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B.A., LbhenAyofBk#shCbhmd%%, 1966 
M.A., University of British Columbia 1969

A Dissertation Submitted in Partial FulGIlment of the 
Requirements &»r the Degree of

DOCTOR OF PHILOSOPHY

in the Department of English

We accept this dissertation as conharming 
to the required standard

Dr. Kathryn Katy-Fukon, Supetnsor (Department of English)

:, Departmental Member (Department of English)

Dr. Anthony W lenkins. Departmental Member (Department of English)

Dr. John L. Osborne, Outside Member (Department of History in Art)

P r ^

Professor Derek Pearsall, External Examiner (Harvard University)

O Magdalena Anna (Maidie) Hilmo, 2001 
University of Victoria 

All rights reserved. This dissertation may not be rq)roduced in whole or in part, by 
photocopying or other means, without the permission of the author.



-Î1-

Supervisor Dr. Kathryn Keiby-Fulton

ABSTRACT

Illustrations accompanying medieval literary works have often been diq)araged as 

"crude" or judged as inaccurate "translations" of the text. These determinations, based on 

modem expectations of what constitutes good "art," indicate how we judge past value 

systems according to those of the present. In die Middle Ages, concepts about the hincdon 

and the subject matter of art derive from the theology of the Incarnation and are realized in 

illustrated English vernacular productions even in the late medieval period. Because God 

became man, the reasoning went, images could be made of his human form. Images 

mahi&st the Incamadon and suggest divinity. Incamadonal theology is, to a greater or 

lesser d^ree, the basis Air the images in early and late medieval English poetic works.

Several signidcant illustrations examined in this thesis help to illuminate 

incamadonal theology and suggest the goal of life's pilgrimage for the medieval reader.

This study clarifies Air the Arst dme a mryor cridcal misunderstanding about the reladonAip 

of the inscribed vernacular poem and the main sculpted panel of the Ruthwell Cross to 

show that the triumphant divinity and suSering humanity of Christ are featured in both. 

Fascioadon with the power of the Incarnate Word is also highlighted in the Caedmon 

Manuscript, which recreates Geneds Aom a late Anglo-Saxon historical perspecdve. A new 

interest in biblical authors led, in the thirteenth century, to the Arst author portrait of an 

English poet, that of the inspired Lagamon, shown at work within the histoiiated inidal at 

the beginning of the .BruT. th e  Arst miniature in the early fourteenth-century Auchinleck 

Manuscript makes the distincdon between a pagan idol and the image of the Incarnate 

Christ on a cruciAx. Reqxinding to the image controversies provoked by the iconophobia 

of the Lollards in the late fourteenth century, the Vernon Manuscript miniatures prove the 

eGBcacy of devodon to holy images while the fe w / Manuscript's visual prefaces and 

epilogues, which do not portray divine Agures directly, nevertheless create a metatextual 

narrative of the journey to the New Jerusalem. The decorative features of the Ellesmere 

Manuscript of the Canterbury Tales aesthedcize the penitendal way to the JerwauJem 

ce/eftMzf for its aiistocradc audience and present Chaucer as a literary icon Arr their
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ediScaüon. Close attention to all parts of these works shows that the visual elements 

operate together with the words to incarnate the "text" 6)r the medieval reader.
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British Library, MS Cotton Nero A. x, Article 3, English, late fourteenth 
century, fol. 130.
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Reading Medieval Images

Introduction

The creative energy generated by the composition of poetic works in the newly 

fashionable English vernacular both in the Ai%lo-Saxon and again in the late medieval 

period spread into the visual sphere whm some of these texts were combined with 

extensive pictorial programs—horn the Ruthwell Cross poem to the poetic narrative in the 

Caedmon Manuscript' and, later, 6om the author portrait introducing Laaamon's to 

the illustrations ofthe Auchinleck,^ Vernon,^ and f M a n u s c r i p t s ,  and hnally the 

Ellesmere Manuscript^ of the CanferW y TWej. In this study I will explore the function of 

the images in relation to the poetic texts in these works. While no one doubts the 

importance of the literary texts, and few would now question consideration given to 

individual manuscript versions of a particular text, too little serious attention has been paid 

to the illustrative material. Even those recent critics who have shown an interest have, 

with rare exceptions, &h conq)elled to note the inaccuracy of many o f the images, 

presupposing that thar purpose is to reiterate the text by rendering faithhd pictorial 

translations of it, and to pass judgments about their artistic "quality ."

In her astute summary of prevailing methodologies in art history, Suzanne Lewis 

quotes Foucault in observing that we value or devalue art according to how closely it

'Oxford, Bodleian Library, MS Junius 11.

^London, British Library, MS Cotton Caligula A. ix.

^Edinburgh, National Library of Scotland, MS Advocates 19.2.1. 

^Oxford, Bodleian Library, MS English Poetry a. 1.

'London, British Library, MS Cotton Nero A. X, Article 3.

%an Marino, Calif, Huntington Library, MS Ellesmere 26 C 9.



articulates the "'political and cultural issues of our own time.'"^ She suggests that in order 

to understand the concerns of medieval designers it is more useful to turn to "questions of 

representations, narrative, and reception" than to continue the traditional "search fbr 

origins, filiations, and stylistic dehnitions."^ What images w ae expected to represent, how 

they functioned, fbr what purpose and fbr whom they were made are crucial matters which 

need to be examined.

Demonstrating the chasm between modem and medieval conceptions of the 

function of art and, incidentally, the cognitive nature and extent ofthe "reading" process, 

are the assumptions in the twelffh-century treatise De Dmersrs In this medieval

'%ow to" manual on the arts addressed to young craftsmen, Theophilus says that he 

intends his efkrts far their advancement "to the increase of the honor and glory of His 

name."^ His own reward would be the prayers of his students whenever they make use of 

his work. While this is a typical medieval statement of aims, it cannot be dismissed entirely 

as a mere fbrmula because it gives the cultural, or more specihcahy, religious context in 

which artists and writers worked and had their being. While advancing the immediate 

interests of both maker and audience, the ultimate goal was the salvation of all concerned. 

It provides a timeless metaphysical hamework and referait far temporal eGbrts. Further, 

Theophilus mentions that his book is to be read repeatedly to commit it to memory 

(thereby Gxing the in&irmation in the reader's mind)—and the attitude with vdiich it is to

IwagiM. MzrraTrve D ücfw se uW  jkceydom m tAe DnrfgeMtA-CeMAey 
DAmrrMotef / ( C ^ b r i d g e  HP, 1995) 1. She quotes 6om Michel Foucault, 
"What is an author?" trans. Donald F. Bouchard and Shary Simon, Dzngnuge, Cown^er- 
Afemory, Procfrcg (Ithaca, HY: Cornell UP, 1977) 199-20.

"Lewis, Trnqgef 1.

Dg DAfgrsis XrAArtr /  ZAgcgTArA». TAg trans. C R.
DodweU (London: Thomas Nelson and Sons, 1961) 4. Both the translations in my text and 
the Ladn in my notes are &om Dodwell, unless otherwise noted. See also TAgryArAff. CAz 
Drvgrj Xrty, TAg Twg/Mwi A^aAgva/ TrgaAsg GAuamotmg aW  AfgWwwA,
trans. and introd. by John G. Hawthorne and CyrH Stanley Smith (New York: D ova, 
1979). Their Introduction to this earliest extant manual by a practicing artist endorses C 
R. DodweB's suggestion that Theophilus Presbyta was a Benedictine monk (xvi). They 
also support the verbal tradition that he was a metalworka named R oga of Helmarhausen 
(xvi-xvii).



be embraced— "with an ardent love."^° In appealing fbr this feat of memory on the part of 

his "ethical" young craftsman, to make a local application of John Dagenais' term far the 

medieval reader,̂  ̂Theophilus assumes that the student will extend into real life the moral 

imperative to use his talents and, unlike the merchant in the Gospel story (Matt. 25.18 and 

24-31), to add to what he was given with interest. Theophilus re&rs all artistic activity 

to God who is its source . This accords with the medieval theory of authorship which

^Trom Dodwell, De D m eraj 4: ardlenfr umore. Dodwell
translates this as "warm af&ction," but I have quoted Hawthorne and Smith, 7%eqp/nJwj. 
0»  Dh^erj v4r6r 13, because it reflects the merheval approach more closdy.

"The Dthfca T(eod&^ m CWfwre. the Libro de Buen Amor
(Princeton: UP, 1994). Rigo Mignani and Mario A. Di Cesare have translated the TLzAro in 
T7K Book q/̂ Goo(T Zove (Albany, NY : State University of New York Press, 1972). While 
Dagaiais bases his thesis on this narrative compilation, the ethical Aamework within which 
he sees the medieval reader opa^ting relates also to the spirit in which Theophilus hopes 
his readas will ̂ p ly  their knowledge, even if it does not pertain to the recipes p a  se. In a 
sense, howeva, no human activity in the Middle Ages was morally neutral. I have 
summarized scwne of the m atta pertinent to my present discussion hom his book. W hae I 
r e ^  to quotations or ideas speciSc to a certain page, I have enclosed the page numbers in 
brackas following the mention in nqr text. For the role of memory in connection with 
ethical reading see Mary J. Carruthas, T%e Book q/̂ ATiewofy. X q/̂ A&moyy m 

CnTfure (Cambridge: Cambridge UP, 1990) 156-88.

"The vasion I have used throughout this study is T%e Bb/y BzAJg, the Douai and 
Rheims vasion (London: Bums Oates and Washboume, 1914). See DodweU, De Drveraj 
yirtfkus 2. Theophilus refers to the parable of the sloth&l man with the bidden talent in 
the prologues to the Grst and the third books, applying it literally and stressing thereby the 
importance of this justiûcation and sanction of artistic activity as a spiritual aiterprise. 
Concaniùg the idea that whateva the student can leam of the arts is bestowed by grace 
(in the Prologue to the third book), th ae  is an insat in red in one of the manuscripts of 
this work, London, BL MS Harley 3915, thirteenth caitury: Abfa coq/bnmafraMem fqptem 
jprniMWM cum qpaw n urtrAuf, as noted in Dodwell, De D h w af 62. In
Hawthorne and Smith, TAeqpkrAw. On Drvew 78, this is translated as "Note the 
conformity between the Seven Spirits and the seven works of art." They observe that the 
insert is followed by a rubricated initial fbr each of the Allowing seven paragraphs on the 
seven spirits (to which their modan traiislation has paid tribute with a special fbnt and 
bolding). The Harley version danonstrates ratha ef^ctively the editing work of a 
medieval scribe.

"F ran  Dodwell, De Drversw ÆtrAu* 62: Ber jpnrrwm soprentroe cqgnorcM a  Deo 
cunc&r creaAz procedure, et ame ÿ w  wAB e&se, which he translates as "Through the spirit



refers all human eGkrts ultimately to the divine author (see my fourth clmpter). By 

engaging in his artistic craft, the young reader, having acquired "participation" in the work 

ofthe divine artifcer, can "attain a capacity h)r all arts and skills, as if by hereditary 

right."^^ The Act that the theological perspective sanctioning arhstic activity needs to be 

reafBrmed in a manual about methodology indicates 6 e  ever precarious posihon of the 

visual arts within the Hebraic-Christian tradition. The former restrictions about image- 

making tended to have a long afterli& even subsequent to hard-won justihcations fbr the 

practice during the early centuries when the debates were politically current. It is also the 

sort of thing the modem reader tends to skim over somewhat uncomfortably in the seardi 

fbr the real substance of a work, but it is the transcendental 6amework within which 

medieval creative activity and audience response operated—and it is the added dimension 

which in&rms the pictorial programs of the illustrated vernacular manuscripts to be 

considered.

Although John Dagenais examines Juan Ruiz's Boot q/^GooeJZove in relation to 

what he calls the individual "scriptum" or physical manuscript with its unique presentation, 

considering the act of reproducing a manuscript as an intimate act of reading (22), what he 

calls to our attmtion concerning the ethics of reading, which ^rplies to texts as well as to 

images, accords remarkably well with the expectations Theophilus has of bis students. 

Both Theophilus and Ruiz share common assumptions about their readers. As Dagenais 

points out, it is expected that medieval readers of discernment will become dynamically 

involved in the reading process (22), their trained memories helping them to mdce 

individual choices with respect to such activities as re-reading passages which seem 

rdevant to them at any one time (one imagines Theophilus' students paying particular 

attention to manorizing sections pertinent to their own arts and reading at a level 

consonant with their understanding). Memory of the text is modihed according to the 

subsequent experiences ofthe reader. Most inqwrtant, the reading process is

of wisdom, you know that all created things proceed hom God, and without BBm nothing

*From Dodwell, Drversü ..d/ïrAws 1.

IS.

I



#ans6)rmative in that readers are to carry the process into real life and look at their own 

lives "anew" (7). This is still true in the kurteenth century in which even the unin&rmed 

Zewa/ men who knew wo could be led to good works through the &ar instilled by 

7%g ZYzct a work introduced by a historiated initial in the Vernon

Manuscript which I discuss in diapter 5 or, in the case of the nun Margaret K iik^y Gar 

whom Richard Rolle translated the Srst dfty psalms, to the /w/^kindled by devoutly 

saying or singing the psalms. In the case of Ruiz's Gaurteenth-century Spanish narrative 

poem, aAer considering the methods exempliGed in his "how to" seduction manual, ethical 

readers could choose their own subsequent behavior by seddng the love of God or 

worldly love (the book presents mostly the latter). With a very medieval combination of 

piety and practicality Theophilus suggests to his ethical and industrious reader that, 

"through the spirit of godliness, you regulate with pious care the nature, the purpose, the 

time, measure and method ofthe work and the amount of the reward lest the vice of 

avarice or cupidity steal in."̂ ^

While much of this spiritual dimension remained active in the sense that religious 

subjects continued to be dqncted, many artistic works of the early Renaissance, especially 

in the north, reveal a much stronga^ interest in the gloriGcation of the sensuous texture of 

an idealized and prosperous earthly existence. Such "enqriricism in art" would have been 

viewed by many medieval readers as blocking &ith, as Robert Deshman puts in his study

^̂ See the prologues to ZWct qf Cowcrewce lines 1, 11-12, and Ewg/wA
fsüAer lines 1-5, both in ZoW qf (Ae FemocwZor. .dntAo/qgy qjfAA&Ge
Zrterwy ZAeoz}', eds. Jocelyn Wogan-Browne, Nicholas Watson, Andrew
Taylor, Ruth Evans (University Park: Pennsylvania State UP, 1999) 242-43 and 245 
respectively. In the former, the most widely circulated Middle English poem, the reader or 
listener is led to hope Gar the joys of heaven only aAer considering the wr^chedness of the 
human condition, the instability of the world, death, purgatory, doomsday, and the pains 
of hell. Quite diGkrent in tone, the latter, surviving in about 40 manuscripts indicating As 
wider secondary audience, begins with a long list of advantages to be gained Aom reading 
the psalms with love, including chasing away Gends, desAoying the anguish of the soul, 
and creating a beauty of understanding.

16Prom DodweU, De Drveraj 63.



of corporeal arwl spiritual vision." Yet if we are to recover some sense of what it is that 

the images in medSfevo/ manuscripts do, it may be necessary to be open to other 

conceptions of what constitutes art. As I will show with respect to the visual programs 

accompanying and shaping the reading of Enghsh vemacidar poetic texts, both the earher 

condemnations of their quality and many of the later tanperate reassessments following in 

their wake appear to be a legacy of socially-constructed earlier nineteenth- and twentieth- 

century standards of art oiticism derivii^ ultimately 6om a post-Renaissance value 

system. While I will discuss the hmction of the hlustratiorM in relation to the poems they 

interact with and shape, sparming the relevant periods of Enghsh vernacular activity hrom 

the Anglo-Saxon to the late medieval periods, in the section below I wih discuss only 

modem critidsms of the illustrations of the fe w / and Ellesmere Manuscripts because they 

are typical of modem evaluations, where they exist at all, ofthe others. As will be seen, 

these criticisms focus on assumptions about artistic quahty and the purpose of illustrative 

pictures which reveal more about modem expectations than medieval ones Historically 

situated, they are not **wrong," but they allow little room fbr dealmg with the theological 

incamational issues, fbr instance, which the artists struggled with in making 

representations at all, especially fbr vernacular works vdhch were accessible to a vider 

audience.

^'Modern" Readings of Illustrated Medieval Literary Works

The long-awaited release of the monumental two-volume survey ofZ/zter GotArc 

AAznascnpA. 7390-/^90," an invaluable resource fbr all future academic study of 

illustrated manuscripts of this period, demonstrates the propensities to which I have just 

referred. Understandably, Kathleen Scott needed to limit her selection; accordingly she

""Another Look at the Disappearing Christ: Corporeal and Spiritual Vision in 
Early Medieval Images," 79.3 (September 1997): 545.

^*Kathleen L Scott, Later GbtArc 7390-7490,2 v(ds. (London:
Harvey Miller, 1996). The actual release date was May, 1997. Subsequent references in 
my text to this work will by indicated by encloâng the volume number and page number, 
respectively, in brackets.



chose &r catalogue entries primarily manuscripts "of exceptional artistic quality,"^  ̂a 

phrase that indicates the sort of commentary the reader can erqrect.

The fe a r/ Manus<aipt

Scott allows "a few" exanqrles of manuscripts which are "of exceptional literary 

interest, even if the illustration was of moderate artistic quality" (1: 10). She includes a 

catalogue entry, fbr instance, Bar the fe w / Manuscript, Cotton Nero A. X, Artide 3, 

"although it has pictorial work of average workmanship" (1: 10). This is at least a middle 

distance &om GoUancz's description ofthe illustrations as being of "crude 

workmanship. She absolves the artist &om charges of previous critics concerning his 

"proven lack of attention to the poems" on the "evidence that he recdved written or oral 

instructions" &om somebody else, presumably a later owner of Ac manuscript (2: 67). No 

such evidence is oSered since nothing certain is known about the circumstances of 

composition or which later owner this might be, making her argument somewhat circular 

and unsubstantiated. In Jennifer Lee's estimation, the amateurish and unsophisticated (she 

also repeats the word "crude" more than once) illustrator responded to the entertainment 

value of the events and especially to the spiritual journey of each main character .^ This is 

modihed by Sarah Horrall's submission that "in a simpliGed form" the artist presented "die 

main elements ofthe stories" (the criticism about their lack of adaptation to the stories 

being "rmich exaggerated").^ Scott advances the illustrator's case by suggesting that he

"Scott, "Preface," Lnfer GotMc I. 7. The Allowing two quotations
are &om die same page.

^Tsrael GoUancz, introducdon, f  ew t C/euMMesa; f  Wrence aw/ Gmwxm.
m f a c a n w r / e t A e  Uwgwe Cbrtan Aero in iAe friüsA AAwewn,

EfTX os 162 (1923; London: Oxfbrd UP, 195S) 9.

^"The Illuminating Critic: The Illustrator of Cotton Nero AX." in
/conograp/ry 3 (1977); 19 and 44. (17-46) She does, howevw, conclude that his w ort 
"ÿves us the rare opportunity of seeng the Grst cridcal judgment of these poems, a 
medieval reada^ reacting to a medieval work" (44).

^N otes on British Libraiy, MS Cotton Nero A x,"Mzn«acr(pa 30 (1986): 198 
and 196 reqiecdvely. (191-198)



8

was a regionally based professional because of his knowledge of conventional techniques 

and use of pigments (2: 67). Against Sarah Horrall's assertion that the Ggures are 

"clumsy/'^ and Jennifer Lee's reference to the Pearl dreamer's "awkward gestures,"^ 

Scott points to die "range of movement in gestures" (2: 67). She also notes that the artist 

was obsavant of "detail in nature," although less happy is his inability "to deal with 

paspective." Scott mentions among the "positive aspects" of the fe w / Manuscript that 

the tree branches "show depth through the application of yellow fbr the ou ta  leaves and 

deep green fbr the inna surfaces" (Sarah Horrall had referred to the "meticulously drawn 

and carefully shaded leaves"^), while the "dqith and setting of the bedroom scene" are 

"more than normally competent" (2: 67). She also regards the intaior scenes as giving "an 

impression of depth through the placement of people behind tables or beds" (2: 67). Both 

layaing and placement above or behind objects a e  common medieval ways of suggesting 

some depth and a e  quite diSaent &om the eSects produced by methods employed in the 

Renaissance.^ While not as vitriolic as the e a lia  criticism iterated by R  S. and L. H. 

Loomis that the "infantile daubs" of this illustrator reached the "nadir of English 

illustrative art,"^ the more constructive approaches of these la ta  critics have nevertheless 

been restrained by such wounding darts and ensnaed into dealing each time with the issue 

of artistic quality.

R^eshingly, two very recent studies signal a new approach by taking the art 

seriously. They contribute a new understanding and appreciation of the picture cyde and 

explore the issue of visual literacy. Robert J Blanch and Julian N. Wasserman have done a 

wdl-reseached study featuring the artist's use of the iconography of hands, relating this

% rra ll, "Notes" 198.

^Lee, "The Illuminating Critic" 31.

% rra ll, "Notes" 195.

^ e e  my subsequent discussion on the Ellesmere MS.

^Roger Sherman Loomis and Laura Hibbard Loomis, v4r/W7wr w
A/i%8ewz/y4r/, MLA Monograph Series 9 (1938; New York, 1966) 138-39.
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to the poet's conceptions.^ Paul F. Reicbardt, building oh Jennifer Lee's observation that 

the illustrator provided 'the Grst critical judgment of these poems, a medieval mind 

reacting to a medieval work,"^ proceeds to look 6)r a "coherence of content and 

design,"^ Gnding that some of the scenes do indeed "anticipate or recall other pictures in 

the sequence" (125), creating a '̂ GAh text" (129). He suggests, among other things, the 

artist's sensitivity to the numerological values in the poem, which he sees as key to the 

overall design and placement of the illustrations in the manuscript, the scene ofDaniel at 

Belshazzar's feast being central (133). Displacing the common assunqrtion that the 

illustrations were made sometime after the text was copied, which he sees as based on the 

disparity between the percàved quality of the poem and pictures, he suggests that the 

artist might have begun work shortly after the scribe copied the text (137-38). This means, 

as I argue in my sixth chapter, that the fe w / artist's restrained work might indicate a 

sensitivity to the issues raised in late 6)urteenth-century derates about image-making.

The Ellesmere Manuscript of the Tu/gf

If the fe w / miniatures have suAered neglect until the last few years due to 

negative assessments of their artistic quality, ironically the Ellesmere pilgrim portraits have 

suAered the same fate A)r a diAerent reason.̂  ̂Richard K Emmerson, quoting James 

Thorpe, re&rs to the Ellesmere's reputation as "the most beautiful literary manuscript of 

its period, or perhaps of any period."^ The overall magniAcence of the decorative

R obert J. Blanch and Julian N. Wasserman, From fe a r/ fo Gawam. Forme fo 
F)mfsAmem (Gainsvdle: U of Florida P, 1995).

^Tee, "The Illuminating Critic" 44.

^ a u l F. Reidiardt, "'Several Illuminations, Coarsely Executed': The Illustrations 
of the Fear/ Manuscript," Aia&es m /coaograpAy 18 (1997): 120. Pages numbers of 
subsequent quotations are enclosed in brackets in my text.

^^San Marino, Calif, Huntington Library, MS Ellesmere 26 C9

^^'Text and Image in the Ellesmere Portraits of the Tale-Tellers," 7%e E//esmere 
CTraaeer." F&says m /a/e/pre/a/roa, ed. Martin Stevens and Daniel Woodward (San 
Marino: Huntington Library, 1995) 143. See James Thorpe, CAaacer f  Canterbury Tales:
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program of which these miniatures are part tends to create an unfacussed experiaice 

comparable to that of entering a Gothic cathedral. When these margpnal illustrations have 

been considered more particularly, agreement about their function and quality has varied. 

The tendency to rank the two main artists according to quality has produced opposite 

assessments. Scott considers the @rst artist who made the m^ority of pictures (17 of 

them) the 'least competent," while she sees the other as a "gne native representative of the 

International Style"^; however, Emmerson mentions that the latter "is oAei considered 

inferior."^

\^ th  respect to the rendering of the third dimension, Margaret Rickert points to 

the "rath* rudimentary and conventional type of modeling" of the ûgures.̂ ^ Martin 

Stevens, on the other hand, enthusiastically concludes that the EUeenere illustrators 

"brought to manuscript art a new, indeed revolutionary, style of naturalistic 

representation."^ Scott conmders that the modeling, in the painterly style of each artist, 

was executed with "varying degrees of success."^ She reflects the usual assunoption that

ETkanere A A rm xrÿt 2 ed. (San Marino, CA: Huntington Library, 1978) 3.

Goihfc AfamAgcz-ÿt; 2:141 and 142 respectively. Margaret Rickert had 
previously considered his hgures as "well-proportioned" and "dashing," made with a "bold 
skill"; see k r  chapter on "Illumination" in ^  vol. 1 of
Text qZtAe GanterW y TWes. on (Ae A m f q fa// Anown AfümtscnpA; ed. John
Manly and Margaret Rickert (Chicago: UP, 1940) 597. Rickert, on the basis of variable 
quality, thought that the m^ority of Egures might have been made by two diSerent artists, 
allowing 6>r the possiWlity of four artists (596).

^T ex t and Image" 151.

^^Margaret Rickert, "Illurnioation" 603. Interestingly, in the same sentence, she 
mentions that the illustrations have a "narrative and illustrative purpose," but she does not 
pursue this.

^^"The Ellesmere Mhiatures as Illustrations o f Chauca^'s CaMterAMy Th/gs, " 
m JcoMogrop/y 7-8 (1981-82): 126.

2: 141. She appears to consida" modeling as an 
indicator of artistic quality, superior to the technique of layering; see also 1: 48-49.
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the portrait of Chaucer is the best (2: 142),^ observing that his gown is "a dark grey 

which gradually lightens" and that his face is "a pale grey through which a complexion 

tone barely shows" (2: 142). The hrst eSect of gradation can be achieved by varying the 

saturation of the colored pigment on the brush, the latter by a process of layering typical 

of art hom the Anglo-Saxon period through to the early fdleenth century. Ralph Hanna, in 

referring to the 1911 Manchester Facsimile of the Ellesmere MS, seems cognizant of this 

aspect of medieval painting technique when he observes of the 6csimile that 'The 

reproduction Ails neaily totally to capture the muhiplanar ejects of the style of painting: 

neither the layering of gold leaf nor the highlighting r\hich 'builds up' the paindng, which 

makes it appear to 'come ofFthe page', is captured."^ In addition to giving the recipes for 

the preparation of pigments in his De (6werfs Theophilus devotes the Srst thirteen

chapters to the layering of pigments far portraying flesh tones and the outlining to be 

applied for Acial features and hair. This results in an eSect unlike the subtly blended look 

of oil painting but very like that of the Ellesmere portraits.

Rickert, Scott, and Emmerson allow that the artists collaborated but do not fully 

pursue the implications of this.^ Scott and Emmerson follow Doyle and Faites Wio 

observed that, Aom the position of the pictures at the beginnings of the tales, "it seems as 

though they were designed as an ac^unct to the apparatus and not merely added as

^"Emmerson, "Text and Image" n 28, agrees. Lois Bragg, however, views this 
portrait n%atively as demonstrating an incorrect use of the Aiger alphabet, in "Chaucer's 
monogram and the 'Hoccleve portrait' tradition," IPbrff 12.1 (1996); see my
reArence to her in the latter part of this discussion of critical appraisals of the Ellesmere.

^introduction," D/feawgre q/" CAawger f  Con/erW y
(London: D. S. Brewer, 1989) 8.

^%ickert, "Illumination" 596; Scott, "An Hours and Psalter by Two Ellesmere 
Illuminators," DZksmerg Chmrcer. Eysoyf m ' 92; and Emmerson,
"Text and Image" 151.
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afterthought of decoration'̂ ^ (this last was the opinion of N. F. Blake*^. Emmerson, 

however, takes issue with the widely accepted view expressed, for example, by Doyle and 

Partes that "As 6 r  as possible the attributes 6)und in Chaucer's description of the pilgrims 

in the General Prologue are depicted in the illustrations."^ It is the question of ûdelity of 

the pictures to the General Prologue i^ c h  "most scholars" assume they illustrate that 

Emmerson considers at some length, proving this is not their main function. He 

^)proaches this task by creating a "spectrum" of illush-ations that at one end are 

"discursive" and at the other are "Ggural," the 6»rmer relating to the text and the latter 

being independent o fit.^  Having categorized their quality and hdelity, Emmerson 

proceeds to a consideration of the artists' knowledge of the text which he denies, although 

he accepts Ae role of an editorializing supervisor who knew the text.*  ̂While Emmoson 

has conclusively laid to rest the assumption that the pilgrim portraits rdate primarily to the 

General Prologue descriptions, he sees their ch i^ purpose as facilitating the reading 

process "by making explicit and visible the manuscript's ordmoAo: they classify the tales 

according to their speakers," Üiereby serving as "visual titles" introducing and representing 

the tale-tellers (144). He has not taken enough account of the possibility that the portraits 

might serve as an inter&ce not only with respect to the General Prologue and the linking 

elements, but also with the subjects of the tales (as Martin Stevens does, to an extent, in

I. Doyle and M. B. Parkes, "The production of copies of the CaMferWy Tizks 
and the m the early fifteenth century,"Mg(6ewz/
and Libraries, ed. M. B. Parkes and Andrew G Watson (London: Scolar Press,
1978): 187.

Tkcfwof ThacBAoM Canterbury Tales (London: Arnold, 1985) 66.

*^The production of copies" 190. See Emmerson, "Text and Image" 143 Æ

**Emmerson, "Text and Image" 146. In his dehnitions, the discursive illustrations 
include such elements as the details which relate to the General Prologue, the links, or the 
tales, or cormect these parts, and the placement of hgures which identic them horn thdr 
proximity to their tales. The Ggural illustraGons include invented or interpretive details, 
even those that contradict or replace Prologue descriptions.

^^Emmerson, "Text and Image" 153.
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the case of the K n i^ ^ ), and with the audience as well. Emmerson assumes that the 

artists were part of a "collaborative venture," but he hypothesizes that they "probaWy did 

not work in the same shop,"*  ̂even though it is likely they worked "simultaneously" (151).

Involved in the issue of the extent of the collaboration of the artists in the 

Ellesmere are questions concerning the overall unity of design, the order of the artists^ 

work, and the identity and level of their skill. Scott's observations, for example, 

concerning the decorative borders that any di@erences execution among the Ellesmere 

limners are superGcial in nature," since "adherœce to the decorative program" rather than 

"artistic diversity" is the "most compelling motivation behind its realization" (90), might 

have led Emmerson to conâder uniting âmilarities rather than the order of execution and 

difkrences in quality among the artists (which, however, Scott is herself prone to in her 

catalogue entry for the Ellesmere Manuscript in Zater CrotAfc Adümtscrÿü released two 

years latei). In a recent study Lois Bragg speculates that the Grst artist passed to another 

one the task of doing the Chaucer portrait, a person who may have continued on to do the 

next Gve portraits, or who was imitated by the next one.^ Bragg's main interest, however.

^T h e  Ellesmere hCniatures" 124. He observes that the Knight's portrait, for 
exanq)Ie, "summons up the role of Theseus," with whom the Knight's Tale begins. I will 
show how the visual dynamics o f the Gabo in question supports this approach.

*^Emmerson, "Text and Image" 152. In this he follows Doyle and Parkes, "The 
production of copies" (237) who deny the presence of centralized smiptoria in London; 
but C Paul Christianson, "A Century of the Manuscript-Book Trade in Late Medieval 
London," AfWïewz/fa ef ghmuMMrica, ns 12 (1984): 143-165, indicates the opposite in 
vdiat he considers as the growing professionalism of the book-trade in London. See 
further Eromason, "Text and Image" n30. It would be extraordinary if the designing 
supervisor allowed individual artists to take home such large quires of the Gnest grade of 
vellum. Daniel Woodward points out that only seven pages in the entire manuscript do not 
contain gold leaf "Appendix B," ZTre Chuwcer 347. If the arGsts worked
simultaneously but separately, how is it that the selective use of gold (as opposed to 
the gold leaf used in the borders), added to only Gve of the mounted pilgrims, was applied 
to work by each of the three artists? Its use and the areas of its application indicate it was 
not added as an afterthought. This instance, among others (as shall become clear), 6 vors 
more collaboration and sharing than has bear previously considered.

^ ra g g , "Chaucer's monogram" 134. See also Scott's assignments of artists in 
Zoter GoAWc 2: 142.
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is the Snger alphabet which she sees in the Hoccleve version of the Chaucer portrait*^ as 

embedding the monogram GC, a monogram which was misunderstood by the Ellesmere 

miniaturist who did not know its meaning and unskdbuUy made a ̂ ery  bad picture 

indeed" in his "botched copy Bragg's study demonstrates the perils of approaching a 

single visual element with a preconceived idea of how it should have been executed.

Viewing the portraits as part of the decorative program of the borders they 

&equently inhabit, or whose demivinet enclosure they approach 6 om across the page, 

inevitably leads to a consideration of the intimacy of collaboration, even possible identity, 

of some portrait and border artists. If the entire design and layout of the Ellesmee 

manuscript is considered as the cooperative e@brt of a "production team"^  ̂under the 

hands-on direction of one of their number, peibaps in consultation with those interested in 

promoting Chaucer 6 »r their own purposes, then the pictorial and scribal dements can be 

seen not only as part of the ordinatio, but the ordinatio itself can be seen to advance a 

particular reading for a particular audience. Viewed in this context, considerations of the 

artistic quality and "Gdelity" of the individual portraits^ are of diminished importance; 

instead, the eSectiveness and purpose of their presentation becomes paramount.

y  the artists of the Ellesmere and the fe w / manuscripts are allowed, like shopkeepers 

Gimiliar with their merchandise, to have known what they were doing—after all, illustrated 

manuscripts were expensive—then it becomes necessary to discover how these late 

medieval illustrators might reasonably have expected their images to function. This can be 

approached in two ways: by considering the illustrators as among the Grst pro&ssional 

"readers" of the texts which they converted for their contemporary audience, \\4iich is

^^txmdon, British Library, MS Harley 4866, fbl. 88.

^ ra g g , "Chauca-'s monogram" 135.

^^Tbis &licitous phrase is h"om Hanna, "brtroduction" 11.

