration

in, 304

Leontius, 110; portrait of, 110; i32

Leo of Ostia, 313

Leo the Great (pope), 36, 41-42, 44, 58, 64,

221

Le Puy: Notre Dame, 261, 269

Letters (Saint Jerome), 74

Lewes, England, priory at, 294

Liberal Arts, tympanum, Chartres, 367; 475

Liber Pontificalis (Book of Popes), 33

Liber Sancti Jacohi (Picaud), 261

Libri Carolini (TheodulO, 203

Licinius (Roman tetrarch), 27, 66

Liege, 337; Notre-Dame-des-Fonts, baptismal

font (Ramer of Huy), 338, 339; 432

Life of Constantme (Eusebius), 67

Life of Saint Denis, 441; illustration in, 563

Life of Saint Martin (Martini), frescoes, San

Francesco, Assisi, 456

Limoges, reliquary from. 309-10; 384

Lincoln Cathedral, 404-5, 407, 409; facade,

515; plan, 5J6: St. Hugh's choir, "crazy

vaults," 518: St. Hugh's choir, lower wall of

transept, 519

Lindau Gospels, book covers of, 188-89, 225-

26; 270; colorpl. 34

Lindisfarne Gospels, 184-86, 189; illustrations

in, 2 J 8; colorpl. 31

Lindisfarne island, Northumbria, 183;

Monastery, 183, 184

Lior\-Griffon Attacking a Horse, gold, 176; 203

Lion Monument, Cathedral Square, Brunswick,

335; 427

Lippo Memmi, 454

Lipps, Constantine, 131

lipsanotheca, reliquary casket, 90-91; J 05

Liuthard group (Carolingian ivories), 225
Lives of Artists (Vite) (Vasari), 343, 446
Loerke, 'William, 87

Lombards, 157, 179-80, 313

Lombardy, 256, 258, 327, 334

London: "Westminster Abbey, 409; 523-25

LoRENZETTi, Ambrogio, 470; Allegory of Good
Government: The Effects of Good Government

in the City and the Country, 469-70; 600.

602
LoRENZETTi, PiETRO, 456; Deposition, 456; 586
Lorris, Guillaume de, 443

Lorsch: Torhalle of the Monastery, 198-99; 238

Lorsch Gospels, 206; book cover (back) of, 225;

268
Lothair II (Holy Roman emperor), 164

Louis (saint), 442

Louis VI (king of France), 350
Louis VII (king of France), 305, 350
Louis IX (Saint Louis, king of France), 395,

409, 438, 439; portrait of, 439; 560
Louis of Toulouse (saint), 454
Louis the Pious, 195, 206, 208, 269
Loup, Jean le, 380, 384

Lucca, Italy, 323, 335, 450

Luke (saint), 127, 155

Luxemburg princes, 414
Luxeuil, Italy, 183

Luzarches, Robert de, 373, 374, 375

M
Macedonian dynasty, 130, 131, 135

Macedonian Renaissance, 135-36, 145, 159

Madeleine, Church of the, Vezelay, see Sainte

Madeleine, Vezelay

Madonna and Child (Coppo di Marcovaldo),

altarpiece, San Martino ai Servi, Orvieto,

450-51; 578
Madonna and Child (Giovanni Pisano), marble,

465; 594

Maestd altarpiece (Duccio), 154, 443, 451-54,

467; 579-82: colorpl. 69

Maestd (Virgin in Majesty with Saints and

Angels) (Martini), fresco, Palazzo Pubblico,

Siena, 454; 583
Magdeburg: Cathedral, sculpture, 416; jamb

figures, 541; equestrian statue, 434

Magi Asleep, The (Gislebertus), capital, Autun
Cathedral, 288; 362

Magi Before Herod and the Nativity, illustrations

in Gospels of Saint John Studius, 146; 166

Magister Gregory, 317
Magius, 251; Morgan Beatus of Liebana, 248,

250-51; colorpl. 41; Scribe and Miniaturist at

Work in the Tower Workshop of Tdbara (with

Emeterius?), 248, 251; 302

Magyars, 234
Maiestas Domini, fresco. Priory, Berze-la-Ville,

281; 348

Maiestas Domini, from Altar Frontal of Duke
Ratchis, 180; 2J J

Maiestas Domini, illustration in Coronation

Sacramentary of Metz, 223; 264

Maiestas Domini, illustration in Vivian Bible,

221-22; 260
Maiestas Domini, lintel, Saint Genis-des-

Fontaines, 259; 314

Maiestas Domini, marble relief. Saint Sernin,

Toulouse, 264, 265-66; 323

Maiestas Domini, mosaic, Latmos Monastery,

Thessalomki, 106, 108; 128

Maiestas Domini, mosaic, Palace Chapel of

Charlemagne, Aachen, 192, 195; 234

Maiestas Domini, mosaic. Saint Paul's Outside

the Walls, Rome, 44-45, 229; 49

Maiestas Domini, plaque, Pala d'Oro, San Marco,

155; colorpl. 26

Maiestas Dommi, theme of, 43, 44, 88, 89, 90,

91, 106, 108

Maiestas Domini, tympanum, Chartres, 44, 366;

47], 473

Maiestas Domini, tympanum, Cluny, 281

Maiestas Domini, tympanum, Saint-Gilles-du-

Gard, 312
Maiestas Domini, tympanum, Saint Pierre,

Moissac, 44, 269, 270-71, 272, 366; 332

Maiestas Domini (Master Hugo), illustration in

Bible of Bury Saint Edmunds, 305; 375
Maiestas Domini, Four Evangelists, Scenes of

Christ's Miracles, book cover, Codex Aureus

of Saint Emmeram, 226; 271

Maiestas Domini with Adoration of the Twenty-

four Elders, illustration in Saint Sever Beatus

of Liebana, 252, 270; 307
Mainz, 414; Cathedral, 334, 414, 424; cathedral

school at, 236
Maitani, Lorenzo, 467-69; Last Judgment

(detail), 469; 599: Orvieto Cathedral, facade

(with others), 467, 469; 597: Orvieto

Cathedral, sculpture for facade, 469; 598, 599:

Scenes from Genesis. 469; 598
Male, Emile, 270, 347, 368, 377
Man of Sorrows, theme of, 377-78
Manuel ! (Byzantine emperor), 164, 338
manuscript illumination, see book illustration

Marburg: Saint Elisabeth, 423; 548
Marcus Aurelius (Roman emperor), 29, 136;

portrait of, 224, 317
Margrave Hermann and Regelindis, choir statues,

Naumburg Cathedral, 435, 436; 555
Maria Ecclesia, theme of, 320, 419
Maria Laach: Abbey Church, 334; exterior,

colorpl. 53

Maria Regina. theme of, 63, 320
Martellange, Etienne: Cluny 111. 275; 341

Martin (saint), 115, 118

Martini, Simone, 454-56; Annunciation. 454,

456; 584; Life of Saint Martin, San Francesco,

Assisi, 456; Maestd. 454; 583

Martorana, Palermo, mosaics, 164, 168; 191

Martyrdom of Saint Paul? (Roger of

Helmarshausen), altar, Abdinghof Abbey, 337;

431

martyria. Early Christian, 34, 39, 42, 67, 72-

74, 75-78, 99
Martyrium of Saint Simeon Stylites, Qal'at

Si'man, Syria, see Saint Simeon Stylites

Masaccio, 445, 460, 464
Master Gerhard, 422
Master Honore, 440-41; David Anointed by

Samuel and the Battle of David and Goliath.

illustration in Breviary of Philippe le Bel,

441; 562; Decretals of Gratian, 440
Master Hugo, 305; Maiestas Domini.

illustration in Bible of Bury Saint Edmunds,
305; 375

Master Matthew: Portico de la Gloria,

Cathedral, Santiago de Compostela, 261;

3J8

Master Michael, 421
Master Nicholas of Ely, 407
Master Nicolo, 330; Scenes from Genesis, San

Zeno, Verona, 330; 419
Master of the Saint Francis Cycle (Giotto?),

460; Saint Francis Praying Before the Crucifix

at San Damiano. 450, 456, 460; 587
Master of the Visitation, 384, 419
Matilda (abbess), 245
Matilda of Canossa (countess of Tuscany), 320,

322

Matilda of Flanders, 291

Maurus (abbot), 249
Mausoleum of Costanza, Rome, see Santa

Costanza, Rome
Mausoleum of Galla Placidia, Ravenna, 111-13;

dome, 134: exterior, 133: lunette mosaic,

135

Maxentius (Roman tetrarch), 27, 34, 189
Maximianus (archbishop), 95, 118, 121, 124;

portrait of, 121; J47; Throne of, 95; 112-14:

colorpl. 10

Mayeul (abbot), 274
Meaux: Saint-Faron, 203
Meditations on the Life of Christ (pseudo-

Bonaventura), 462
Meeting of Anna and Joachim at the Golden Gate

(Giotto), fresco. Arena Chapel, Padua, 460,

462-64; 592
Meiss, Millard, 470
Melchizedek. Abraham, Moses, Samuel, and

David, jamb figures, 260, 368-70, 384;
478

Mellon Madonna, The, see Virgin and Child

Enthroned

memoriae. Early Christian, 25, 33, 34, 39
Menologion of Basil U, 145-46; illustration in,

colorpl. 21

Merovingian art, 177, 180-81, 247
Merovingian dynasty, 179, 180, 269
Mesarites, Nikolaos, 131

Messengers to King Edward and Halley's Comet.

from Bayeux Tapestry. 292; colorpl. 46
metalwork: Byzantine, 105; Carolingian, 224-

26, 228; Celtic, 177-78; Early Christian, 89;

Irish, 189; Ottoman, 239-40, 244-45, 247;

Romanesque, 335, 337-39
Metamorphoses (Ovid), 286
Metrical Life of Saint Hugh, 405

Meung, Jean de, 443

Michael III (Byzantine emperor), 130

Michelangelo Buonarroti, 48, 437. 464, 469
Mignot, Jean, 472
Milan, 42, 168-69, 111, 228, 323; Altar of

Saint Ambrose, 226, 228; 272: Cathedral

(Duomo), 472; exterior, 604: interior, 606;

plan, 605; Holy Apostles (Basilica

Apostolorum; now San Nazaro), 70; 73:

Sant'Ambrogio, 22, 61, 69, 91, 159, 328; 10,
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J], 412, 413; San Lorenzo Maggiore (Basilica

Portiana?), 60-61, 69-70; 60. 70-72; San

Simpliciano (basilica virginum), 70, 72; 74.

75; San Tecla, 69

Miracle of Christ, from Column of Bishop

Bernward, 239; 289

Miracle of the Child, fresco, San Clemente,

Rome, 317, 319; 397

Miracles of Saint Demetrios. The. 108

Mission of the Apostles, tympanum, Sainte

Madeleine, Vezelay, 223, 284-85, 367; 352;

detail of, 353

Modena Cathedral, 328-30; west facade, 415;

west facade, frieze (Wiligelmo), 416

Moissac, 309; Samt Pierre, 261, 269-72, 277,

352, 366, 367; 329-35

monasteries: Byzantine, 147-48, 154-55;

Carolingian, 199-201; Early Christian, 78,

125, 148; Romanesque, 274-75, 288-90,

313-14

Monastery of Apollo, Bawit, Egypt, apse

painting, 90; 104

Monastery of Constantine Lipps (north church),

Constantinople, 131; plan, 157

Monastery of Saint Catherine, Mount Sinai, 148;

apse mosaic, 125; 15J: icons from, 125, 126,

153; J52, 153

monasticism, 255

Monreale: Cathedral and Monastery of the

Virgin, 171-72; apse mosaic, 199; bronze

doors (Bonanno Pisano), 326; cloister, 201;

nave, J 98; transept mosaic, 200

Monstrous Races of the World, from Crusader's

handbook, 284; 354

Monte Cassino: Monastery, 157, 274, 288, 313,

316; New Church of, 313-15, 317;

reconstruction, 389
Montfaucon, Bernard de, 352, 353, 366
Montreuil, Pierre de, 354, 356, 396, 398, 414,

422
Mont-Saint-Michel and Chartres (Adams), 373

Monuments de la monarchie frangaise, Les

(Montfaucon), 352, 353; drawings from

(Benoist), 352-53, 366; 450

Monza pilgrimages, 75

Moors, 255
Morgan Beatus of Liebana (Magius), 248, 250-

51, 252; illustration in, colorpl. 41

mosaics: Byzantine, 103, 106-8, 110, 112-25,

131-35, 150-54, 158, 159-60, 162-64, 166-

72; Carolmgian, 195, 202-3, 228-29; Early

Christian, 25, 39, 40, 41, 42, 43-48, 57-64,

75; Gothic, 448-49; Romanesque, 317, 319,

320
Mosan metalworks, 337-39
Moses, mosaic, San Vitale, Ravenna, 118, 119,

120; 149

Moses Crossing the Red Sea, mosaic, Santa Maria

Maggiore, Rome, 59; 59

Mosque of Kalenderhane, Constantinople,

mosaic in, 103

Mount Athos, Greece: Great Lavra, 147-48; J 67,

168

Mount Sinai: Monastery of Saint Catherine, 125,

126, 148, 153; 151-53

Moiitier-Grandval Bible, 220-21, 244;

illustrations in, 258; colorpl. 37

Mozarabic style, 247-52, 256, 259, 260
Muhammad, 249
Muldenstil (troughlike style), 340, 384, 419
Muntaner, Gregory (abbot), 252
Muslims, 157, 164, 171, 179, 247, 249-50,

313
Mustair, Switzerland: Saint John, 203; 245, 246

Myriobiblion (Photius), 135

Mystical Theology (Pseudo-Dionysius the

Areopagite), 110, 111

mysticism, 348-49

Mystic Mi/I, The, capital, Sainte Madeleine,

Vezelay, 285, 287, 355; 357

Mystic Mill, theme of, 285, 287, 355

N
Naples: San Giovanni in Fonte, 61

Nardo di Clone, 470
Nativity, from Maesta altarpiece (Duccio), 451,

453; 580
Nativity, mosaic. Church of the Dormition,

Daphni, 150, 153, 166; ] 76; detail of, colorpl. 24

Nativity, mosaic, Cappella Palatina, Palermo,

164,' 166; colorpl. 27

Nativity (Giovanni Pisano), pulpit. Cathedral,

Pisa, 465; 595
Naumburg Cathedral, 434-36; choir screen,

554; choir statues, 555, 556
Nave of the Lateran Basilica. Rome (Gagliardi),

32-33; 30

Nea ("The New"), Constantinople, 130-31, 162

Neon (bishop), 113

Neoplatonism, 111, 150-51, 355
New Jerusalem, fresco, Saint-Savin-sur-

Gartempe, 307, 308; 381

New Minster. Winchester, 233
New Minster Prayer Book, 233; illustration in, 279

Nicene Creed, 68

Nicenes, 69, 70

Nicholas II (pope), 324

Nicholas III (pope), 58

Nicholas of Verdun, 339-40; Altarpiece, 340;

434; 435; Shrine of the Three Kings (and

shop), 340, 384, 419, 421; 436; colorpl. 55

Nicodemus, 335

Nicola Pisano, 445-46, 448, 465; Annunciation.

Nativity, Annunciation to the Shepherds, 384,

445, 446, 448, 453, 465; 572; Personification,

446; 573; pulpit. Baptistry, Pisa, 327, 445-

46, 448, 453, 465; 571-73; pulpit. Cathedral,

Siena, 445, 448, 465-66
Nicolas IV (pope), 448
Nika riots, 67, 123

Noiers (Noyers?), Geoffrey de, 404, 405
Normans, 164, 167, 169, 171, 291, 293, 305,

313, 316
Normans Crossing the English Channel, from

Bayeux Tapestry, 292; 369
Norse invaders, 199

North Basilica, Trier, 72; reconstruction, 76

Northumbria, 183

Northumbrian art, 184, 186, 188

Notre Dame, Chartres, see Chartres Cathedral

Notre Dame, Le Puy, 261, 269
Notre Dame, Paris, 345, 346, 358-60, 362, 373,

375, 377, 378, 380, 382, 396, 400, 401, 409;

facade elevation, 443; flying buttresses, 464;

interior toward choir, 466; nave, cross section,

463; nave elevation, 496; north transept,

sculpture, 345, 380; 44J; plan, 465; south

transept, facade, 506; view from south, 462;

west facade, 46J

Notre Dame, Reims, see Reims Cathedral

Notre Dame de la Belle Verriere, stained-glass

window, Chartres, 371, 373; 484; colorpl. 59
Notre-Dame-des-Fonts, Liege, baptismal font

(Ramer of Huy), 338, 339; 432

Notre-Dame-la-Grande, Poitiers, 306; west

facade, 377
November, illustration in Hours of Jeanne

d'Evreux (Pucelle), 443; 565
Nunnio, 247, 252

o
Obelisk of Theodosius, Constantinople, base of,

67-68; 69

Odilo (abbot), 269, 274
Odoacer (king of Italy), 115

Odo of Bayeux (bishop), 292
Odo of Cluny (abbot), 230, 274
Odo of Metz, 192

Ognissanti Madonna (Giotto), see Enthroned

Madonna and Child

Old Testament Precursors of Christ, jamb
figures, Chartres, 271, 366; 472

Oliba (abbot), 258
Oratorio 1 (John of Damascus), 128

Oratory of San Venanzio, Baptistry, Lateran

Basilica, Rome, mosaic, 158; 180

Oratory of Theodulf, Germigny-des-Pres, 202-3;

apse mosaic, 244; interior, 243

Orbais, Jean d", 380, 384
Orcagna, Andrea, 470
Origen, 15

Orleans, 261

Orosius, Paulus, 201

Orsenigo, Simone da, 472

Orthodox Baptistry (San Giovanni in Fonte),

Ravenna, 113-14, 118; dome, J 3 7; interior,

136

Orvieto: Cathedral (Duomo), facade (Maitani

and others), 467, 469; 597 (sculpture for,

469; 598, 599); San Martino ai Servi,

altarpiece (Coppo di Marcovaldo), 450-51;

578
Ostabat, 261

Ostrogoths, 114, 115, 116, 124, 179

Otto I (Holy Roman emperor), 130, 234-35

Otto II (Holy Roman emperor), 130, 236, 240,

241

Otto III (Holy Roman emperor), 207, 236, 239,

241, 242-43, 316, 445; portraits of, 241-43;

293, 294
Otto 111 Enthroned amid Church and State,

illustration in Aachen Gospels of Liuthar,

241-42; 293

Otto 111 Enthroned Between Church and State.

illustration in Gospels of Otto III, 242; 294
Ottonians, 234-47, 313

Ovid, 286

P
Pachomius, 78

Paderborn, sculpture from, 335; 430

Padua; Arena Chapel, 460-65; 59J-94; colorpl.