Emmerson, "Text and Image" 166n29, acknowledges that as Michael Camille 
suggests, "medieval patrons were probably less attuned to diSerences of style and 
determination of pictorial quality in their books than is the modem art historian looking for 
'hands.'" See Camille, "Labouring for the Lord: The Ploughman and the Social Order in 
the LuttreH Psalter," 10 (1987): 446.
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what the body of this study will attempt in the sections on each manuscript, and by a 

consideration of certain &atures of the Christian l%acy regarding images which these 

artists inherited which will be discussed shortly. Be&re this can be attempted it will be 

useful to consider further the nature of the displacement of values which took place 

subsequent to the making of these manuscripts, distortiog our ^ ra is a l of their merit.

The Rmtaissance Shift

In an issue of Gefkz devoted to reexamining medieval conceptions of Art, Henry 

Maguire points out that only recently has the notion of "Art" come to be seen by some 

critics as a social construct "incorporating ideas of individual achievement, social status, 

monetary value, quality, and detachment &om common life that, at the best, are irrelevant 

to the pre-modem societies, and at the worst encode elitist and mercenary values."^

What has happened is a paradigm shift whose essence was the undermining of "the very 

nature of our historical understanding of 'reality. This sense of departure from 

medieval perceptions was articulated clearly in the early sixteenth century by Giorgio 

Vasari. Although there were always greater or lesser strains of classical aesthetic theory 

&om one school of thought or another adapted or modihed by Christian thinkers like St.

^Introduction, Gef&z 34.1 (1995): 3.

**Nicholas Tuelle, Asâstant Director and Chief Curator of the Art Gallery of 
Greater Victoria, concerning the work of Jacksrm Pollock in the mid 1950s. This 
deSnidon was expressed in a written commaitary accompanying an exhibition of concept 
art in February 1997. He correlated this with the theories of twentieth-century physicists.

^^Giorgio Vasari, Zrves q/" (Ae Xrtfsts, selected and translated hom Italian by 
George Bull (1965; Harmondsworth: Penguin, 1968). I have chosen Vasari far present 
purposes because he articulates Raiaissance attitudes so clearly. Writing in the rrnd- 
sixteenth century, he is not the sole or even earliest to express the new vision of art: more 
than a century earlier Leon Battista Alberti, for instance, had already completed his 
treatise on perspective, deSning painting as the representation of the pool's surface and 
things seen, see trans. Cecal Grayson (1972; London: Penguin, 1991) 61 and
64. At about the same time Cennino d'Andrea Camini, in his handbook on painting 
techniques, includes oil painting, and while admitting that the art student should copy the 
best of the old masters, adds that he should also copy hom nature which is better than 
other models, see ^ TWioM '77 LrAro Dell ' " trans.
Daniel V Thompson, Jr. (Toronto: General Publishing; New York: Dover, 1960) 14-15.
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Augustine^ and of practical influence exerted by classical models, Vasari describes the 

Renaissance or "rd)irth" of pre-Christian classical conceptions regarding the purpose and 

ideals of art as if these wa^e something completely unprecedented. In the Preface to his 

Zn/gf (Ac he assumes that there is such a thing as the "attainment of perfection," 

that it was achieved in classical times, but that "as emperor succeeded emperor, the arts 

continually declined."^ By the time of Constantine, for instance, sculpture was 

"decadent" and " in ^ o r,"  contrasting to the "beautifully fashioned" parts of the "marble 

histories made at the time of Tr^an" (32-33). This decline was accelerated by the 

"coming of the Goths and the other barbarian invaders vbo destroyed the 6ne arts of Italy, 

along with Italy itself' (33). The coiy die grdce, however, was inflicted by "the new 

Christian religion" which, "not out of hatred far the arts but in order to humiliate and 

overthrow the pagan gods," attempted to "destroy every least possible occasion of sin" by 

demolishing "all the marvelous statues, besides the other sculptures, the pictures, mosaics, 

and ornaments representing the false pagan gods" (37). Pope Gregory, now known far his 

&mous dictum that pictures are the books of the illiterate,^' was recalled by Vasari for the 

despoliation Allowing his edict against all remaining statues and works of art (38). 

Gregory was obviously aware both of the positive and negative potential regarding the 

popular reception of visual images.

As Vasari asserts, the result of all this decline and destruction was that, without proper

^ o r  a fuller discussion of Augustinian aesthetics, see Wladyslaw Tatarkiewicz, 
Mgf&gW ed. C Barrett, History of Aesthetics, vol. 2 (Warsaw: PWN—Polish
Scientihc Publishers and The Hague, Paris: Mouton, 1970) 47-65.

57Vasari, Znvf i/K X/Yrst; 32.

^See the discussion in NCchael Camille on "Seong and Reading: Some Visual 
Implications of Medieval Literature and Illiteracy," yfrt Zfü&vy 8.1 (March 1985): 26-49, 
with references in 44nl-2. Gregory says "The picture is for simple men what writing is &r 
those who can read, because those who cannot read see and learn 6om the picture the 
model which they should follow. Thus pictures are above aH for the instruction of the 
people," as translated by Tatarkiewicz Bom W  PL 77, col 1128: Aüm
qnoKf /ggenfrktr scnfprwa, Aoc ffÿoAs cememirhrw, m ÿ w
rgMoranfgf wdlemi, qwcxf segnr dlekanf, m ÿwn /egwrt gnr /rfierw «Mck
/wogcÿwg gigMffktr /VO /ecffow gff.
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models or instructions, subsequent worts were "grotesque," "awkward," "crude,"

"lacking in grace," "clumsy," "insecure," "stif^" and "mediocre" (38-50). In particular, he 

dq)lores pictures of '%gures with only the rough outlines drawn in color" and with &ces 

"staring as if possessed" (45-46). Such "imperfect productions" continued to be produced 

until "new generations started to purge their minds of the grossness of the past so 

successfully that in 1250 heaven took pity on the talented men who were being bom" (45) 

in Italy and, in his "own day," some Roman works which had been buried under the ruins 

were rediscova-ed (37).

Vasari begins his Zfvef with biographies of the artists he considers as initiating the 

progress back to perfection, namely Cimabue (c. 1240-1302?) and his pupil Giotto 

(1266/67-1337). What is noteworthy in both biographies is the association of St. Francis, 

who is hequaidy mentioned, with the practice by these artists of painting "6 om nature" 

(50 &). Vasari contrasts this imitation of models &om the natural world with the older 

(i.e., what we now refer to as "medieval") custom of copying authoritative models and 

"blindly Allowing what had been handed on year aAer year" (50-51).

While, Ar the medieval mind, "visible things are the images of invisible things,"^ 

A r Ae Renaissance Ae primary referent is terrestrial reality. Criteria Ar artistic evaluation 

in Ae Renaissance are less concerned wiA a work's conceptual, symbolic, and spiritual 

signihcance, or its effect on Ae beholder, than its Gdelity to tangible, if idealized, worldly 

models. Vasari assumes that all Armer woiks since antiquity simply Ailed in achieving this 

realism. The absolutist "strict rules of art" (85) Wiich today still tend to be used as a 

standard —alAough a new "fault hne" has ruptured Ae connection wiA nature in non- 

obgective art—testi^  A  the extent of Renaissance values Srst initiated when Giotto "set 

painting once more on the right paA" (81).

Instead of Ae linear "heavy lines and contours" of older works, the new art 

emphasizes plasticity in terms of Ae use of light and shadow (85) and dr^reries which are 

"softer and more realistic and flowing" (50) wiA "Aids falling so convincingly" (71). 

StifAess in Sgural work is replaced wiA animated figures whose posed attitudes and

'Pseudo-Dionysius, Epistola X, PG 3, col. 144 as quoted in W lady^w 
Tatarkiewicz, Afef&ewz/ XgjrAetrcf 34.
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gestures express emotion. Giotto "evolved a delicate style 6 om one which had been rough 

and harsh" (88). In the actual perfection of the "new style," eyes eventually became more 

"vivacious" and hands showed "their natural muscles and articulations."^ Advances in the 

blending of colors led to improved flesh-tints^ draughtsmen "gave new dimensions to 

perspective" (89), and landscapes were introduced and became more realistic as the 

"golden age" approached (93). Instead of size being determined by the in^wrtance of the 

subĵ ect or the space available witlnn initials in manuscripts, for instance, the "disproportion 

characteristic of the ineptitude" (85) of earlier w o it is diminated in later Renaissance 

work with its ar^ustments to a more realistic scale in the use o f larger panels. Vasari 

emphasizes the rediscovery of 'the proportions and measurements of the antique" and the 

more "careful organization and purpose" in overall composition and design (90). His chief 

criterion for perfection is the exact rq)roduction of "the truth of nature" (90) which is, 

artistically speaking, antithetical to the divine truth to Wiich medieval art aspired and to 

the more complex presentation of multiple, often simultaneous levels of reality, along with 

the distortions of "nature" this involved. More uniGed in time and place and keyed to an 

ideal "nature," Renaissance art, like that of antiquity, served largely to give pleasure. 

Instead of the medieval tendency to idolize the art object whose purpose was ratha^ to 

serve as a bridge to the transcendental, the Renaissance inclination was to venerate the 

artist. As Camille so perceptivdy remarks, "If the 'stars' of art history have tended to be 

Renaissance artists, this is because the discourse of art history was i t s ^  created by that 

giver of 'godlike' status and ardi iddlator, Vasari."^^

The artists the fe a r/ and Blesmere Manuscripts, made just as the "new style" was 

about to take hold throughout Europe, have perhaps suGered more acutely &om the exact 

sort of disparagemait Vasari leveled against medieval art a century later precisely because 

such forbears of the Renaissance as Giotto had already lived and passed on—as if these 

English illustrators really ought to have known better. In various ways, these manuscnpts

V asari (Ae yfrfüA 88. Vasari admits that Giotto himself had not yet
achieved this.

^^Michael Camille, The GotArc /db/: ZdkoZqgy aW  Anqge-A&r&rng m AfedKmW 
(1989; New York: Cambridge UP, 1995) 342.
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do andcqiate the Renaissance: the landscapes of the fe w / settings contextualize the chief 

actors, and the beauty of Ellesmere's decorative program testihes to the aesthetic inqmlses 

behind the organizational design of the whole. Nevertheless, while their purpose has much 

to do with responses to the issues of their own time and place, as wiH become evident, 

they replicate elements which are more medieval in character. Resurrecting, as they did, 

the vernacular as the language of important literature, these manuscripts mani&st various 

stylistic admixtures o f nationalistic conservatism with a glancing interest in continental 

presences for what Scott desaibes as the softer outlining and plastic modeling that 

characterize the International Style of c. 1400-1410 (I. 49) in thdr presentation. Jonathan 

Alexander sees the "heraldic style" of artists like the mid hfkeenth-century William Abel as 

congruent with English artists' opposition to and rqection by that time of the 

representation of the third dimension seen in contemporary Netherlandish and Italian 

painting, an attitude which may already have been current in the Grst quarter of the 

hfteenth century .^ In the case of medieval painting, accepted painting techniques also 

contribute to the conventional medieval look. Of course, the flattened and linear 

characteristics of much English medieval painting are not entirely the result simply of the 

medium or of nationalistically conservative tendencies, but have to do with ideological 

considerations relating to the legitimacy of rendering visual likenesses/w se, as I will 

shortly indicate.

The reception of the illustrations, for instance, in the fe w / and Ellesmere 

Manusoipts by critics of our own time is based on values of artistic excellence deriving 

from the Renaissance as kmmlated by Vasari and his contemporaries. He used the term 

"modem" to indicate the art of Leonardo da \% ci "wdio orignated the third style or 

period, which we like to call the modem age" (252). It is not surprising then that the litairy 

of epithets he used against medieval works seems to be almost identical with those used by 

nineteenth- and twentieth-century commentators regarding these and the other vanacular

^'W Ham  Abell 'lymnour' and 15* Century English Illumination," 
ÆwTK/AwrWwcAe fws/wnge». OAo f<3cAr zw semem 70. (Salzburg: Reàdenz
Verlag, 1972) 168 and 170. (166-172) He refers particularly to stained glass and 
embroidery. Scott, ZWer GwArcMzmwcmpA 1. 49, says his "idea may be valid if it takes 
into account the embryonic forms of the style as early as c. 1400."
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w oits I discuss. It is hardly necessary to reiterate the same sort of evaluations and 

disparagements for these earlier works because the observations by modem critics are all 

tediously similar.

In the Eastau Church, however, the medieval value system continued. As early as 

the beginning of the Sfteenth century, Simeon, the Archbishop of Thessalonica went much 

further in reacting against the new style than did the English, for he considered as 

subversive the irmovations of the Latins. For him, the icori, by means of colors which serve 

as "a kind of alphabet," is "an image and symbol o f the prototype"; instead, the Latins try 

to dothe their image with the "hair and garmart of a man."^ At the Chapter-synod in 

Moscow in 1551, the new western modes which did not fbHow the traditional types were 

condemned as "inartistic" and imaginative (not a compliment), 5t only for the simple and 

the ignorant.^ At the end of the following century, in his wiH the Patriarch Joachim 

implored the "Tsarist M^esdes to decree that the holy pictures of the God Incarnate Jesus 

Christ, of the holy Mother of God and of all the saints be painted in the old Greek manner, 

in which are painted all our old miracle-working icons, and that they are not to be painted 

according to the vexing, recently invented indecent conceptions of Latin and German 

pictures, which are due to the sensuality of those heretics, and which are contrary to the 

tradition of our church."^^ This is a good antidote 6)r western critics who would see 

medieval productions merely as childish, naive, and cmde attempts, successAil only to a 

greater or lesser degree, in achieving what the modem mentality perceives as the 

naturalism or realism attained by the more artistically mature artists since the Renaissance. 

They are, literally, worlds apart.

To be sure, the work of paintaa was 6 equently praised for being li&like and true

^Contra ch. 23 (PG 155, col. 112) quoted in Cyril Mango, /W  q/"
tAe jByzonfme Emgnre jbnrcef waJDocnment; (Englewood Chf&: Prentice-
Hall, 1972) 253-254.

^*Heinz Skrobudie, Jcpw, trans. M. v. Herzfeld and R  Gaze (Edinburgh and 
London: Oliver & Boyd, 1963) 8.

^%einz Skbrobuche, Jicw» 9.
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to nature.^ But since neither the early Christians nor the medieval writers dealt with 

Renaissance vocabulary concerning perspective, scale, and depth, it may be that, in part, 

they did not "see" what they did not expect or value as constituents of real%. They tended 

to focus on the spiritually relevant attitudes of the human form, calling attention also to 

such features as the common outline of the p ro to re  and picture, not their dissimilar 

matter. Camille observes that the "lifelike" quahtites attributed by medieval observers to 

images do not mean that they looked like the real thing, but that they seemed to come to 

lik, as indicated in stories of talking statues .^ Some of the Vernon Manusoipt 

illustrations show the Virgin Mary, who looks like her statue, actually coming to life and 

helping her devotees (see my hfth chapter). It is an interesting aspect of human perception 

that, as observed by Mango, when a holy personage such as, &r example, "St. John chose 

to appear in a vision to a saintly man, he looked exactly like his image, and was, in fact, 

recognized by \irtue of this resemblance. An interesting modem study and discussion of

experiments in visual perception in connection with the thin line between internal and 

external reality indicates that people tend to see what they expect to see.®

EaHy Christian Theories of Image-Making and Strategies of Representation

A brief examination of the concepts and aims of early Christian art will elucidate 

some of the Matures o f the medieval "look" which Vasari rgected and wîD provide a 

historical and theological context Bar the early Anglo-Saxon works which I discuss in my 

next two chapters. These deal with the very incamational issues raised by the defenders of

^See the discusabn by Mango, The Ae ByzanAze Æhyrre xiv-xv. He 
attributes this to the conventions inherited &om the literature on art 6 om the andent 
world.

®Camüle, The GoAzc Tidb/, especially 36,44, and 4&47.

®Mango, The Ae ̂ tyzanAze Æhyrre xv

®Mike and Nancy Samuels» &emgwrA Ae AAW& Eye. The TTr&tory, Techniques 
waT &/ses q/̂  FkuaAzaüon (1975; New York: Random House and La Jolla, CA: The 
Bookworks, 1993). See especially the passages on "Inner and Outer— Fantasy and 
Reality" 5-9 and "\^sualization and Perception" 57-64.
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images whm images were fbrtidden altogether in the Near East during the periods of 

iconoclasm j&om 726-780™ and 815-843. Image-making in Britain was a hot issue again in 

the late fourteenth and early hfteenth centuries when many of the arguments &om both 

sides were resurrected. The Incarnation remained, as I will demonstrate, the core 

justrhcation for images even until the fourteenth century: Gregory's dictum about thw  

educational value for the illiterate, a safe argument &equently resorted to over the 

centuries, nothwithstanding. Although in the late medieval period there was no longer the 

tenptation to worship pagan idols, especially in the form of classical statues, as there was 

during the process of the conversion during the very early medieval period, there seemed 

always to be a tendency to respond to the Christian arti&ct as an object of worship or to 

value it for its rich, sensuous properties. As during the eighth to ninth centuries when the 

acute sensitivities to image-making occurred in the viqnity of the expan&ng Islamic 

empire, western contact with its anti-iconic attitudes during the crusades put Christian 

thinkers on the defenmve a&esh and led some artists consciously to present visual 

statements with respect to holy images.

Unfortunately Gregory's statement that images are justrhed as a means of 

instruction for the illiterate, familiar to most medievalists, has contributed to a general 

disparagement of medieval illustrations which, consequently, have come to be viewed as 

lacking in pro&mdrty. This is especially true with regard to literary critics of illustrated 

vernacular manuscripts vdio naturally rely on the irrqxrrt o f such words rather than on the 

meaning of the pictures, especially when the latter are executed in a non-naturahstic and 

seemingly naive style arxl when they do not seem to deal 'literally" with the text. Further, 

many are still under the impression that the text was always considered more inqrortarrt 

than the image in medieval works (briedy a Carolingian position formulated to deal with 

the issues raised in the East) and that medieval people themselves viewed illustration only 

as a didactic tool for the illiterate or &>r decorative purposes. All these Actors have 

prejudiced serious study of the illustrations in English vernacular manuscripts. While it is 

true that Gregory's statements persisted and had an important impact on all aspects of

™Mango, 149, in giving the Erst date as 726 (or
730), notes that the exact date of the Erst edict is in doubt.
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medieval Christianity, there were other evaluations and statements of purpose even then. It 

is this other tradition that I wish to pursue by way of balance and to show, both on 

theoretical and practical levels, that art could and did serve more sophisdcated purposes, 

especially in manuscript illustrations—which w «e not made primarily 6 )r the poor and 

illiterate who could not aûbrd them in any case. The arguments put forth by de&nders of 

images during the frst m ^or period of iconoclasm provide a deeply considered rationale 

justij^dng them in terms of their authority and function within a Christian context, and also 

an unsurpassed exploration of how they work singly and in narrative situations to produce 

their eSects on an audience.

Even before iconoclasm became ofBcial, early Christian art rehects various 

strategies to accommodate in particular the second of the Ten Commandments:

Thou shalt notmake to thyself a graven thing, 
nor the likeness of any things, that are in 
heaven above, or that are in the earth 
baieath, or that abide in the waters under 
the earth [...] (Deut.5.8)

Although the new Christian religion appears at Grst to have rejected represaitational art 

under the inhuence of its Judaic roots, image-making gradually b%an to establish itself

A numbe^ of early accounts indicate the importance sometimes attributed to visual 

representations, showing that the text itself was not always viewed exclusively as the 

primary or sole authority of Christian truth. ̂  In his sixth-century history, Theodorus 

Lector includes a story about a portrait of the "Mother of God painted by the apostle 

Luke" which was sent by Eudocia, the wife of Theodosius II to Pulcheiia, the daughter of 

the Emperor Arcadius.^ This story that one of the writers of the gospels was also an artist

^I am grateful to Peter Gunnhouse for his letter of April 24,1994 giving me the 
references to the sources to "Pictorial Narrative as Gospel Truth," a lecture he gave at the 
University of Victoria.

^ G  86, col. 165A, as excerpted by Nicephorus Calistus Xanthopoulos in the early 
fourteenth century (reinforcing at that time an interest in the cult of Mary); see Mango, 

qf (Ac Empire 40 and 263. Only hagments of an ecclesiastical history
by Theodorus Lector remain, as indicated by Mango 264.
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had helped to sanction the painting of images of the Virgin, a popular subject in medieval 

art. The story also testihes that powerful women were early collectors of holy images, 

specihcaUy of female hgures such as the Mrgin with whom they could idm ti^.^ In the 

West, Bede mmdons that Benedict Biscop brought such an image bade from Rome to 

adorn the seventh-century English church of St. Peter's.^* Moreover, accounts and 

paintings of Luke painting the Virgin were popular in the late medieval period," when 

Luke was 'Venerated as patron saint of the Painters' Guild." At the end of the fourteenth 

century Robert Rypon, sub-prior of Durham and prior at Findiale, included in his defense 

of images against the heretical Lollards a story he says John of Damascus told, that Luke 

painted both Christ and his mother." This vouches for the perastence of the tradition that

"Images of the \Trgin also served as visual models 6>r the depiction of women 
generally, as I show, &r instance, in my discussion of the portrayal of the Wi& of Bath in 
the Ellesmere Manuscript.

Zrvgf o f (Ae of PFeanMowtA ^  (Ae PenemAJe introd. and trans.
P. Wdcock (1818; Newcastle upon Tyne: Frank Graham, 1973) 13-14. See FrAr 
jkwcfoTW» AfoMoarenr m IFfrommAo ef GfTvwm, PL 95, col. 718: rmogzwrn,
VMkAcef, AeoAzg Der w/gzwjMzrre. Wlcock notes that this
expression for Mary was "adopted to denote and profess the divinity of Christ"; it also 
alludes to the Incarnation.

"Luke's connection with the Blessed Virgin was ranfbrced by such popular 
accounts as that in John Myrc's FcjTrvoJ as summarized by G. R. Owst, LAeroAfze owJ 

m MWfevo/ Engfüwf (Oxford: BlackweH, 1961) (124): "The Blessed Virgin 
con&ded the secrets of the Aimundation and the years of Christ's youth at Nazareth, in 
person, to St Luke, 'for encheson that he was clene maydon' like hase%  and was wont to 
visit her in the early period of her Son's ministry on earth." This special knowledge 
uniquely qualiûed Luke to paint scenes &om the Virgin's life. According to Virginia Wylie 
Egbert in A&ÆevoI ArAsf of IFbrk (Princeton: UP, 1967) 72, see also her Plate 
XXVI, the earliest western representation of Luke is the miniature of "St. Luke as Panel 
Painter" in the Gospel book (Vienna, Nationalbibliothek, MS 1182, fbl. 91v) written and 
illuminated by John of Troppau^ a Bohemian artist, in 1368. For the identihcation artists 
must have &lt with Luke as early as the Anglo-Saxon period, see nQr discussion of the 
iconography of the prostrate position ofDunstan and its continental analogues.

"Londpn, British Library, MS Harley 4894, mentioned by Owst, LrreraArre awJ 
140. It is interesting that in this account Luke also painted Christ. On Robert Rypon 

and his contribution to the '%braiy of English rconodkAb," see W. R. Jones, "Lollards and 
Images: The Defense of Rdigious Art in Late Medieval England," Æ J 34 (1973): 42.
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Luke was an artist, while at the same time authorizing artistic activity.

Narrative visual scenes and identi^ing script are seen to complemmt each other in 

the account of the L i^ of St. Pancratius where it is claimed that pictures of Christ's life 

with inscriptions naming each image were ordered by St. Peter himself &om the painter 

Josqih in order "people may believe all the more and be reminded of what I have preached 

to them."^ Since many of the people converted to the new religion would have beœ 

illiterate, pictures in churches must indeed have seemed to the biographer of Pancratius,^ 

or rather to the makers of the pre-iconodastic versions of the Life, as a powerful means of 

reinforcing the converts' &ith and of reminding them of what they had heard preached. 

This was the apparent purpose ofPeter's provision of two volumes of picture stories 

containing the scenes &om the Old and New Testaments to his brother and to another 

preacher setting out to spread the Goq)el.^ These, as St. Peter tells them, were to save as 

models &r wall-painting in churches so that the crowds, "being reminded of the Lord's 

incarnation, should be inspired and so assume a more ardent faith. It is interesting too 

that it is the inspirational value of pictures that is considered as Ae factor conhrming and 

increasing commitment, not just Ae intellectual reminder. Not only is MA increased, but 

pictures can also inspire emulation, as indicated by the comparison of Aetoric and painting 

by St. Basil in the fburA century wiA reference to brave deeds which speech w rites

& AxMcraAf, quoted in Cyril Mango, "From Justinian to Iconoclasm (565- 
726)," q/"Ae ByzuMfzw 137.

^"The author o f the legendary Life "who calls himself Evagrius" claimed to have 
been a disciple of Pancratius; see the Pf&r .ÿ. foncrufff, quoted in Mango, 4̂/7 cÿ" üAg 
ByzoMAfne Ersp/re 138. Mango used Ae Lavra codex which was made just before the 
period of iconodasm and which already defends Ae use of images in terms of A dr history 
and use.

his instructions, St. Peter points to Ae pictures in the book detailing Ae 
important highlights of Christ's life which are A  be copied in the churches: "First, put Ae 
Annunciation, then Ae Nativity, then how he was baptized by Ae Forerunner, the 
Disdples, the Healings, the Betrayal, the CruciAdon, the Burial, Ae Resurrection out of 
Hades, and Ae Ascension"; faw atfr 138. As Mango remarks, this elaborates a 
scheme that appears to have become standard even before iconoclasm (123).

& fancrafrr, quoted in Mango, q f Ae Byzanfme 138.
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embellish with words and painters depict, both leading to acts of bravery /^ As Henry 

Maguire observes, Basil's suggestion concerning inspiration was to be elaborated by the 

dehsoders of images, as in the instance of the Partriarch Germanos I (deposed in 730 

during the Grst outbreak of iconoclasm) who quoted St. Basil's homily and commented 

that pictures, like words, can inspire the imitation of the deeds of saints.*  ̂The Patriarch 

Nikephoros (deposed in 815 at the beginning of the second wave of iconoclasm)*  ̂

distinguishes betweai the symbols preferred by the iconoclasts and the meaningful 

development of a narrative subject with respect to their eGect upon an audience. Also 

drawing upon Basil's earlier comparison of rhetoric and painting, he argues that the a"oss 

is a symbol which "hints at the marmer in which He who suGered bore the Passion," 

whereas the narrative images of artists, in embellishing and erqranding a subject, "delineate 

it in greater detail, but also they demonstrate with greater breadth and clarity the miracles 

and prodigies that Christ performed."**

A subject who is pictured as visually present allows for an intense emotional 

engaganmt by the viewer who can develop and sustain an intimate relationship through 

contemplation and prayer.*^ The quality o f the contanplation depœds laigdy on the 

capacity and experimce of the viewer. In addition to serving as a reminder of what was

**Henry Maguire, .<4rr wKf jE/ogwewe m ffyzuntnnM (Princeton: UP, 1981) 9. St. 
Basil was speaking of the harty martyred soldiers of Sebaste in vBK) 7» samcfos

martyres, par. 2, PG 98, cols. 508C-509A, as given in Maguire 114 n5. Basil 
interconnects the two arts by similitude, saying that he wiH "show to all, as if in a picture, 
the prowess of these men"; as trans. by Maguire 9.

*^Maguire, ̂ 4/7 wW JS/ognence m 9-10, and 114 n6 for the re&rence to
71̂  PG 98, col. 172C-D.

*^Maguire, .4/7 nW  EAxywence m 11.

HL, PG 100, cols. 1241B-C and 429C-D; referred to and translated 
in Maguire, Æ7 anJEfoguence m 11 and 114, nl3 and nl4.

*̂ An example of this is St. John Chrysostom who, when he read the gospels, had 
be&re him a picture of St. Paul that "would seem to come to lik  and speak to him," as 
recounted by John of Damascus in De TmogfynTwa; f  G 94, col. 1231; noted by Mlchad 
Camille, "Seeing and Reading" 28 and nl5.
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preached and to increasing the ardor of the believer, images were shown to serve a more

complex hermeneutic function. One instance is that of the fourth-century St. Spyridon

who overthrew a pagan idol by means of his prayers, a story which was subsequently

doubted and then conGrmed in the middle of the seventh century when a painted image of

the evert was examined and Spyridon's miracle "Was made understandable,"*' an

important aspect of visual representadom

Similar attitudes concerning the value of pictorial narratives were current in

seventh- and eighth-century England as indicated by Bede who records with awe and

admiration that the "ecclesiastical treasure" b ro u ^  back dom Rome on his sixth and last

trip by Baiedict Biscop consisted of sacred writings and holy pictures.*^ Interestingly, he

speaks of them in terms which might have come &om a Byzantine writer, for he says that

"the life of Our Lord Jesus Christ" is "described in one series of paintings,"** as if the

paintings are an actual narrative text. Concerning Benedict's exhibition of the pictorial

acquisitions Gum his previous trip which he has displayed on the walls of St. Peter's

church, Bede summarizes their didactic, emoGonal, and spiritual recepGon by a mixed

audience, leading to a reevaluadon of thâr lives:

By this united and magniGcent exhibidon of so mary religious subjects, the whole 
interior of the sacred ediGce presmits to the eye one continued scene of pious 
instrucdon, accommodated to the c^acides of all who enter, even of the humble 
and urilettered muldtude. For in whatever direcdon they turn their sight, it is 
instandy struck with the resemblance either of the amiable countenance of Jesus, or 
of some ofhis chosen Giends. Here the heart of the spectator learns to melt with 
gradtude at the gracious mystery of human redonpdon; there his soul is summoned 
to take a strict survey ofhis mode of life, having before his eyes in the awful 
spectacle o f the last day, the rigorous scrutiny of divine jusdce.*^

*'7%goûkrMs, g?. FrAz & ch. 20, quoted in Mango, 'Trom
Justinian to Iconoclasm: (565-726)," Ewprra 136-137. This
saint's life was conqmsed in 655 AD, as indicated by Mango 265.

*̂ 77K Lives tAe 22. See Fritz jtzMcionrrM y466(zAzw Aforzasierzz rzr
fFrrarmzi/KZ ei Grrvnw, PL 95, col. 720.

**7%e Lives (Ae 22. PL 95, col. 720.

*̂ 7%e Lives q /^ ^  14. Fr&z &zrzcionrw .46&zizwr Mbrragierii in IFzrarmri&z
ei Girvwm, PL 95, col. 718: qwiAws si îerririorKzZem zzegwe porieiem orwzrei, grraiemrs
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It is difGcuk for us now to imagine the powerful impact of these hgural representations on 

the early Northumbrians, but the Act that the king, Eg&id, was so "charmed" by them that 

he gave an additional grant of "Garty hides of ground" for the establishment of a monastery 

at Jarrow, having previously given seventy hides Gar the establishment of the Grst 

monastery at Wearmouth after Benedict's fourth trip,^ gives some indication.

In an account similar to that of St. Spyridon, Bede indicates the authority of 

pictures in resolving an interpretive crux. He cites a picture to substantiate his argument 

that Paul received thirty-nine lashes rather than fbrty.^ In the picture to which Bede 

refers, the torturer has a lash with four ends, but he holds one back, so it follows that since 

Paul was flogged thirteen times, he received thirty-nine lashes. Dorothy Whitelock, in her 

lecture on '^ede: His Teachers and His Friends,"^ G)und this passage interesting because 

it shows that Bede regarded illuminators as authoritative for the interpretation of 

Scriptures. Bede's use of a picture in the preceding example indicates that he did not 

consider it an in&rior substitute Gar the wntten word, but on a par with it. That he saw 

pictures as a symbolic system capable of signi^ing spiritual truth is indicated by his 

discussion in "Question 3," about the use of colour in book and wall paintings:

However as it is not right in a wall-painting to depict black Ethiopians in white nor 
white-bodied and white-haired Saxons in black, so in the Retribution every one

ve/ dbmAAmg mcamoAcwx/f graAom men/g recofere/A, vg/ exAcAff dkcTrme»
exûommff, eomm ocuAs AoAe/Aef, (AsAicAws aeÿwf examf/kzrg

907%e q/"Axe XAAo&y 15 and 9.

^̂ In Question 2 &om the Book of Questions (PL 23, col. 456), a superior text of 
which, according to Dorothy Whitelock (see my subsequent note), is published in the 
article by Paul Ldiman, "Wert und Echlheit einer Beda abgesprochenen Schrift,"

—pAf/o/qgiscAe wxf AWonscAe 4 (15 Februar 1919): 1-21. Question 2 concerns
the labours and suGerings of St. Paul. Bede may have been referring to an illustrated 
account of the Life and SuQerings of the Apostle Paul, which Bishop "Cudum" brought 
G"om Rome to Britain, according to Lehman, 6-7 and 16-20.

^Given at the Bedan Conference in Durham, England, in September 10, 1973.



29

shoidd receive bis due, and bis &ce be diown in tbe Judgment according to what 
will happen to him. And it should not relate altogether to what each looks like but 
to what each stands 5)r.^

It can be seen that Bede regarded visual details as a agnizing system &r both literal truth 

("what each looks like") and symbolic truth C^what each stands for" or "Ggures").

That images can also be a negative vehicle for emotional response is manifested by 

the violence done to images by the iconoclasts. Testifying to the successful proliferation 

and ^fective (as well as aSective) potency of Christian images after Constantine's 

recognition of Christianity in the early fourth century was the zealous and sometimes 

violent reaction against their use which culminated in the period of iconoclasm in the 

eighth and ninth centuries when they were banned altogether in the Eastern Church. The 

equally «notionaDy charged counterattack rallied those who idendhed their interests and 

those of the Church with the production of images, producing a literature which, in 

justi^mg art, articulated the theories behind its use. The debates concerning the efScacy 

and truth of visual representations enable us to gain some insight concerning the various 

ways they were thought to function.

John of Damascus (675-749), who was to have a profound eSect on medieval 

thinkars in various ways,^ articulates in his Jmaggf what is perhaps the

mfÿor justihcation superseding the Old Testament restriction, namely, the doctrine of the 

Incarnation: "we are not mistaken if we make the image of the God incarnate, who was 

seen on earth in the Sesh, associated with men, and in IBs unspeakable goodness assumed

"^The Latin is given in Lehman, "Wert und Echtheit" 6: Acnt aw/enr m prcfwra 
/xzneAgM negwg oAfcwmm .detAfcpew coMdWb fxeqwe caw&ë corponf snv cqpr/K 
&ZXOWM otro dkcef co/ore fto m mentorw» hoAz amw grwMgne cgwg

ei qwoAj en i ocAr, eAom /weM  W in m An&cfo, weqne omnmo W  rem
gwffj gnnJ egeni /xerimeA/i. I wish to thank David McCulloch for his
assistance in translating this passage.

**For example, his foMi had a mryor impact on Peter Lombard and
Thomas Aquinas, while his work on hymnology and reputedly, on the hturgtcal cyde, 
were influential; see Moshe Barasch, JicoM. ^iwdïef m iAe Æifiwy q f a» Jidka (New York: 
New York UP, 1992) 190-91.
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the nature, &eling, form and color of our desh."^ He refers to the dual nature of Qirist: 

"It is not divine beauty which is given form or shape, but the human form which is 

rendered by the painter's brush.N evertheless, tbe two natures are not entirely separate 

in that one interfuses the other, as it were: "The f  esh assumed by Him is made divine and 

endures aAeir its assunqxtion. Fleshly nature was not lost when it became part of the 

Godhead...just as the Word made @esh remained the Word."^ For John of Damascus, 

images are not just for the illiterate (the didactic function advanced by Gregory the Great); 

they also form a bridge between worlds: "all images reveal and make perceptual those 

things which are hidden"^ Depicting the natural world of the senses was without value 

since that can always be seen anyway.^ This sort of thinking supported and underwrote 

the tendency of contenqxxrary art toward dematerialization and the reaching, instead, 

toward non-material truth. The teaser is: how can the material represent the non

material? For the answer, John of Damascus developed the Platonic and Neo-Platonic 

theories ofhis predecessors concerning the hierarchical structures of creation 

(met^horically connected by a chain or ladder), the principle of resemblance (likeness or 

parallelism) between prototype and copy, and the Bow of emanations (projections.

b arasch , /con 211-12 quoting John of Damascus, On rAe Drwne ZJyee
JmagM, trans. David Anderson (Crestwood,

NY, 1980).

^As quoted by Kurt Weitzmann, "Introduction: Ihe  Origins and SigniBcance of 
Icons," Jicon (1982; London: Studio Editions, 1990) 4.

'^ o s h e  Barasch, Jeon 209 quoting Apology L 4, p .l6 Bom John of Damascus,
On tAe Z^wne JhrngBJ. agoAW TTiose RPAo /fAackOrvrng Bnqggf, trans.
David Anda-son (Crestwood, NY, 1980).

'"^xBogies m , 17; p. 74 as quoted by Moshe Barasch, Jew; 205.

^See the discussion in Moshe Barasch, Jeon 219-220.

^™Such art was impelled by impulses opposite to those which motivated Vasari and 
Renaissance artists until the camera was invented, propelling artists once more to manifest 
abstract concqxts and to intimate spiritual or psychological conditions.
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rejections, shadows) 6 om one to the other

These concepts can perhaps best be understood by considering the origin of the 

concept of the image or a synonym for which originally applied to the

visible but immaterial soul aAer it has leA the body upon death but which could appear to 

the living, especially in d r e a ms Th i s  application was then transferred Aom the other 

world to this one. Barasch explains that the atomists' theory of visual perceptimi "asaimed 

that the erdWa of the same shape of the body are given o A and enter the pores of the 

viewer.'*^"  ̂The theory of "spiritual afBnity or parallelism""^* helps to explain the 

relationship between the original and the copy. Plotinus had developed "the theory of 

sympathy" by which "like attracts like" and "thus similarity becomes the foundation of 

attraction."'^ The Pseudo-Dionysius, John's predecessor, did not require the greatest 

degree of likeness to the original, but rather pre&rred the most crass: "Indeed, the sheer 

crassness of the signs is a goad" to rise higher and see beyond,""  ̂a theory taken up in the 

twelfth century by Hugh of St. Victor. Umberto Eco summarizes the Victorine aesthetic in 

this regard: "when the soul is conAonted with ugliness it is unable to achieve contoitment, 

and is Aeed also Aom the kind of illusion created by beauty. Thus it is led natural^ to

""In JcoM, Moshe Barasch traces these concepts in his preceding sections on 
"ReAectimis in Classical Antiquity" and "The Icon in Early Christian Thought"; but see 
especially the chapters on Eusdiius and Dionysius Areopagita in Barasch, Jcou 141-157 
and 158-182 respectively.

"°Moshe Barasch, Jco/r 26-27.

"**Moshe Barasch, Jicou 27. Similar theories of visual perception also occupied 
medieval thinkers. See, Air example, the discussion in Suzanne Lewis, Jmagej 6-
10 .

"**Moshe Barasch, Jcou 211.

"%Ioshe Barasch referring to Plotinus, ÆwKodk V, translated in A. H. 
ArmsAong (Cambridge, MA, and London: Loeb Classical Library, 1984) 255-257.

C g / e s A u J 2, 3: col. 14A-C; p. 150 offseudb-Drwysmy. 
CrwyJgfg pybrib, trans. Colm Luibheid (London, 1987) as quoted in Modie Barasch, Jbow 
176. That visual representation of the divine should deliberately be orass would have been 
aesthetic anathema to Vasari!
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desire the true and immutable beauty. An image, in being similar to its prototype in 

certain ways, participates in the nature of the prototype which, in turn, imbues the latta^ 

with power. John of Damascus considered the value of symbols or images (his successor 

in defmding images, Theodore of Studion, refers specihcally to the latter) to lie in their 

e@ect on the audience, advancing their knowledge or the condition of their souls.'™

Refernng to the drcumstances fbhowing the iconoclastic Council of 754, a text of 

the Li& of St. Stephen wntten in 806 records that ^on the part o f the impious, [one saw] 

sacred things trodden upon, [liturgical] vessels turned to other use, churches scraped 

down and smeared with ashes because they contained holy images. And wherever there 

were venerable images of Christ or the Mother of God or the saints, these were consigned 

to the Barnes or were gouged out or smeared over,"'™ revealing the violence of feeling by 

the opposing Action and its speciBc targets. One di&culty that iconoclasts had—^ a rt 

Brom major concons about the incompatibility of representing divinity by means of 

inanimate matter, indeed about the assumptions of the divine vis-à-vis the human nature of 

Christ which underpinned so many of the controversies of these centuries""—was tbe 

necessary inventiveness, hence the apparent falseness, of artists concocting images of 

unseen prototypes.'"  The "illicit craft of the painter" was attacked at the Iconoclastic

'^Umberto Eco, Bewty in (Ae AAdWk (1959; New Haven: Yale UP,
1986) 58.

Zn, 17, p. 74, as quoted in Moshe Barasch, Awz 203.

& jSkpAwn nm., col. 1112-13 as translated in Cyril Mango,
Æoÿnrg 152. Mention of the vessels is noteworthy in view of the f  ear/ 

Manuscript miniature for Cleanness depicting the desecration of the sacred vessels at 
Belshazzar's feast.

""See the list of heretics on this issue consisting of Arius and a number of 
Monophysites (Wio taught that Christ had only one nature) mentioned in the DeBnition of 
the Iconoclastic Coundl o f754 as quoted by Cyril Mango, v4rf Byzanfzw 
jEny/re 165.

"'Even beRrre images were oBBcially prohibited tbe idea of art as a lie was posed 
as a problem by, B»r example, Epiphanius, a bishop of Salamis (d. 403), not to be conBised 
with the deacon of the same name in the eighth century. He ridicules the practice of 
representing the apostles with cropped hair while the Savior is shown with long hair by
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Council of 754 which attributed the "sordid love of gain" as their motive in A)llowing 

Lucifer, inventor of idolatry."^ This same Council afBrmed that the frwe nwaggig

rAe hreacf awf wine q/̂  the os Efie Eimaey a subject which

was to re-emerge as an issue in connection not only with the related subject of images but 

with the doctrine of the Transubstantiation in late medieval England. Iconoclasts did not 

uniformly oppose all images, only religious images. As Grabar points out, they continued 

tbe use of imperial images as political propaganda"* and they did not destroy church 

decorations induing plant, anhnal or bird motifs, as well as landscapes, even usng all 

these as a replacement for the holy Ggures that had been destroyed. Islamic influences also 

had an ambivalent eSect on the debates concerning images."^ The iconoclasts initiated, as 

Tatarkiewicz observes, an art farm that was realistic and secular instead of mysdcal,̂ ^  ̂a 

process that, in its ef&cts, recurred during the Renaissance.

Like John of Damascus, Theodore of Studion (759-826), a champion of icons 

during the second phase oficonodasm, gave priority to the sense of sight. He supports

asking why the Pharisees and scribes needed to pay "a fee of thirty silver pieces to ludas 
that he might kiss LBm and show them that He was the one they sought, when they might 
themselves or through others have known by the token o f His hair Him whom they w ^e 
seddng to hnd, and this without paying a fee?" Better, he says, to dispose of curtains 
bearing images by burying the poor in them and by Wiitewashing the images on walls. See 
his TestaweMt, ed. G Ostrogorsky, zw GescAfctg dbs fyzuMi.
(Bredau, 1929) 67, Fr. 6, 7, as quoted in Cyril Mango, 4̂/7 qf /Ae ByzoMirMg Emyÿg 
4W 2.

"^The DeGnition, quoted in Cyril Mango, The Art q/^the Byzantme Empire 165.

^"The DeGnition, quoted in Cyril Mango, The .4rr q f the Eyzanime Emgrire 168.

"*André Grabar, EyzanAwm. ByzuMizMe Art m (he AfidWTe Agef (London:
Methuen, 1966) 90.

"^Grabar, Eyzwrdwm 89, Gar instance, suggests that the iconoclastic decree in 726 
against icons drew the Byzantine state "closer to their subjects in Asia Minor who were in 
the Grre&ont of the battle and hostile to religious images. It also drew them closer to the 
Muslims and might have impaired the redstance of the Christians in Asia Minor to Muslim 
attacks."

"Tatarkiewicz, ATedSreW v4efthedcs 42-43.
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this by referring to the story of Isaiah (\^ o  Grst sees the Lord sitting on the throne of 

glory and only then hears the seraphim praising; liHTi[Iswdali (5 1]) and to the disciples who 

6rst saw Chnst and later wrote the gospels."^ As for images of Christ, it is precisely 

because of the pwadoxical mixture of such Matures as "the uncircumscribable with the 

circumscribed""' that the invisible can be seen. The outline is shared by the prototype and 

theiccH^thechfference conâsting mainly in their mataial nature."^ Not oidy is there a 

dialectical tension between the two, as John of Damascus indicated; "it is not admissible to 

call something a prototype if it does not have its image trans&rred into some material."™ 

The holiness and power of the icon rests on an identity, based on likeness in form between 

the original and the copy: "Thus if one says that divinity is in the icon, he would not be 

wrong [...] divinity is not present in them by a union of natures, for they are not deiSed 

Sesh, but by a relative participation." Hence, even the "shadow" of the cross can "bum 

up demons."™

In the record of the Seventh Ecumenical Council—held at Mcea in 787 during the 

brief interlude when the iconoclastic &rces were in temporary abeyance under the 

iconophile Empress Irene (780-798)—there is a passage in ^ddch Epiphanius the deacon 

charges that the opponents of icons had lumped both icons of demons and of the Lord and

"^Moshe Barasch, Tico» 278.

"'S t. Theodore the Studite, On fhe Holy Icons, trans. Catherh* P. Roth 
(Crestwood, NY, 1981) 21, as quoted in Moshe Bararsch, Icon 268.

"%Ioshe Bamsch, Icon 282.

™0n tAe .Holy Icons 112, as quoted in and discussed by Moshe Barasch, Icon 269.

"^Moshe Barasch, licon 273. Further, at the end of the third Rehitation (quoted in 
Barasch 275), Theodore states: "It is not the essence [onsia] of the image which we 
venerate, but the form {cAaracfer] of the prototype which is stamped upon it [. . .] Neither 
is it the material which is venerated [ . . .] But if the image is venerated, it has one 
veneration with the prototype, just as they have the same likeness."

122On tAe Holy Icons, as quoted in Moshe Barasch, Icon 270.
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his saints in the same category of "idols. The faithâd, he says, "look not at what is 

seen but at what is signihed,"^^ stressing that the physical work is not important in 

relation to its accurate reproduction of a physical model but in relation to the qnritual 

truth to which it points. Yet by "making an icon of Christ in his human j&rm," says 

Epiphanus, one "confesses that God the Word became man truly, not in conjecture."^ 

The image, then, conGrms the Incarnation. Further, Epiphanius, as a defender of images, 

goes on to declare the equality of visual and textual gospel narratives and their shared 

purpose, both of which lead their audiences to remember Christ's li& on earth and, with 

heightened awareness, to praise their Redeemer "For when they hear the gospd with the 

ears, they exclaim 'glory to Thee, 0  Lord': and when they see it with the eyes, they send 

forth exactly the same doxology, for we are reminded of his life among men. That which 

the narrative declares in writing is the same as that which the icon does [in colors]." The 

ultimate purpose of Christian art is to lead a transported audience to acts of praising their 

Redeemer.

An important, if somewhat overestimated, literary response to the Council of 

Mcea is expressed in the Lr6rr Caro/r/n, or Caroline Books, composed under the auspices 

of Charlemagne, but probably reGecting the thinking of a small circle around Theodulf of

^ ^ o r a discussion of the concept, with respect to the views of John of Damascus, 
that the main dif&rence between images of pagan "demons" and of God is the prototype 
see Moshe Barasch, Jicon 212.

^Daniel J. Sahas, Jeon awJZqgw. Awrcej in EfgAtA-CenAny JeonoeAzan: .,4n 
y4nno6zie(J TkangWron (Toronto: U of Toronto P, 1986) 69, col. 232B. Sahas notes that 
the "prominence given to this deacon by the coundl makes him the probable author of the 
text of the Refutations" which fbhowed the reading of the DeGnition of the iconoclasGc 
council of 754 (41, Gi 194). In his IntroducGon, Sahas comments that the prerequisites of 
an iconographer are personal spirituality and commitment, as well as a "^ fb u n d  
knowledge of the Church's life and traditon" (15). He notes that in the &w ByzanGne 
manuals for iconographes that exist, discussion of "the /neaning of the diGerent icons and 
symbols" constitute an inqx)rtant part (italics mine; 15, Gi. 52).

^^aniel J. Sahas, JiconawJ Logos 160, col. 344E.
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Orléans.^ As Caecüia Da\is-Weyer Airther points ont concerning the political dimenâon, 

the scathing reply by the Carolingian court, the Western Church '%ad barely a voice in the 

deliberations of the council."^ Further, the author of the Caroline Books appears to have 

bear unaware that he was responding to a "garbled Latin translation of a Greek original," 

as pointed out by Stephen G ero.^ Attacking idolatry and the view that images have 

supernatural powers, the Caroline Books state that images are acceptable as a means of 

depicting events, refreshing memory, and fnmulating thoughts. Images of Christ, the 

Virgin and the saints are discouraged as tending towards idolatry, with the result that they 

were essentially absent in monumental sculpture in Carolingian France. The Caroline 

Books and the iconoclasts shared an expressed regard far the Cross. ̂  In the Caroline 

Books the military symbolism of the Cross is stressed as a sign of the Savior's cosmic 

trium ph.^ Gero observes that this emphasis is quite dif&rent &om late medieval fxations 

on the sufferings of the crucihed Christ"^ although, as I will show in the next chapter, the 

Anglo-Saxon Ruthwell Cross features alternately both aspects. Carolingian cross 

mysticism is rq)resented by the meditations of Rabanus Maurus. The text inscribed within

^^%e was a Visigoth &om Spain In Arab dominated areas, there was opposition to 
image-making. Unless otherwise indicated, the information in this paragraph is drawn from 
the discussion by Hans Hollander, (New York: Urnverse Books,
1974) 73-74 and C R. Dodwell, jPwMfrMg in Æwrcpe. ^00 to 7200 (Harmondsworth: 
Penguin, 1971) 15-24.

^Caecilia Davis-Weya^, ÆarTy ATgf&evrz/ 300-77.50. ZkxanMents
(Englewood Clim, NT: 1971)99-100.

^^Stephen Gero, "The Libri Carolini and the Image Controversy," Greek Grthodbx 
7%eo7ogrca/.Rewew 17 (1973): 22.

^^Gero, "The Libri Carolini" 16-17. He summarizes: "The Cross retained f)r them 
its full ritual value. The Iconoclasts exorcised demons and sickness by the sign of the 
Cross. They consecrated meals with the sign of the Cross. In churches they replaced 
images by plain crucifxes. The Cross was f>r than a token of the triumphant power of the 
faith, arresting the torrent of error. The emperors raised high the Cross as a sign of 
victory."

^"°Gero, "The Libri Carolini" 17.

"^Gero, "The Libri Carolini" 17.
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his self-portrait in one of these c o r m m a c o r r e s p o n d s  exactly to part of the 

inscription used by Dunstan in his tenth-century self-portrait, where he ^)peals not to the 

Cross of his apparent source, but to a monumental outline of Christ as a ûgure of Wisdom, 

which, as I will demonstrate in my third chapter, manifests the sophisticated thinking of 

this Anglo-Saxon Benedicdne reformer on the matter of images. In the Caroline Books 

primacy is given to text over image, with a special emphasis on the inscription which alone 

could, according to Theodulf distinguish an image of the Virgin &om that of Vaius.^^

As Dodwell observes with respect to the restrictions against painting, public '"wall- 

painting is always meant," not "the private and privileged art of the manuscript.""^ He 

says that, in the latter, there is a full range of classical subjects so disparaged in the 

Caroline Books, manuscripts actually being their chief means of transmission for posterity. 

Of particular prominence in Carolingian manuscript art are Old Testament subjects, 

manifesting the interest of the Franks who saw themselves as replacements for the Old 

Testament Israelites in terms of God's special attendoîL Subsequently, Charlemagne in 

particular was seen as a second King David.™ Charlemagne's interest in aligning himself 

with the spiritual authority of the Christian rdigion was rein&rced when he was crowned 

Holy Roman Emperor by the Pope on Christmas Day 800,™ an alliance which was to 

contribute to the conditions that led to the future crusading activities of the European 

states which, as I will indicate in my discussion of the early faurteenth-century Auchinleck 

Manuscript in chapter 5, led to a reconsideration and reafBrmation of the Christian use of 

images as distinguished 6 om the perceived idolatrous use by the Saracens. In his desire to 

identic impeial interests with the spiritual sanction conferred by Rome, where the Pope 

had condemned the Caroline Books, Charlemagne appears to have withdrawn &om the

"% iis passage is translated in Tatarkiewicz, AWïeva/ 100.

^^^Dodwell, Annimg m Enrcgre 16 and 21.

™Dodwell, fmnfrng m Ewcgre 21-22.

^̂ *The secular power gave political (and military) support to the pope and received 
in turn spiritual sanction; 6)r a discussion see Donald Bullough, C/Kxr/ernqgw
(London: Elek Books, 1965) 167-183 .
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position they expressed.

The Caroline Books were ofBcially disputed in 825 under Louis the Pious at a 

synod in Paris, resulting in an e^qpansion of allowable themes, including renditions of God 

in M^esty.^^ They were to be seen allegorically, not as holy pictures^—in theory. In 

practice, as EUert Dahl shows with respect to the late ninth-century statue of St. Foy of 

Conques, "the veneration of the 'cult image' in the West has much more in common with 

the worship of icons in the East than with the doctrine of the CwoAw,""* a subject 

which, in general, has been inadequatdy discussed. Dahl has recourse to the experience of 

Bernard of Angas who visited Conques, starting out with the orthodox view of the 

Caroline Books that only the Cross and relics are to be venerated, but ending by 

exclaiming before the image, "O, St. Foy [. . .] come to my rescue at the Day of 

Judgement."^ Although the statue contains the head of the martyred child, accounting in 

part &)r its efhcacy, its outward countenance is that of a Roman emperor, representing the 

saint in glory .

In his study of the extent to which the ideology of the Caroline Books inSuenced 

Carolingian art, Gero concludes that they had little direct ef&ct on contemporary artistic 

activity. In his view, the exception might be an apse mosaic at Germigny-des-Pres which 

may have been commissioned by Theodulf according to its dedicatory inscriptiorL^^  ̂It

"Hollander, 74.

^^ollander, JSar/y yi/f 74.

^ "̂Ellert Dahl, Tleavenly images: The statue of St. Foy of Conques and the 
signihcation of the Medieval 'Cult-Image' in the West," / I f / c r  
ARsToriayn PeyYrngMfm 7 (Rome: Giorgio Bretschneider, 1978): 176. See also the recent 
study by Pamela Sheingom, Boot &zWg fo y  (Philadelphia: U of Pennsylvania P, 
1995).

^ ^ah l, "Heavenly images: The statue of St. Foy of Conques" 181.

^̂ ^Dahl, "Heavenly images: The statue of St. Foy of Conques" 181. As will become 
apparent, there is some similarity here to the Pearl dreamer who, mourning of his lost 
child, sees a grown-up vision of her in the Heavenly Jerusalem in the fourteenth-century 
poem to be discussed later in this study.

141Gero, "The Libri Carolini" 22 and 20.
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represents the dâty by shovnng his right hand coming out of a cloud, with two small and 

two large cherubim on either side, all pointing to the ark of the Covenant,̂ *  ̂an interesting 

conhguration in view of the frontispiece to the late Anglo-Saxon Cœdmon Manuscript 

6 pntispiece which assertively depicts the image of the deity himself between the cherubim, 

as I will show in chapter 3. Not mentioned by Gero but likely also produced under the 

auspices of Theodulf is the sole miniature, apart from decorative canon tables, in the 

Fleury Gospels which shows a hand of God representing his Word inside the top part of an 

arch above the four evangelist symbols, with eyes in their wngs, depicted within a twin 

arcade below. Such a hand of God was again used to signi^ God's Word in the 

iconophobic fe a r/ Manuscript which I discuss in chapter 7.

One of the main points of interest regarding the Caroline Books concerns not just 

the political or religious context, but its disclosure of the opposing modes of perception 

inqdicit in textual and artistic representation. Obviously not written by artists, they draw 

on arguments 6)rmulated by Augustine who rejected his former aesthetic seduction by the 

arts when he turned away &om the necessarily &lse illusions of art which variously 

represent the bodily countenance, not of import to the Aithfd, and which are "compelled 

by a kind of necessity to confirm as much as they are able to the artist's will."^^ The 

author o f the Caroline Books affrms that, while art can serve as a reminder o f past events, 

rational matters can best be expressed by words.̂ *  ̂What is opposed is an intellectual

"%ee the color photograph in Magnus Badces and Regine Dolling,
(New York: Harry N. Abrams, 1969) 88.

^^Bem, Burgerbiblithek, Cod. 348, fbl. 8v. See the discussion and reproduction in 
Florence Mütherich and Joachim E. Gaehde, Cwo/fngro» f  nrnfrng (New York: George 
Braziller, 1976) 53 and plate 11. The eyes evidently re&r to the "apocalypfc signifcance 
of the symbols" and re&r to Rev. 4.6 and 4.8.

^**Augusfne, jb/r/ogwes, H, 10 (18) anthologized in Davis-Weyer, &%r/y 
Mg(&evn/v4r/ 300-/750; aw/Docwnen/s 41; see also 42 to 44. See the Latin
version in </' //ÿyone, tran. Pérorme et al.,
vol. 2 (Paris: Librairie de Louis \^ e s , 1873) 601.

"^avis-W eyer,Eur/yA/eÆ eva/^rr. 300-//30. <%»(/DocamenA 103. The
John referred to is John the presbyster who spoke for the iconodule position at the 
Council ofNicea in 787.
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understanding of spiiitual truth, conveyed by extended rational discourse, and a direct 

visual apprehension of spiritual truth, immediate and emotionally powerful when it occurs, 

resulting in a outSowing of love for that which is visually represented. It is perhaps not 

surprising that the assodation of text and image, even in later medieval art, was always a 

bit uneasy, the power of the latter always tkeatening to usurp institutional authority even 

while promoting its interests. Like mystics, artists could be utilized by the Church, but 

with extreme caution and only with restrictions. Because of their power to engage the 

viewer directly, images were used in the sort of devotional practices encouraged later by 

Frandscan piety . Once prolihcaHy produced, images led also to the excesses of their very 

success: idolatry and greed of ownership at the expense of charity. Even when this did not 

result in iconophobic reactions, such as occurred during the late fourteenth and early 

hfleenth centuries in Engl and, i t  led some artists to deGne in subtle ways their position 

with respect to holy images.^*' During periods when writers sought to delimit the range of 

what, if anything, they considered acceptable in art, artists themselves continued to break 

down the restrictions in practice or to devise ingenious ways of representing thdr subjects 

indirectly and audiences continued to respond, as evidenced by the art that has survived 

despite these interludes. It would be a mistake for scholars to extrapolate medieval 

attitudes 60m writings alone or even primarily, a tendency that has until recently hem 

supported by a post-medieval rejection of the quality of medieval art as naive in its 

execution, leading to the assumption that it was also naive in conception.

Medieval Images and English Words: The Theological and Historiod Dimensions

The story of medieval illustrated vernacular poetic works is one of continuities and 

discontinuities. One of the continuities, perhaps surprising to a modem reader, is that in 

bodi the Anglo-Saxon and late medieval periods, the illustrations of English vernacular

^^This was due to the inGuence ofWycli^ the Lollards, and other reformists at the 
time, as I shall elaborate in c h e e rs  5 and 6.

*̂̂ This is the case, for instance, in the Gontispiece to the Caedmon Manuscript, the 
Dunstan self-portrait before the image of the deity and that of Matthew Paris before the 
Virgin and Child, all works to be discussed shortly.
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works dealt in one way or another with the core issues raised by the Byzantine 

iconoclastic dd)ates. The theology of the Incarnation was at the heart of image-making, 

pertinent not only to the portrayal of the deity but also to the portrayal of people because 

man was perceved as made in the image of God. God's divine nature created a problem 

for art because of the biblical restrictions about making graven images, but the theological 

basis for portraying God was that as the Word, he not only manifested himself in the 

creation, the subject of the late Anglo-Saxcm Caedmon Manuscript, but took on human 

flesh during the Incarnation. The uncircumscribable could, as it were, become artistically 

circumscribed, but in a more dematerialized form by way of allusion to the divine. The 

image, according to this view, could serve as a bridge to the divine which it intimates and 

which is the real object of "seeing." The English vernacular poem inscribed in runes on 

the Ruthwell Cross forms part of a sophisticated word-image complex and features 

alternately the humanity and divinity of Christ, the subject also of the main panels. This 

large monument with its interrelated images and words, English and Latin, serves as a 

meditation site for people of varying levels of literacy 6om the ne^y  converted to the 

multi-lingual.

All this attention to image-making, which was challenged to a greater or lesser 

d%ree according to the times, also made the makers of images self-conscious about what 

thQT were doing as shown, for instance, in their own self-portraits, often kneeling before 

an image of the Creator, as in the case of the tenth-century Dunstan and of the thirteenth- 

century Matthew Paris. Rdated to this is the subject of authors, since they too imitate a 

divine prerogative. Portraits of authors engaged in the act of writing visually manifest 

Augustine's comparison (based on Psahn 44.2) of the tongue of God to the scrivene's 

pen. By means of words and images, the Invisible is made known by writers and artists. 

More than eve  before or since in the history of the West, words and images are 

indissolubly connected in medieval cultural artifacts. Not only images but the vernacular 

itself was closely associated with the Incarnation, the divine Word beiog corporeally 

incarnated, as it w ee, in the language of the common people just as it was in the flesh of 

Christ whose human form could be represented by a visual image.

The discontinuities in the production of illustrated vernacular manuscripts w ee
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due in large part to the disruptions caused by military invasions and the degree of cultural 

dif&rences the invaders imposed. Vernacular writings Erst emerged from the impetus 

given by the establishment of a Latin monastic written culture in combination with the 

native oral traditions of Germanic poetry in Northumbria. The Viking invasions led to a 

saious loss of knowledge, not only of Gredc which had been considered a touchstone of 

international sophistication by writers like Bede, but also of Latin. When King A16ed tried 

to recover some of this, he promoted vernacular literacy for his court, vernacular 

translations of Latin works to help instil wisdom in his administrators, and competence in 

Latin for the religious. The Al&ed Jewel symbolizes his emphasis on the Wisdom of the 

Word, both divine and human, accessible in English, linking spiritual and national power 

structures. During the late Anglo-Saxon period, the illustrations of vernacular scriptural 

narratives imply that tha-e was no real perceived limitation about the edacity of the 

vernacular to convey spiritual truth. The Caedmon Manuscript miniatures give evidence of 

the plan of the creative Word while displaying the Chiistological signihcance of the Old 

Testament. Image-making in the Anglo-Saxon period is more spedGcally inhumed by 

incamational theology than in the later medieval period when it becomes more broadly 

based. The potential for hiture development ofm ^or works involving words and images is 

evidenced by Æl&ic's Hexateuch and the Bayeux Tapestry, but the latter signals the cause 

of its (hsruption. The Norman Conquest derailed the hrst signiGcant emergence of a 

vernacular culture in Europe.

Anglo-Norman replaced English as the language of court and Latin continued to 

thrive as the language of religion and of scholarship. When the English vernacular began 

to come to the fore again, largely due to nationalist aspirations, it was no longer the 

language of the court. The Grst extant evidence of Ggural art in connection with an English 

vernacular work appears at the beginning of a verse history, the Bnrf, in the form of a 

portrait of its human author Layamon, projectrog into the nationalist sphere thirteenth- 

century interests not only in God as the author o f creation but in the human authors of the 

Bible.

It was not until the G)urteenth century that the English vernacular began to re- 

emerge as a serious literary medium again, now Allowing other European vernaculars.
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The Auchinleck Manuscript, a library of pious works and translations of courtly romances 

all in one vernacular collection, has illustrations pre&cing many of its poems, adding to the 

impression of luxury and so enhancing the status of its owner, probably a wealthy 

magnate, such a patron reflecting the entry of a new dement inûuencing book production. 

Since at this time the vernacular did not grow out of a sophisticated Latin cultural base, as 

had Anglo-Saxon literaiy works, but &om the language of the common people, there was 

a perception that the vernacular was not up to conveying sophisticated spiritual truths, a 

situation exhibited in the Auchinleck selections. It is interesting that the hrst miniature 

deals with the issue of images, the difkrence betwem a pagan idol and a sculpted image of 

Christ on the cross, a kind of artistic maniksto preceding the other illustrations of 

vernacular works in this manuscript. Meditation on the suGeiings of the corporeal Christ 

was encouraged k r  vernacular readers k r  whom contemplation of the divine was a 

stretch only the Latin litarate were more likely to attain, a view emphasizing the cultural 

gap between this attitude to the vernacular and that exhibited by Anglo-Saxon artiActs 

like the Ruthwell Cross which demonstrates no such diminished expectations. In the 

Auchinledc Manuscript, too, the veneration of icons, itself rdated to hero-worship, opens 

up to include that of English national heroes.

Later in the century, the Vernon Manuscript, the largest extant English vernacular 

manuscript book, includes miniatures relating to the Incarnation of Christ and the eSBcacy 

of devotion to the image of the Virgin. While this encyclopedic collection of pious works 

contains mostly works that are not diScult to read, it does contain a section of writings 

for those more advanced, including a work on contemplation by Walter Hilton. The 

lavishness of its scale, the inclusion ofholy im%es and works by such writers as Hilton, 

who was a defender o f images, suggest that the Vernon might have been made as an 

orthodox reaction to the views of the Lollard heretics, a group who promoted the 

vernacular but opposed images as tending to idolatry. The Lollards were most vitriohc in 

their condemnation of richly adorned images associated with the world of wealth and 

privilege.

The next two vernacular works to be discussed, the fe w / Manuscript and the 

Ellesmere Manuscript of the Can/grhnry 7a/es, show that the capacities of the vernacular
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were no longer conceived to be limited with respect to their inteHectual and stylistic range. 

Yet they contain no pictures ofholy Sgures at all! Although they are very dif&rent in 

other respects, this avoidance ofholy images can perhaps be explained in relation to the 

image controversies of the times, whether as evidence of sympathy to the concerns raised 

or of caution, since images were being de&ced and destroyed, although not on the scale of 

the Byzantine iconoclasts earlier.

The very plainness of the fe w / Manuscript miniatures hints further at such a 

sensithity to Lollard concerns, or it may be simply that these miniatures, serving as 

preAces and epilogues, were made for an ascetically inclined audience for Wiom the 

provision of a visual apparatus encouraged a proper spiritual reading of the poems. In the 

case of Gawwn w«/ t/ze Green An/gAf, for instance, a more religious vision may have 

been imposed by the miniatures than the poem by itself might seem, to some critics, to 

invite. The fe w / Manuscript miniatures, in ef&ct, control and channel contemporary 

anxieties on sensitive m attas in a deceptively simple way. While the fe w / Manuscript did 

not require a massive hnancial outlay, expense is not likely to have been a m^or 

consideration aG&ctiog the style of the miniatures since it does not take much to add some 

decorative adornment. Modem charges of artistic naivety, lack of skill on the part of the 

artist, or ignorance of the text can be challenged by an examination of what sort of 

reading, if any, the miniatures provide.

In the case of the Ellesmere Manuscript, a conservative work which avoids 

suggestions of violence and erglicit sexuality, the decision to portray the authors rather 

than the tales emphasizes its subtext, the posthumous visual canonization of its author, 

making ofhim a literary icon. While the whole of the Ellesmere "text," induding the 

images, might seem more aristocratic in its presentation than the literary work by itself 

might seem to warrant, it counters the heavily annotated, linguistically oriented texts with 

whidi modem scholars have long been familiar and provides a richer sense of how 

Chaucer's legacy was perceived within the cultural context of the period right after his 

death. Both the fe w / and the Ellesmere Manuscripts take the reader on a spiritual 

pilgrimage to the celestial court by visual means, as I will show.
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Visual and Verbal Manifestations 
of Ae Dual Nature of Christ on the Ruthwell Cross

Introdacdon

While Britain was at the opposite end of the Christian world 6om the source of the 

iconoclastic debates, it was not as cut ofT as might be eapected/ Characteristically, 

Chiisdan ideas manifested in books and art works passed beyond national boundaries, 

uniting worshq>ers anxious to own them as an important part of their devotional lives.