70

Page with a Cross, illustration in

Sacramentarium Gelasianum, 177, 181; 205
Painting in Florence and Siena After the Black

Death (Meiss), 470
Palace Chapel of Charlemagne, Aachen, 192,

194-96; dome mosaic, 234; entranceway, 231;

interior with the throne in the royal loge, 233;

lateral view, 232; plan, 230; tomb in, 207

palace chapels and churches: Byzantine, 100,

102, 111, 115, 130, 164; Carolingian, 192,

194, 196, 197; Early Christian, 39, 70, 72

palace complex, Constantinople, 67, 130,

192
Palace School (Carolingian manuscripts), 186,

206, 207-8. 217, 220
Pala d'Oro, San Marco, Venice, 155-56; J 78;

plaques on, 179; colorpl. 26

Palazzo Pubblico, Siena, frescoes: Council

Chamber (Martini), 454; 583; Sala della Pace

(Lorenzetti, A.), 469-70; 600, 602

Palermo, Sicily, 164, 171, 324; Cappella

Palatina, 164-69, 171, 172, 453; 192-96;

colorpls. 27, 28; Cathedral, 169, 171; Hagia

Kyriaka, 171; Martorana, mosaics, 164, 168;

191
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Palestine, 90; pilgrim's flask from, 74, 75, 89;

80, 103

Palladium images, 127

panel painting, Gothic, 450-54, 456, 460

Panofsky, Erwm, 348, 350, 396

Pantheon, Rome, 324

Pantocrator, mosaic, Apostoleion,

Constantinople, 131

Pantocrator, mosaic, Cappella Palatina, Palermo,

20, 164; 193

Pantocrator, mosaic. Cathedral, Cefalii, 169, 171;

197

Pantocrator, mosaic. Church of the Dormition,

Daphni, 20, 150, 151-53, 171; 174; colorpl.

23

Pantocrator. mosaic, Hagia Sophia,

Constantinople, 132

Pantocrator, mosaic, Monreale, 171; 199

Pantocrator. mosaic, Nea, Constantinople, 131

Pantocrator, mosaic, San Marco, Venice, 162

Pantocrator. theme of, 20, 44, 128, 131

Parable of the Wise and Foolish Virgins,

illustration in Codex Rossanensis, 86; 99

Parenzo (now Porec, Yugoslavia); Basilica

Euphrasiana, 43; 47

Paris, 261, 344, 350, 395, 401, 438, 439; Notre

Dame, 345, 346, 358-59, 362, 373, 375, 377,

378, 380, 382, 396, 400, 409; 44J, 443, 461-

66; Sainte-Chapelle, 374, 396-400, 401, 409,

423, 439; 507-9: colorpl. 62

Paris Psalter, 135-36, 145; illustrations in, 163.

colorpl. 20

Parler, Heinrich, 472

Parma: Baptistry (Antelami), 332; 423:

Cathedral, pulpit (Antelami), 331-32; 422

Parthenon, Acropolis, Athens, 99, 343, 344; 437

Paschal 1 (pope), 228, 229

Paschal 11 (pope), 274

Passion casket, 91; plaques on, 106

Patrick (saint), 182, 183

Paul (saint), 220

Paula, 74

Paulinus of Nola, 16, 41, 63, 124

Pavia: 180, 323; San Michele, 328; 4J4

Peace of the Church, 21, 25

Peiresc, Nicolas-Claude, 83, 85

Pelaez, Diego (bishop), 261

Pentecost, illustration in Cluny Lectionary, 282;

349: colorpl. 45

Pepin (king of Italy), 203, 205
Pepin 111 (Prankish mayor), 191, 197, 201, 351
Perceval (de Troyes), 444
Peregrinus (saint), 355
Pericopes of Henry II, cover for, 225; 269
Perigord, 306
Perigueux: Saint Etienne, 307; Saint Front, 306-

7; 378, 379: tomb of Saint Front at, 261
Peristephanon (Prudentius), 41

Perpendicular Gothic style, 404, 412, 414
Persians, 255
Personification, from pulpit. Baptistry, Pisa

(Nicola Pisano), 446; 573
Pescennius Niger, 66
Pestkreuz (or Plague Crucifix), see Crucifix

{Pestkreuz)

Peter the Venerable (abbot), 275, 277, 284
Petrarch (Francesco Petrarca), 422
Petrus (prior), 247, 248, 252; Silos Beatus of

Liebana, 247, 252; 306
Pevensey, England, 291

Phidias, 126

Philip 1 (king of France), 274
Philippe le Bel (king of France), 440
Philippe le long (king of France), 441

Photius (patriarch of Constantinople), 129, 130,

131, 135, 152

Picaud, Aymery, 261

Pietd (Giovanni da Milano), panel, 470; 601

Pietd (Michelangelo), Florence Cathedral, 469
Pietd (Michelangelo), St. Peter's, Rome, 437
Pietd (Vesperbild), wood, 437; 559

Pietro I Orseolo (doge of Venice), 155

Pilate Washing His Hands, Passion casket, 91;

106

pilgrim's flask, Palestine, 74, 75, 89; 80. 103

PiNELLi, Bartolomeo, 36; San Paolo fuori le

mura afier the fire of 1823. 36; 38

PiRANESi, Giovanni Battista, 36; San Paolo fuori

le mura, Rome, 36; 37

Pisa, 130, 323, 324-25, 450; Baptistry, 325,

326; 407; Baptistry, pulpit (Nicola Pisano),

327, 445-46, 448, 453, 465; 571-73:

Campanile (Leaning Tower), 325, 326; 407:

Campo Santo, 325; fresco for (Traini), 470,

472; 603: Cathedral, 325, 326-27; 407:

interior, 409: plan, 408: Porta San Raniero,

doors of (Bonanno Pisano), 410: pulpits:

(Giovanni Pisano), 327, 465; 595:

(Guglielmo), 326-27, 446; 411

Plague of Locusts, fresco, Saint-Savin-sur-

Gartempe, 307-8; 381

plaque style (Romanesque sculpture), 266, 268,

270-71, 309
Plato, 85, 111

Plotinus, 29, 111; portrait of, 29; 26

Poitiers, 261, 305, 306; Baptistry of Saint John,

179; 210: Notre-Dame-la-Grande, 306; 377
Pompeii, wall frescoes at, 126

Pons (abbot), 275, 277
Porta San Raniero, Cathedral, Pisa, bronze doors

of (Bonanno Pisano), 326; detail of, 4J0
Porte Miegeville, Saint Sernin, Toulouse, 264,

266-68; 325: base of statue of Saint James on,

327: tympanum, 326

Portico de la Gloria (Master Matthew),

Cathedral, Santiago de Compostela, 261; 3J8
Portrait Head (probably Plotinus), marble, 29; 26

Portrait of Ariadne, ivory panel, 103; 121

Portrait of Marcus Aurelius, 224, 317
Portrait of Saint Gregory, illustration in

Coronation Sacramentary of Metz, 223; 263
Portrait of the Author and the Discovery of the

Mandrake Root, illustration in De Materia

Medica (Dioscurides), 82, 208; colorpl. 5

Power of Love, The, jewelry casket, 443-44; 568
Prades, France (near): Saint Martin-du-Canigou,

258; 308: colorpl. 42

Presentation, mosaic, Santa Maria Maggiore,

Rome, 47; 51, 53

Presentation in the Temple, fresco, Santa Maria

di Castelseprio, 158-59; 183

Presentation in the Temple, portal, Reims, 384;

498

Presentation of Christ in the Temple, mosaic.

Mosque of Kalenderhane, Constantinople, 103

Presentation of the Bible to Charles the Bald,

illustration in Vivian Bible, 222, 242; 261

Prima Porta Augustus, 220
Priory, Berze-la-Ville, apse fresco, 281-82, 308;

348
Procession of Virgin Martyrs, mosaic,

Sant'Apollinare Nuovo, Ravenna, 115, 116,

118; colorpl. 15

Procopius, 101, 121, 123, 125

Prophet and lions, trumeau. Saint Pierre,

Moissac, 269, 272; 333

Prophet Isaiah, jamb figure, Sainte Marie,

Souillac, 273; colorpl. 44

Prophet Joel. The. from Shrine of the Three Kings

(Nicholas of Verdun), 340; 436

Prophets, jamb figures, Strasbourg Cathedral,

415; 538
Prophets and Apostles, mosaic, Sant'Apollinare

Nuovo, Ravenna, 115, 116; 140

Prophets Isaiah and Ezekiel. from Maestd

altarpiece (Duccio), 451, 453; 580

Prosper of Aquitaine, 19

Proto-evangelion of James, 94-95

Provence, 256, 310, 311

Prudentius, 16, 36, 41, 57, 192

Psalm 1. illustration in Utrecht Psalter, 217-18;

257

Psalm 11 (12), illustration in Utrecht Psalter,

217; 255; detail of, 256
Psalm 22 (23), illustration in Utrecht Psalter,

217; 253

Psalm 43 (44), illustration in Utrecht Psalter,

217, 232; 254

Psalter of Blanche of Castile, 438-39;

illustrations in, colorpl, 65

Psalter of Bury Saint Edmunds, 233; illustration

in, 280
Psalter of Saint Louis, 439; illustration in, 561

pseudo-Bonaventura, 462
Pseudo-Dionysius the Areopagite, 110-11, 223,

355, 371

pseudo-Matthew, 47, 94
Psychomachia (Prudenuus), 192

PucELLE, Jean, 442-43; Hours of Jeanne

d'Evreux, 442-43, 453; 564, 565
Puente la Reina, Spain, 261

Puerta de las Platerias, portal. Cathedral,

Santiago de Compostela, 261, 268; 316: detail

of, 317
Puig i Cadafalch, Jose, 256, 258
Pulpit (Giovanni Pisano), Cathedral, Pisa, 327,

465; 595
Pulpit (Guglielmo), Cathedral, Pisa, 326-27;

411

Pulpit (Nicola Pisano), Baptistry, Pisa, 327,

445-46, 448, 453, 465; 571; details of, 572,

573

Pulpit (Nicola Pisano), Cathedral, Siena, 445,

448, 465-66
Pyrenees, France, 258, 259, 261; Saint Genis-

des-Fontaines, 259; 314

Pythagoras, 275

Q
Qal'at Si'man, Syria: Martyrium of Saint Simeon

Stylites, 75, 77; 81-84

Qalb Louzeh, Syria, church at, 77; 85
Queen of Sheba and Solomon, jamb figures,

Chartres, 370, 419; 481

quincunx church type, 130-31

Quinisext Council, Constantinople, 128

Quinity, illustration in New Minster Prayer

Book, 233; 279

R
Rabbula, 87

Rabbula Gospels, 87-89, 90, 91, 108, 145, 147,

180, 309, 335; illustrations in, iOl, 102;

colorpl. 8

Raedwald (Anglo-Saxon king), 177

Rainer of Huy, 337-38; Baptismal font, Notre-

Dame-des-Fonts, Liege, 338, 339; 432

Ramsey Psalter, 232-33; illustration in, 278

Rape of Ganymede, The, capital, Sainte

Madeleine, Vezelay, 285, 286; 356

Rationale divinorum officiorum (Durandus, W.),

347
Ravenna, 111, 115, 116, 118, 157, 159, 179;

Arian Baptistry, 114, 118; 138: Mausoleum of

Galla Placidia, 111-13; 133-35; Orthodox

Baptistry (San Giovanni in Fonte), 113-14,

118; 136. 137: Sant'Apollinare in Classe, 124,

125; 150: colorpl. 18; Sant'Apollinare Nuovo,

48, 115-16, 118; 139^2: colorpl. 15; Santa

Croce, 111; San Vitale, 118-23, 124, 192,

242; 143-49: colorpls. 16, 17
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myonnant style, 374, 395-96, 398-401, 412,

414; see also Court style

Rebecca at the Well, illustration in Vienna

Genesis, 83; 95

Recceswinth (Visigothic king), 177

Reformation, 421, 424

Refrigerium, painting. Catacomb of Callixtus,

Rome, 19; 5

Reichenau, Benedictine Abbey at, 200, 240

Reichenau-Oberzell: Saint George, 236; 288

Reims, 225, 380; Cathedral, 346, 380-84, 393-

95; 438, 444. 495-503. colorpl. 61;

architecture, 373, 380-83, 384, 395, 396,

409; 438, 495. 496; colorpl. 61; Calixtus

portal, 383; nave elevation. 373, 380; 496:

nave, floral capital in, 346; 444; nave, interior,

colorpl. 61; north transept, sculpture, 380,

383-84; 497; plan, 495: Porte romane. 383;

sculpture, 340, 345, 346, 380, 382, 383-84,

393-95, 401, 419, 421, 423, 433-34. 435,

446; 444, 497-503: stained-glass windows,

381, 382; west facade, 343, 344, 380. 382-

83. 384; 438: west facade, sculpture. 340.

345. 380. 382. 383-84. 393-95, 401, 419,

421, 423, 433-34, 435, 446; 498-503

Reims School (Carolingian manuscripts), 206,

208, 217-19, 220, 228, 232, 233, 240

reliquaries, 34, 90-91, 178. 192. 309-10. 338;

384

Renaud of Semur (abbot). 282. 284

repousse technique. 176. 226. 340

Rhone River. 310-11

Richard the Lion-Hearted (king of England).

305. 306
Richarius (saint). 199

Ripoll, Spam: Santa Maria, 258, 259-60; 309-12

Rivers of Paradise, capital, Cluny, 276, 279; 346

Robert Guiscard, 164

Robert of Anjou (king of France), 454; portrait

of (Martini), 454
Robert of Molesme, 288
Robert the Devil (duke of Normandy), 291

Rodin, Auguste, 240

Roger (abbot), 269
Roger II d'Hauteville (king of Sicily), 164, 166,

168, 169, 171; portrait of, 164, 168; 191

Roger of Helmarshausen (also known as

Theophilus), 337; Martyrdom of Saint Paul?.

337; 431

Roger of Normandy (count of Sicily), 164

Romance of the Rose (de Lorris and de Meung),

443

Roman Empire, 68, 99, 445; see also East

Roman Empire; West Roman Empire

Roman School, 448

Romanus II (Byzantine emperor). 241; portrait

of, 135; 162

Roman Vergil, 180; illustration m, 212

Rome, 66, 68, 106, 130, 157, 159, 228, 229,

255, 316, 317, 448, 449; Arch of

Constantine, 27, 67, 180, 198; 20. 21: Arch

of Titus, 27; 23: Baptistry, Lateran Basilica,

38, 39, 205; 42, 43; mosaic, 158, 317; 180:

Basilica Ulpia, 30; 27: Catacomb of Callixtus,

16, 19; 4-6: Catacomb of San Panfilo. 16; 2;

Catacomb of Saints Peter and Marcellinus. 17,

19-20, 21, 153; 3, 9: Catacomb of Santa

Priscilla, 19; colorpl. 1; Column of Trajan,

60, 80, 136; 90: Lateran Basilica, 22, 32-33,

34, 60, 62, 69; 29, 30; Lateran Palace, 192,

317; apse mosaic, 191, 228; 227: Pantheon,

324; SantAgnese fuori le mura, 33-34, 39;

32: apse mosaic, 64, 110, 124, 157-58; 66;

Santa Cecilia in Trastevere, 228; fresco

(Cavallini), 449; colorpl. 68; San Clemente,

26, 317-19; 396, 397: colorpl. 51; Samts

Cosmas and Damianus, mosaics, 45, 62, 64,

125, 229; 50. 62; Santa Costanza, 33, 39, 41,

61; 32, 44: Saints Giovanni e Paolo, 26; San

Lorenzo fuori le mura, 33, 34; 31: Santa

Maria Antiqua, frescoes, 63, 158, 320; 64,

181, 182: Santa Maria in Cosmedin, 320; 400.

401: Santa Maria in Domnica. 228; Santa

Maria in Trastevere, 319-20, 448, 449; 398,

399, 575: colorpl. 52; Santa Maria Maggiore,

36-37, 38, 45, 228; 39: mosaics, 45, 47-48,

58-60, 63, 119, 120; 51-54. 58. 59: colorpl.

3; mosaics (Torriti). 63, 448-49; 574: Santa

Maria Nova (now Santa Francesca Romana),

63, 320; 65: San Martino ai Monti, 32-33;

Saint Paul's Outside the Walls (San Paolo

fuori le mura), 35-36, 40, 41; 37, 38: colorpl.

2; mosaics, 44-45, 229; 49: paintings, 48, 58,

448, 449, 458; 57: Saint Peter's, 22, 25, 30,

32, 34-35, 43-44, 48, 191, 196, 197, 228,

258, 262; 28. 33-35. 48: mosaics. 22. 43-44.

48. 57-58. 62. 206. 448; 55. 56. 61: San

Pietro in Vincoli. 158; Santa Prassede. 228-

29; 273
, 274: colorpl. 38; Santa Pudenziana.