The speed of transmission may not have been quite as instantaneous as that of the sign of 

the cross made by Adamnén of Iona to ef&ct a miracle for an abbot at a great distance,^ 

but the conveyance of sacred objects had all the greater an impact for their rarity. It was 

this same Adamnan who wrote a book, hrom which Bede quotes/ about the Holy Places 

as recounted to him by Arcul^* a bishop &om Gaul who had visited not only Jerusalem but

^For general studies of Byzantine contact with the West see for instance Stephen 
Gero, 77* CTwrcA uW  (Ae IF&Kt. A/rwey TZgcewr TkfearcA. Trends in the
History of Byzantium and the West. Religious, Political and Economic Factors, 500-1500 
A.D. Papers &om the Fourth New England Conference (Wellesley, MA: Wellesley 
College, 1977), and J. D. Howard-Johnston, ed. ByzauUwm uwf f/ze Pfest, c.^J0-c.7200. 
Proceedings of the XVm Sprii% Symposium of Byzantine Studies, Oxi&rd (Amsterdam: 
Verlag Adolf M  Hakkert, 1988). For artistic connection, see David Talbot Rice,

in (Ae 7200 (London: Avalon
Press and Central Institute of Art and Design, 1948), F. Saxl and R. Wrttower, B/VizsA ̂ 4/7 
wx7 (he ATecKierrunean (London: Oxford UP, 1948), and Kurt Weitzmann, .477 in (he 
ATbdlreW uW  zA GonAzc(y wr(A (London: Variorum Reprints, 1982).

^An Irish legend as described by Carl NordenAIk, Ce/hc UT%7 
famUng. Boot TZ/runmafion m (he B7"((ish TsTes 000-^00 (London: Chatto and Windus, 
1977) 19.

7hs(ozy q/"(he Enghsh Church aw7Peqp/e, trans. Leo Shaiey-Price (1955; 
Harmondsworth: Penguin, 1965) book 5, chapter 15, page 294-95 (hereafter indicated in 
the following style: 5.15,294-95). The date is c. 703 AD for this account.

*It is Arculf who, Carl Nordenfalk surmises, might have been the one who brought 
with him a copy of Tatian's Dra(e&sarro7r, since his visit coincides with the production of 
the Book ofDurrow which hrst adopted the carpet page and Adl-length evangdist 
portraits. Norden&lk points to the striking coincidence that at the beginning of a
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also Damascus, Constantinople, and Alexandria. It is perb^s not so strange that 

Adamnân, a Celtic priest and abbot of monks, should hnd a community of interest with the 

converted Anglo-Saxons in Northumbria, both showing a 6scination whh the religious 

culture of the Mediterranean and the Byzantine world. Kurt Weitzmann observes that 

there was a greater Byzantine influence on insular art around the turn of the seventh 

century up to the mid eighth century than on the continent.'

Although there are rx) extant texts proving that the theories of images formulated 

by someone like Jotm of Damascus wa^e read by the early monks in Ireland or England, 

there is no absolute reason to exclude the possibility either. On the eve of iconoclasm in 

the East, not only does Bede indicate that he could read Greek—in the list of works 

appended to his he includes the information that he corrected The Zr/k oW

/iwK&wziw which had been badly translated hom that language—but 

he repeatedly emphasizes the high level o f learning in both Greek and Latin in native 

monastic circles.̂  He traces this to the arrival of Theodore 6om Tarsus in CiHcia, a scholar 

prohcient in Greek and Latin,^ vho was sent by Pope Vitalian to be consecrated as

sixteenth-century Perman copy of this gospd harmony by Tatian, there is a carpet page in 
which the cross has been left bare but which corresponds in specihc details to that at the 
beginning of the Book ofDurrow. The latter is Dublin, Trinity C o llie  Library, MS 57, 
fbl. Iv, c. 680. See the discussion in Ce/fzc u w T P m n f m g  19-20.

'See Ms m rAe AWSreW fPesT its Contacts witA ByzanAnn* 4-5. He 
mentions this in particular in connection with the Irish st^e. He says that for a deeper 
inhltration there had to be "a predisposition towards Byzantine art forms" at this time. The 
Celtic form of monasticism itself had dose afBnities with that of the Byzantine world, 
especially of Coptic Egypt, the probable source also of intalace as a design feature whose 
potential was exploited in insular art. See also the discusâon in Jackson J. Campbell, 
"Some Aspects of Meaning in Anglo-Saxon Art and Literature," 15 (1974): 14.

^Bede, TTisAvy Eng/wA CAwcA ancf feqpTe 5.24,332 and 324. He does not
mention that the Irish monks had maintained a knovdedge of Greek.

^Bede, Tfwïory the Eng/zsh Church ôwTPcqp/ie 4.1,198-200 far the information 
on Theodore and the circumstances of his arrival. Michael Lapidge, in pointing out that 
this Greek monk "was one of the most learned men in the Mediterranean world," as 
indicated by the following information gained hom recent work on his biblical 
commentaries: be studied in Syria, fled Gom the Arab invasions in the 630s, went to the 
university at Constantinople, and then to Rome where he joined the community of Cilician
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Archbishop of all the English. To ensure that Theodore, who had to change his tonsure to 

the Western drcular form, did not introduce into the English Church any untoward Greek 

customs, however, the Pope ordered Abbot Hadrian, a native of AÊica and himself a 

scholar in Greek and Latin, to support Theodore. This indicates Bede's awareness of the 

allure of Byzantine ideas and the need to accept only those suitable to the practices of the 

English church in order to avoid heresy. A lively intellectual community was instigated by 

Theodore and Hadrian, attracting numerous students some of vdiom were still alive in 

Bede's day, as knowledgeable in Latin and Greek as in their own language.'

In such an atmosphere, it would indeed have been surprWng if contemporary 

theoretical discussions of the Incarnation as a justrhcation 5)r the making of images had 

not taken place. AAer all, Benedict Biscop, who had conducted Theodore to Canterbury, 

also went out o f his way on his journeys to such places as Rome and elsevdiere to acquire 

by purchase or donations, an "immense library of books on every branch of learning ."̂  Not 

only did his zeal extend to acquiring a store of sacred books, pictures, and relics, but he 

was also interested in aU the arts that could beautr^ the church to the extent that he 

brought along Abbot John, the chief cantor of St. Peter's in Rome, to teach the monks 

how to sing the psalms and to conduct the Roman liturgy, in&rmation which the latter 

wrote down for them.̂ ° From France he brought masons to build a stone church and 

glaziers to teach the making not only of stained glass windows, but also of lamps and 

church vessels." Not long after, "woikmai, scholars, and clergy" fled 6om "the

monks at St. Anastasius; see Lapidge, "The new learning" in q/"EogZoTKJ.
vW üMcf Cw/Afre AD dOO-900, ed. Leslie Webster and Janet Backhouse 

(London: British Museum Press, 1991) 71.

*Bede, fhe EMgAsA CAwch feq pk  4.2, 201.

%ede. The Lrves q/^(he Ahho/f q/̂  U'ewwozdh 11. From Ff&z Azncforwrn AhWwm 
ATb/KWerA m fFmzmwfha ef Gznwn, PL 95, col. 717.

°̂Bede, The Lfves q/^fhe 12. From Fzfa AAhoAnn A/bwMferü in
UTronnnha ei Ginwn PL 95, col. 717.

"Bede, The Lives q/^(he Ahhois 10. From Fiia &zncionon AhWxnn A&mWeni in 
IJTranMfiha ei Girvrnn, PL 95, col. 717. In the footnote to the translations of this in The
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iconodasm and intolerance consequent upon the Moslem conquests," with the result that 

Levantine influence was "strongly fdt at Ravenna and at Rome, and 6om thence was 

passed on to Northumbria," as Lawrence Stone suggests.^ It is evident &om all this that 

the imported arts and skills, not to mention artists and scholars, served to establish a 

Nourishing religious life in Britain, a legacy in which Bede took pride and of which he was 

himself a product. The success of the enterprise, as demonstrated by the e ĉtant works of 

art, indicates that the artists were willing to incorporate and reignite elements 6om a 

variety of cultures, whether Celtic, Germanic, or Mediterranean.̂ ^

Yet even before John of Damascus was to deNne the two&ld nature of visible 

images as written words or as material objects (including paintings),w ords and pictures 

thanselves were becoming highly interactive in early insular art. From its rudimentary Irish 

beginnings, this process was to explode almost overnight into the well-known works of 

Ihbemo-Saxon manusoipt art. It is not these I intend to feature here; rather, I want to 

show that even in its earliest stages, there was an urge to exploit and develop the potential 

of the spaces around texts or pictures to direct the way they are read and thought about. 

With respect to artistic rendition, the objective is not to picture the naturalistic form," but 

to give only enough detail to stimulate the mind to penetrate the meaning behind surface

trans. J. F. Webb and ed. D. H. Farmer (1965; Harmondsworth: Penguin,
1983) 189, it is pointed out that recent archaeological excavations have Rxmd an extensive 
stained glass workshop at Jarrow dating Norn the time of Bede.

^^w rence Stone, (Harmondsworth:
Penguin, 1955) 10.

"*DiGkrences between works of Byzantine and Western art of this period must be 
treated rather as local variants, a situation which had existed throughout the late Roman 
Empire when one could justiGably speak of a /(dmrsc/K Jfefc/wkwyMt," as pointed out by 
Kurt Weitzmann, m tAe JPest owJ Cofüüctr wrtA ByzoMfram 1.

14 JZ7,23, as mentioned in Barasch, Tccwr 230.

^ Însular art shares this with Early Christian and Byzantine art which was derived 
Nom it. See the discussions in Campbell, "Some Aspects of Meaning" 12-14; David 
Talbot Rice, ByzoMfme f  àmtmg awf Deve&gwMgm:; m (Ae IFest 6; and André Grabar, 
ChrwAan .<4 Jts Ongma (Princeton: Princeton UP, 1968) 8.
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perceptions. Even the act of writing itself turns into a creative spiritual exa^cise as ideas 

become manifest on vellum or on stone. In the case of the former, the flourished 

introduction to a text becomes a pictorial commentary in the eaiiy seventh-century 

Cathach of St. Cohimba^  ̂and in the case of the latter, texts serve as borders far the 

pictorial content on sculpted panels of the eighth-century Ruthwell C ross.T he borders 

on two of the side panels of the Ruthwell Cross give the earliest extant vernacular poem of 

any length." hi order to facilitate a better understanding of the process by which image 

and text became so intimately and symbiotically connected, I wiH limit the scope of this 

discussion to showing how the theme concerning the triumphant divinity and the Heshly 

humanity of the Incarnate Christ grew hom its eaihest introduction to its maturation. The 

Cathach initial and this main panel of the Ruthwell Cross form part of a devdoping

^^Dublin, Royal Irish Academy, s.n., fbl. 48.

^T)ouglas MacLean, "The Date of the Ruthwdl Cross," The jhrthwe// Crow; 
A y e r y t A e  Co/fbgwrwM ^  the ChriftKzn Art Aincetan
[/wveray, & December 7 9 ^ , ed. Brendan Cassidy (Princeton: UP, Index of Christian Art 
and Dept, of Art and Archaeology, 1992) 70. He considers the earlier suggested date of c. 
684 untenable and suggests instead early in the second quarter of the eighth century.

"Caedmon's Hymn was initially recorded in a Latin rmdeiing by Bede, A .Hzsto/y 
the Enghah Chnrch anJ feqp/e 4.24, 246. The earliest vernacular versions of this are 

recorded in the margins of tenth-century Latin texts of Bede's history. For an itemization 
of these see Elliott Van K h t Dobbie, ed. The AngTo-&%zo» AAnw Eoenw (New York: 
Columbia UP, 1942) xcvi. Most Anglo-Saxon poems are recorded in manuscripts of c. 
1000 AD, but early examples do survive hom tenth-century manuscripts, probably as a 
result of King A16ed's interest in vernacular poetry. Closdy contemporary with the 
RuthweD Cross is the ivory Franks Casket which also contains vernacular verses, less 
extensive than those of the Ruthwell Cross, inscribed as runes on its bordas, as well as 
some Latin in Roman characters. There are also runic letters on St. Cuthbert's cofBn of 
698 AD, as for exanq)le, on the lid which gives the names of Matthew, Mark, and John for 
their evangelist synibols, while that ofLuke is inscribed in Roman draractas. See E. 
Kitzinga, introduction. The Cqÿ&r q/^An/rf CntAAerr (Oxford: UP for the Dean and 
Chapter of Durham Cathedral, 1959) 3-4. Both the lettering and the outline drawings on 
this cofGn are similar in appearance in that both are inscribed with a "calligraphic purity of 
line," as Kitzinger puts it (6).



50

tradition with respect to the visual iconography connected with Psahn 90.13 .̂  ̂It is within 

the militant thematic context of this biblical text that the Ruthwell Cross po«n needs to be 

understood. Notwithstanding the misreading of a patristic commentary by an influaitial 

scholar,^ the heroic Anglo-Saxon verses on this cross are consonant with the Latin text 

and the image on its main panels. The verses, the Latin inscriptions, and the images 

together contribute to an enlarged, holistic sort of understanding incorporating 

imaginative, intellectual, and emotional responses evoked by evidence of Christ's dual 

nature. Within individual works then, and in relation to other works that form part of a 

continuous thematic development, it is possible to "read" more fuhy any one of its 

manifestations.

Inextricably linked with the pictorial and verbal context of the vernacular poem, in 

the discussion immediately Allowing and throughout the rest of this study at large, is the 

relevance of artistic issues concerning the making of graven images. Christianity bang an 

Incamational religion, these are issues that artists had to struggle with and to redehne for 

thanselves in their works again and again as the centuries progressed. It is easy to 6)rget 

that even though the church in the West became divided &om that in the East, in artisüc 

practice, the ideas and controversies inharming image production, which iconoclasm 

forced Byzantine theologians to articulate, remained operative (if not always at &ver 

pitch) throughout the Christian world until the Raiaissance shifted western perceptions.

Merdy excavating a medieval artiAct and judging it in relation to classical or 

modem works without successfully recovering something of its meaning within its original 

context leads to an inqroverished appreciation of its power. Mutually informative texts and 

images, in particular, allowed access to the promise of salvation that Christianity held Ar 

its community of bdievers, not just for those literate in Latin, but also A r larger numbers

^̂ The ceremonial cu/cafro, the graphic illustration of the victor trampling the 
defeated oiemy is familiar in the art of the Near East and the Mediterranean from earliest 
times. For a (hscussion of its application to Christian art, see Jeanne Vilette, La

D aw  L ' CAréfren Dn ZZig FZTe j'rgc/e (Paris: H. Laurens,
1957) 89-105.

Saxl, "The Ruthwell Cross," ÆTY 6 (1943): 2.
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able to read the vernacular as well as for the visually literate. The m^ority of believers 

who only heard the Christian narrative would have focused more intensely on visible 

monuments and so would have "read" with concentration and awe all the visible signs and 

pictures that prompted their recollection of the evœts of salvation history, served as a 

conduit to the divine, and provided models &r their own lives. This is not merely a 

hierarchical process devolving down &om the Latin literate to the least sophisticated 

because the act of vemacularization and visualization returned added dimensions of 

thinking and feeling to those involved in formulating ideas and artifacts.

The Shape of an Idea in Insular Manuscripts: Script into Image, Image as 
Christological Commentary

Probably the fhst extant insular manuscript to include a visual image in connection 

with script, in imitation of Mediterranean decoration,^ is a simple decorated cross in the 

Codex Ussherianus Primus made around 600 in Ireland (hg. 1).^ This eilarged 

monogram cross is inserted between the agpAczf of Luke and the of Mark, with the 

Greek letters indicating the Alpha and Omega (Rev. 1.8; cf Isaiah 44.6) a^rearing below 

the cross beam.^ The cross has bear enhanced by the widening of its terminals, with that 

at the top right ending in a small curl, making of it an "Xp" monogram. The impulse to 

adorn the symbol further is shown by the red dots, deriving &om Syrian art,^ which dehne 

the cross shape both internally and externally, to be repeated in the triple border in

J. G Alexander, A w w f o  (Ae 9* Ce/rfwy (London: Harvey 
Miller, 1978) 27.

^^Dublin, Trinity Ccdlege, MS 55, fbl. 149v. For further discussion of this 
manusript see Carl Nordenfalk, Ce/frc uTKfXng/bn&zzon 11-14.

^ordeoA lk mentions that this is a copy of the pre-Jerome version of the Gospels, 
using the old Latin order; CeJtic a w f f o z n f m g  11-13. Cad Nordenfalk, D/e 
.ÿxBW/dAe/; Z/erAucAyk/fw//, 2 vols. (Stockholm, C G Rôder, 1970) 1: 63-64, traces this 
sort of monogram to the period be&re AD 500. See his vol. 2, composed of plates, for 
early examples of this sort of monogram, especially plates 7 and 8 for stone reliefs, plates 
10 and 11 6)r early Christian oil lamps, and plate 14 for manuscript examples.

^Canqhell, "Some Aspects of Meaning" 15.
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akemaüon with curved brown calligraphic lines. Its enlargement, decoration, and 6aming 

separate it &om the main body of the preceÆng and following gospel texts, whHe saving 

also as a point of transition and as a mnemonic device. Referring to the gospds, but also 

pointing beyond them to an eschatological hramewoit as suggested by the suspaided 

letters referring to Revelation 1.8, this concaitrated visual diagram encourages the reada 

to pause in contemplation. The deity is inkrred by the aoss and these letters, both in 

human and in divine terms. The blank space of the vellum between all the visual elements, 

including the callign^hically ornamented 6ame, gives the impression that the ground of 

thdr being is spiritual ratha than physical. The aoss partakes of the characta of script in 

its schematization, almost like a hiaoglyph,^ supporting Jackson J. Campbell's 

observation on the afBnities of early Irish and Byzantine art in this regard.^ The aoss was 

to become the "symbol most 6voured by the Byzantine iconoclasts."^ Historically, the 

efdcacy of this sign was already demonstrated in the account of Constantine's convasion 

as given by Eusebius who says that the Emperor's teachas told him that the sign of the 

aoss signihes victory o va  death.^ Following his two visions of this wondrous sign, it 

was by means of such an image that Constantine vanquished his rival, as described by 

Eusebius.^ The interpretation of this incident with its revelatory context is somewhat aldn 

to the way the biblical text itself came to be viewed in Britain "as something revealed 

visually to the understanding," with the result that "the appeaance of the text became a

^Compare Peter Meyer, Féwce,
folerwo, (New York: Batsfbrd, 1952) 7.

^Campbell, "Some Aq)ects of Meaning" 13. Throughout his article, Campbell 
traces probable routes of importation by which Byzantine art inBuenced Hibemo-Saxon 
a rt(5-45)

^Cail NordenAlk, Eor/y AAr&em/BooAT/AonfwnroM (1957; New York: Rizzoli,
1988) 44^5.

Zÿk CowfoMfr/re, trans. in ErcxWwew Eoc* A^f&evo/
vdwcdbf&r, comp. Richard Kay (Peterborough, ON: Broadview Press, 1988) 12.

Eusebius, f  q/^ConaAmrnw 11-13. From De wAr Aeatrsann; rnyeroknorrs 
CofMAwfrw 1.27-32 in PG 20, cols. 942-47. See also J. J. G. Alexander, 7%e Decoraterf 
Eetrer (New York: George Braziller, 1978) 28 n7.



53

matter of concern."^

The next advances in insular manusoipt illumination are, however, distinguished 

6om contemporary e^reriments with initials in Mediterranean manuscripts?^ In native 

manuscripts the form of these enlarged letters was often to swell into the curves and 

spirals of Celtic La Tène art^ and to shape-shift Anther into zoological terminals, therdry 

changing direction and identity.^ The eye is also drawn into the text by the dknrnne/Ki) 

eSect in which the letters ai^acent to the large introductory initial gradually decrease in 

size, making them a continuation of the transformative process begun by the ailarged 

initial. What happens is that a phonogram, i.e. a visual symbol rqrresenting a speech 

sound, is converted into a pictogram and then back again as the reader's ^ e  brings it into 

relation with die text which is charged with new energy in the process.

There is, I suggest, a further and very in^wrtant development to be added, one that 

was facilitated by these metamorphosing aspects—that in the transfer back Aom the 

pictorial to the verbal, the adjoining text becomes additionally charged with supra-textual 

meaning so that the reader is encouraged to understand its Christological signiAcance. The 

zoological motifs in these early English initials have not previously been accorded any 

such meaning by either NordenAilk, who re&rs only to the "opai-moùthed animal head 

which terminates some of the initials,"^ or by Alexander, who says merely that the letter, 

in the example I am about to discuss, 'Turns into a Ash."̂  ̂ It may be that, at Arst, the 

calligraphic curved terminals suggested a zoological shape, especially with the addition of

^Alexander, 77* Deco/ucW Le Aar 7. He contrasts this to the noAon in the 
"Ancient world" in which "literature was spoken or heard since texts were read aloud."

^^Alexande ,̂ The LeAer 9 and Nordenfalk, Ce/trc aW
13. See Norden&lk, Zhg ĵ KMuMAAgn ZfgrkfcAa&zAgn 2, color plates VI and VQ 

for earher manuscript exan^les o f a Ash forming the leA side of the letter "A."

^^ordenfalk, Cg/Ac oW  13.

^Alexander, TTwDgcoro/gf/ZgAgy 10.

Nordenfalk, Cg/Ac a W 35.

^^Alexander, 7%g 7)gcoirafg(7ZgAgr 9.
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an eye and an ear, but this in turn oS^ed scope for further play, notably whai a 

connection could be found with the adjacent passage of text. The increasing limitation of 

representations to animal and plant motifs as a result of the iconoclastic concerns 

beginning to emerge in the East may have given an added impetus to their employment 

and development evai in insular art, leading to the necessity of having these motifs carry 

more than an ordinary weight of symholic meaning.

AH of these features are denumstrated in an initial in the Psalter or Cathach of 

Saint Columba^ (hg. 2) made dose to the time of the Codex Ussherianus Primus. In the 

Cathach initial both the letter and its trans&rmation into a zoological terminal exist on the 

same two-dimensional plane in which all the dements "grow or contract, intertwine or 

merge as the artist requires.''^ The reader is led into the script hrst by the size and 

decoration of the large "q" with its lively zoological terminal and then, by the dW/we/Kk 

eSect, into the extended text of Psalm 90. It is the addition of the cross that suddedy 

allows the conhguration to carry meaning in relation to this particular psalm. The «"oss 

alone is suggestive, immediatdy connecting the Old Testament psalm with the New 

Testament narrative, hut it is the placement o f the cross above the nedr of the 

dragonesque creature that is important. The "q" introduces Psalm 90 and antidpates verse 

13:

Thou shah walk upon the asp and the basilisk:
and thou shalt trample under foot the lion and the dragon.

Eusd)ius relates these words to Christ's victory "over the leaders of spirits after his 

death. An early sixth-century Byzantine mosaic in the Chapel of the Archbishop at

*̂DuWin, Royal IriA Academy, s.n., fbl. 48.

^Alexander, Decomieff Zener 9.

^As mentioned in my introductory chapter, I am using the Douai translation of the 
Vulgate. The Latin is cugrrdlem ei Aasf/fsczw* ei. ieowem ei
dkrcoMem, as rendered in BfA&a Ania PersioTfem, ed. B Fischer et al
(1969; Stuttgart: Deutsche Bibelgesellschaft, 1994) 886.

^CommeniUMa in AaAnos, PG 23, col. 1166: ÿwM/M /xwi mwieni dk prineÿikfs 
^iriü6«f vicioriam r^poriûuae narroni.
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Ravenna Aowing Christ Treading on the Beasts (ûg. 3) indicates how the thane

developed in the Mediterranean.^ The exemplary function of this representation of victory

is indicated by the open book with the text horn John 14.6: ÆGO

J72M + 'I  am the way, and the truth, and the life.'*  ̂Both the emblem and

the words function in a double sense as ^ e  visible sign of an idea'*" addressed to the

viewa. In the Cathach inidal, the schematization is greata than in the Byzantine mosaic,

the aoss by itself indicating that this psalm is to be taken as reference to Christ and the

dragonesque creature below to the hgurative meaning of the beasts of verse 13.

W hetha one beast, two beasts, or four are pictorially represented in this context

they w ae all considered as different manifestations of the devil and his minions, as

explained by Cassiodorus in his commentary for Psalm 90.13, recorded in the Durham

Cassiodorus^ in the hrst dnrd of the eighth caitury:

The divine strength is portrayed hae: it gave orders to a host of savage things; for 
all the following names can be suitably applied to the devil—he is an "asp" when 
he strikes furtively, a "baâlisk" when be disseminates his poison in the open, a 
"lion" when he persecutes the innocent, a "dragon" when he swallows the 
negligent in his unholy greed. But when the glorious Lord came, they all lay

^See my previous note on the co&xzrro. According to Eusebuis, Constantine and 
his sons were depicted above a (AfrchAoArten DmcAen, dkr m dkn 'a
piaced dragon who plunges into die abyss,' as mentioned by Gertrud Sdiilla, 
Zkanqgrqphy dkr Chrwt/fcAeM Band 3 (Gutersloh: G ad Mohn, 1968) 32. The 
thane showing Christ's divinity on the Ravenna mosaic is o f interest since it represents the 
orthodox position when, during the period of Theodoric's reign, Arianism was strongly 
induential. See "The Archepiscopal Chapel," Municipality of Ravenna, Tourist 
In&rmation, 29 March 2001 <http:/Avww.akros.it/comunerava]na/aciveluk.htm>.

have supplied the omitted et in brackets and the / to indicate the separation of
the words.

*^rançoise Henry, AVsA in tAe JSor/y CWfiKzn ferirxJ io ^00 ./4.D. (London:
Methuen, 1965) 205.

^^Durham, Catbedral Library, B.n.30, fbl 172v. Janet Backhouse, The AAz&nzg 
Æng&zwJ. /4ng/o-&zxon aW  Cn/iwre AD 600-900, ed Leslie W ebsta and Janet 
Backhouse (London: British Musaun, 1991) 127, observes that the exemplar might have 
been brought to England "hom Cassiodorus's own monastery of Vivarium, the source of a 
numba of the books acquired 6om that community."
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prostrate at his &et.^

This explains the reason for the comporte image of the beast on folio 172v (Eg. 4), the 

last of the two surviving miniatures in this manuscript marking the tripartite divisions of 

the psalms (the one probably introducing Psalm 1 is now lost; the second preceding Psalm 

51 on falio 81v shows David as Musician). In this miniature preceding Psahn 101, the 

creature trampled upon is composed of a leonine head at atho^ end of a prostrate 

serpent's body.*  ̂The hgure above the composite beast is David, according to the name

^See ÆjçMMzAo in jPWierwm, PL 70, col. 654: TAcyam dWna virAw gxyrimitwr, 
gnoe AznAf soewenAAna mycrowi. Æzm omnia wta nomina dkrboib congrwenier 
qpioniw. "oigois" est (Ann occn/ie percnAi, "6asiAsc«s; " cnm yxAüm venena dkseminai, 
"ieo, ' dkm y%7"seg»iiw innocentes; "(6"aco, " cnm neg/igenies inÿ)ia voraciiaie dkgiwAi.
(I have added quotation marks where the PL uses italics.) I am grateful to David 
McCuUoch &)r assistance with the translations of Cassiodorus (in my main text) and Bede 
(below). See also CassioAbrns. Eqg&znaAon q/̂ Aze fsaZms, trans. P. G. Walsh, Ancient 
Christian Writers 51, vol. 1 of 3 (New York Paulist Press, 1990). Bede somewhat 
similady interprets the beasts ofPsalm 90.13 as reGsning to diSerent aspects of the devil: 
T o r by ^basilisk,' the King of makes, undastand the chief of the demons himseh; and Gar 
'asp' the servants of that chief [....] The lion signiGes the same thing as dragon, i.e., the 
devil; when he attacks us openly he is a lion, but when he uses guile, he is a dragon." From 
7n fsaZmorwm Lfbrwm Exegeaj, PL 93, col. 976: f e r  "baAAscam, " gmi rex serpenAwm 
ef^ AAeA(ge ÿfwm cqpzA Abemonzomm, per "cupzAkm" vero fnW toj AA cap/A /I...y 
A&m &A Ileo, et Akoco, zA eat ÿ&e AïaAoAza, ^  qmanAo in noa aperfe aoevit eat Veo; 
gwoniam wero inaiAkAur, eat Akzco.. Both Cassiodorus and Bede are in the same tradition 
as Augustine who says that "the devil hath each of these forces and powers"; FjpoaiAona 
on tAe Book o f AaAna, vol 8 of A Select Library of the Nicene and Post-Nicene Fathers 
ofthe Christian Church, ed. Philip SchaGT(New York Scnbnors, 1917) 451-52. From 
EzpoAAo inBaoAnoa, Oenvrea l3: 689: Leo operte aoevit, c&̂ oco occnZte inaiAWnr. 
ntramqne vim et poteatotem AaAet AiaAoAza.

*Three eighth-century stones with Celtic or Pictish afBnities depict similar 
duplicated heads: the pagan Dunfallandy Stone shows two such heads meeting at the top, 
while thàr sêpentine bodies with Gsh tails border the other three sides, the Ing«-gowrie 
Stone with two conGonted and crossing heads below three clerics (?), and the M ei^e No.
5 Stone, with two conGonted heads terminating a serpentine border enclosing knotted 
interlace and Grrming the base of a cross. See Stewart Cruden, LAe Ear(x CAriaAan anA 
ficAyA AfbmzmenA of &;oiianA (Edinburgh: Her Mzgesty's Stationary OGBce, 1964). By 
the early tenth century, Christ has evidently been substituted for his prototype, but the 
Celtic composite beast survives in the Grrm of two identical, conGonted heads emerging 
Gom the border panels at the bottom in the Æthelstan Psalter, London, British Library,
MS Cotton Galba A. XVm, G)L lOv.
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inscnbed in the small shield held by the black-outlined Sgure holding a spear, idahi^ing 

him in his role as warrior. In eleventh-century Anglo-Saxon psalter miniatures such as the 

Tiberius C. VI Psaker^ (5g. 5), the Ggure above the lion and the dragon is the triumphant 

Christ, but since David was considered as a prototype by Cassiodorus,*^ it is he who is 

represented in the Durham manuscript of Cassiodorus. In the latter his hia-atic hrontal 

stance and his staring 'Byzantine eyes"** suggest his antetype, Christ. This is made clear in 

the next line of the commentary, just quoted, in which Cassiodorus discusses the nature of 

the Lord: "Only he was strong enough to subdue such savages, who was coetanal and 

cosubstantial to the Father and Gt to be the divine heir."*  ̂In the Durham Cassiodorus at 

least, the Ggure identiGed as David may indicate a reGcence about illustrating the deity 

directly if the latest iconoclasGc rumblings hom the East ware 6esh in the minds of the 

manuscript's designa^ and arGst.

The RuthweD Cross: Images, Latin Inscriptions, and An^o-Saxon Poem

Made within the same Gme Game and locaGon as the Durham Cassiodorus but 

represaiting Christ directly is the &mous RuthweD Cross (Ggs. 6-8), testb^ing to the 

aeative l%acy established by the imported stone carvas. Such standing stone aosses, 

unassociated with architecture, were popular unGl the Norman Conquest and were 

unknown on the continent.^ It is noteworthy that the largest panel on the Ruthwell Cross

**London, BriGsh Library, MS Tiberius C VI, Gal. 114v. Like that in the Durham 
Cassiodorus miniature, this precedes Psalm 101.

his commentary on the Psalta, Cassiodorus says Dnwcf Arc est
Domiww CArwAfs, PL 70, col. 35, as quoted by Jackson J. Canq>bell, "Some Aspects of 
M eanir^' 25. Campbdl also menGons that Bede likewise assumes such an idenGGcaGon 
inÆçxwro m frcpAgAzm, PL 91, col. 613.

**To use Jackson J. Canqibell's term in "Some Aspects of Meaning" 9, in which he 
describes the eyes of St. John in the mid eighth century Irish St. GaH Gospels, St. GaH, 
SGAsbibliotek, MS 51, p. 208.

^^Cassiodorus, EjgxwrAo m fauAerMmr, PL 70, col. 564.

^^w rence Stone, m BnAzm 9-10.
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depicts Christ Treading on the Beasts (Sg. 6) because it displays more &dly the 

iconography only hinted at in the Cathach initial. Christ's feet tread on the heads of two 

very siimlar beasts (now mudr weathered), recalling the composite version in the Durham 

Cassiodorus.^^ A Latin inscription in Roman letters forms a border around three sides of 

this relief panel and informs it:^

(Top) ms XPS
(Left) BESTIAE.ET.DRACONES.COGNOVERVNT.IN.DE.
(Right bottom half) SERTO.SALVA[T]OREMMVNDL 
(Right top half) IVDEX.AEQVITAS.

Given the hyphenation of DESERTO, which b%ins at the bottom of the left side and

continues half-way down the right side, making the word order somer^iat diÆcult to

follow, this could be translated as fallows, with the variations on the identity of Christ

arranged as if in an Ang^o-Saxon poem:

Jesus Christ the beasts and dragons recognized in the desert 
the Savior of the World the Judge of Righteousness.

his attempt to establish the pacihc, non-heroic nature of this panel, Éamonn Ô 
Carragain, "Christ ova^ the Beasts and the Agnus Dei: Two Multivalent Pands on the 
Ruthwell and Bewcastle Crosses," ed. Paul E.
Szamach, Studies in Medieval Culture 20 (Kalamazoo: Medieval Institute, 1986) 383, 
thought it "highly intaesting" that the beasts cannot be identif ed as asps, basilisks, lions, 
dragons or, in a re^ a rce  to Farrell's comments re. Saxl's speculation, swine. The point is 
not that they are m ady "two animals" from the natural world, but that they are mythical, 
metaphoric representadons ofthe demonic, w hetha singly, in pairs, or two pairs. As such, 
they a e  consistent with the portrayal of composite beasts as in the Durham Cassiodorus 
and of ratha similar headed beasts on la ta  Anglo-Saxcm representations of the theme. It 
should also be remembaed that not only the lion but also the wyvem, the Anglo-Saxon 
style of dragon, tends to have a leonine head. See far instance the dragon into wtmse 
mouth St. h^hael thrusts his spear in the Tiberius Psalta, London, British Library, MS 
Tibaius C VL fbl. 16, his leonine head very Hke the lion David fghts on fbl. 8. Both a e  
rqrroduced in Francis Wormald, "An English Eleventh-Century Psalta with Pictures, 
British Library, Cotton MS Tiberius C. VI," Co/kcrecJ UMifugg, I. Studies in Medieval 
Art dom the Sixth to the Twelfth Centuries (London: Harvey M illa and Oxfbrd: UP,
1984), illus. 143 and 127 respectivdy.

^  have used the transcription by Bruce Dickins and Alan S. C Ross, eds., 7%e 
Dream of tAe (1934; London: Methuen, 1963) 3, but I have arranged it according to
the way it is placed in the borders.
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This makes it clear that the beasts recognized who Jesus Christ really was, as indicated

also by Casâodorus in his commentary; that is, they recognized the power of his divinity.

The placement of this scene in "the desert" situates it as the hrst in the series mentioned by

Eusebius who reads the triumphal imagery of Psalm 90 .13 as a prophecy jkretelling "hrst

the Temptation, then what he went through in the Passion, and thm  the attack he made

against the hostile powers aAer he left the body."° Evidently in relation to the word

COGNOYERVNT, Fritz Saxl in 1943 hdd that the beasts "adored" Christ; this is based

on Saul's odd rendition collapsing two parts of the commentary by Eusebius on Psalm 90:

But "I believe" says Eusebius, "that all these evil forces were disturbed when the 
Spirit o f God descended like a dove upon Him and a voice hoin heaven was heard 
saying: "This is my beloved Son, in \^hom I am well pleased." There&re they 
odbrgfJHim, saying: "Let us alone; what have we to do with thee , we know who 
thou art, the Holy One of God."** (italics mine)

Saxl, however, misreads the seldom used adbrAe in Eusebius, which means 

"attacked," likdy having assumed it read adbrgiæ simf (undelining mine), meaning 

"adored."**

The introduction to Psalm 90 in Eusebius concerns the need to overcome those

who were considered to be gods by the heathens and so, be&re he began his public life,

Christ was led into the desert to be tempted by the devil, the beasts of the desert reGarring

to the forces of evil. Then, in the passage abbreviated by Saxl, Eusebius says:

In my opinion these invisible hostile powers which were under heaven dosed ranks 
in opposition to him, lightened by the voice which came down to him when the

**CoM/ne»Azna m PauAna;, PG 23, coL 1166: rfew sewn vn&fur

fenWfoMgw, f fern, gwam m pa&aow swfAMUf/, ac gfram gam, gwam wAffrangm
coupons coMAna ajveraarw  pofeafafgf

**Saxl, "The Ruthwell Cross" 2. Sazd does not give a second set of quotation 
marks to end the quotation &om Eusebius, within which the quotations &om Mark 1. 24 
and Luke 4.34 occur.

**I am deeply indebted to David McCulloch for the translation. See Eusebius PG 
23, col. 1155 &>r the Latin and 1156 &r the Greek. The Latin verb can also mean 
"addressed," but the Greek original makes it clear the context is hostile. The Gredr reads 
én^Eouv, "attacked."
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Holy Spirit descended to him in the form of a dove and a voice was heard &om 
above saying, 'this is my chosen son, with whom I am well pleased." So when they 
heard this voice and saw that this man had been called, and demonstrated to be, the 
son of God, they could not disbelieve it, but neither could they believe that this 
man, with human flesh, was God's chosen one. Faced with this incred&le sig^, 
and perceiving a new nature for man, they expected their own power to be 
destroyed by his surpassing virtue, so they him. He, with great presaice
of mind, oSered himsdf to any temptation, which he undertook for the sake of 
man's salvation. For as I have said he was about to announce "heedom for slaves 
and sight to the blind," in accordance with the prophecy, and it would be so, in 
order to liberate men's minds hom the things which had always held them in 
slavery, and to hee than 6om idolatry. It was, there&re, necessary to wage war 
hrst of all against those who maintained tyranny thoi%hout the ages. Because he 
fought them with resistance to every tenq)tation, Luke says, "when the devü had 
exhausted every temptaticm, he left him" Then he b%an his work of healing and 
caring, and the demons were lightened by him They confessed they knew who he 
was, and exclaimed "Leave us alone, what have you to do with us, you are God's 
chosen one." They had learnt who he was 6om the voice which had come down to 
him, and they recognized his power &om his behavior during the period of 
tenqhation.^ (italics mine)

m fW w oj, PG 23, cols. 1155-58: awiew Am
ei CKfMersunm potcfWef, gwze swA «nrvérso coe/b grant, UKfwram cwn cwf/krtrw 
coMgregotmyhijge, gnWpertwr&zrenAfr ex a&Ub ÿwr voce, gwondb m co/wnAoe ^gwcre 
.ÿrn tm  sonctm e^scendüt in et ow&Bta vox eft dlgf&(per cBcem. '%rc eft FY/mf 
mem dY/ectm, tn gwo mtAt cwnp&zcM. " ̂ foc rgttwr owdYtu voce, con^cotoe item a  
^tntM  fOMcto per coAmi&zm commoMftratwm yhwae Aomrnem FY/wm DeY ùppe/Aztwm, 
negzfe vocY non credlere, negne, AomYnem come Yndktnm cementef, Anne dY/ectwn esae 
DeY perfwfwn AoAere poteront. jgwore ftgpendinn gwYfÿYom, et novom AomYnYf notnram 
cementef, fwom cperondY vYm proeftontYorY vYrtnte bkkndüm effg ex^cAzAont. FakYrco 
Y/Ann odbrtoe fwnt gnY fefe oArcrY anYYno omnYAm tentotYonYAm oAtn/Yt, gwzf pro fuArte 
AomYnnm fmceperot. FAnn cwn, «t dYxY, praedYcatwrm effet "ccptYvYf dYmYffYonem, et 
coecYf vYfUf reftYtntYonem, " fecwnfAnn prcpAetYom dk (pfo proAztom, otgwe yhtnrwm effete 
wt anYmof AomYntnn oA YYf, gnY (pfm o/Ym Yn ccptYvYAztem oAegeront oAdkceret, 
YYAeraretgwe oA YdbAzrwm errore, necefforYo Ae/Ann prYmo gereAot Yn em  gnY fAwtwmo 
tenyore tyronnYdkn; oAtYneAont. F t gnYo (p$of per tenAztYonwn omnYnm toZerantYom 
qppngwzAat, Ydko Fncm oYt. "Ft cnm confommoffet omnem tentdtYonem dYoAoAzf, 
dYfceffYt oA eo. " DeYndle vero od AomYnnm cnrotYonem et medkArm occedkAot. gwzre 
^emeAont Yn enm dbemonef, co/^YterAantArgne fe noffe gnYf effet, cAzmontef et 
dYcentef. ".̂ Yne, gzzYd noAYf et AAY, FYA DeY? JVbvYnnzf te gzzYf fzf, funcAzf DeY. 'WA Y/Aztd 
enY/n Y//Y voce dYdYceront gnYfnom effet, Ymo etYzzm ex YYf gzzoe tenYdtYonYf tenyore 
gefferot, e/m vYrtntem noveront. (I have used quotation marks where the PG uses italics.) 
I am grateful to David McCulloch for assistance with the translation above.
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This necessity of defeating the demonic forces ̂ o  had previously mankind enslaved 

in error and idolatry led to Christ waging 'Svar" gainst their power by resisting every 

temptation so that he could &ee mankind and "give sight to the blind" (Luke 4.19 and 

Isaiah 61.1). The reference to the latter explains the relevance on the Ruthwell Cross of 

the panel of Christ Healing the Blind Man, one of the subjects for vhich Sch^iro could 

And no cormection to the CruciGxion,̂  ̂but which shows the designer's intent that the 

panels should work together. The healing of the "blind" is the corollary to the de&at of the 

hostile powers shown Ggurativdy as beasts. Later in the same commentary on this psalm, 

Eusebius says that Christ annihilated all the powers ofhis enemies and foes and cast them 

under his &et.^ Throughout his commentary on verse 13, Eusebius makes clear that the 

result of the devil's daring to test Christ's divinity is the latter's victory over the rulers of 

the world and the spiritual things of evil and Gnally, his "victory after death over the 

leading spirits."^ The point of the passage in Eusebius concerns the dual nature of Christ 

who, although he was man, had another nature capable of overcoming all evil and 

idolatrous means by vdnch the devil had ruled mankind ance the Fall and even of 

overcoming death itself^ The variant appellations for Christ in the border panel of the 

Ruthwell Cross conGrm the divinity of Christ who is also "Savior" and "Judge," the latter

^^eyer Schapiro, "The Religious Meaning of the Ruthwell Cross," BwZJgfm 26
(1944): 232.

*̂The phrase i s S e e  PG 23, col. 1159. This is on verses
10- 12.

23, cols. 1163-66; col. 1166 Gar porf mortem db
wctormm.

''"Augustine says that T f Christ is life, the devil is death.. because through him is 
death," which he deGnes as "the separation of the soul Gom the body, or a separation of 
the soul Gom God" which is the "real death." See his commentary on Psalm 48.14 in 
Ejgpoatzons on the ^ook A Select Library of the Mcene and Post-Hicate
Fathers of the Christian Church 8,174. From &g)OHtto tn Aohnos, Oemref 12: 445. This 
triumph over death is visually represented in the Tiberius C VI Psalter, fbl. 6v, showing 
Christ as Vita standing on top of Mors. See Wormald, "An English Eleventh-Cwtury 
Psalter," iHus. 125.
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pladng Ae Temptation in the desert within an eschatological &amework.̂ ^

In reading "adored," Sad is led to describing the paws of the animals as crossed in 

a "gesture of adoration" rather than as just overlapping or, if the sculptor intended them to 

be crossed, exhibiting the universal gesture o f surrender.^ If the paws of the beasts in the 

Ruthwell Cross were intended to form a cross, then it is an acknowledgment of the sign by 

which they were defeated. In the miniature of the Harrowing of Hell in the late Anglo- 

Saxon Tiberius Psalter, London, British Library, Tiberius C. VI, fbl. 14, the manacled 

wrists of the defeated devil point down, and his manaded heels turn up—in both instances 

forming a cross as if to emphasize the means ofhis defeat. Because of the spatial 

constraints of the long, narrow panel on the Ruthwell Cross, it was not possible to slmw 

the writhing bodies of the four beasts as in the Northumbrian ivory of this theme made 

later in the same century, the Genoels-Elderen Diptych.^ On the vertical top of an early 

eleventh-century pastoral staff (Eg. 9),** Christ stands on the head of one beast and on the 

neck of another, the twisting bodies of both writhing along each side of the curved handle. 

If  their horizontal bodies were eliminated, the heads o f the beasts directly below Christ, 

slightly wom,^ would look rather like the beasts on the Ruthwell panel and could likewise 

be interpreted as ûiendly without the tortured response of their extremities. Saxl also

"^Cf Paul in I Cor. 15.24-26.

^^Michael Camille, (New York Harry N. Abrams, 1998)
41, refes to the lover's surrender to his lady as indicated by his wrists which are crossed 
in a gesture of submission on an early fourteenth-century Geman casket now in New 
York, Cloisters Collection, Metropolitan Museum of Art; see Camille's 6g. 16.

Brussels, Musées Rovaux d'Art et d'Histoire. See John Beckwith, Jvory CorwMg 
m Afa&eW (London: Harvey Miller and Medcal^ 1972) 20-22, illus. 14,
and cat. no. 3. I t e  inscription in Latin quotes Psalm 90.13. On the right leaf are depicted 
the Annunciation and the Visitation.

64It was found at Alcester and is now in the British Museum.

^^Their Matures may have been rubbed smooth by the owner's hands, as could also 
be the case with respect to Christ's 6ce.
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describes Christ as standing "over" the heads of the two beasts on the Ruthwell Cross,^ 

but it is apparent that he is standing on their heads just as in the Genoels-Elderen Diptych 

and on the pastoral staff ̂

Subsequent to Saxl's work on the Ruthwell Cross, there has been a "flourishing 

industry"^ of deciphering the individuW reliefs, with the majority of opimon on the panel 

under discussion hallowing Saxl's analysis without checking his translation of Eusdaius. 

Meya- Schapiro developed the desert theme and related it to the visions of messianic 

harmony.® Insofar as subsequent scholars have mentioned that the beasts on the Ruthwell 

Cross recognized the divinity of Christ in the desert, their interpretations are in accord 

with Eusebius, Cassiodorus, and Bede, as well as with the traditional visual iconography 

of the subject. Pacihc, messianic interpretations based on the miaeading of odbr&e snnf or 

the ^plication of biblical passages not directly relevant, however, have been misleading if 

ingenious.™

The dominant panel on the other side of the Ruthwell Cross depicts a woman at 

the feet of Christ (Eg. 7), a subject which has been thematically paired with the panel just

''̂ Saxl, "The Ruthwell Cross" 1. Interesdn^y enough, he had not yet come to Ins 
reading of Eusebius in BrffisA aw / /Ac A/eÆrerrauean /  7, published the same year but
obviously in press longer, since there he describes Christ standing "on" the beasts.

®Where there was aiough horizontal q)ace on the Ruthwell Cross, the fuH bodies 
ofbeasts appear, as on the cross-beam showing a whale with a huge open mouth on one 
side and a winged dragon (very like a Viking ship) on the othw—not impossibly having 
re&raice to the beasts displayed in the vatical panel. These two sides of the cross-beam 
have not been recovered but there is an Migraving by W Penny &om a drawing by Henry 
Duncan of the four sides, 1833; see plate 39 in Brendan Cassidy, ed., Cro&r.

Brendan Cassidy, ^The Later Life o f the Ruthwell Cross: From the Sevadeenth 
Caitury to the Present," ÆftWe// Cross 33.

®"The Religious Meaning of the Ruthwell Cross" 232-45. The context, however, 
of such passages as "The beast of the held shall ^ o ri^  me, the dragons and the ostriches: 
because I have given watms in the wüdemess, rivers in the desert, to give drink to my 
people, to my chosen" (Isaiah 43.20) is quite dif&rent 6om Psalm 90.13.

™See, 6)r example, the studies included in and referred to AdAwg// Cross 
edited by Brendan Cassidy. Many provide usehil insights into other features of the 
Ruthwell Cross.
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discussed, both the beasts and Mary Magdalene being erroneously viewed as worshiping 

Christ/^ The Latin border inscriplion, as restored by David Howlett 6om early drawings 

of it in collation with Luke 7.37-38, reads, in translation: "she brought an alabaster box of 

ointment and standing behind beside His feet she began to wash K s feet with her tears, 

and she wiped them with the hairs of her head."^ There is no dispute here about what the 

woman, usually described as Mary Magdalene, is doing or with the translation (despite the 

awkwardness of "behind beside"). Commenting on this passage &om Luke 7.37-38 in his 

homily on John 11.55-12.11, Bede identiSes this woman with the one who poured 

ointment on Christ's head 6om her alabaster box (Matt. 26.7, Mark 14.3) and explains: 

"By our Lord's head, which Mary anointed, is represented the sublimity ofhis divinity, 

and by his feet the humility ofhis incarnation."^ The Ruthwell Cross proclaims the dual 

nature of Christ, the panel showing the anointing ofhis &et pertaining especially to his 

human nature. Its place on a cross is appropriate also in that, according to Bede, it was 

granted to Mary to perform this service before his burial (Mark 14.8).̂ * Lawrence Stone 

deplores the "dumsiness and crudity of the arms and hands" ofMary Magdalene, along 

with the "truly barbaric exaggeration of gesture,"^^ but it is precisely this disproportion 

that emphasizes how feelingly she wraps her long hair around him, almost like a shroud, 

with her own loving hands. Her large hand expresses more than an ordinary, 

representational hand could have; it suggests the poignancy and signiGcance of her

^David Howlett, "Inscriptions and Design of the Ruthwell Cross" JühAwe// 
CruM 81.

h o w le tt, "Insoiptions and Design of the Ruthwell Cross" 73. He reconstructs it 
(following along the borders) as + AL/4A4 /  6 'Z R I^ ;
7^77(0 . COEPIT RIGARE : PEDES EIVS : &
CAPILLIS / CAPITIS SVITERGEBAT. I have used /  to indicate Hewlett's line breaks.

(Ae PgMgmWe. ÆamiZfef on Ae trans. Lawrence T. Martin and
David Hurst (Kalamazoo: Cistercian Publications, 1991) 2:37. From TJamiAze Ge/whaze, 
PL XCIV, col. 127.

on (Ae 2. 39.

m jgrrAnn 12.
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action/^ In the corresponding pand of Christ Treading on the Beasts on the otha^ side, it 

is particulaiiy the power ofhis divinity that is acknowledged by the defeated demons.

These two largest panels taken together feature both aspects of Christ, the human 

side, as demonstrated by the 6ith&d woman tenderly wiping his &et with ho" hair, and the 

divine, as rqiresented by his triumph over the demonic minions of the devil who lost their 

age-old tyranny over mankind when he resisted their temptations. The view that both 

beasts and Mary Magdalene worshipped Christ, which has been generally held since Saxl's 

article, is artistically redundant, psychologically inq)propriate,^ and theologically 

suspect/* "The attitude of the beasts as adoring," observed Farrell in 1986, "is established 

only when the inscription is called upon."™ This might be qualihed by saying that it is 

established only when the passage 6om Eusdnus is called upon, since the inscription itself 

does not state the beasts adored Christ, and even the passage hom Eusdnus does not say 

so, as is now evident. It is the power of Christ's divinity that is emphasized by the de&ated 

beasts and his humanity by the tearful Mary Magdalene. In the Srst pand Christ also 

models the heroic struggle against evil and serves as a conversion image &)r "blind" 

unbdievers, while in the second, Mary Magdalene signiSes "the holy service of other souls 

6ithful to God,"*° including, no doubt, the viewa^.

^%f Frauds Wormald, "The Survival of An^o-Saxon Illumination after the 
Norman Conquest," Co/lecrecf fynfrngr 164 and 166 on the characteristics of Anglo- 
Saxon art. He observes that the liveliness of the hgure of St. Matthew in the tenth-century 
Gospels at York Minster, Chapter Lib., MS Add. 1, fbl. 22v, was in part due to his 
enormous hands (155 and illust. 111).

™The notion of creatures adoring the one trampling on thdr heads is rather 
masochistic.

™If the beasts metaphorically representing the devil could have adored Christ, then 
they would have been saved. The issue has been complicated by bdng associated with 
messianic ideas, with the subject of the animals given into the keeping of Adam and Eve in 
Genesis 1. 28 (cf Psalm 8.8), and with inddents in which animals representing the natural 
world acknowledged thdr Creator.

™Robert T Farrell, "Rejections on the Iconogr^hy of the Ruthwell and 
Bewcastle Crosses," TTre Cuffwig 373.

*%ede, Z/bmr/r&y on rAe 2: 36. From Abmr&ie Gemrrnae, PL 94, col. 127.
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Following Saxl's article, critical analysis of the Anglo-Saxon poem inscribed in 

runes on the two narrow sides of the cross also became problematic. Meyer Schapiro 

admitted that 'W ien we turn &om these lines to the sculpted images beside them, we Snd 

little that p0 "tains directly to the poem."*  ̂Was there a slight dehance in Elliott van Kirk 

Dobbie's assertion in 1942, the year before Saxl's interpretation of the panels was in print 

but was likely in drculation among interested scholars, that the "hgure-sculptures and the 

Latin inscriptions are of slight importance to an editor of the Anglo-Saxon text, except in 

determining the date of the cross, and may be disregarded here"*^ Ihs difBculties with the 

pictorial content and the Latin inscription, on the one hand, and the vernacular poem on 

the other, suggest that such perceptions of inconsistency resulted &om Saxl's misreading 

of Eusebius, with the result that the consequent messianic notions about docile beasts, as 

advanced by Schapiro, were not thought to be compatible with the martial imagery of the 

poem. Éamoim 6  Carragain subsequently attempted a re-reading ofboth to ef&ct a 

harmonious resolution.^ Once the misinterpretation of the sculpted panel of the beasts is 

removed, however, so is the perceived problem of inconsistency between image and text, 

eliminating the need for ingenious resolutions. Inscribed in Roman letters, the theme of the 

triumph of Christ, whose divinity is therdiy acknowledged by the subdued beasts 

hguratrvely rqrresenting the devil, is entire^ congruous with the inscribed runes of the 

Anglo-Saxon poem celebrating the heroic achievement of Christ and of the personihed 

cross itself These lines, as observed by Elliot van Kirk Dobbie, evidently derive 6om the 

same original as Dream q/" t/K recorded in the late tenth-century VercelH

'̂ "The Religious Meaning of the Ruthwell Cross" 232.

*%Uiott van Kirk Dobbie, ed., Afmor foem s cxix. On the issue
of the quality of the Ruthwell Cross, however, he quotes A. S. Cook, Dream qff/K 
Z&xxf. D&f DngfrsA Poem ̂ Arr^Mtecf to Qmew«{f (Oxford, 1905) xi, who describes it 
as "no doubt the hnest stone ouss in existence." Yet he poirits out that Cook's arguments 
about the twelfth-century date &om "the history of art" have been disproved (cxx-cxxi).

*̂ See Eamorm Ô Carragain, "The Ruthwell Crucihxion Poem and its Iconographie 
and Liturgical Contexts," f  errtra 6-7 (1987-88): 1-71 and plates 1-3; also his "Christ over 
the Beasts" 387-403.
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Book,^ and correspond to lines 39-64 of that version. The two outstanding features of the 

surviving verses on the stone cross (6g. 8) which are pertinent to the present discussion 

are the emphasis on the wounded Christ who suSas humiliation, which suggests his 

humanity, and his cosmic triumph, which refers to his divinity.'̂

Like a 'courageous' warrior preparing for battle, Christ gets ready for the

cruci&don by divesting himself ofhis clothes because he 'would' climb the 

gallows—the very opposite of the paciSc victim! This accords also with the "almost 

oblitaated" cruciGxion panel at the base of the Mary Magdalene side of the Ruthwell 

Cross in which, as Howlett desoibes it, "Christ rather stands than hangs on the 

Cross. . .There is no inscription on this panel now, and probably never was."*  ̂That the 

cruciGxion in the Ruthwell Cross poem is envisioned in the context of a battle is confrmed 

by the cross itself which, like a loyal retainer, M t challenged to support its lord and dared 

not 'bow' or bend to the earth under his weight; rather it 'hfted' him The two 

of them, both Christ and the cross, were 'insulted,' and the cross was

'steamed' with the blood that poured Gom Christ's side when he was wounded 

atre/wM 'with arrow s' This is suggestive of the terminology of the motif of the last stand 

of noble warriors vdio go down Gghting as described, for instance, in the later Anglo- 

Saxon poem,

The paradox that in tAia last-stand, victory proceeds Gom apparent defeat, is

**Vercelli, Cathedral Library, Cod CXVn, Gls. 104v-106r. The Vercelh Book 
version is primarily in West Saxon dialect, while the poem on the Ruthwell Cross is in an 
early Northumbrian dialect.

"Ô CarragMn, "The Ruthwell CruciGxion Poem and its Iconographie and 
Liturgical Contexts" 1-71, also observed the ànphasis on the dual nature of Christ on Gie 
Ruthwell Cross, but he saw it witlnn the context o f Christ's kenosis (Phil. 2.7).

have used the Ruthwell Cross transcriptions by Ô Carragain, "The Ruthwell 
CruciGxion Poem and its Iconographie and Liturgical Contexts" 15-26, but I have not 
included his square brackets partly Gr the sake of clarity and partly because this is a 
complex issue since some of the runes whidr are not now legible were reconstructed Gom 
early drawings. See 6  Carragain, n28.

"howlett, "Inscriptions and Design" 72. See the photograph by Robert T. Farrdl 
in Ær/Awg// Cross, No. 19.
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resolved because the Lord has divine power. The p o sitio n s 6>r his divine nature make 

this clear: he is gfxf (eAniMg, nicMOP 'the great king' and Akÿürcf

'heaven's lord.' K s human nature is indicated by the bleeding, corporeal body of the 

gmnan 'man.' Afterwards, those who laid down the /mnvcengwE 'limb-weary' (dead) 

body, gzftodWwM Arm ast Air /ic^ j Ago/Wtm: 'stood at the head ofhis corpse' and—in a 

moment of revelation in which his dual nature is revealed simultaneously—AiAeokAm /i . .y 

Aeq/hwBr 'bdield [...] the Lord of Heaven.' Whether in beholding they also

recognized i«hat they were seeing is left to the determination of the Anglo-Saxon readers 

of the runes who would themselves certainly have recognized the revelatory content, his 

divine triumph being so clearly visible on the adjoining &ont side. The reader of the 

Vercdli Dream jRoox/ poem, further alated by the shifting vimons of the cross in 

^ ^ c h  the dreamer sees variously an uprooted tree and a bleeding gallows tree, would 

have been prepared for the transformation hom the beginning by the dreamer's 5rst sight 

of the wondrous, jeweled srgeAgam 'victory-beam' (1. 13)."

The anomaly of its being a fkwe cross that speaks is visually resolved by having 

the runes border vine-scroUs—in an interesting reversal of elements concaning what is 

central and of substance—which refers at once to the living woocf of the aoss and to the 

metrqrhoric values accorded to the vine/vineyard images in the Bible. Vine scrolls 

inhabited by birds and animals, motifs deriving &om the Mediterranean area or possibly 

the Near East" where these w ae not Aarbidden by iconoclastic or Islamic strictures, are 

also shown on the panels, for example, of the Bewcastle cross,^ as well as on the cross 

shafts at Aberlady, Haddingtonshire and at S ^ t  Andrew Auckland, Co Durham.The

"Dickins and Ross, TAe Dream qf tAe 22.

"Douglas MacLean, "The Date of the Ruthwell Cross," TAe ÆffAwe// Crow 51, 
mentions that Kitzinger compared the Ruthwdl vine scrolls to those in carvings in 
Ravenna and to C (^ c  wooden and ivory panels, but proposed a generic relationship with 
contmnporary mosaics in the Dome of the Rock in Jerusalem and the Great Mosque at 
Damascus

^See plate 50 in Brendan Cassidy, TAe JüaAw^l/ Cross.

^See plates 6a and 6c in Stone, &w^mre m Brzfofw.
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symbolic function these motifs within the panels on cross-shafts were accorded likely 

relates to the biblical imagery of Christ as "the true vine" in whom the Aithful abide (John 

IS. 1-7). At the top of one of the vine scroll panels on the Ruthwell Cross is a cluster of 

grapes, and on both panels, birds and animals peck at Eoral, lea^ and g r^ e  cluster 

terminals.'̂  In his Ascaiaon Homily, Bede identihes the dusta^ of grapes carried on a 

pole for the people waiting in the desert (Numbers 13.24) with "our Lord exalted on the 

cross, he who said, 'I am the true vine,"' and connects this with the wine Christ poured 6)r 

his disciples, saying '"This chalice is the New Covenant in my blood, which wiH be poured 

for you.'"^ The latter associations are more hilly exploited, for example, in connecdon 

with the chalice o f the Mass in the mid ninth-century Drogo Sacramentary^ historiated 

initials in which Carolingian acanthus scrolls replace insular vine scrolls but perform a 

similar function. There, on the page opening the Canon of the Mass, they entwine the 

trellis-like structure of the cross shaping the large 7(e rgimr;) and the enclosed Old 

Testament scenes mentioned in the Canon as prehguring Christ's sacrihce, with that of 

Melchisedek celebrating the Eucharist on an ahai^ which has a large gold chalice. They 

also entwine both the trellis structure of the page opening the Easter Mass and

provide a vineyard-Hke setting 6)r the scene of the Three Marys at the Tomb inside the 

letter and, within the curved bow, for the scenes of Christ appearing behrre the two Marys

^%rape clusters are specially prominent on the south side of the Bewcastle Cross 
vine scroll panel. See Cassidy, JürfiWe// Cro&y, plate 52.

on (Ae 2: 136. From^fomr&zg PL 94, col. 174. Ô
Carragain, "The Ruthwell Crucihxion Poem" 34, re&rs to Rosemary Cranop's remarks on 
the vine scroll on Aoca's cross as the "symbol of the church in union with Christ, or 
Christ's sacramental presence in the Eucharist"; (Jarrow,
Lecture, 1965) 7. 6  Carragain, above, associates Christ as the door (viewing the broad 
margins enclosing the scarolls on the Ruthwell Cross as a dcxrr-hame) and as the vine in 
John 10.9 and John 15.1, considering the former as the one who "alone could admit them 
to participation in the life ofhis mystical body the church" (35).

Paris, Bibliothèque Nationale, lat. 9428.

^Joachim E. Gaehde, Carofûrgm» f ( N e w  York: George Braziller, 1976), 
92, plates 28 arrd 29 for this and the next initial. They occur on fbls. 15v and 58.
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(possibly also a subject on a Ruthwell Cross panel'̂ ) and Mary Magdalene at the &et of 

Christ (likewise associated with the Passion as on the Ruthwell Cross). Emotional 

engagement on the Ruthwdl Cross is enhanced pictorially by the moving scene of the 

Mary Magdalai panel and poetically in the borders Naming the vine scroll panels by the 

personiGed cross which speaks to the Anglo-Saxon vieww of its suSering and triumph. 

The enclosed vine scroll panels inhabited by the birds and animals add further synibolic 

dimensions to the visually literate Christian by suggesting that the stone commemorates 

the living cross which is identiGed with Christ and, just possibly, the viewer-hstener who 

abides in Christ and in whom, appropriately, "my words abide" (John 15.7).

Having privileged their intellectual understanding of a text over what their eyes 

saw, modem commentators on the Ruthwell Cross panel have, since Saxl, tended to 

interpret its details in relation to the Latin inscription and the misread commentary of 

Eusebius. This is perhaps not so surprising since the Latin inscription bordering the cross 

refers to what is happening in the panel, that the divinity of Christ was recognized by the 

beasts in the desert. This approach may have been prepared Bar by some of the early 

derogatory assessments of the quality of the carvings as "rude," as judged in the 

eighteenth and early nineteenth centuries.^ Gradually, greater interest was taken in the 

carvings, Grst in the vine so^oh, "which would not disgrace a classic age."^ Early in the 

twentieth century Baldwin Brown, entering the debates of that time about whm and by 

whom the Ruthwell Cross was made, commented on the ambivalence concerning the 

quality of the carvings by obso^dng the British idiosyncracy of assuming that anything

^^The inscription is difGcuh to read. See Howlett, "Inscriptions and Design of the 
Ruthwell Cross" 72 &)r the identiGcation of the two women as Mary and Martha, rather 
than Elizabeth and the \%gin Mary. As such, they would rqrresent the active and 
contemplative life.

B rendan Cassidy, "The Later Life of the Ruthwell Cross: From the Seventeenth 
Century to the Present," Ærtkwel/ Cro&y 22 and n87. He refers to the comments of 
Gordon (1726) and Pennant (1809).

^*This is by Henry Duncan (1833) as quoted by Cassidy, "The Later Life" 23.
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good was made by fbreignears or by the Cekic population^ Cassidy considers that Saxl 

and Schapiro "shifted the focus of scholarship" in their desire "to discover the meaning the 

cross might have had for the people for whom it was made."^"' Assuredly their intent was 

laudable, and their eSbrts did lead to an expanded interest in desert allusions and the 

monastic culture of eaify Northumbria/"^

In the attempt to in Hne with the mesmanic interpretations following 6om the 

w ort of Saxl and Schapiro, Wnch relied on the misreading of Eusebius, the absence of the 

image of the cross used as a weapon in the sculpted panel of Christ Treading on the Beasts 

was used as an argument supporting the intapretation of the beasts as docile. Eamonn 6  

Carragain found it liigbly sigrdhcant that the sculptors completdy avoided such heroic 

details and represented Christ with his right hand raised in blessing and a scroll in his 

leA hand."'"^ If it is indeed a scroll, much damaged, which he holds in his left hand, then it 

supports rather the distinction between this and the Mary Magdalene panel i^diere he holds 

a book, the former in its antiquity suggesting the Old Testament, which is appropriate 

since the iconogr^hy of that panel derives &om a psalm text, and the latter the New 

Testament . O n  another level, the document may be a visualization of the idea, based on 

I Peta^ 3.18-19 and I Peter 4.6, that during Christ's descent into hell, he preached to the 

captives there. Augustine applies this also to those "in this life" who are '^ so n e rs  in the 

death of unbelief and wickedness."^"* In the panel Christ 6ces the viewer, for whom 

Augustine's referaice can be thought to be cautionary. For a monastic audience this sort

^Cassidy, "The Later Life" 28. He quotes j&om G. Baldwin Brown, "Was the 
Ang^o-Saxon an Artist?" Jicw/?Kr/, 2^ ser., 73 (1916): 171. Cassidy, n.
119, mentions that Baldwin Brown "was himself not &ee &om this prejudice" whai he 
observed "clumsiness" in the Magdalene panel.

^""Cassidy, "The Later Li&" 30-31.

^"'Cassidy, 'The Later Life" 30.

^" '̂Christ over the Beasts" 383.

i<»Camille, (W n c M ;/192.

^"*Letter CLXIV, Cou/b&Mow awf Lerrers: A Select Library of
Nicene and Post-Nicœe Fathers of the Christian Church 1:521. From Oeuwef 5: 444.



72
of interpretation has particular relevance in that, like the desert saints, each pason has to 

subdue demonic temptations and wrestle with doubt. The Prologue to the Benedictine 

Rule twice refers to doing 'ta ttle" under Christ. And as 6  Carragain points out, "Psalm 

90 was prescribed by the Benedictine Rule for compline every evening" in preparation 

against "the terror of the night" (Psahn 90.5),'°^ and &r the recollection of daily sins. He 

also &)und that, until the end of the eighth century, it was read after the second Old 

Testament reading on Good Friday. It is apparent then, that anything to do with Psalm 

90 was Êuniliar on a personal level and also directly connected with the day of Christ's 

crucihxion and death. % e largest image on the Ruthwell Cross panel presents Christ's 

victory over ân and death which made everlasting life possible for mankind, a triumph 

celebrated especially at Easter. On a personal level, it serves as an inspirationai model far 

each religious person to overcome "the death of unbelief and widcedness" in daily life.