61. 74; colorpl. 4; Santa Saba. 305; Santa

Sabina. 37-38. 91, 94, 239, 330; 40, 41. 107-

9: San Sebastiano, 16; Santo Stefano Rotondo,

39; 45

Roncevaux, 261

Rossano Gospels, see Codex Rossanensis

Rouen: Saint Maclou, 404; 512

Royal Hall, Aachen, 192; plan, 230

Rucellai Madonna (Duccio), panel, 451, 452,

460; colorpl. 71

Rudolf, 414
Rudolf of Hapsburg. 414

Rudolf of Swabia. 334

Rule of Saint Basil. 147

Rule of Saint Benedict, 255

Rupertus of Deutz, 287. 338

Ruthwell Cross. 189-90; 225: detail of, 226

s
sacra conversazione, theme of, 453

Sacramentarium Gelasianum, 177, 181;

illustration from, 205
Sacramentary of Drogo, 223-24; illustration in,

265

Sacramentary of the Cathedral of Saint Etienne

of Limoges, 309, 310; illustration in, colorpl.

49

Sacrifice of Isaac, painting, Saint Paul's Outside

the Walls, Rome, 48, 58, 448, 449, 458;

drawing of, 57

Saint Agnes Between Pope Honorius and Pope

Symmachus. mosaic, Sant'Agnese fuori le

mura, Rome, 64, 110, 124, 157-58; 66

Sant'Agnese fuori le mura. Rome, 33-34, 39;

apse mosaic, 64, 110. 124, 157-58; 66;

remains of ambulatory walls, 32

Saint Albans, England, 305
Sant'Ambrogio, Milan, 159; sarcophagus, 22, 61;

10. 11: Romanesque rebuilding of. 69. 328

(facade and atrium. 412; interior. 413):

wooden doors. 91

Sant'Angelo in Formis, near Capua, 315-16,

317; apse frescoes, 391. 392: nave frescoes.

390
Saint Anne, fresco. Santa Maria Antiqua. Rome.

158; 18J

Sant'Apollinare in Classe, Ravenna, 124, 125; air

view. 150: apse mosaic, colorpl. 18

Sant'Apollinare Nuovo, Ravenna, 48, 115-16,

118; nave, 139: nave mosaics, 140^2:
colorpl. 15

Saint Babylas, Antioch-Kaoussie, 72; plan, 77

Saint Bakchos(?) and Two Boys, mosaic, Hagios

Demetrios, Thessaloniki, 110, 158; colorpl. 14

Saint-Benoit-sur-Loire, monastery at, 202
Santa Cecilia in Trastevere, Rome, 228; fresco

(Cavallini), 449; colorpl. 68

Sainte-Chapelle, Paris, 374, 396-400, 401, 409,

423, 439; exterior, 507: interior of upper

chapel, 508; colorpl. 62; sculpture from upper

chapel, 509
San Clemente, Rome, 26, 317-19; lower church,

wall fresco, 397: upper church, 396: upper

church, apse mosaic, colorpl. 51

Saints Cosmas and Damianus, Rome, apse

mosaic, 62. 64. 125. 229; 62: triumphal arch

mosaic, 45; 50
Santa Costanza, Rome, 33, 39, 41, 61; 32: vault

mosaics, 44

Santa Croce, Ravenna, 111

Saint Cyriakus, Gernrode, 235-36; exterior,

282: interior, 284: plan, 283

San Damiano, near Assisi, 450, 456
Saint Demetrios with Bishop Johannes and Prefect

Leontius. mosaic, Hagios Demetrios,

Thessaloniki, 110, 111, 126, 132, 157-58;

J 32

Saint Denis, Abbey Church: architecture, 350-

56, 360, 371, 409; 449. 452. 505:

Carolingian, 191. 197. 225. 350-51; choir.

350. 353-54. 355-56. 362; choir, interior of

ambulatory. 452; enamels executed for, 339;

library, 223, 355; nave, 356, 396; 505: plan,

350, 353; 449: rebuilt by Abbot Suger, 197,

305, 311, 349, 350-56, 360, 371, 409;

sculpture, 339, 350, 352-53, 365-66, 443;

450, 451: colorpl. 67; west facade, 350, 351-

53, 365-66; 448; west facade, sculpture, 350,

352-53, 366; 450, 451

Saint Denis Preaching to the People of Paris.

illustration in Life of Saint Denis, 441; 563

Santo Domingo de Silo, Spain, 260; marble

relief on cloister pier, 3J5
Saint Elisabeth, Marburg, 423; nave. 548

Saint Etienne. Perigueux. 307
Saint Etienne (Abbaye-aux-Hommes). Caen, 291,

293, 351, 354; facade, 367: interior, 368
Saint-Faron, Meaux, 203

Sainte Foy, Conques, 261

Sainte Foy reliquary, 261, 310; colorpl. 43

Santa Francesca Romana, Rome, see Santa Maria

Nova, Rome
San Francesco, Assisi, 456-60; exterior, 585:

fresco, lower church, 586: frescoes, upper

church, 587, 589, 590: upper church, interior,

588

Saint Francis Praying Before the Crucifix at San

Damiano (Master of the Saint Francis Cycle),

fresco, San Francesco, Assisi, 450, 456, 460;

587
Saint Front, Perigueux, 306-7; air view, 378;

interior, 379

Saint Gall, Switzerland, 183; Monastery, 200;

plan of an ideal monastery in library at, 200-

201; 241; reconstruction of ideal monastery,

242

Saint Genis-des-Fontaines, French Pyrenees,

259; lintel with relief, 314

Saint George, Reichenau-Oberzell, frescoes, 236;

288
Saint George choir, Bamberg Cathedral, 433;

detail of, 551

Saint-Gilles-du-Gard: Abbey Church, 311-12,

332; central portal, 386, 387: facade, 385; left

portal, detail of, 388

San Giovanni, Florence, see Baptistry, Florence

Saints Giovanni e Paolo, Rome, 26

San Giovanni in Fonte, Naples, apse mosaic,

61

San Giovanni in Fonte, Ravenna, see Orthodox

Baptistry, Ravenna

San Isidoro, Leon, 249
Saint James, Galicia, 261

Saint John, Cividale, stone altar, 180

Saint John, Mustair, Switzerland, frescoes at,

203; apse, 245: nave, 246

Saint John, illustration in Codex Aureus of

Canterbury, 186; 220
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Saint John Chrysostom. mosaic, Cappella

Palatina, Palermo, 164, 166-67; 194

Saint John Chrysostom. mosaic, Hagia Sophia,

Constantinople, 132, 167; 158

Saint John of Zagba, Mesopotamia, 87

Saint John the Evangelist, Ephesus, Asia Minor,

77-78; plan of first church, 86

Saint John the Evangelist, illustration in Gospel

Book of Saint-Medard de Soissons, 206-7;

colorpl. 36

Saint John the Evangelist and Saint Peter, portal,

Saint-Gilles-du-Gard, 311, 312; 387

Saint Joseph Master, see Smiling Angel Master

Saint Lazare (Cathedral), Autun, 287-88, 378;

capitals, 36 J, 362; north portal, lintel, 360;

west portal, tympanum (Gislebertus), 358,

359
San Lorenzo fuori le mura, Rome. 33, 34;

reconstruction, 31

San Lorenzo Maggiore (Basilica Portiana?),

Milan, 69-70; apse mosaic. Chapel of

Sant'Aquilino, 60-61, 70; 60; exterior, 71;

interior, 72: plan, 70

Saint Luke, illustration in Gospels of Otto 111,

243; colorpl, 40

Saint Luke, illustration in Gospels of Saint

Augustine, 180, 186, 205; 2J3

Saint Maclou, Rouen, 401; west facade, 512

Sainte Madeleine, Vezelay, 223, 261, 282-87,

288, 312, 352, 355, 433; narthex, 351; nave,

350; capitals, 355-57; tympanum, 352, 353

San Marco, Venice, 102, 159, 162, 307; exterior,

184: interior of nave, 186; mosaics, 85, 159-

60, 162, 239, 449; 97, 187, 188: Pala d'Oro

in, 155-56; J 78, 179: colorpl. 26; plan, 185

Santa Maria, Ripoll, Spain, 258, 259-60;

exterior, 309: interior, 310; plan, 311: portal,

312
Santa Maria Antiqua, Rome, frescoes in, 63,

158, 320; 64, 181, 182

Santa Maria dei Servi, Siena, panel (Coppo di

Marcovaldo), 451

Santa Maria di Castelseprio (near Milan),

frescoes. 158-59; 183

Santa Maria in Cosmedin. Rome. 320; interior.