The addition of a weapon to the iconograplqr of Christ Treading on the Beasts, 

however, was not introduced until the Carolingian period. It is true that Eusebius 

describes how, after Constantine's vision, he had a cross made &om a spear by attaching a 

transverse bar across it, but this was a make-shift cross and does not yet appear to have 

become part of the iconography of Christ Treading on the Beasts.'*" In the Ravenna 

mosaic of the theme (6g. 3), Christ is not actively engaged in using it as a weapon; the 

action having already been completed. Probably the most influential of the Carolingian 

depictions is that in the Utrecht Psalter in which the deity holds a spear like that of David

'*T^or the Latin see John Chambeihn, ed., A
Cqpy, & & W C o y p n s  CAnsA Co/kge (Toronto: PontiGcal
Institute of Medieval Studies, 1982) 18 and 20 respectively.

106,6  Carragain, "Christ over the Beasts" 382.

CarragÉin, "Christ over the Beasts" 286-87. He also observes that after Psalm 
90 "came the solemn reading of the Passion according to St. John, and the adoration of 
the Cross" (287).

'*"The shaA of the cross is elongated in some early representations, such as 
depicted on an early Christian oil lanq) such as the one shown in Saxl, "The Ruthwell 
Cross" Gg. 9.
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in the Durham Cassiodorus but thrusts one end, not the metal point, into the serpent/"^ 

The other illustrated verses for Psalm 90 forming part of the same Utrecht Psalter 

miniature include Ggures with spears and also archers shooting arrows &om bows (the 

latta^ pertinent to the archer on the Ruthwell Cross^^. In the Stuttgart Psalter, bdow the 

upper scene of the Temptation inteipreted with reference to the preceding verses as in 

Eusebius, is the depiction of Christ treading on the neck of the lion and piercing the mouth 

of the serpent with what looks like the anow-end of a spear."^ Since the use of a weapon 

is not mentioned in Psalm 90.13, it is necessary to examine the conduence of related 

biblical images and their converging interpretations which led to this addition to the theme 

in the Carolingian psalters showing Christ using a spear or lance, which is then conSated 

with the cross in late Anglo-Saxon visualizations such as in the Tiberius C VI Psaher^^ 

(Gg. 5) where Christ pierces the mouth of one of the beasts with the metal point on the 

bottom of the cross-shaft. Using the cross as a weapon in this way was not yet part of the 

repertoire available to the Ruthwell Cross carver, as may have been assumed by Ô 

Carragain when he found the absence of the cross as a weapon signiGcant and supportive

^""^eims, Utrecht Psalter, c. 820, Bal 53v.

""Psalm 90.6 includes "the arrow that Gieth by day" that need not be feared 
because of God's protection. On the Ruthwell Cross, the archer panel doubtless supports 
and forms part of the militant theme of the panel of Christ Treading on the Beasts just as 
this subject is included in the Utrecht illustration of this psalm which emphasizes the 
combative features. For further discussion of the archer see Paul M eyvaat, "A New 
Perspective on the Ruthwell Cross: Ecclesia and Mta MonasGca," The Tünhwe// Gross 
140-45. He tries too hard, however, to place a "positive meaning" on the archer near the 
end of the discussion and so departs &om Psalm 90.6.

"^Suttgart, Wurtembagische Landesbibliothek, MS bibl. Coc 23, c. 820-30, fbl.
107.

^^^London, British Library, MS Tiberius C. VI, fbl. 16. Other examples are OxGard, 
Bodleian Library, MS Douce 296, fbl. 40, and the Winchcombe Psalter, Cambridge, 
University Library, MS Ff. I. 23, fbl. I95v. In this last example, the cross transGxes the 
dragon, while in the others it is the lion that is pierced, as is also the case in the earlier 
Arenberg Gospels, New York, Pierpont Morgan Library, MS 869, fbl. 13v.
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of a messiamc interprétation of the Ruthwell Cross panel.

This "missing link" is suggested by the initial in illustration of the text of a 

Co/Mwentwy on by Philippus Presbyta^ (d. ca. 455 AD), made in an Anglo-Saxon 

center on the continent between 700 to 750"* (Eg. 10). This initial is formed by the body 

of a bearded man in a tunic piercing the head of a dragon with his stake, which also forms 

the vertical upright of the letter. Like the initiai of the Cathach (and the composite beast of 

the Durham Cassiodorus), the dragon has a pointed snout with an open mouth and a band 

on its neck, in this case, harming the top border of an aidosed pand of interlace within the 

body of the dragon. The interlace, with its elbowed knots adapted to the comers o f the 

space below the neck band, adds a certain ambiguity to the initial. It might be dther a 

purely two-dimensional decorative pattern, or it might have reference to the labyrinthine 

interior of the beast, suggestive of the Jonah story,^" whidi was taken by Christ himself as 

prehguring his death and resurrection (Matt. 12. 40). Because of its elusiveness, this panel 

of interlace within the Job initial seems to shiA cryptically in value Aom the decorative to 

the symbolic."^

"^6 Carragain, "Christ Over the Beasts" 383. Furthermore, on the narrow 
Ruthwell Cross panel, diere was really very little room to add a cross. Historically, the 
later An^o-Saxon representations, in whidi the point of the cross shaft pierces one of the 
beasts, may reAect a new development in weaponry. Marc Bloch points out that, "As the 
logical consequence of the adoption, about the tenth century, of the stimq), the short 
spear of former days, brandished at arm's length like a javelin, was abandoned and 
replaced by the long and heavy lance which the warrior, in close combat, held under his 
armpit and, when at rest, suppwted on the stirrup itself" See Marc Bloch, FewW 
vol. 2, trans. L. A. Manyon (1961; Chicago: U of Chicago P, 1965) 291.

"*Cambrai Bibliothèque Municipale, MS. 470, Anglo-Saxon center on the 
continent, Arst half of the eighth cartury, Aal. 2.

^"As an indication of its popularity, see Paul E. Szarmach, "Three Versions of the 
Jonah story: an investigation of narrative technique in Old English homilies," 1 
(1972): 183-92. Possibly reAecting an Anglo-Saxon eighth-century vamon is a 
Carolingian illustrated CarMcn f  oscAo/e by Seduhus showing Jonah thrown out of the 
boat and also Jcmah r^urgitated by the vdrale in Antwerp, Museum Plantin-Moretus, MS 
17. 4, fbls. 9v and 10.

"'"Adding to the ambigmty is its tail which ends in a tripartite vegetal spray. To 
show the continuity of the use of this decorative vocabulary, compare the initial on p. 52 
o f the Cædmon Manuscript, a work I wAl discuss shortly.
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The subject of the initial gains signihcance &om its placement in a copy of a 

Comweynwy on Jb6. To contextualize Philippus Presbyter's commentary on Job and to 

show that his was not an uncommon reading, it is of interest to look Grst at a few other 

patristic commentaries. These associate related images 6om the Psalms about God 

crushing the heads of dragons and humbling the "proud one,""^ hpm Isaiah about his 

striking the proud one, wounding the dragon, and slaying him with a sword,"* and &om 

Job 40.19-21:

In bis eyes as with a hook he shall take him, and bore through his nostrils with 
stakes. Canst thou draw out the leviathan with a hook? Or canst thou tie his 
tongue with a cord? Canst thou put a ring in his nose, or bore through his jaw with 
a Imckle?"^

Gregoiy ofNyssa interprets this last as a passage about Christ's 'humanity being bait 

swallowed by Leviathan.""" Commenting further on this passage Smn Job, Gregory the 

Great elaborates:

this Leviathan was caught with a hook, because when in the case of our Redeaner 
he sazed through his satellites the bait of His body, the sharp sting of His Godhead 
pierced him through. For a hook held as it were the throat o f its swallower, ^ e n  
both the bait of the fleA appeared for the devoura to seize, and at the time of His 
passion His Godhead was concealed in o rda to kill him. For in this abyss of 
waters, that is, in this boundlessness of the human race, this whale was rushing 
hitha and thitha with open mouth, eaga for the death, and devouring the life of

"^In addition to Psahn 90.13, cf Psalm 73.13-14 referring to God's crushing and 
breaking "the heads of the dragons in the waters," Psalm 57.7 concerning his treaking in 
pieces the teeth in their mouth," and Psalm 88.11 addressing the Lord God who has 
'humbled the proud one, as one that is slain."

"'Isaiah 51.9 reminds the Lord: "Hast thou not struck the proud one, and 
wounded the dragon?" Isaiah 27.1 associates leviathan with the serpent and the Wiale 
whom the Lord shall visit with his "hard and great and strong sword" and shall slay.

"^The BfWm &KTO. JmAr Fhrsiowm 764 has: fn ocu/H en» gwasi
Aamo copW enm et m noref enw a» extrohere/wteris LewotAo» Aomo
et ̂ m e /tngzAzm eh« /wnef chmAnw tn nartbns etus et armt/Ju

eus. As in the translation &om the Douai version of the Vulgate, I 
have not included verse numbers in the tect.

""Rosemary Woolf  ̂"Doctrinal Influences on the Dream q/"t/K AfÆ 27.3 
(1958): 143. She refers to Gregory ofNyssa, Orotto Cotechettcq, AfogTxa 24; see PG 45, 
col. 66.
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almost all.̂ ^

The identihcation of the Leviathan as a whale (cf. Isaiah 27 .1) is not unusual since all 

these large sea beasts were taken to relate met^hoiically to death and the sea to hell. 

RuGnus, who also refers to the hook which is divinity concealed beneath human Gesh, says 

that Christ's descent into hell is foretold in Psalm 68.2 ('T am come into the depth of the 

sea").'^ The sort of interpretation of&red by Gregory the Great helps explain the weapon 

which pierces through the dragon's head and the attempt by the dragon to swallow the 

man's foot in the illustrated initial.^

In the Philippus Presbyter initial the Ggure portrayed without a halo plays upon the 

associations of Prr 'man,' the Grst word Job 1.1. Just as the Cathach of Columba initial 

with its zoological terminal at the beginning of Psalm 90 re&rs not to the Grst verse but to 

verse thirteen, perceived in Christological terms, so here the Ggure initial for the beginning

07% Boot & Gregory (Ae Great, voL 3 of A Library of the
Fathers of the Catholic Church Anterior to the Division of East and West (Ox&rd: John 
Parker, 1844) 572-73. SeeAfbra&a 33,9 in PL 76, cols. 682-83 : ZevKZtAan rste homo
oaptnf eft, gma %/% JW errytore Tzoftrodkon per fote/Atef fwof efoaw co/portf 7%%07Mordlit, 
r&v77%%tat%f ac«/e%%f pet/bravrt. 0%a$% Aornuf ^ ÿ p e  ̂ zaeef g/at%e7%tw te/rr/t  ̂Jkm %/% 
%//o et efca cam tf patnr^ gnam dievorator uppeteret, et dShWtar pasnoTztf terrgzore Zotxâ  
gwae Txecaret. 7/% Aac ̂ % pe agixarum aAysao, âJeftm  Aac %7%%7%%e7rntate ge/zertf /noMaTzt, 
arJ OTMTiWT» 7%%orte7%% Wzzatzf, vttampeTze omTZfa/n voraTZf, 7%%%c %tJ«cg%%e cperto ore oetxw 
ffte ̂ reW nr, fed! acJ mortem cetr zftmf Aa%7%%%f %/% Aac ag%%arw7%% prq/n/zdütate ea/fgzTzasa 
mira eft d5f.ÿx»%t%07%e fxt^/ifw f /I../ Ae ergo tfte AzmzaTZtf mortrAxzf ce A» mfâ&zMf gnof 
ve/Tet %%/tra dbvoraret, Aamxzf A/c rcptor/f ̂ üacef te/za/t, et fefe TzzordbTztem zzzozzzcycBtL As 
Rosemary WooL  ̂"Doctrinal InGuences" 143, points out, the source of the image is Job 
40.20.

^^%uGnus, "A Commentary on the AposGe's Creed," trans. W H. Freemantle, vol. 
3 of A Select Library ofMcene and Post-Mcene Athers of the Christian Church. 2™" ser. 
(Oxford: James Parka", 1842) 550.

^ A  very similar Norman initial is reproduced in Francis Wormald, "The Bayeux 
Tapestry: Style and Design," Co/ZecterJ JF/vtzT̂ fL I. Studies in Medieval Art Grom the Sixth 
to the Twelfth Centuries (London: Harvey Miller; Oxford: UP, 1984) 143, illus. 183, Gar 
the "V" beginning the text of Job that shows a similar conGguraGon elaborated to three 
Ggures, including à woman (possibly the Virgin in an allusion to the Incarnation). They use 
a hook and cords on the bestial devil, with leonine mane, who seems to emerge Gom the 
dragon on the leG.
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of Job anticipates Philippus Presbyter's lengthy commentary on Job 40.19-21/^ also seen

in Christological terms. There he makes re^ m ce  to Christ's humanity disguising his

divinity when he overcomes the devil:

Tha^e&re he will seize him in the eyes, this Behemoth, with the hook of the divine 
will—that is, God took to himself clothes from the flesh of man. The &ther said 
about the son that the devil was to be seized. He says in the eyes, that is, in the 
light itself of intelligence, where the sight of the wisdom of the rational nature is: 
there into that (nature) he was ravished by the divine wisdom, while through his 
cleverness and stratagem he does not see \^o se  flesh he might have seized to be 
devoured by death. Therefore according to this mode the devil was captured. And 
now the nostrils of that one are pierced through with spikes. That is, Christ the 
Lord destroys and drives away the one burning with rage and panting for the 
destruction of the saints in the seethings of anger [ . . .] Thus catainly the Lord 
humbles and breaks into pieces the enemy, while through the same saints with the 
wood ofhis cross he smashes him .^

Interestingly, the beginning of this commentary on verse 19, intentionally or not, uses the 

word "*man" instead of'hook," that is Aomo instead of the homo in quoting the biblical 

text.^^ Following this interpretation, Phillippus Presbyter then ref^s the BAemoth of 

verse 19 to the Leviathan of verse 20, one an inhabitant of the land, the other o f the sea,

^  would Hke to thank Janie C. Morris, Research Savices Librarian in the Rare 
Book, Manuscript, arxl Special Collections Library at Duke University for sending me a 
photocopy of the relevant pages &om the early printed copy of Philippus Presbyter, Jn 
ARstorrom Comme/rAznoywM Lr6n Zres (Basileae: Per Adamum Petrurr:, 1527) 4-7 
and 195-203.

^^rom  Philippus Prebyta, 7» Æwïorram 7b6 CommcM&zrrorwm: zgzAfr
BeAemotA Aomo dkrrm mnwAns, ear, dlaty Aowrws adkwwyA come wsAAw, m ocnAs 
ay /g f ermr. Pater mqwrt a k q w o r J  dkzAo/ns e&set caprenaks. 7A ocnAs art, ret est m 
ÇWO tnteJAgentiae Aanme, «At eft saptewttae natwae rattanaAtAs. tAt tn gwam, a 
(Anma sqptenAa r^ytas est, Akan per ca/A(Atafem swam atgwe nerjnAam nan niAbt, crans 
camea* ararte a^reAeaAlertt Aler/araMAkaa. BecraMAaa tgztar Azaic araAaar captas est 
(AaAaW. Et aaac sraAArrs wares AAas p e ^ ra a ta r. M est, ̂ irreatear ̂ üeatcra, atgae ta 
saactaraar taterrtaar Aae aesAArrs aaAeAzatear CArtstas Abaitaas caatertt et pratarAat /l.J 
Btc aAgae AaartAa  ̂et coa/Hagtt dbartaas tatartcraa, a&aa eaar per casakar saactos Agao 
srrae cracts retaarAt. The translations of the passages &om Philippus Presbyter in my text 
are by Linda Olson.

^^hilippus Presbyter, 7a BWortaa; 7oA 199, reads Job. 40.19 as: 7a acatts etaf 
gaam Aoaro ccptet eraa 1 am grate&il to Linda Olson for the observation about the 
substitution of Acaao for Traaw.
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but both mgn%ing the devil. Like Eusdiius, Philippus Presbyter sees the conquest of the

beast as prophebc of encounters at vahous stages of spiritual histoiy:

And the Prophet Isaiah regarding him prophesied, saying thus: In that day, or in 
the time of the passion of Christ, or in the coming ofhis justice. In that day [...] he 
will slay the sea-creature, who is in the sea. Following this itself is that which 
another prophet similaily says to God: You conSrmed in your power in the sea; 
you crushed the head of the dragons over the waters.

The Sgure initial depicts not only the Incarnate Christ but also, in a sense, 

incarnates in its actual letter sinqre Christ the man, whose foot is apparently going to be 

devoured by the dragon, who is himself in the process ofbeing skewered through the eyes 

and nostrils by the power of Christ's divinity. Identifying the hgure with the symbol, in 

parallel Ashion, the red stake is suggestive of the "wood ofhis cross." At the bottom of 

the stake is a pronged hook (it appears to be a double-pronged hook as indicated by its 

black tip and its slight curvature^^, that in turn symbolizes Christ's divinity. Philippus 

Presbyter says that the implements of verse 21 are to be understood as "words of divine 

potency."^^ The hook of the illustration suggests these other inq)lements as well; all are to 

be understood as symbolic of Christ's divine power that enabled him to overcome the 

devil, even though Christ seemed to be just a man. Not only is this irndal among the first 

to use human Ggures^ (in this case the Ggure represents the manhood of Christ), it also is 

among the Grst in the West to depict the direct use of a weapon to pierce the head of a 

beast Gguratively representing the devil, in this case the weapon indicates Christ's divine 

power. This use of a weapon is a &ature that was added to the iconography of Psalm

^^hdippus Presbyter, /RsTorram 7b6: Er Æxnay dk go «atrcmoAt;,
(6cgna. 6&g r/fo /!..y eg Aon, gw m man gft jbewidbm Aoc ÿaon  gst
o/zMS frqpAgfa amzA/gr orf W  dbwm. oo/^rmaaA m nirWg Aw marg; Af conAVwwA 
capwr 6&wowon fqpgr o^waa: The scriptural references are to Isaiah 27.1 and Psalm 
73.13-14.

^^Compare the implement used on the whale swallowing Jonah in the J^garJ 
Manuscript, London, British Library, MS Cotton Nero A. x, ArtiGle 3, fbl 86. Jonah in 
the whale foreshadows Christ's Harrowing of Hell. See my chapter 6.

^^Thilippus Presbyter, JA Æ^fonom JbA: sermones dhiinae potential

^^Alexandw, 7%g DgeorongfJ Lg Agr 11. He suggests that this type of initial may 
have been "invented in the British Isles."
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90.13 in Carolingian psalters. In late Anglo-Saxon representations of the related subject of 

Christ Treading on the Beasts, the weapon is transformed into a cross whose shaft 

becomes a spear point transGxing one of the beasts.

Seen within its historical context, the subject of the main Ruthwell Cross panel can 

be seen to represent Christ's victory over the beasts Gguratively representing the devil. 

Because his diwnity was hidden by his humanity, as indicated in various commentaries, he 

was able to triunq)h over the devil, who thought he could devour Christ the man. It is the 

divinity of Christ that the defeated beasts recognize. The imagery of this panel is militant 

—not padSc, as suggested by those following Saxl's mistranslation of E u s^u s—divine 

power is victorious over the Arrces of death. In this, the subject of the panel is consistent 

with the tenor of the vernacular poem in which Christ is described as a heroic warrior 

attacked by his enemies but, as revealed at the end of the poem, he triumphs over death 

because he is the Lord of Heaven. The images and words are not unrelated ûagments but 

work together to convey the promise that this new religion of&rs.

Reading Twofold Signs: Verbal and Visual Literacy

The surviving arti&cts of this period can be seen as evidence of the visual as well 

as the verbal literacy of their designa-s and makers, not to mention of their audiences, both 

of whom gained access to the word and to the image through the visible signs recorded on 

material sur&ces. Modem appraisals of some of these works have often bear the result of 

a misunderstanding of the sophisticated ^>paratus required to "read" than visually. This 

study has reconsidered the nature of the visual-verbal interaction 6om its earliest insular 

mani&stations.

To decipher the Codex Ussherianus Primus monogram with its Gheek letters 

requires the sort of knowledge obtainable &om experience with manuscripts and art 

objects imported &om the Mediterranean world. The visual ampliScation of the text in the 

Cathach of Columba initial e@ectivdy dissolves the distinct boundaries between visual and 

verbal symbolic elements. Tins initial is so calligraphic that it must have been made by the 

scribe. Since the scribe was obviously literate, it is reasonably certain that, in the instance 

of Psalm 90, itself familiar Grom daily recital, the introductory initial with its cross above a 

dragonesque creature was intended to serve as a visual typological commentary on the
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psalm's Christological signiScance/^^ It is even more demanding than a verbal 

commentary, since it assumes among its audience those for whom such an abbreviated 

visual cue calls upon a store of patristic knowledge and sufhcient experience with 

Christian visual signs to understand the meanings to which they point. The cognitive 

pleasure of recognition and the aesthetic pleasure of the visual shapes would likely lead the 

monastic reader to a greato" spiritual involvanent with the passage, resulting in a renewal 

of eSbrts to conquer evil within and to battle it without. That the spiritual engagement had 

an ^plication to the circumstances of this world as well is suggested by the &ct that the 

Cathach, whidi as Alexander points out, "means 'battler' in Irish," was later enshrined and 

carried into battles as a talisman to ensure victory . This is a story reminiscent of the 

military power that the cross itself was still considered to have in the seventh century as 

described in Bede's account o f the battle at Hefenfelth.^ The Cathach was itself a rehc^ 

snce it was thought to have been copied by Columba himself. As such, every detail of

^^^Earlier on 6)1. 6 in this manuscript, a similar cross is placed in the space between 
the vertical bars of an "N," suggesting, if not in as particular a way as the "q," a 
Christological 6ame of re&rence. It may be that as this innovative scribe proceeded 
through the psalms, more spedScally directed applications of the decorative features came 
to mind in relation to the text of individual psalms—on the descender of the "q" on fbl. 40, 
for example, there is the ornamental beginning of the zoological shape that become more 
developed on 6)1. 48 where it is related meaningfully to the bestial imagery of Psalm 
90.13. See NordmBilk, CeAzc o w / f o W n g ,  illus. 2b for a reproduction of 
the "N" and Alexander, Tnwlbr illus. 3 for the "q" of fbl. 40.

^^Alexander, DecomfgrfZerrer 9. See also Margaret Rickert, m
AdBdWk 2™̂ ed. (Harmondswortk Penguin, 1965) 216, n. 12, fbr the 

legend associated with this; and Alexanda^, 29, fbr the qualiGcation
of this. Alexander points out that the shrine was made at KeHs between 1062 and 1098 
and it was in this it was carried into battle, hence the name GatAuc/i

"Educated in die Columban tradition. King Oswald set up the "heavenly sign," or 
standard of the cross, which led to his 'teavenly victory," enabling him to regain 
ascendancy in Northumbria in 634 AD. See X Ærafwy q/"(Ae CAwcA aWPecpZe
3.2,140. Awkyia Ecc/esimAca, PL 95, col. 117.

^̂ *Relics were accorded prefa-ence over images even among Byzantine iconoclasts, 
according to Gero, "The Libri Carolini and the Image Controversy" 16.

135See http://www.unc.edu/course/artl 1 l/cehiG/catalogue/manuscripts/StCol.htm

http://www.unc.edu/course/artl
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its making acquired an added aura of holiness and signiûcance, contributing to the 

influence of its precedent-setting approadi. ̂

Up to this point, the visual ergansions of the text would not have disturbed the 

type of thinking that gave way to iconoclasm in the East. With the introduction of hgural 

art, both desirable and dangerous in times of image-making sensitivities, the possibilities 

fbr expanding the impact of a chosen subject increased dramatically. Most particularly, by 

picturing Christ, the Incarnation could be mani&stly expressed. The Ruthwell Cross, itself 

provocatively a huge sculpted monument eighteen &et high and covered with relief panels 

of holy hgural images, deSes iconodastic censure and boldly asserts the Incarnation, 

distinguishing the evidence of Christ's divinity and ofhis humanity on the two largest 

panels. The history of the Ruthwell Cross is in many ways a Asdnating study of the All of 

idols: it was broken down and smashed into pieces in 1642 following an act by the General 

Assembly at Aberdeen against "idolatrous monumarts."^^ The vidousness of the attack is 

mrggested by a letter of John W. Dods, the mason and sculptor who re-erected it in the 

church in 1887, recording 'M y impression of the Mutilated heads on the Figure work has 

all been vandalism Smadied dtha- with a hammer or with stones the stroke denA are 

visable (sic)."^' By the time an efkrt was made to bring together the broken pieces in the 

Ast of the reconstruction attempts in the early nineteenth century, the combined monastic, 

sodal, and aesthetic conditions which inspired its design were no longer rdevant.

In terms of Northumbrian culture with its warrior aristocracy, however, the subject

^^%ckert, f  w/ning m 15 suggests that there are at least Aur ornamental
links between the "rudimentary beginnings" in the Cathach of St. Columba and the earliest 
of the surviving elaborately illuminated Hlbemo-Saxon manuscripts, the Book of Durrow, 
Dublin, Trinity Coll%e MS A. 4. 5 (57), late seventh century, Al. 192v: "the practice of 
graduadng the sizes of the letters from the large initial to the Allowing text letters; the 
introduction of simple spirals and trumpet patterns as terminals of the letters; the use, 
though rare, of open-mouthed animal heads as terminals; and Ae Aequent use of Ae 
S-chain boA as hlling and as external ornament Ar Ae initial letter."

^^Uiott van Khk Dobbie, ed., Zhe AAzor foem f cxix.

^Quoted by Robert T. Farrell and CaAerine Karkov, "The Construction, 
Deconstruction, and Reconstruction of the RuthweD Cross: Some Caveats," The JüfAwe// 
CroM 40. The actual letter to J. K. Hewison is dated 14 February 191J.
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of Christ triumphing over his enemies grew &om its minimal visualization in the margin of 

the Cathach of Columba, where die text is the source of the image, to the sculpted center 

of the largest Ruthwell Cross panel, where the image is bordered by Latin script, 

theologically deGrdng its context. Also serving as a border on the narrow sides, vernacular 

runes reconstruct the Passion 6om the drst person point of view, providing immediacy 

while casting the reader as listener. This distinction of languages seems to imply that the 

designer considered Latin as suitable fbr authoritative intellectual communication and the 

vernacular fbr amplij^ing the psychological dimension through poetic recreation. Shqied 

as a cross, it recalls Christ's heroic sacridce and his triumph over death, as voiced by the 

inscribed vernacular poem, making possible the salvation of all the faithful. In the Ruthwell 

Cross the various visual and verbal elements do not merely "translate" each other; rather, 

they (xeate a "held of Anne" acting upon one another.^ The panels and dames encourage 

viewers to think associatively, both visually and verbally, recalling other depictions of the 

subject and related scriptural and patristic texts, to achieve a unided vision of cosrrnc 

triumph. The audience, however experienced in verbal and visual literacy, is stimulated to 

enter into the experience: to look, to read, to recall, to listen, to &el, and to imagine.

Perh^s commemorating a dead person or functioning as a center fbr outdoor 

preaching,^^ the Ruthwdl Cross likely also served as a beacon, literally and dguradvely, 

showing "the way" to travelers. As Farrell and Karkov observe, it lies "at a series of mryor 

nexus points" being situated "at the end of Hadrian's wall, with easy communication by 

land with the monastic centers at Monkwearmouth and Jarrow, and a quick, direct route 

by sea to Ireland."^*  ̂What would have been apprehended drst by travelers is the 

monumental size of the sculpture shaped as a cross, ddOning it as a Christian symbol of 

salvation Upon ^proaching doser, travelers would have begun to make out the pictorial

^^Compare the observation made on Jaqrer John's work in Jessica Prinz, 
Drsconrw/Discowrfg m Æ f (New Brunswick, NJ: Rutgers UP, 1991) 24. There is 
considerable similarity between illuminated manusoipts and modem conceptual art.

140Stone, 10.

^*̂ Farrell and Karkov, "The Construction, Deconstruction, and Reconstruction of 
the Ruthwell Cross" 35.
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features of the panels within the enclosing shape of the cross i^iiich gives signihcance and 

overall context to each of the scenes. The hrst scene to resolve itself to the eyes of the 

approaching viewer would have been the largest panel, that of Christ Treading on the 

Beasts,**  ̂making it instantly appealing and relevant witlnn its historical and cultural 

miliw. Those who had heard ineachers talk about Christ's conquest of death and the 

message of salvation oGered by Christianity, with its 'hiore certain knowledge" of "what 

went before this life, and what fallows,"^*  ̂could have explained to others this story 

powerful aiough to lead to conversion. The greatest number of viewers of the cross in 

Ang)o-Saxon times would have been visually literate by experience with similar symbolic 

images and tb ro u ^  having bad the associated narratives explained to than, needing only 

the stimulus of a &w pictured details to reGesh these in their minds.

An important form of litaacy evidenced by the borda panels around the vine- 

saoll sides of the Ruthwell Cross involves knowledge of the vemacula runic alphabet, 

which must have seemed more distinctly Germanic at this early period and was used on a 

few o tha roughly contemporary carvings such as die Bewcastle aoss, the Franks Casket, 

and the Gandersheim Casket.̂ ** The runes on the Ruthwell Cross convey not only the 

vernacular text but, by their nature, imply that the saaed inystaies must be unlocked by 

the viewa."^ What is intaesting about the content of the runic passages on the Rudiwdl 

Cross is that they imaginatively reconsduct the Christian story using the heroic vocabulary 

of the Germanic scop to reinfbrce, Gom a completely d if^en t dnection, the militant 

iconography of the sculptured panel of Christ Treading on the Beasts.

"^ a ird l and Karkov, 'The Construction" 36, suggest this panel would have been 
the original Gont face.

^^As mentioned by the one of King Edwin's chief counselors who gave this as his 
chief reason fbr adopting Christianity in the moving passage about the length of man's liG 
extending no longer than the time it takes fbr a sparrow to Gy through a warm banqueting 
hall back into the wintry storms outside. See Bede, ^  Chwch cmcf
feqp/e 2.13,125. PL 95, col. 104.

^^See the discussions and reproductions o f these in Beckwith, Tvory Cczrvrng 13- 
19. See also my previous note on the St. Cuthbert cofBn \^ c h  has runic inscriptions.

"T his sense of runes is made explicit in the Cawlmon Manuscript, which I chscuss 
in the next chapter.
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Although the audiœce of Ruthwell Cross would have been more sodaDy 

varied than that of the Cathach of Cohunba, a richer experience would have been available 

to those verbally bilingual and visually literate, the latter not a lesser but a vital 

requirement for a fuller spiritual understanding of the whole. What is by now evident with 

respect to the vocabulary of Anglo-Saxon designers is their ûexibility and ease in moving 

between the pictorial and the verbal, the symbolic and the literal, allowing multiple levels 

of meaning to accrue and demanding the fullest possible participation of the audience. It 

would be difhcuh for a contemporary, however literate, not to be moved by sudi a 

testament of fmth, so carefully designed and executed, without wanting to learn more and 

become more involved, no matter at which level the experience (itself a kind of 

communion) begins.

Conclusion: Pictorial and Poetic Rhetoric

Now that I have reclaimed the militant context of the main panel of the Ruthwell 

Cross, which reflects the runic poem's transformation of the suffering hero into divine 

victor, it is p a h ^ s  instructive to turn brieûy to another aspect ofMeditorranean induence, 

whetho" classical or Byzantine, on both insular art and poetry, namely, the practice of 

rhetoric. Henry Maguire, in his study of the importance of classical rhetorical genres and 

techniques on Byzantine art itself points out that the prestige and impact of rhetoric was 

greater in the East than in the West horn the fourth to the hfteaith caituries,^^ and so it 

may have been primarily from the former that rhetorical expertise passed to Britain. On the 

Ruthwell Cross aesthetic appeal as well as paradisal and Eucharistie symbolism is provided 

by the rhetorical embellishment of the decorative vine scroll panels. Controlled and 

ordered as it is in its design, the Ruthwdl Cross contains and directs responses to move 

the audience in every possible way both to contemplate the divine mysteries presented and 

to incarnate them in thâr own lives, the latter suggested by the panel shoving Mary 

Magdalene (and perhaps another one which might also depict her with her sister
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Martha^* )̂.

With respect to v a ta l ihetoiic, Bede mentions in particular his elder contemporary 

Aldhdm, whose name has been linked with the composition of the poem on the Ruthwell 

Cross, as a learned man with a "polished style" as exemplihed in his book 0»

Mrgimity. Addressed to the nuns of Baiking, Aldhelm's book encourages them to 

engage in active combat against the dragons of \dce,^^ in itself an interesting expanâon of 

the sort of conquest modeled by Christ in such visualizations of Psalm 90 .13 as on the 

Ruthwell Cross and in the manuscripts discussed. Aldhelm studied not only at 

Malmesbury, settled by an Irish community that had an unbroken tradMon of grammar and 

of rhetoric, and at Canterbury where Theodore of Tarsus taught, but he was also an 

enterprising collector of books, searching the merchandise of the ships arriving at Dover 

for them.̂ ^  ̂This talented churchman, who was iqiparently the jGrst writer of Latin verse in 

England, also communicated the Christian narrative to the ordinary people by playing his 

harp and singing songs in the vernacular . In a letter to King Aldhith of Northumbria,

Aldhelm included a hundred metrical riddles, the hrst written examples in England of the

^*^owlett, "Inscriptions and Design" 73 considers this the subject of the panel of 
the two women. The words appear originally to have contained the words "maijia" and 
"maria." The panel has, however, also been identiGed as the Viatation.

^**Howlett, "Inscriptions and Design" 92-93. In addition to manuscript evidence of 
echoes of the poem in other Anglo-Saxon woiks, Howlett also refers to the story told in 
William of Malmesbury that King Al&ed considered him the best of aH poets.

CAwcA aw / 5.18,299.

^™The poetic version has been translated by Michael Lapidge and lames L. Rosier, 
yIMgAeAn. foefic IPorts (Cambridge: D. S. Brewer, 1985) 102-67. Michael Lapidge, 

Aldhelm, the AdfbrngKrornm and Wessex," A/iedkva/i 23 (1982): 157- 
62, discusses Aldhehn's introduction of dragons, which he speculates might be current in 
contemporary poetry, as suitable violent adversaries for his aggressive virgins.

^^^Dorothy Whitelock, Begrmrmgs (1952; Harmondsworth:
Penguin, 1965) 192. The latter in&rmation, as she points out, is preserved by William of 
Malmesbury. Aldhelm was also in correspondence with continental churchmen such as 
CeUan ofPéronne (194).