401: west facade, 400

Santa Maria in Domnica, Rome, mural

decoration in, 228

Santa Maria in Trastevere, Rome, 319-20, 448,

449; apse mosaics, colorpl. 52; facade, 398;

interior, engraving of (Sarti), 399: mosaic

(Cavallini), 575
Santa Maria in Trastevere, Rome (Sarti),

engraving, 319; 399
Santa Maria Maggiore, Rome, 36-37, 38, 45,

228; interior of nave, 39; mosaics: apse

(Torriti), 63, 448-49; 574: nave, 48, 58-60,

119, 120; 58, 59: colorpl. 3; triumphal arch,

45, 47-48, 58, 59-60, 63; 51-54

Santa Maria Nova (now Santa Francesca

Romana), Rome, 63, 320; apse mosaic, 65

Santa Maria Novella, Florence, 451

Santa Maria zur Wiese, Soest, see Wiesenkirche,

Soest

Sainte Marie, Souillac, 272-73; jamb figure,

colorpl, 44; portal sculpture, 336

Sain! Mark, illustration in Codex Rossanensis,

85-86; 98

Saint Mark, illustration in Gospel Book of Ebbo,

208, 217, 218, 232; 252

Saint Mark, illustration in Gospels of Corbie,

309; 382

Saint Mark, illustration in Stauronikita Gospels,

145; 165

Saint Martin, Tours, 179, 206, 219, 261, 262

San Martin de Albelda (Albeares), Leon, Spain,

249
Saint Martin-du-Canigou, near Prades, France,

258; air view, colorpl. 42; nave, upper

church, 308
San Martino ai Monti, Rome, 32-33

San Martino ai Servi, Orvieto, altarpiece

(Coppo di Marcovaldo), 450-51; 578
Saint Matthew, illustration in Coronation

Gospels, 207-8; 250

Saint Matthew, illustration in Gospel Book of

Moissac, 309; 383

Saint Matthew, illustration in Lindisfarne

Gospels, 185-86; 2J8
Saint-Medard monastery, Soissons, 206

Saint Michael, Hildesheim, 236, 334; Column of

Bishop Bernward, 239, 244; 289: Doors of

Bishop Bernward, 239, 244, 331, 469; 290,

291: exterior, 285: interior, 287: plan, 286
Saint Michael, portal, Saim-Gilles-du-Gard, 311,

312; 388
Saint Michael Weighing Souls (Gislebertus),

tympanum, Autun Cathedral, 287; 359

San Michele, Pavia, 328; west facade, 414

San Miguel de Escalada, near Leon, 251

San Miniato al Monte, Florence, 323-24, 467;

facade, 402; interior, 403

San Nazaro, Milan, see Holy Apostles, Milan

Saint Onesiphoros and Saint Porphyrias, mosaic,

Hagios Georgios, Thessaloniki, 106, 113; 127

San Paolo fuori le mura, Rome, see Saint Paul's

Outside the Walls, Rome
San Paolo fuori le mura after the fire of 1823

(Pinelh), 36; 38

San Paolo fuori le mura. Rome (Piranesi), 36; 37

Saint Paul's, Jarrow, Northumbria, 183

Saint Paul's Outside the Walls (San Paolo fuori

le mura), Rome, 35-36, 40, 41, 313; drawing

of (Pinelli), 38: etching of (Piranesi), 37;

mosaics: nave, 40; colorpl. 2; triumphal arch,

44-45, 229; 49; paintings in nave. 48, 58,

448, 449; 57; restoration of (Cavallini), 48,

58, 449, 458
Saint Peter, Wimpfen-im-Tal, 343

Saint Peter, jamb figure. Saint Pierre, Moissac,

269, 271, 272, 352; 334
Saint Peter Presentmg the Papal Pallium to Pope

Leo 111 and the Banner to Charlemagne, copy

of mosaic, Lateran Palace, Rome, 191, 228;

227

Saint Peter's, Rome, 22. 25, 32, 34-35, 48, 191,

258, 262; facade, 43-44; drawing of

(Grimaldi), 48: influence of, on later

architecture, 196, 197, 228, 258, 262;

interior, 30, 32; drawing of (Grimaldi), 28:

mosaics: apse, 22, 62, 206, 448; drawing of

(Grimaldi), 61: facade, 43-44; nave, 48, 57-

58; drawing of (Grimaldi), 55, 56: plan, 33:

plans of Bramante and Michelangelo for, 48;

reconstruction, 34: reconstruction of memoria

of Saint Peter in sanctuary of, 35
Saint Peter's, Wearmouth, Northumbria, 183

Saint Pierre, Moissac, 261, 269-72, 277, 352,

366, 367; cloister, 329: cloister pier, marble

relief on, 330: south portal, 331-35

San Pietro in Vincoli, Rome, mosaic in, 158

Santa Prassede, Rome, 228-29; apse mosaic,

colorpl. 38; Chapel of Saint Zeno, mosaic,

274: triumphal arch and apse, 273
Santa Pudenziana, Rome, apse mosaic, 61, 74;

colorpl. 4

Saint-Richarius (Riquier), Centula, France, 199;

reconstruction, 239; engraving after

manuscript illumination, 240
Santa Saba, Rome, 305
Santa Sabina, Rome, 37-38; exterior of apse, 40:

interior of nave, 41: wooden doors of, 91, 94,

239, 330; 107: details of, 108. 109

San Salvador de Tabara, near Zamora, 251

Saint-Savin-sur-Gartempe: Abbey Church, 307-

9; frescoes, 381: colorpl. 48; nave vaults, 380
San Sebastian (later Santo Domingo), Silos,

Spain, scriptorium at, 247, 252
San Sebastiano, Rome, 16

Saints Sergios and Bakchos, Constantinople,

102, 118; interior, 120: plan, 119

Saint Sernin, Toulouse, 264-68, 269, 312; air

view, 321: interior, 322; marble reliefs in,

323, 324: Porte Miegeville, 325-27
Saint Sever Beatus of Liebana, 252, 270;

illustration in, 307
Saint Simeon Stylites, Qal'at, Si'man, Syria, 75,

77; church and monastery, 83: interior. 84:

plan, 81: reconstruction, 82

San Simpliciano {basilica virginum), Milan, 70,

72; north transept, 75; plan, 74

Santo Stefano Rotondo, Rome, 39;

reconstruction of exterior, 45
San Tecla, Milan, 69
Saint Urbain, Troyes, 401, 414; exterior, 511:

interior, 510
Saint Valery-sur-Somme, France, 291

San Vicente, Cardona Castle, Spain, 258-59;

interior, 313
San Vitale, Ravenna, 118-23, 124, 192, 242;

apse, 145; apse mosaics, 147-49: colorpls. 16,

17; exterior, J 43: interior, 146: plan, 144

San Zeno, Verona, 330-31; bronze doors, 420,

421: facade and campanile, 417: porch, 418:

right portal (Master Nicolo). 419
Salisbury Cathedral, 404, 405-7, 409, 411;

chapter house, interior, 522; exterior, colorpl.

63; Lady's Chapel, interior, 521: nave interior.

520: plan. 51

7

Samson and the Lion, capital, Sainte Madeleine,

Vezelay, 285, 286; 355
Santiago de Compostela. 255. 261; Cathedral,

261-64, 265; interior, 319: plan, 320; Portico

de la Gloria (Master Matthew), west portal,

261; 318: Puerta de las Platerias. south portal,

261, 268; 316: detail of, 317
Saracens, 269
Sarcophagus ofJunius Bassus. marble, 22-25,

87, 90-91, 220; 13; details of, 14, 15

sarcophagi, 16-17, 21, 22-25, 61, 79, 82, 91

Sarti, Antonio: Santa Maria in Trastevere,

Rome. 319; 399
Satan and the Foolish Virgins, jamb figures,

Strasbourg Cathedral, 415, 416; 540
Saxons, 179, 182, 183, 291

Saxony, 234, 235, 236

Scenes from Genesis, from Doors of Bishop

Bernward, 239, 469; 290

Scenes from Genesis, mosaic, San Marco,

Venice, 159, 162; 187

Scenes from Genesis, illustration in Moutier-

Grandval Bible, 220, 244; colorpl. 37

Scenes from Genesis (Maitani), facade, Orvieto

Cathedral, 469; 598
Scenes from Genesis (Wiligelmo), frieze.

Cathedral, Modena, 330; 416

Scenes from the Adelphi, illustration of, in

Comedies of Terence, 192; 228
Scenes from the Apocalypse, illustration in Bible

moralisee, 439; colorpl. 66

Scenes from the apocryphal Infancv cycle and

the life of Christ, book cover, 94, 95; 110

Scenes from the Book of Revelation, illustration

in Moiitier-Grandval Bible, 220, 221; 258

Scenes from the Life of Christ, painted box for

pilgrims' mementos, 89; colorpl. 9

Scenes from the Life of Christ, stained-glass

windows, Chartres, 371, 372; colorpl. 57

Scenes from the Life of Emperor Constantine the

Great (Stavelot portable altar), 338; colorpl.