^^^Whitelodc, 7%e Begrwirngf q/^Brrg/rsA &»crg(y 194 and 205.
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genre delighting in intellectual puzzles, enigmas, obscure and ingenious parallels and 

paradoxes/^ These are not unlike the Ruthwdl Cross poem, a rhetorical tour de 6)rce 

arousing compunction/^ David Howlett speculates that the Ruthwell Cross might have 

been made during the time of Pecthelm (d. 735) i^ o  was bishop of the see closest to 

Ruthwell and was for a long time a deacon and monk with Aldhelm."^ Whether or not 

Aldhelm wrote the poem which came to be inscribed on the Ruthwdl Cross or whether 

the designer was a direct heir to his inhuence, what is evident is that the intellectual and 

artistiG traditions associated with the pracdce of rhetoric existed in England at the time the 

stone monument was designed, accounting for its sophistication, a feature which is in 

contrast to the early fburtearth-century illustrated vernacular works which grew out of a 

dif&rent tradition.

The interplay between word and image which began in the Cathach of Columba 

and developed into its fuller expressions on the Ruthwell Cross eloquently demonstrates 

the sort of sophisticated productions these early works were in all their component parts. 

The early signs of a developing intimacy between vernacular texts and visual 

manifestation, both more naturally accessible to an English audience gaining conhdence in 

their own national identity and its expressions are mani&sted in the panels and borders of 

the Ruthwell Cross. This process was interrupted for a time by the \nking invasions which 

began in the late eighth century and continued sporadically undl King Al&ed began to gain 

military ascendancy. When cultural activity began to flourish again, die period of 

iconoclasm in the East was at an ofBcial end.

^^^Whitelock, qfEng/rsh Axzefy 193.

^^See the study by Margaret Schlaudi, "The 'Dream o f the Rood' as 
prosopopoeia," rn ho/wwr q f Gar/gfon (New York: UP, 1940): 23-34.

"Row lett, 'Inscriptions and Design" 92.
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m

The Wisdom and Power of Ae Creative Word: Images for Meditation 
and Transformation of Self and Society in the Late Anglo-Saxon Period

Introducdon

The main panels of the Ruthwell Cross, as I have shown, fsature the dual nature of 

Christ, the suSering human side and the triumphant divine aspect of the heroic Christ. 

Unlike, for instance, late medieval meditations, like Nicholas Love's vernacular AAror 

fAe Li/k of Jleaws (c. 1409), which focus on the emotional and carnal aspects

of Christ's Passion,̂  both natures of Christ are poignantly and exuberantly brought out in 

the vernacular rune poem inscribed on the Ruthwell Cross. The works I am now going to 

examine continue to demonstrate the importance and centrality of images to an 

incamational theology, serving as a link to the divine to guide the meditation of the 

devout. The residue of the iconoclastic debates, in tarns of its eSect on English works, 

was that there was an interest in portraying the image of the Incarnate Christ as a stimulus 

to meditation. In some of these post-iconoclastic English works, a sharpened interest is 

often shown in the connections, even identihcations, between verbal and vimral 

expressions, so that instead of two panels beiog devoted to the subject as on the Ruthwell 

Cross, both natures of Christ are alluded to in a single image mani&sting the Word made 

flesh.

In addition to saving as a site for meditation and praya by way of en g ag é  

viewers in a multifaceted way with diSerent aspects of the deity concentrated in a verbal 

and visual conq)lex like the Ruthwell Cross, both images and words become synergistically 

involved in narrative movemait in the late Anglo-Saxon Caedmon Manuscript. A fla 

meditating on the icon of the deity in the &ontispiece and responding with the opening 

words of the poem facing it at the beginning of the Caedmon Manuscript, the audience is

^Nicholas Watson, "Conceptions of the Word: The Motha^ Tongue and the 
Incamadon of God," AewMM&evo/ I, ed. Wendy Scase et al. (Oxford:
ClarmdonP, 1997) 104.
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propelled into the pictorial and verbal narrative which makes accessible to the meditative 

reader God's intention and his plan for the salvation of mankind as unfolded in history. In 

this manuscript, the power of the eternal Word activated in time is revealed to the spiritual 

understanding of the audience prepared to look within and to see, in the succeeding 

miniatures which Amction as visual exegetical "gathering" sites^ far the monastically 

educated reader, the "hidden" Christological meaning of the scaipturally based Old 

Testament narrative.

Because the Cædmon Manuscript represents an extraordinary phenomenon in 

being the Arst extant European vernacular poetic manuscript with an extensive program of 

illustrations, it needs some contextualizing in terms of the historical and cultural events 

that gave rise to it and in terms of a few of the personalities whose commitment to 

building a Christian state in England created the circumstances that nurtured this unique 

development. This progression A"om representations of iconic to narraAve images in 

corgunction with vernacular poetry did not come about all at once, but resulted A"om the 

impetus given to the process by a conrbination of dramatic events in which the vernacular 

became a key Agature of national policy and by a subsequent revival of monasticism which 

led to a concomitant revival of the visual arts as part of its program of expansion. The 

\% iog raids which all but devastated EGbemo-Saxon culture were partially stemmed by 

King AlAed who, in view of the sharp dedine of Latin htaacy, promoted vernacular 

literacy among the ruling class as an instrument of moral governance to ensure overall 

victory. The Al&ed Jewel can be viewed as a symbol of his achievemmit, the image 

reAecting to the meditative viewer at once the wisdom of the Logos and that of the king as 

his earthly vicar, inheritor of the Christian empire, who modeled himself on the divine 

exanplar. This object demonstrates the Arst connection between the idea of the vernacular 

and an interest in the Wisdom of the Incarnate Word which is of particular interest in this 

(h ^ e r .

The concept of the king as God's earthly representative was actively promoted and

^As Mary Carruthers uses this tarn  in MedSfWron,
and tAeAWrng J/nages, ^00-7200 (Cambridge and New York: Cambridge UP, 1998) 
especially 32-35 and 151.
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eo*elHshed in the time of Al&ed's grandson. King Edgar, by his chief advisor, Dunstan. 

This was the versatile man who initiated a monastic revival in the second half of the tenth 

century, providing the seed-bed fbr the cultural growth that Showed. An early product of 

this was Dunstan's own self-portrait be&re an image of the Incarnate Word. Because it is 

drawn on vdlum, rather than inscribed on a monument or embellished on ah otgect, this 

shift in medium allowed subsequently 6)r more extensive narrative development with 

respect to the dramatic potential o f images of the creative Word. It m arts the Srst 

appearance in English manuscripts of the continental Ggure style, which was more 

developed than the abstract formulations characteristic of Hibano-Saxon art; in its added 

color it introduces the characteristic Engjish-style colored outline drawing (Dunstan also 

made designs fbr embroidery), and it initiates the styde of the &mous "Winchester" school 

of English illumination associated with the Benedictine revival.^ While Dunstan's 

accompanying verse insmiption is in Latin, echoing the psalms whose recital was sudr an 

integral part of monastic life in the early period and became again a measure of its 

reestablishment, this post-iconoclastic miniature also aSGrms the paradox of the 

Incarnation by means of a visual image representing the imdsible Word. In doing so it 

exhibits a sophistication about the function of the religious image as a means o f access to 

the divine, modeling a rdationship between the meditative viewer and God that also 

informs the more extensive program of image-word relationships in the vernacular 

Cædmon Manuscript.

It is difBcuk to escape the observation that both the circumstances which led to the 

promotion of the English vernacular and the inSuaice of the iconoclastic debates resulted 

in a heightened awareness of words and images as highly charged vehicles of power and 

revelation. Because of their potency and hence danger o f misguided use, a defensive 

attitude attached itself to both. The increasing use of the vernacular is also important in 

connection with images because it agnals that the En^ish were making the imported 

religious infuences and cultures from the continent their own, accessible to a larger range 

of native speakers. When the Vikings under Cnut gained power in England in the early

%lzbieta Temple, AAnwscnpt; 900-7066 (London: Harvey VGller,
1976) 17.
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eleventh century, there was no longer any apparent attempt to destroy the religious culture 

established in England at the dme; rather the desire seems to have been to become part of 

it, as exemplihed by the miniature of Cnut made in imitation of an earlier rq)resentation of 

the English King Edgar. In the Cædmon Manuscript, which was likdy made during the 

time of the Viking ascendancy, thae  seems to have been an attempt to accommodate 

Viking tastes and even to model Noah's ark on a Viking dragon ship such as formed the 

splendid fleet marking Crmt's anivaL The program of visual narrative in this manuscript, 

representing the biblical past, was ûexible enough to incorporate visual elements of the 

nadonal present, in&rming both to form part of die same story, making salvation history 

intelligible to those viewing the drawings and reading, or following the reading, of the 

vernacular poetry. Increasing access to a text by pictorial and verbal means also directs the 

thinking of a community of viewers and strengthens the newly converted in their values.

At this moment and in this manuscript, when a rqiresentation of Mkiog power is viewed 

not as a threat but as a model fbr a biblical symbol of the Church and of the celestial city, 

the assimilation of Airmerly disruptive forces into native culture is surely if precarious^ 

mani&st—be&re political condicts again led to changes in the linguistic and artistic 

landscape.

Part I

The Wisdom of Al&ed: Vernacular Reading and Moral Governance

Associating the moral state o f the nation with its vulnerability to the Viking raids 

which began in his own time in the late eighth century, Alcuin writes to the Northumbrian 

King Ethelred and his chief men that pillaging by Viking "foxes" of 'the  chosen vine" was 

perhaps a judgment against them 6>r their sexual excesses, including sins committed 

against nuns, and their immoderate hrxuriousness in personal habit and attire at the 

expense of the hungry and cold poor.* By way of solution, he urges his "fWlow-soldiers"

*"Alcuin's Letter to King Ethelred," EwfxAAdWZe vfges JOO-7000, ed. Robert 
Brentano, Sources in Civilization IV (New York: Glencoe, 1964) 272. For the Latin text 
of Alcuin's "Ad Aethelredum regem," see Colin Chase, ed., Ze/ter jBooA?
(Toronto: PontiScal Institute fbr Mediaeval Studies, 1975) 54-55.
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to defend their country through prayers and acts of justice and mercy, obeying the priests 

of God, fbr "they are interceders fbr you, you [ . . defenders of them. As advisor to 

Charlemagne, Alcuin's view of the rnyermm no doubt also contributed to

the way in which the Carolingian enqrire came to be empowered through this mutually 

supportive interdqraidence of ecclesiastical and political authority.

In England when the Viking threat was somewhat contained after close to a 

century later. King A16ed (871-99) 13cewise wanted to ensure peace in the earthly realm 

by improving the moral h& of his kingdom. To this end, he engaged not only in military 

combat and established a critical netwodc of 6>rts but, upon defeating the \nking army at 

the battle ofEdington in 878, gave priority to reviving religion and learning so as not to 

renew God's displeasure. Just as Bede claimed that students came to  Northumbria in his 

time, Al&ed recalls, in his prose pre&ce to his vernacular translation of Gregory's 

fùKfora/ Cure,^ previously fbreign@-s came to learn wisdom and now this Sow is revased. 

According to Al&ed, who may have exaggerated to make his own contribution stand out, 

virtually no one could translate Latin into English any longa but some could read English. 

After learning &om various teachers himself he determined to translate the most 

important books which people should know into English books. As he says in his pre&ce, 

he made the translation after having prepared himself by learning it as best he could 

understand it and as he could clearly interpret it. What he does is, in eSect, \\diat Bede 

says Cædmon did, and what artists tm d to do when they "translate" one fbrm of 

communication to another that is, he reconstituted it within the context of his own 

historical situation.' Of course, there would have been a strongly biased input into this 

process since he learned it &om his archbWmp, his bishop, and his mass-phests, their very

^Alcuin's Letter" 274. Chase, LeAer Book; 54.

^ o r a discussion see Bullough, qfCAar/grnqgwe 165.

^Al&ed, pre&ce, Atr/oro&f, ed. Al&ed J. Wyatt (1919; Cambodge:
Cambridge UP, 1953) 22-24.

'On his methods of translation and the modiScation he made to Gregory, see Janet 
Bately, "The Nature of Old En^ish Prose," 7%e Congwwfw to OM ÆngAsA
Lftcrutwe (Cambridge: UP, 1991) 75.
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numlw suggesting, however, that the moral governance issues, whetha- Gar the cleigy to 

whom it was addressed or Gar the present and future leaders they would guide, involved 

contemporary applications that were not all that easy of solution and wwe much 

discussed. As Keynes and Lapidge point out, Gregory's insistarce on learning as a 

quali&cation Gar those in leadership is echoed by Alfred's inâstence, as recorded in Asser's 

biography ofhim, that ealdormen and reeves should devote themsdves to the study of 

wisdom, accessible in the vernacular .̂  Tha-e is no sense that, as in some strains of late 

medieval thought, the vernacular was not up to the task. When he remembers how the 

law was Grst known in H ^rew , and again by the Greeks and Romans and now by 

Christian nations, his own joining the ranks, A16ed appears consciously aware also that, in 

translating crucial texts into English (including books vdth a historical perspective such as 

Bede's or in encouraging others to translate them, he is engaging in a trans&rral

of power and is enhancing the status of his own nation." His interest in a historical 

perspective and the siting of English history witlnn the continuum of God's plan is further 

demonstrated by the woiks he made available in the vernacular. These include the free 

English prose translations A16ed made or had made of the Erst Christian history of the 

world written by Orosius, the tAe Rqgow— into which he interpolated an

account told to him orally by Ohthere and Wul6tan about their travels around

^Simon Keynes and Michael Lapidge, introduction, (Ae Great. Asser s Life 
ofKing At&ed onol GtAer CootefKporary &wrces (London: Penguin, 1983) 29. For details 
see the LiGs in this collection, chapter 106, pp. 109-10, concerning Alfred's compelling 
uîÿist judges to learn to read, or to be read to &om English books, in order to acquire 
wisdom.

"̂̂ Watson, "Conc^ytions of the Word" 94-95. He is talking about Love's AArror 
which maintains that simple souls and the vernacular are incapable of moving beyond the 
literal in terms of the scriptures and therefore the latter should not be translated.

^^Ruth Evans, Andrew Taylor, Nicholas Watson, and Jocelyn Wogan-Browne, 
"The Notion of Vernacular Theory," Mea rAe FemocaZor. An AntAô/ogy
Eng/fsA Lfierory J2&0-/J20 (University Park, PA: Pennsylvania State UP, 1999)
318. They discuss Middle English theory, but the same view of "a transferral of the 
Roman to another people" seems applicable to the Al&edian enterprise.
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Scandinavia^— and the translation of Bede's aïory originally writtm in Latin. Initiated

under A16ed's program encouragng the making of English texts, the 

CArowc/g includes descriptions of his own victories against the Danes. As indicated in his 

preface to the fwfomZ Care, his target audience is &edx)m youth wealthy enough to 

have the time to learn, in other words, the future leaders who would rebuild the nation 

along English lines and unite the people under thâr direction. This situates the vernacular 

as the literary language of the court, rather than of the middle and lower classes only as 

was the case in the early fourteenth cartury when Frendi was still the primary language of 

the ruling dass even centuries after the Norman Conquest.

Consolidating control by the Christian state, Al&ed's laws emphasize loyalty to 

lord and king,̂ * reûecting contemporary reality and the toll taken by treacherous 

6 ctions.̂  ̂His nationalist ambitions were partially realized in 886 when, according to the 

Chromc/e, all the Enghsh except those under Danish rule acknowledged his

^^This was suggested to Orosius by Augustine and inspired by the latter's Crry q/" 
See Janet Backhouse et al.. The GoWen Wge ydrt P66-T066

Bloomington: Indiana UP, 1984) 20, cat. no. 2.

^^While Latin would be fbr those more advanced in learning and destined fbr holy 
orders, Greek seems to have disappeared as a desirable language, probably because it was 
impractical in the circumstances in wWch getting leaders to learn to read English was an 
accomplishment.

^̂ Alhred, "The Laws," The &zr/yAAdüZe /fges 269-70.

^̂ This is rqrparent hom Æthelweard's unique tenth-century verâon of the Anglo- 
Saxon Chronicle, which he translated into Latin fbr the abbess of Essen, Matilda (the 
granddau^ter of Edith, a sister ofKing Athdstan who had married the German Otto), 
both being descended Aom the royal house of Wessex. See "Æthdweard's account of the 
closing years of A ged's reign," Great. Asser s Life of King Al&ed owT other
coutenyorwy sources, trans. Simon Keynes and Michael Lapidge, (London: Penguin, 
1983) 190. For a discussion see F. M. Stenton, v4/^tb-&ncon 2™" ed. (Ox&rd:
Clarendon, 1947) 342 and 455. He Gnds it remarkable that a lay nobleman tried to write a 
Latin history, proof o f the eûècts o f the tenth-century revival of learning. On the latter, see 
my fbllowing discussion.
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leaderdiip^^ (only in King Edgar's time did the Danes submit too, a situation fadlitated by 

allowing them to keep their social and legal customs).

Like the continental Charlemagne and his successors, Al&ed appears to have bem 

inspired by King David, hence his personal prose translation of the Grst GAy psalms, to 

which he added explanatory comment when he thought it necessary," even to the point 

where he described David's difBcuHies in terms of his own." His translations were 

applauded by his contemporaries and successors, as exemplihed in one Latin acrostic 

poem which describes him as running "con&dently through the Sdds of foreign learning," 

and later in Æthelweard's Latin version of the C%rw»c/e, whidi rej^s to his "divine 

learning."^ This last is evidenced by his translation of Boethius "&om rhetorical Latin

^̂ The Laud Chronicle (E), 7%g trans. G. N. Garmonsway,
Everyman's Library 624 (London: I. M. Dent, 1955) 81.

"These have recently been shown to be in his hand accordir% to Simon Keynes, 
"The Age of Al&ed," AAztrngg qfEng&zwt .dngfo-jkom» uW  Cn/A/re .4D 600- 
900, ed. Leslie Webster and Janet Backhouse (London: The British Museum, 1991) 254.

"Bately, "The Nature of Old English Prose" 75-76.

"See Malcolm Godden, '%blical Literature: the Old Testament," 7%e 
ComgwnoM to O&J L&erofwrg (Cambridge: Cambridge UP, 1991) 224-25 fbr
sped&c examples.

^T w o acrostic poems on King Al&ed," and "Æthelweard's account o f the closing 
years of Al&ed's reign," both &om (Ac Greot. Æ w r f  Life ofKing Al&ed aW  
otAer confenywwy sowcef 192 and 191 respectively. My quotadon is of the last line 
(below) of the acrostic poem given in Michael Lapidge, "Some Latin poems as evidence 
6)r the Reign of Athelstan," 9 (1981): 82:
Æ» AAf dücendÜMf e ce/o GroAe toÆ.

fJe&M âw! TMcnrem socrTf, soAwe we&zfl /
Jkcte dbcgf, prcperw», nmreÆ /=renm r/
Ecce düro sender Arcrare AzAoME. /=Aden6z/

Lapidge translates this as: "Behold, may all the Graces descend &om heaven upon you! 
You shall always be joyous, Al&ed, through the happy walks [of H&].
May you bend your mind to heavenly af&irs; be disgusted with trappings.
Rightly do you teach, hastening &om the decqrtive charm of [worldly] things.
See, you apply yourself ever to gain the shining talents [cf Matthew xxv. 16]:
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speech into his own language—so variously and so nchly," that it aroused 'fearful 

emotions not only in those familiar with it but even in those hearing it [fbr the hrst 

time] . '^  This passage allows a glimpse of contemporary reading, re-reading, and listanng 

practices and expectations and, most signihcantly, of the success of Al&ed who was able 

to perform this &at in so accomplished a manner as to move and unite his mixed audiaice 

in a common response.

Rule by the Word: the Al&ed Jewel as an Image of Divine and Earthly Kingship

In this court-based culture, it is likely that the exigencies of time and resources 

during the period of reconstruction, as well as Al&ed's emphasis on the written word,^ 

resulted in a vernacular textual rather than an artistic legacy. Notable exceptions to this 

observation are the Al&ed Jewel (Sg. 11)^ and the Fullw Brooch (Gg. 12).^ The Al&ed 

Jewel, like the Ruthwell Cross, speaks in the vernacular, in this case declaring in large

capitals (reafBrming the sense of continuity with Roman Christianity and empire): 

+AELFRED MECH HEHT GEWYRCAN 'Al&ed ordered me to be made.' The enclosed 

cloisonné Ggure portrays an arthroned man bolding two Goriated rods. The idaitity of this 

Ggure has caused much speculation. It has been described as a personi&cation of Sight by 

analogy with the representation of the Ggure holding the two cornucopias (or sprouting 

vegetal forms) at the center of the design featuring the 6ve senses on the Fuller Brooch, 

and as Christ incarnating the Wisdom of God (I Cor 1.24 and 30), with the back

Run conGdently through the Gelds of foreign learning."
For the Latin text of the Chronicle see A. Campbdl, ed., Chrowc/e 
(London: Thomas Nelson and Sons, 1962) 51.

^"Æthelweard's account of the cloâng years of Al&ed's rmgn, " &om Ae
Great. Axser's Life ofKing Al&ed aw/ Other CoMtemgwrary 191. The Latin is
given in Campbell, 7%e Chroatc/e q/^Aethe/weon/ 51.

K eynes, "The Age Al&ed," The A/a^ng Ang/o-Axrom Art awf
CWtwre 255.

^Oxford, Ashmolean h&iseum, inv. no. 1836,371, late ninth century.

^London, British Museum, M&LA 1952,4-4,1., silver, niello, late ninth century.
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represeiiting Wsdom as the Tree of UA (Allowing Proverbs 3 .18).^ A bgure ofW sdom 

depicted as the Incarnate Christ holding a book in his right hand and a foweriog rod in his 

left is shown standing within the "D" b^inning the Book of Wisdom in the earlia^ 

continental Grandval Bible,^ a copy of Alcuin's revision of the Latin Vulgate (ûg. 13). 

This pictorial type combines motiA associated with Isaiah 11.1-2 (concerning the flower 

that would rise 6om the root of Jesse, takai as an incamational image) and John 1.1 

(rearing  to creation by the Word).^ The dowering rod or shoot or scepter, as Schiller 

indicates, was portrayed in a variety of ways. While the Incarnate Word as Wisdom is 

shown holding one branch in the Grandval Bible initial, Christ is shown holding two 

dowering rods in a position similar to that in the Al&ed Jewel in the panel inset into the 

Temple in the miniature of the Third Temptation in the Book of Kells,^ where it 

represents the human nature of Christ, while his divine nature, challenged by the devd, is 

represented by the dgure of Christ above.

Another level of meaning Ar this dgure wiA the two dowering rods in the Aided 

Jewel may be understood Aom its use. It has been associated with the worth ddy 

mancuses (approximately one-half pound weight in gold), whidi was to accompany each 

copy of Al&ed's translation of the fastoruJ Core sent to all the bishops, and which was 

later glossed as a "pointer," the Aided Jewel itself possibly Arming the head of arch a

(he Great. Æ ser f  LiA ofKing Aided awJ Other Co/ftemgrorary &wrcef
204.

^^London, British Library, MS Add 10546, Tours, c. 840. It contains ddy-dve 
initials as well as Aur drU-page miniatures. I will discuss the Genesis mmiature with 
respect to the concqrt o f creation by the Word in connection with the Caedmon 
Manuscript.

^See also Proverbs 3 .19: "The Lord by wisdom hath Aunded the earth." On the 
iconcography of the Logos and of the Tree of Jesse see Gertrud Schiller, JcoMO|gruphy 
Chrütta» Art, vol. 1, trans. Janet Seligman (Greenwich, CT: New York Graphic Society, 
1971) 6-12 and 15-22.

^*Dublin, Trinity College, Ms 57, Al. 202v. This analogy was noted by Joan 
Clarke, The ataJAAnater LavetJ (OxArd: UP, 1961) 8, vdrere she also
draws attention to similar condgurations in Celtic art.



97

tool^ or of anotha^ sort of book-mark or reading-aid.^ I do not think it beyond the realm 

of possibility that the hgure with light reddish brown hair on the Al&ed Jewd represents, 

on dijBEerent levds, both the Incarnate Word as a Ggure of\^Hsdom (Al&ed's designation 

&)r in his translation of BoetbiusP^) and Al&ed who Ashioned himself on the

model of Wisdom, the source of all authority according to Boethius.^ If Al&ed were not 

meant to be identiGed with the Ggure, there would be little point in the &ammg inscripGon. 

Such an identi&cation of the king with Christ is suggested in another contemporary 

acrostic poem addressed to Christ but having the name AELFRED as its 'leA-hand 

legend."^ If this dual application is correct with respect to the Al&ed Jewel also, thm  the

^See Leslie Wd)ster, "The Al&ed Jewel," The AAz&mg EugAxwJ283 fbr this and 
other suggested possibilities.

the Great; Asser j  Life ofKing Al&ed a/kJ GtAer Cantengwrmy &wrces 
205-06. Keynes and L^idge, consider also the possibility that the Al&ed Jewel was also a 
Symbol of worldly ofQce, Gtting fbr one who valued wisdom so highly.

31Bately, "The Nature of Old English Prose" 77.

^ GAJ Eng/rsA BoetAruf De CongoAUroMe f  At/oaqpAroe,
ed. Walter John SedgeGdd (Oxfbrd, 1899) 35.

^yd^efJ tAe Great. /4&ser s Li& ofKing Al&ed oW  otAer conteniporayy sources 
191. As seen below, the name of "Ael&ed" is spelled, vertically, down both sides of the 
poem. It is given in Lapidge, "Some Latin poems as evidence fbr the reign of Athdstan" 
82:
yffAntrawAz mtAt mens est tronscurrere gesùf.
Es erce astrg^r(4 ctto secl retWIgs orAtter rnuE
- Le% ettom ut dbcutt t^ptce, /wrtendigre ̂ oedk - E 

fTogronttce stmu/ mo/es mumA orsertt tg/ze. JF
Ee%, ̂ brmostt. ERs se<t me Ans gTzarum, qptime, /Zommts E 
E rÿ ts - otgue cAocw utnce/zs, GArtste, ÿse necosA - E  
Dtutno super ostra per secuAr uu/tu. D 
Lapidge Ganslates this as "[To Christ]
It is my intention to run through some amazing events.
You reside in the starry citadel: but You will return swiAly thence as Judge
- Even as the Law taught Ggurahy, You are GDretoId awesomely - 
And the mass of the universe shall bum at once in searing Game.
O king. You created it (thus). But, Great One, you seize the wise man &om these
- And, triumphing, you des&oyed chaos [i.e. death?]
In order to eigoy the Divine \%age beyond the stars Grrever.
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gold Gligreed besdal animal head at the base of the portrait can be read variously as death 

over whom Christ triumphed,^ as described in the acrostic poem, or as the \% ing fox 

defeated by Al&ed.^ As in the acrostic poem, the "wise man" triumphing, may then "ayoy 

the Divine Visage."^ Indicating a renewed interest in intellectual and exegetical matters,^ 

this assemblage of images of wisdom, triumph, and sight, prominmt verbally in the poem 

and visually in the Al&ed Jewel (comparable in some respects to the Fuller Brooch), 

rein&rces the identiScation of Al&ed with Christ, the stable center of the earthly kingdom 

modded on that of the heavenly citadel, the latter described in the king's translation of

^A  similar visual conhguration occurs in the tenth-century Salisbury Psalter in 
which the deity stands on a bestial lion's head at the apex of the "A" beginning Psahn 119, 
illustrating the psalmist's cry to the Lord to deliver him &om the "wicked lips" and 
"deceitful tongue" of his enemies. For Salisbury Cathedral Library, MS 150, &)1. 122, 
Fnglish, c. 969-78, see Temple, MaMnscrÿts 900-7066, ilhis. 57. That the
decorated letter is interrded to be meaningful in the context is indicated by the relevant 
words &om the psalm written beside the illustration as well as bang repeated in the text 
itself The bestial metaphor refaring to enemies is Anther emphasized by the smalla 
beasts in the rest of the decoration of the letter.

^^Clarke, awJAThMTer 6, martions that the animal has
been genaaHy th o u ^  to represent a lion's head or a boar, although she says that neitha 
is known to have any particular signiScance. Howeva, if it is a lion's head then, in 
corgunction with an interpretation of Christ as the Agure above, the beast suits the 
iconography associated with Christ Treading on the Beasts, the la tta  representing death 
and evil, as previously discussed in n ^  section on the Ruthwell Cross. The leonine head by 
itself was oAen used to depict hell in la ta  Anglo-Saxon representations such as in the 
Tiberius C VI Psalta, A)l. 14 and in the Caedmon Manuscript, pages 3 and 16. If it is a 
boar, then it is more diGScuIt to relate to the Agure above. In Scandinavian n^tbology tiK 
boar is assoâated with the goddess Freya; on the Sutton Hoo helmet its presence appears 
to signi^ protection fbr the warrior.

^T w o aaostic poems on King Al&ed," (Ac Great. Æ ser s Life ofKing 
Al&ed owJ otAer contemgwrory srwrces 192. See the last three lines of the Latin poem in 
my earlia note.

^l^edie W drsta mentions this with respect to the FuHa Brooch, connecting the 
central Agure with that of Sight/Wisdom on the Al&ed Jewel; see "The FuHa Brooch," 
77wA7aArngr^Æng&%wJ281.
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Como&zfzoM q/" f T h e  message of the vernacular text of the 6ame is 

applicable immediately to the jewel, to A16ed's vernacular translation of the fw tora/

Care which the jewel accompanied if indeed it was part of an (Bate/ and, on another level, 

to the construction of a nation, Christian and Ei%lish, to which the very existeace of this 

richly wrought object so eloquently tesdSes. Since the enclosed dgure represents, on one 

level, "Christ 'Logos' as the dgure of\\dsdom,"^ the inscription together with die image 

dttingly declare, on another level, the power and authority of the "Word" by which Aided 

tried to govern. The dowering rods held by the dgure conjure up the idea of ̂  MwAwz 

'blossoms' of learmng referred to in some of the incipits and explicits of Aided's vorâon 

of Augustine's Martin Irvine compares Aided's metaphors to Bom&ce's in

grawnazAca where the latter develops the image of collecting the best duits and 

dowers dom the ancient forest of the grammarians to darm a "dagrant garland" dir 

youthful talent." The image on the jewd further declares the intent of Wisdom 1.1: "Love 

jusdce, you that are the judges of the earth," which was the message Aided hoped a 

vernacular reading program would advance in his administrators to ensure the peace and 

stability of the English nadoiL In this formulation of incamational theology associating the 

Wisdom of the Word with such a program as instituted by Aided, the vernacular is 

promoted as an ofhcial instrument of national empowerment allied with Old Testament 

conceptions of justice and the values of Latin textual culture. Irvine advances the position 

that early n^dieval textual communities "were constituted by grammoAca, the discipline 

that governed literacy, the study of literary language, the interpretation of texts, and the

^*This anticipates a similar application of the concept articulated in the Squire's 
Tale and accentuated by the design of the Ellesmere Manuscript, as I will indicate in my 
subsequent discussion on that w ort later in this study.

^J. J. G. Alexander, in Oxford Libraries (Oxdrrd:
Bodleian Library, 1970) 7 referring to the similar Ggure in the Dunstan miniature, to be 
discussed shortly.

^%Iartin Irvine, "Medieval Textuahty aiwi the Ardiaeology of Textual 
Culture,",%watrng Two Zawgnqges. Tro(6tzw*a/ aW  CoMteMywwy Theory m
Mgf&evo/ ed. Allen J. Frantzen (Albany: SUNY, 1991): 200-201.

41dvine, "Medieval Textuality" 201.
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writing of manuscripts."*^ It is this basis in classical learning that distinguishes the growth 

of the written vernacular in Anglo-Saxon culture 6om its popular resurgence in the early 

fourteenth century in England, accounting 6)r the difkrent levels of sophistication both in 

the texts produced and in the expectations governing the illustrations fbr those texts.

On the Al&ed Jewel, there is little sense of a linking of Wisdom with Love as part 

of a pastoral preaching mission to bring the humanized Word to the English masses, as 

there was to be after the fourth Lateran Coundl of 1215* ;̂ instead, it is the divine power 

of the Word as the spiritual basis of political victory and stability that appealed most to the 

Anglo-Saxon heroic temperament. The very richness o f the visual and verbal complex o f 

the Al&ed Jewel** would have encouraged prolonged meditation on its meaning and intent, 

inspiring religious and patriotic viewers to carry out their part in making this Christian 

state a reality. In the intimacy of the relationship between the verbal inscription to the 

image, which is of the Word, it foreshadows the 6sdnation with the multiple levels and 

interpénétrations of meanings which serve as sites far meditation in the Dunstan and 

Cædmon Manuscript miniatures which fallow next in my discussion.

Tenth Century Monastic Refbnn: Dunstan and the Anointed King

Once the learning encouraged by Al&ed had spread further and the repeated 

Viking depredations in the intervening generations had been subdued, the arts began to 

thrive during the sixteen-year period of peace and stability in the reign ofKing Edgar, 

Al&ed's great-grandson. Promoting this explosion of artistic and poetic activity was the 

reformation of the monasteries in England initiated by the king's chief advisor, Dunstarr

Since the monastic reform which led to the developmmt of a rich rdigious 

literature in English—^highlighted by the late tenth-century writings of ÆlBic, whose

*%vine, "Medieval Textuality" 184-85.

*^Watson, "Concq)tions of the Word" 102-04, in which he discusses con&icting 
attitudes to the poor either as containing in themselves the essential meaning of the faith or 
as neechng instruction by the established authorities.

**It is fashioned in cloisonné enamel and gold encrusting the one-quarter-inch thick 
crystal heart of this object. See Clarke, vdÿi-efJ owJ Love/J JgrwZs 5-6.
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alliterative prose translation of the early books of the Bîble^  ̂was illustrated in the second 

quarter of the eleventh century, and by the poetic retelling of scriptural history in the 

Caedmon Manuscript likely illustrated around the same time—was so dosdy linked with 

Dunstan, it is of interest to glance briefly at his life. His career also informs the surviving 

miniature connected with him which, in content and style, contains Matures more fully 

developed in the Caedmon Manuscript.