54

Scenes from the Life of Saint Benedict, illustration

in Vita Benedicti, 316; 393
Scenes from the Old and New Testaments, doors

of Santa Sabina, Rome, 91, 94; 107-9

Scenes of the Infancy, portal, Chartres, 366-67;

474

Scenes of the Infancy of Christ, illustration in

Codex Aureus of Echternach, 244; 296

Scenes of the Infancy of Christ, portal. Saint

Pierre, Moissac, 269, 272; 335

Scenes of the Old and New Testaments, on

reliquary casket, 90-91; 105
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Schapiro, Meyer, 252
Schatzkammer Gospels, see Coronation Gospels

Scholasticism, 344-45, 347-48, 349, 396

School of Pisa: Crucifix No. 15. 450; 576

Scribe and Miniaturist at Work in the Tower

Workshop of Tdbara (Magius and Emeterius?),

illustration in Beatus of Liebana, 248, 251;

302
Scrovegni, Enrico, 460, 465

Scula (abbot), 258

sculpture: Early Christian, 27, 29, 67-68;

Gothic, 345, 347; in France (High Gothic),

352-53, 365-71, 375, 377-80, 382-84, 393-

95, 399-400, 401; in Italy, 445-48, 465, 466,

469; in Paris (secular), 443-44; in the

Rhineland, 415-19, 421, 422-23, 433-37;

Hiberno-Saxon, 189-90; Ottonian, 244-47;

Romanesque, 261, 265-73; in Aquitaine, 310;

in Burgundy, 276-77, 279-81, 282-88; "first"

Romanesque, 259-60; in Germany, 334-35,

337, 340; in Italy, 326-27, 330-32; in

Provence, 312

Scythian art, 175-76, 184

Seated Apostles from a Last Judgment (Cavallini),

fresco, Santa Cecilia in Trastevere, Rome, 449;

colorpl. 68

Secret History (Procopius), 121

sedes sapientiae, theme of, 367

Sedulius, 185

Sens Cathedral, 356, 357, 358, 363, 402;

interior, 455: plan, 454

Septimius Severus (Roman emperor), 66

Sergius I (pope), 44

Sernin (saint), 261

Servatius (saint), reliquary shrine for, 192; 229

Seventh Ecumenical Council, Nicaea, 128

Shepherds Tending Their Flocks, illustration in

Roman Vergil, 180; 212

Shrine of Saint Peter, 25; reconstruction, 17

Shrine of Saint Peter, casket from Pola, Istria, 34;

36
Shrine of the Three Kings (Nicholas of Verdun

and shop), 340, 384, 419, 421; colorpl. 55;

detail of, 436

Sicily, 164, 449
Siena, 323, 450, 451; Baptistry, 467; Cathedral

(Duomo), 451; altarpiece for (Duccio), 451-

54, 467; 579-82; colorpl. 69; facade

(Giovanni Pisano and others), 466-67, 469;

596: panel for (Martini), 454; 584; pulpit

(Nicola Pisano), 445, 448, 465-66; Palazzo

Pubblico, frescoes: (Lorenzetti, A.), 469-70;

600. 602: (Martini), 454; 583; Santa Maria dei

Servi, panel (Coppo di Marcovaldo), 451

Signum Leonis, marble relief, 268-69; 328
Silenus, fragmentary silver plate, 105; 124

Silos, Spain: Santo Domingo, 260; 315: San

Sebastian (later Santo Domingo), 247, 252

Silos Beatus of Liebana (Petrus), 247, 252;

illustration in, 306

Simeon, John the Baptist. Isaiah, and Moses, jamb
figures, Reims, 380, 384; 499

Simeon Stylites (saint), column of, 75, 77

SiMONE Martini, see Martini, Simone
Simplicianus (bishop), 70

Sinope Gospels, 85

Sixtus III (pope), 36, 38, 58, 64, 111

Skellig Michael, Ireland, monastery remains at,

183; 215
Sketchbook (Honnecourt), 345, 361;

illustrations from, 442, 458

Slavs, 106, 108, 234
"Smiling" Angel, jamb figure, Reims, 345, 380,

384, 395, 401, 435; 502

Smiling Angel Master (also called Saint Joseph

Master), 384, 395, 400, 421, 423, 443
Soest, Westphalia: Wiesenkirche (Santa Maria

zur Wiese), 423-24; 549
Soissons: Monastery of Saint-Medard, 206
Soissons Gospels, see Gospel Book of Saint-

Medard de Soissons

Song of Roland, 255, 292

Sophocles, 135

Sotiriou, Georges, 126

Souillac, 307; Sainte Mane, 272-73; 336:

colorpl. 44

Speculum Humanae Salvationis, 340

Speculum majus (Vincent of Beauvais), 347

Speyer Cathedral {Kaiserdom), 243, 334, 414,

424; exterior, 426: interior after vaulting

(lithograph), 425

Stag, from Kostromskaya, 176, 184; 202

stained-glass windows, Gothic, 371-73, 399,

412, 438, 439

Stauronikita Gospels, 145; illustration in, 165

Stavelot portable altar, 338; colorpl. 54

Steinbach, Erwin von, 414, 415

Stephen, jamb figure, Chartres, 371; 482

Stephen II (pope), 191

Stephen of Hungary, 434

Stornaloco, Gabriele, 472

Story of Adam and Eve. The, illustration in

Ashburnham Pentateuch, 85; colorpl. 7

Story ofJacob. The. illustration in Vienna

Genesis, 83; colorpl. 6

Story ofJonah. The, sarcophagus, 21, 22; 8

Story of Saint Jerome's Translation of the Bible,

illustration in Vivian Bible, 221; 259

Strasbourg Cathedral, 414-19, 421; 536-40,

542, 543; colorpl. 64; architecture, 414-15;

536. 537: colorpl. 64; nave, 537; sculpture,

415-19, 421, 423; 538^0, 542, 543; south

transept, sculpture. 416, 419, 421; 542, 543:

west facade, 414-15; 536: colorpl. 64; west

facade, sculpture, 415, 416, 423; 538-40

"sub-Antique" style, 17, 19

Suffering Christ {Christus patiens), theme of,

450
Suger (abbot), 197, 305, 338-39; 349, 350-51,

352, 353, 354, 355-56, 365, 371, 396
Sulpicius Severus, 41

Summa Theologica (Thomas Aquinas), 344, 345,

346, 347-48
Sutton Hoo burial, 177-78, 184; objects found

at, 207. 208

Swords, Ireland, 183

Sylvester (bishop), 60

Symbol of Saint Luke, The, illustration in Leon
Bible of 920 (Vimara and Johannes), 249; 303

Symbol of Saint Mark, illustration in Gospels of

Saint Willibrord, 184; colorpl. 30

Symbol of Saint Matthew, illustration in Book of

Durrow, 184; 21 7

Synagoga, jamb figure, Strasbourg Cathedral,

419, 421; 543

Synagogue, Dura-Europos, Syria, 82-83; fresco,

82-83; 94

Synod of Whitby, 183, 184, 189

T
Tabara Apocalypse, see Beatus of Liebana

Tales of the Marvels of the City of Rome (Dc

Mirabilibus Urhis Romae) (Magister Gregory),

317

Tarn Brooch, 178; 209
Temple of Solomon, Jerusalem, 100, 346
Tene, La (the "Shallows"), excavation site, 177

Terence, 192

Terra, illustration in Exultet Roll, 316; 394
Tertullian, 15, 17

Tetrarchy, 68

Text with Initials, illustration in Book of Kells,

186; 221

Thangmar of Heidelberg, 239
Thebaid region, Egypt, 78

Theodora (Byzantine empress; wife of Justinian),

102, 123-24; portrait of, 123; 148: colorpl.

17

Theodora (Byzantine empress; wife of

Theophilus), 129, 130

Theodora and her court, mosaic, San Vitale,

Ravenna, 118, 123; 148: detail of, colorpl. 17

Theodore (bishop), 41

Theodore, jamb figure, Chartres, 371; 482

Theodore the Studite, 128

Theodoric's Palace, mosaic, SantApollinare

Nuovo, Ravenna, 115, 116; 141

Theodoric the Great (Ostrogothic king), 114-

15, 116, 118, 179, 224-25
Theodorus Tiro (saint), 62

Theodosian Renaissance, 25, 35, 91

Theodosius and Court Presiding at the

Hippodrome, base of Obelisk of Theodosius,

Constantinople, 67-68; 69

Theodosius the Great (Roman emperor), 25, 35,

67, 68, 70, 91, 111, 201

Theodulf (bishop), 202, 203

Theophano (Byzantine empress), 130, 236, 241

Theophilus, see Roger of Helmarshausen

Theophilus of Antioch (Sicilian vicar), 272, 273
Theotokos, theme of, 42, 47, 58, 63, 89, 134,

367
Thessaloniki, 68, 103, 106, 108; Hagios

Demetrios, 108, 110, 111, 126, 132, 157-58;

129-32: colorpl. 14; Hagios Georgios, 106,

113, 114; 126, 127: Latmos Monastery,

Hosios David chapel, 106, 108, 220; 128

Things Done under His Administration (Suger),

350-51

Third Day of Creation, illustration in Cotton

Genesis, 85, 162; drawing after, 96

Third Day of Creation, mosaic, San Marco,

Venice, 85, 162; 97

Thomas (saint), 70

Thomas a Becket (archbishop), 402

Thomas Aquinas (saint), 233, 344, 345, 346,

347-48
Thomas of Celano, 456
Three Magi, The (Bonanno Pisano), from bronze

doors. Porta San Raniero, Cathedral, Pisa,

326; 410
Three Shepherds and Vine Harvest, sarcophagus,

21; 7

Throne of Maximianus, 95; 112: details of, 113,

114: colorpl. 10

tituli churches, 25-26, 30

Tome (Leo the Great), 42

Torcello Cathedral, 162; mosaics, 162-64; 189,

190

Torhalle of the Monastery, Lorsch, 198-99; 238

ToRRiTi, Jacopo, 63, 448, 449; Coronation of the

Virgin, 448-49; 574

Toulouse, 261, 305, 311; Saint Sernin, 264-68,

269, 312; 321-27

Tours, 179; Saint Martin, 179, 206, 219, 261,

262
Tours School (Carolingian manuscripts), 206,

219-22, 223, 239, 244

Tower of Laon, The, from sketchbook

(Honnecourt), 356, 361; 458

Traini, Francesco, 470, 472; Triumph of Death.

470, 472; 603

Trajan (Roman emperor), 80, 136; column of,

60, 80, 136; 90

Trajan's Campaigns Against the Dacians, from

Column of Trajan, Rome, 80; 90

Transfiguration, mosaic. Monastery of Saint

Catherine, Mount Sinai, 125; 151

Transfiguration, mosaic, SantApollinare in

Classe, Ravenna, 124, 125; colorpl. 18

Tree ofJesse, illustration in Legendarium

Cisterciennse, 290; 366
Tree of Jesse, theme of, 290, 355, 368, 369, 372
Trial of Christ Before Pilate, illustration in Codex

Rossanensis, 86-87; 100

Trier (Treves), 68. 240, 243, 244, 414; North

Basilica, 72; 76
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Trier Apocalypse, 224, 252; illustration in, 266

Triumphal Arch of Einhard, The. reliquary base,

192; drawing after lost original, 229

Triumphal Gateway of Frederick II, Capua, 384,

445; bust from, 570: reconstruction, 569
Triumphant Christ {Christus triumphans). theme

of, 450
Triumph of Death (Traini), fresco, Campo Santo,

Pisa, 470, 472; detail of, 603

Triumph of Maria Ecclesia, mosaic, Santa Maria

in Trastevere, Rome, 319-20, 448, 449;

colorpl. 52

Triumph of Maria Ecclesia, theme of, 320, 419

Triumph of the Roman State Under Christ (?),

from doors of Santa Sabina, Rome, 91, 94;

109

Triumph of Titus, from Arch of Titus, Rome, 27;

23

Troyes: Saint Urbain, 401, 414; 510, 511

Troyes, Chretien de, 444

Tudor period, 414
Turks, 131

Tuscany, 322-23, 449, 450

u
University of Constantinople, 130, 135

Urban II (pope), 255, 265, 274, 275, 277

Urban IV (pope), 401

Uta, choir statue, Naumburg Cathedral, 435-36;

556
Utrecht Psalter, 159, 217-19, 225, 232, 233,

270, 305, 439; illustrations in, 253-57

V
Valentian 1 (Roman emperor), 68

Vandals, 99

Vasari, Giorgio, 27, 343, 446, 449, 460

Vatican Vergil, see Codex Vergilius Vaticanus

Venice, 130, 155, 159; San Marco, 85, 102,

159-62, 239, 307, 449; 97, 184-88: Pala

d'Oro in, 155-56; 178. 179: colorpl. 26

Verano catacombs, Rome, 33

Verona: San Zeno, 330-31; 4] 7-21

Vespasian (Roman emperor), 124

Vesperhild theme, 437

Vezelay, 305; Sainte Madeleine, 223, 261, 282-

87, 288, 312, 352, 355, 367, 433; 350-53.

355-57

Victor (bishop), 118

Victor 111 (pope), 313, 316; see also Desiderius

(abbot)

Victorinus of Pettau, 220

Vienna Genesis, 79, 83, 85; illustrations in, 95;

colorpl. 6

Vikings, 186, 234, 291

Villa of Theodulf, Germigny-des-Pres, 202

ViMARA, 249; Leon Bible of 920 (with

Johannes), 249; 303
Vincent of Beauvais, 347

Viollet-le-Duc, Eugene-Emmanuel, 360, 371

Virgil, 81

Virgin, choir, Cologne Cathedral, 421, 423; 547

Virgin, stone, Bamberg Cathedral, 384, 433-34,

446; 552
Virgin and Child, illustration in Book of Kells,

186-87; colorpl. 32

Virgin and Child, mosaic. Cathedral, Torcello,

162-63; J 89

Virgin and Child, trumeau, Notre Dame, Paris,

345, 380; detail of, 44]

Virgin and Child, wood, from Paderborn, 335;

430
Virgin and Child {La Vierge de la Sainte-

Chapelle), ivory, 401, 443; 566
Virgin and Child (The Morgan Madonna), wood,

from Auvergne, 310, 335; colorpl. 50

Virgin and Child (Vierge doree), trumeau,

Amiens, 375, 379-80; 494

Virgin and Child Enthroned, mosaic, Hagia

Sophia, 129, 131-32, 154; J55

Virgin and Child Enthroned, tympanum,
Chartres, 366-67; 474

Virgin and Child Enthroned (The Mellon

Madonna), icon, 155, 451; colorpl. 25

Virgin and Child Enthroned Between Angels,

fresco, Santa Maria Antiqua, Rome, 63, 320;

64

Virgin and Child Enthroned Between Emperors

Constantine I and Justinian I, mosaic, Hagia

Spohia, Constantinople, 132; 160

Virgin and Child Enthroned Between Saints, The,

mosaic, Santa Maria Nova, Rome, 63, 320; 65

Virgin and Child Enthroned with Angels and

Saints, icon, from Monastery of Saint

Catherine, Mount Sinai, 126; J52

Virgin and Child Standing Between Emperor John

11 Comnenus and the Empress Irene, mosaic,

Hagia Sophia, Constantinople, 134-35; I6J

Virgin and Child with Angels, head of a bishop's

crosier, 443; 567
Virgin and Child with Zacharias and John the

Baptist, cover of Lorsch Gospels, 225; 268
Virgin in Majesty with Sairits and Angels

(Martini), see Maestd (Martini)

Virgin of Essen, gold, 245, 310, 335; 299
Virgin ofJeanne d'Evreux, The, silver, 401, 443;

colorpl. 67

Virgin of Paris, The, sculpture in Notre Dame,
Paris, 401; 513

Virgin of the Visitation, jamb figure, Reims, 380,

384, 395; 50J

Virgin orans amid Apostles and Saints, mosaic,

Lateran Baptistry, Rome, 158; detail of,

180

Virtues and Vices, doorway, Amiens, 347, 375,

378; 446
Virtues and Vices, jamb figures, Amiens, 345,

375, 378; 492

Virtues and Vices, jamb figures, Strasbourg

Cathedral, 416
Visconti, Gian Galeazzo (duke), 472

Visigothic style, 247, 256

Visigoths, 177, 179

Visions of Ezekiel, fresco. Synagogue, Dura-

Europos, 83; 94

Vita Benedicti, 316; illustration in, 393

Vita Hieronymi, 221

Vitalis (saint), 120

Vite (Vasari), see Lives of Artists (Vasari)

Vitruvius, 192

Vivian, Count (lay abbot), 221; portrait of, 222;

261

Vivian Bible (First Bible of Charles the Bald).

221-22, 242; illustrations in, 259-61

Voge, Wilhelm, 370
Volto Santo, in Lucca, 335

Volto Santo (Imervard), sculpture for Brunswick
Cathedral, 335; 429

Voragine, Jacopo, 462
Voyage of Maelduin, 178

w
Waiblingen (Ghibelline) faction, 322
Wearmouth, Northumbria: Saint Peter's, 183
Well (Guelph) faction, 322, 335
Welf of Bavaria (duke), 322
Wells Cathedral, 411; strainer (or scissor) arch,

528
Werden Crucifix, bronze, 247; 301

Wernher of Klosterneuburg, 340
Westminster Abbey, London, 409; chapter

house, interior, 525; nave interior, 523; plan,

524
West Roman Empire, 27, 42, 66, 68, 106, 111,

114-15, 157, 164, 182
Wettin, house of, 435
White Monastery, Deir-el-Abiad, Egypt, 78;

exterior, 88; plan, 87
Wibald of Stavelot (abbot), 338
Wiesenkirche (Santa Maria zur Wiese), Soest,

423-24; nave, 549
WiLiGELMO, 330; Scenes from Genesis, 330; 416
William I (king of Sicily), 166

William II (king of Sicily), 171

William IX (duke of Aquitaine), 274, 305, 307
William de Carilef (bishop), 294
William of Normandy, 234
William of Poitiers, 291

William of Sens, 402, 404
William the Conqueror (king of England), 274,

291, 292, 293, 351, 402
Willibrord (saint), 184

Wimpfen-im-Tal: Saint Peter, 343
Winchester: New Minster, 233; scriptorium at,

230, 232, 233

WoENSAM, Anton: Construction of Cologne

Cathedral, The, 421; 545
WoLviNius, 226; Altar of Saint Ambrose, Milan,

226, 228; 272

Worms Cathedral, 334, 414, 424
Worringer, Wilhelm, 176, 348
Wortvinus, 433

Y
York Minster, 411-12; nave, 531; stained-glass

windows, north transept, 532; west facade, 530

z
Zagba, Mesopotamia: Saint John, 87

Zeno (Byzantine emperor), 115

Zodiac and Labors of the Month, facade, Amiens,

347, 375; 445
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