Before becoming Archbishop of Canterbury during Edgar's reign, Dunstan's life 

was haught with enmities. Connected to the royal Arndy by birth, Dunstan, unpopular 

with other young nobles, decided to become a monk after an illness. He attmded King 

Edmund at court, but was disgraced as a result of the jealous intrigues of others and was 

about to be exiled when the king, whose horse bolted, came to the revelation that Dunstan 

had been wronged. Consequently, he made him abbot of Glastonbury, which still retained 

some traditions of Celtic and Saxon monasticism.^ There Dunstan organized the hrst 

reformed community, which was not to evayone's liking. Although he was supported by 

King Eadred, Edmund's successor, he made a powerful enemy during the anointing of the 

next king, Eadwig. When this new king, who may have been only thirteai years old,*  ̂left 

the ceremony in progress without returning, Dunstan came upon him in dalliance with his 

future mother-in-law and with the woman who was to become his wife. The former never 

forgave him and through her influence Girced Dunstan into exile. He left far Ghent, 

strengthening ties with the continent which would eventually beneht English monasticism 

and the arts. Within less than two years, he was able to return to England in 959 after 

Edgar succeeded to the throne. Shortly thereafter Dunstan became Archbishop of 

Canterbury, the previous archbishop being removed. Subsequently he and his disciples

*^London, British Library, Cotton Ms Claudius B IV  It shares some significant 
visual moti6 with the Caedmon Manuscript, as will become evident in my discussion of the 
latter.

*%hristopher Brooke, from  io IH, A Ihstory of England 2 
(Edinburgh: Thomas Ndson and Sons, 1961) 56.

*^(]hristopher Brooke, omf f/brmon (London and Glasgow:
Collins, 1963) 125.
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Æthelwold and Oswald brought about the Benedictine monastic reform m southern 

England/*

The coalition between Edgar and the monastic movement he patronized efkcted a 

further strengthening of the power of each. The idea that the kii% is Christ's vicar on 

earth, held by Alcuin and embodied in Alhed, was developed further. As indicated by the 

Monasbc Agreement or resulting hom a synod called by Edgar and

attended not only by prominent English ecclesiastics but by monks &om Ghent (where 

Dunstan had s^pait his exile) and Fleury (which Oswald had visited), the king was viewed 

as the primary representative of God on earth. In a local trans&rmation of the story of 

David and the lion, and so to be viewed in the same tradition of divinely sanctioned 

authority as that held by the biblical king, Edgar is described as the "Good Shepherd" 

resoling and de&nding his sheep "&om the savage open mouths of the wicked—as it were 

the gaping jaws of wolves."*' As pointed out by Christopher Brooke, this invocation of 

royal authority also weakened '% e grip of secular lords on monastic property."^ Many of 

the secular lords, as the CAromrc/e repeatedly testihes, had been inclined to

rebel and side with the Vikings when it suited them. Edgar was crowned, not at the time 

he came to power when he was only âxteen, but in 973 when he reached the age of 30, 

the earliest age at which a priest could be ordained. Strengthening the ordination parallel, 

the essence of the ceranony was the anointing that set him apart hom other men, as

**Dunstan died in 988 after years o f attendance on Edgar and on the next two 
kings, Edward the Martyr and Æthelred H. These details of his life are horn the 
biographies o f996 and 1006, as well as 6om the Anglo-Saxon Chronicle; see Stenton, 

EwgAzw/ 360-63,439-44,454-55. As mentioned by Mildred Budny and 
Timothy Graham, Dunstan as H%iographical Sut^ect or Osbem as Author? The Scribal 
Portrait in an Early Copy of Osbem's DzmaAxw," Gejfu 32.2 (1993): 84-85
and 91, there were three Anglo-Saxon versions ofDunstan's vAu, and three Anglo- 
Norman versions, the latter being further removed hom the historical hgure enq)hasize his 
visions and miracles; Osbem's vasion, the hrst of the Anglo-Norman ones with which 
their article is concerned, rdates that demons, sometimes in the guise of animals, regularly 
appeared to Dunstan; see 'T)unstan as Hagiographical Subject" 84-85 and 91 respectively.

^'Foreword to the TkgnAzrw Cowcordkz. See Robert Brentano, ed., TAe 
ÀAdük 500-7000 (Toronto: CoUier-Macmillan, 1964) 277.

™Brooke, Abnwzn Ærwgr 126-27.
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Stenton points out with respect to the drafts fbr the coronation order produced by 

Dunstan and his associates." This special anointing deliberately aligns the king with the 

power emanating horn Christ, an identihcation which may have been influenced by the 

inteipretation given to Psalm 44.7-8, which had a special signihcance fbr Dunstan as 

indicated by the inscnption of verse 7 on the rod held by Christ in the miniature which 

includes Dunstan's self-portrait (to be discussed shortly). Concerning these verses evoking 

the straight rod of divine justice, Cassiodorus, fbr instance, says the anointed Christ 

signiGes both king and priest,^ a concept evidently taken as applicable to his earthly 

representative, Edgar, in view of his delayed coronation. Edgar's crown was not the 

simple one of earlier times but, perhaps rejecting something also of the sense of the 

Goweiing rods associated with wisdom and pow e in the Alhed Jewel, "blossomed into 

theyZew-dk-As"" used by his successors.

Corresponding with rcyal power, strengthened by its ritual associations with dhine 

power, was that exooised by monasteries supported by the king while simultaneously 

advandng bis authority. A visualization of this can be seen in the New Minster Charta^ 

Gontispiece showing Edgar oGbring up the charter to the aoss-nimbed deity above (Gg. 

14).^ The latta, signaling approval by blessing the proceedings, holds a book, presumably 

the scriptures but, in appearance, very like the charta held by Edgar. IGs &et rest on a 

fbotstool, suggestive of the earthly realm (Isaiah 66 1; Acts 7 .49) occupied by the king 

below. Just as Christ's golden mandorla is held up by angels, so Edgar is Ganked on one 

side by the Virgin holding a featha or branch^' and a cross, and on the otha, by a Ggure

363. Stenton re&rs to the probable Frankish inGuence on
Dunstan in this concept.

"CuRaodbrwj. fsufMW, trans. P. G Walsh, vol. 1 of 3, Ancient
Christian W ritas 51 (New York: Paulist Press, 1990) 445.

% rooke, 7%g awf Abrma» Amgs 66.

^London, British Library, MS Cotton Vespasian A  viii, fbl. 2.

^^This may have re&rence to  the branch held by the Virgin, representing the 
Church, shown within the "Q" at the b^ioning of Psalm 51.10 in the Bury Psalta. See 
Rome, VaGcan, MS Reg[inensis] lat. 12, English, early eleventh century, fbl. 62. John of
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holding a large key, evidently portraying St. Peter shown with a tonsure. As Wormald 

summanzes, the main substance of the document is that "the king has removed the wicked 

and licentious canons 6om New Minster at Winchester and replaced them with 

Benedictine monks who have the right to choose their own abbot. Since its fbrm and 

substance is unusual, Wormald speculates that it was concocted, possibly by Æthelwold, 

after the event, to be displayed on the altar. The painted Aontispiece ûamed by a double 

golden trellis entwined with acanthus leaves, an early example of the full Winchester 

style^  ̂(to be manifested most spet^aculady in the famous Baiedictional of St.

Æthelwold), serves as ef&ctive propaganda fbr the installation of the Benedictines, 

demonstrably supported by royal power, which itsdf is shown encompassed by a 

supeifuity of goldai Christian symbols. Further guaranteeing its legitimacy, it is attested 

hy King Edgar, Allowed by Dunstan the Archbishop of Canterbury, and other membes of 

the royal family, as well as the Archbishop of York and, of course, Æthelwold.

Benedictine monks at this time not only partidpated in worldly matters, as shown by 

Dunstan's powerfid influence in both ecclesiastical and political spheres, but also 

sponsored the educational, artistic and architectural projects required by the growth of the 

monasteries.

Dunstan before an Image of the Word: Private Meditation as a Communal Model

Dunstan himself was not only a man with great administrative abilhy, he was also

Damascus identiSed the fruitful olive of this verse with Mary as the abode of every virtue. 
See "The Orthodox Faith," JoAn Domascuf. trans. Frederic H. Chase,
Jr., The Fathes of the Church, vol. 37 (1958; Washington, DC: The Catholic Univermty 
of America Press, 1970) 363. Schiller, AxmqgrupAy CArrsfran 1,15, mentions that 
the "rod" or "shoot" 6om the tree of Jesse (Isaiah 11.1) was also associated with the 
Virgin, whose "huit" was the incarnate Christ. Accordingly, she was often shown holding 
a k-anch-like shoot.

^^orm ald, T^ate Anglo-Saxon Art: Some Questions and Suggestions," Co& ctaf 
IFnfiMgs 108-09; see also 110-11 fbr hirther discussion. The details of the Charter and 
Wormald's observations are hom this source.

H. Turner, "The New Minster Charter," GoWkn Mg/b-&nron vfrt
47.
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an artist and sciibe/' In a conSguration that was to become enormously induential fbr 

future self-portraits of artists, authors, saints, and patrons,'^ suggesting that this model 

was available to successive gwerations as an exemplar ofhow to âigage in a personal 

dialogue with God via an image of the Incarnate Christ, Dunstan portrayed himself before 

a Ggure of Christ (Gg. 15).^ The fbrm this particular dialogue takes is indicated by die 

inscribed words near the prostrate Dunstan and those on the rod and in the book hdd by 

huge Ggure of Christ.

While artistically, the linear design," as T D. Kendrick observes, having "no

^And harpist, as pointed out by D. H. Turner, 'Illuminated Manuscripts"
ed. Janet Backhouse et al. (Bloomington: 

Indiana UP, 1984) 51. In addition to manuscript illustrations, Dunstan is known to have 
made a design Gar a stole Gar Lady Æthelwynn to embroider, a clear indication of the close 
relationship between embroidery and colored outline dramng which originated in England; 
see David Wilson, (1966; Harmondsworth: Pelican, 1971) 58.

^^Exarrples include (1) the late tenth-century Anglo-Saxon ivory of the 
TransGguration in Ixmdon, Victoria and Albert Museum, No. 253-1867, in which Sts. 
Peter and John prostrate themselves at the bottom, while St. James betweei them is bent 
over backwards in ecstasy, reproduced in Beckwith, Jw /y Cwwng rn Early Eng&zwJ cat. 
no. 21, illus. 49; (2) the Monks presenting the Rule to St. Benedict, London, BiitWi 
Library, MS Arundel 155, English, 1012-23, fbl. 133; fbr which see the subsequent 
discussion in my text; and (3) Dunstan himself is shown in the same position before an 
altar, while an angel at his back shoos away a devil in an early twelAh-caitury stained 
glass window in Canterbury Cathedral, reproduced in Mildred Budny and Timothy 
Graham, "Dunstan as Hagiographical Subject" 89, Gg. 7. Further examples can be Gmnd in 
Joan Evans, ed. A&iWZg (London: Thames and Hudson, 1966).

^Oxfbrd, Bodleian Library, MS Auct. F.4.32, Gol. 1, Glastonbury, second half o f 
the tenth century. For further discussions see T. D Kendrick, Lore owJ FlkrngXrr 
(London: Methuen and New York: Bames and Noble Books, 1949) 4; Francis Wormald, 
EngAsA Drmwngx q/̂  tAe TentA oW  E/evemA CemAnes (London, Faber and Faber, 1952) 
24-25, Cat. 46; R_ W Hunt, "Introduction," DwwAm s CJa&skx*
G&KfonWy. Coûkx ErMoiE EodZerawae Oxon. v4ncr.E4./32 (Amsterdam: North- 
Holland Publishing, 1961) V-XVH; J. J. G. Alexander, JHumnwAwr m
O r/iW  (OxGard, Bodleian Library, 1970) 7, Plate 6; Temple,

41, cat. no. 11; 7%e ed. James Campbell et al. (London:
Penguin, 1982) 185 and Gg. 163 (color illustration); and D. H. Turner, "Illuminated 
Manuscripts" 51, cat. no. 31.
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weighty Aadows, comes glittermg to the suiAce o f the p%e,"^ theologically, the efkct is 

that it suggests the concept of the "outline" as that which is shared between prototype and 

image, ahowh% the invisible to be seen.^ The outline on the vellum sur&ce conveys a 

sense of material form by circumscribing a shape which is nevertheless surrounded and 

Glled by space, suggesting the mystery of the spirit which cannot be circumscribed. In his 

discussion of the outline which distinguishes late Anglo-Saxon art, Wormald appears to 

intimate sonKthing of this when he observes that it was used ''to  eqrress the spiritual 

content of a scene. This delineation of the physicality of Christ in the most minimal way 

in the Dunstan miniature allows fbr a deliberate ambiguity regarding the paradox of his 

dual nature in the Dunstan miniature. This ambiguity, which encourages meditation on the 

mystery of the Incarnation, is fostered in a number of ways. The conhdent thick-and-thin 

outlines inqrly roundness, conveying something of the gracehil, static quality of classical 

sculpture, edioing the monumental style in vogue on the continent,^ while the animated 

fly-away sash of drapery implies airiness and movement by an unseen wind.^ Furtha^, the

^Kendridc, JWe 4. ^rpreciation of this kind of pre-Renaissance aesthedc 
has not akogetha (hsappeared, as evidenced by Robert Amos in his review of a local 
Victoria artist who, like Cezanne (influenced by medieval art), is not ruled by "the tyranny 
of shading when he emphasizes the internal luminosi^ o f the painted object whose fbrm 
has not become lost in atmospheric ekects." Amos re&rs to the art of Marin Honisch in 
"Honisch selects simple works &)r his showing in Victoria," Tlmgs Co/awst (Mrgr 31, 
1997): C7.

^See my previous discussion of this in connection with Theodore the Studite, On 
(Ae Tcow 21, as mentioned in Barasch, Ticon 268, also 282.

^Franàs Wormald, "The Survival of Anglo-Saxon Illumination after the Norman 
Conquest, 155-56.

^David Talbot Rice, f  m/nmg cWDeve/qprnem:; m Ae PPésT 12.

*̂The Gy-away sash seems to have become attracted to the hole in the vdlum, 
maldng it part of the composition and seemingly explaining its errant behavior, an anomaly 
in view of the solemnity of the rest of the drawing. It is an intrigumg possibility that this 
feature, which was to become charactaistic oflate Anglo-Saxon art, was borrowed 6om 
the Utrecht Psalter to deal with a hole in the vellum An exmnple of this Gy-away drapey 
in the Utrecht Psalter can be s e ^  in the Ggure of Christ who is standing on death and 
raising two Ggures out of the pit of heU on fbl. 8. A late Anglo-Saxon example can be seen
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wavy cloud which covers the deity's lower legs alludes to an ethereal dimension, recalling 

Bede's commentary on their function: "clouds take him up when he ascends and will 

escort him when he returns 6>r judgment"^ (see Matt. 24.30), implying that it is the 

resurrected Christ who is portrayed hae. The impression of divine power is evoked by his 

large scale in rdation to the small dgure o f Dunstan. Yet again, dœoting solidity is the 

lubricator's color on the edge ofDunstan's tonsure and on the trim of his hood and hem, 

as well as the dark brown of his hair and that of Christ. This impression is both reinforced 

and yet contradicted by the same pigment that also dlls in Christ's cross-nimbed halo aixl 

the drst letters of the two inscriptions, neither of which suggest material substance since 

the former re&rs to light, and would seem like the sun with light filtering through the 

vellum vdiai the page is turned, and the latter merely dlls empty space inside the letters, 

echoing a Hibemo-Saxon decorative technique. Since Dunstan may have been responsible 

only dar the self-portrait and die inscriptions above rt,*̂  this added coloring was also a 

practical way to integrate the addition with the rest of the miniature, in the same way that 

annotations by this same hand serve to link the diderent, uncormected parts of the

in the Tiberius C VI Psalter miniature of Christ Treading on the Beasts (see my dg. 5).

^Comparable are the clouds of the "Disappearing Christ" in other manuscripts of 
the Winchester style; Meyer Schapiro, "The Image of the Disappearing Christ" GozeAe 

Series 6 (March, 1943): 135-152, reproduced in Meyer Sch^iro, Zote 
WKf CArrsAuM jkUgcfcff fapers (New York: George Braziller, 1979) 

266-87. Bede's words are translated in Schapiro 285nlO. See PL 92, col. 942.

^Wormald, "English Drawings" 74. Wormald also points out that the original dots 
on the end of the virga were of a faint brown. This added coloring would support the view 
that Dunstan could have been the one to add the rest of the coloring by way of int^ratiog 
his own portrait to the rest. See also Hunt, "Introduction" VI-VII. The later inscription at 
the top of the page attributing "the picture and scripture seen at the bottom of the page" 
to the hand of Saint Dunstan himself could be read either way since the "below" might 
mean everything below the insoiption or the dgure and scripture by Dunstan at the 
bottom of the picture, I am grateful to Linda Olson fbr transcribing and translating the 
Latin on this page; hers are the translations I use for the rest of my discusâon on this 
work.
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collection in this volume.^

The relationship between word and image in one of the Grst works in the 6mous 

Winchester style is intriguing not only in view of the instability of 6)rms in earlier insular 

work,® but most particularly in the context of the theoretical basis &r the justihcation of 

images. The figure before whom Dunstan prays and meditates signiSes "Christ 'Logos'" 

as a Ggure of wisdom,™ the subject also of the Al&ed Jewel. A close Byzantine paralW to 

the classical style of Christ's body and to his portrayal as the Ggure of Wisdom, before 

whom the Byzantine eihperor Leo VI, the Wise (886-912), prostrates himseh^ is the 

mosaic in the Hagia Sophia.^ This subject of Wisdom in coigunction with kingship 

tesGGes to the persistence of a concept of the quality desirable in a ruler whose wisdom 

and power are conceived of as stemmirig &om and sanctioned by Christ. That it was also 

adopted G)r author/arGst portraits, probably derives Gom portrayals of David,^ both the 

author o f the words of the psalms and the king whose words are listened to (a âgn used 

by the poet to indicate the power of Scyld SceGng™). The portrayal of Cluist,

®The three parts that are linked by the annotaGons in this hand are ninth-century 
works including a grammatical woik (popularly referred to as a "Classbook"), possibly 
Grom Brittany, a commonplace book written in Wales, and part of Ovid's omafonu; all 
these were appaienGy at Glastonbury while Dunstan was abbot (c.940-S6). A fourth part 
Grom the eleventh century, now bound second, was added at an unknown time. See 
Turner, "Illuminated Manuscripts" 51.

^Compare the Cathach of Columba hnGal previously discussed.

^Alexander, JZ/umfwrAon, 7. For background on the iconography of
Christ as the Ggure of Wisdom see Hunt, "IntroducGon" VI, n. 1. See also my previous 
analysis of the Al&ed Jewel.

^For a discussion of tins composition of Leo VI Prostrate Before Christ 
Enthroned see Grabar, w fAe AAdWk vdges 121 ; and Kurt
Weitzmann et al., Tco» (1981; London: Studio EdiGons, 1990) 11-12; color plate on 
p. 25.

^See my fbllowing discussion of the Bury St. Edmunds Psalter, the Saint-Bertm 
Psalter, and the Saint-BerGn Gospels in cormecGon with the prostrate Ggure.

Klaeber, ed. awJ rAe frghZ oT (1922; Boston: D C Heath,
1950) line 10; cf line 65 as applied to Hrodgar.
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invoking both his corporeality^* and his divinity, is a logical visual development of the sort 

of explication oQered by John of Damascus who, as will be recalled, said: 'Tleshly nature 

was not lost when it became part of the Godhead [ . . just as the Word made Sesh 

remained the Word."" The Anglo-Saxon miniature demonstrates a hne awareness of the 

issues regarding images on the part of Dunstan, who presents himself before the Word of 

which the image is merely a symbol, or in another sense—reflecting the theological 

paradox—be is prostrating himself before the image of the Word Incarnate.

This image of the prostrate hgure is closely related to similar ones in the art 

connected to Flanders diortly aAer Dunstan's period of exile there in the mid-tenth 

century. This is but one artistic example" of the strong cross-channel links consequently 

strengthened, especially during the abbacy of Odbert o f Saint-Bertin (969-1CX)7 or 

1012"). Also an artist, Odbert portrays himself in a similar worshipful position at the 

bottom left of the letter "Q" (ûg. 16), at one remove &om the ox and the ass who look 

adoringly at the Virgin and Child in the scene of the Nativity enclosed within the 

descender of the "Q" at the opening of St. Luke's Gospel in the Saint-Bertin (Otbert

^*The mosaic of Leo VI Before Christ Enthroned alludes to the Incarnation in the 
two side portraits of the Virgin and the Angd. See the discussion in Grabar, Byzawiinm 
121 .

^%arasch, Ticon 209.

"See my discussion of the Saint-Bertin gospels. New York, Pierpont Morgan 
Library, MS 333 (below). In that manuscript, at the top of the border of fbl. 85, there is 
what is possibly the Grst recorded example of the "disappearing Christ" popular in An^o- 
Saxon art, possibly alluded to by the wavy hne of the clouds in the Dunstan Christ, and 
also, in the leA border, possibly the Grst example of Christ Harrowing a leonine mouth of 
heU, also subsequently ptqrular in Anglo-Saxon art—but since these renditions appear to 
be abbreviations of previous exanqrles, there is a likelihood that one or more lost 
manuscripts of this Charmd school would have contained these iconographie 
conGgurations. For discussions of MS 333 see Meyer Schapiro, "The Image of the 
Disappearing Christ" 266-87, especially 277-79, and 6g. 8 (on page 277, there rqrpears to 
be an acmdental inversion of 986 far the beginning of the rule o f Abbot Odbert, also 
probably the artist who portrays himself in the tail o f the "Q"; it should read 968).

"See also DodweH, f  amir/rg m Eurqpe 78-85 6>r more on Odbert and cross- 
charmel artistic influences.
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[Odbert]) Gospels /* Perhaps the traditional connection of Luke the artist with the Virgin 

prompted this self-identihcation of Odbert with the holy pair.

A similar hgure but dressed as a monk, like Dunstan, kneels in the margin beside 

the opening of Psalm 24 in the Bury St. Edmunds Psalter^ (hg. 17), which shares this 

iconoyaphic feature with the Saint-Bertin Psalter.l^Hiile Dunstan genuBects before an 

image of the Incarnate Word, this monk seems to prostrate himself beGare the actual 

words of scripture, entrusting his soul to the Lord and asking that his enemies be 

conGaunded (Psalm 24.1-4). The words are also duplicated in the small book the 

corresponding Bgure holds in the Bury Psalta^, when he is to be imagined as reading 

aloud the verses the manuscript reader encounters. "This device imparts to the reference a 

quality of the declamatory and prophetic," as Harris observes, so that the "line of 

reference becomes a thing spoken, immediate in its dramatic appeal, an active extension of 

the character of the Bgures."*  ̂Seen in their immediate manuscript context, the monks in 

the margins of the Bury and the Saint-Bertin Psalters can, however, also be seen as 

prostrate befbre the drawing of the "King of Glory" in the iqiper le& margin above the 

illustration for Psalm 23. 7-10*  ̂in the former and on the previous Gwang page in the case

^ e w  York, Pierpont Morgan Library, MS 333, fbl. 51.

^/Rome, Vatican, Biblioteca Apostolica, MS Reg[ioensis] lat. 12, Gal. 37v, English, 
early eleventh century.

*°Boulogne, Bibliothèque Munidpale, MS 20, fbl. 30, c. 1000. The tinted marginal 
drawings were made by an Anglo-Saxon artist while Odbert made the historiated initials 
and three prefatory paintings, according to Dodwell, jPamTmg 79. Harris has noted that 
Psalm 24 is illustrated by an image of a genuBecting David in Greek monastic psalters, and 
that there is one of a genuBecting ninth-century poet, Milo of S. Aman, serving as a 
"pictorial colophon" at the end of his work in Leiden, Bilbl. Univ., MS 190, fbl. 206r, also 
related to Odbert's scriptorium at Saint-Bertin, as well as a Bdghim ivory c. 1000 of 
Notger, as Milo, genuBecting beG)re a churdi; see Rob«t Mark Harris, "The Marginal 
Drawings o f the Bury St. Edmunds Psalter (Rome Vatican Library MS R%. Lat. 12)
[with] Figures," diss., Princeton U, 1960,135,129, and 131 respectively.

'^Harris, "The Marginal Drawings" 122.

*%arris, "The Margnal Drawings" 131. The illustration of the deity with shidd 
and resurrection barmer in the Bury Psalter indicate that these verses were obviously taken
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of the latter. I am not aware of anyone having observed the comparison between this 

interpictohal pair ofPsahn 23 and 24 in both the Bury and Saint-Bertin Psalters, based on 

a lost Canterbury prototype,*^ with the miniature of Dunstan, i^ o  became Archbishop of 

Canterbury (959-988).

Dunstan's Grst verse DwMAzmnn memer cZefnew rqgo CAnsk fuere 'MerôAil 

Christ I pray that you watch over me,'** echoes the sentiment of the verses of Psalm 24 

referring to mercy and fear. It does not appear to have been previously noticed that 

Dunstan's words exactly duplicate those of Hrabanus Maurus (780-856), Abbot of Fulda 

and Archbishop of Mainz, wntten over his kneeling hgure as he adores the cross in the 

poem De DmaBfws CrwcM (6g. 18)." Dunstan may well have seen and meditated

upon a version of this duru% his continental exile. Only the name ofDunstan has been 

substituted for that of Hrabanus, and the hgure of Christ (analogous to the risen Christ 

forming part of the interpictorial pair previously mentioned with respect to the illustrations 

6)r Psalms 23 and 24 in the Bury St. Edmund and Saint-Bertin Psalters) for that of the 

cross. This in itself is interesting because the image of Christ has replaced the cross of the 

Carolingian work, inq)lying that the substitution was itself an assertion of the right to 

make an image of the deity. Dunstan's work appears to have resulted horn a distillation of 

remembered phrases, images and, as I suggest below, patristic commentaries that 

coalesced and surfaced during his personal creative endeavor when he worked out his own

to refer to Christ's Harrowing of HeU, a typological association inspired by verse 7, "Lift 
up your gates," as intapreted, 6)r exanple, by Cassiodorus to mean ''the gates o f death." 
See CasRodbnw. rAe fsa/w f, vol. 1,244.

"Dodwdl, Annfmg 80 and Harris, "The Marginal Drawings" 119.

"This and the following verse were transcribed by Linda Olson.

"Vienna, Osterreichische Nationalbiblrthek, Cod. 652, fb l 33v. See also PL 107, 
cols. 261-264 and hgura 28 .1 am gratehrl to Linda Olson An the translating for me the 
words within the outline of Hrabanus Maurus. It is true that the construction of Arer/k is 
part of a two-line sequarce which includes gArera...few (undahning mine), but since A/ere 
can be formed hom the letters within the outline of the poet, this reading also presents 
itself For the words written ov a  the aoss itself see George Henderson, AfecKeW 
(1972; Harmondsworth: Penguin, 1977) 222.
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stand on the issue of images, setting the precedent for the w oits of the Winchester school 

)^ c h  were to hallow.

Further, the second verse of Psalm 44 (it is verse 7 that is inscribed on the rod) is 

Gttingly apt in relation to the interpictorial pair for Psalms 23 and 24 just discussed and to 

the Dunstan miniature: heart hath uttered a good word: I speak my works to the

king. My tongue is the pen of a scrivener that wiiteth swiAly ." It is, however, Augustine's 

commentary on Psalm 44 that most particularly informs this illustration in telling ways, 

suggesting that Dunstan was likely inSuenced hy that. Augustine connects the idea of 

uttering a good word to the o^eation, saying 't y  the Word 'all things were made' and the 

Word is of God [. . .] How then were these good things made? Because there was 'uttered 

[..] a good Word.'"*^ In a particularly rdevant observation (applicable to Dunstan's 

miniature specihcally and to this study generally), Augustine says that the hrst verse (the 

second in the BrA/ra and the Douai versions) suggests that the Wmd is

incarnated by the scrivener's pen: "What likeness, I ask, has the 'tongue' of God with a 

transcriber's pen? [. . .] Yet such comparisons have been made; and were they not made, 

we should not be formed to a certain extent by these visible things to the knowledge of the 

'Invisible One.'"*^ In the miniature, the Word is incarnated in the inscription and in the 

image. Augustine goes on to discuss Psalm 44.8," the words inscribed on the rod in

on (Ag ̂ oo^ o/^faaAws Ay &zrnr.<4ug«sün, ed. A Cleveland Coxe, 
vol. 7 of A Select Library of the Nicene and Post-Mcaie Fathers of the Christian Church 
(Edinburgh: T&T Clark and Grand R ^ids MI: Eerdmans, 1996) 146. Subsequent 
quotations in my paragr^h 6om this translation of Augustine are 6om pages 146-50. 
From EnMwaffongs rn fazAnor, Ogrrvrgf: 12: 356: E/go a  j?gr PgrAwn onrnro; gf PgrAmn 
<6 Dgo /!..y I/hdk g/go w&r Aona ̂ rcfa sun/? guAr gracAzAon gsT/wr gaocfyigrent 
PgrAam Aonwn. The vab  gracTo is used in a similar context in the St. Albans Psalter 
Beatus initial, which I discuss in my next chapter.

"See E/waroAons rn AaAnoa, Ogawgf 12: 358.

"See HuiU, Tntroduclion'' VI, who mentions the source 6om Psalm 44.7 but not 
Augustine's commentary on it. Cf. also Heb. 1.8. Psalm 44.7 is 44.8 in Augustine. See 
also the discussion of this by Lewis, Egad&%^Ewqggf 69-70. She makes the point 
regarding the tripartite petal at the end of the rod hdd by the image o f Christ in M^esty in 
such thirteenth-century Apocalypse miniatures as Malibu, J. Paul Getty Museum, MS 
Ludwig m .I, &)1. 3v, reproduced as hg 31 in her book, alludes to the Tree of Jesse. This
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Dunstan's miniature: + «irga recAz ...uirga regw fwz 'The straight rod [...] is the rod of 

your râgn ' and connects it to the penitential Psahn 50.11 "Turn away thy &ce hrom my 

sins,"*  ̂which is what is visualized in the miniature vdiare God's face is turned 6om the 

prostrate Dunstan! Yet the second verse of Dunstan's inscription, Tgwanw me mm amas 

sw 6â«e /voceüar, in asking that the storms not be allowed to swallow him, echoes the 

metaphor in Psalm 68.14-16, in which the next verse but one asks the Lord: "And turn not 

thy face away &om thy servant: 6)r I am in trouble." The miniature, in a sense, seems to be 

asking that the Lord turn away 6om Dunstan's sins but not from Dunstan—which is 

actually the sense Augustine derives &om the verses of Psalm 44 since he continues the 

discussion as follows: "Consider an instance in the penitential Psalm: 'K de Thy 6ce h"om 

my sins'. Did he mean '&om me"? No: far in anotha^ passage he says plainly 'Hide not 

Thy 6ce hom m e.'"^ Cleaiiy Augustine connected Psalms 44 and 68, as did Dunstan. 

Augustine discusses God's righteousness, in connection with the rod, and God's macy, 

the la tta  refected in the jGrst line of Dunstan's inscription. If Dunstan did not actually 

draw the outline of the deity, then it may have suggested to him the associations explored 

by Augustine, inspiring Dunstan to add the inscripdons on the rod and the book, as well as 

the one above his own self-portrait, the words and images emanating 6om his 'heart."

Such associations may have had a poignant relevance to Dunstan during a 

tanpestuous time in his own life whai he &h himself in imminent danger, either &om his 

earthly enemies, as when he was exiled, or 6om the press of worldly matters, the " f  erce 

storms of this world," and the personal "deep of sins."^ In the picture, Christ's large

is relevant to the trinity of dotted lines in the Dunstan miniature which images the 
Incarnate Christ as the Word. If Dunstan added the colored dots on top of the flint brown 
ones, as considered posâble by Wormald, EngAsh Dmwmgs 74, then he must have done 
so to emphasis the incamational aspect of the miniature.

"*The cormecdon is made by Augustine in discussion of the metaphor in Psalm 68. 
14-16, EwKmzAouef nr PaaAwof, Oenvref 12: 369.

90See OemvBj EwMruAonej m f  joAnos, 12: 369.

'̂ See Ca&Modbrwj. EagpAznaAon the AoAar, vol. 2,150-151 for this 
interpretadon of Psalm 68.16. in E\%zA»oj, PL 70, col. 483.
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'̂ Byzantine" eyes staring in the opposite direction into the beyond enqihasize Dunstan's 

need. As for the drawing ofDunstan himseK it would be nice to think that his prominent 

nose is a personalizing feature of the self-portrait, especially since it appears somewhat 

distinctive also in a late^ portrait of him preceding a mid eleventh-century copy of the

The book Christ holds is elongated to ensure that the words spoken: "Come, 

children, listen to me; I, the voice of the Lord will teach you 6af" are prominent, their 

importance reinforced by the speaking gesture of the hand pointing to than. Dunstan 

holds his right hand ova his forehead, perhaps indicating his &ar and awe be&re the 

image.As pointed out by Hunt,^ the words recall Proverbs 9.10: 'The fear of the Lord 

is the banning  of wisdom." More specihcally, they are the words of Psalms 33.12 and 

110.10. This miniature sets up a "dialogue in prayer" in the spirit of Augustine's 

between Dunstan and Christ Logos. As such, it manifests a private 

devotion. These words also occur in the Prologue to the Benedictine Rule^ which 

Dunstan, togetha with Æthelwold and Oswald, used as the basis for the religious 

institutions they revived or established, and so they summon up a larga audience. The 

outline of the humble monk befbre the iconic drawing of the Incarnate Word, thaefbre.

^Tondon, British Library, MS Cotton Tiberius A .ni, fbl. 2v reprod. In Temple, 
900-7066, cat. 100, illus. 313.

^Tveslie Brubaka, Pfsfon aWMeonmg m MnrA-CenAfyy Tmcge as
Æxegeaf m (Ae TTiwirAcf Grego/y (Cambridge: UP, 1999) 22-23,
observes that strong emotional responses like "tears, fear, marvel and amazanent" w ae 
e]q)ected of Byzantine viewas be&re religious images and their sub)eas.

^Tlunt, "Introduction" VI.

'̂ As suggested to me by Linda Olson.

fo r  trans. Leonard I. Doyle (CoHegeville, MN:
St. John's Abbey, 1948) 2 .1 am grateful to Linda Olson fbr this observation. For the Latin 
text, see John Chambalin, ed., o f y ^ h m g d l o n  EÆfaJ
^ow  Co/p«j CAriffi Co/JeggMy. 67 (Toronto: Pontihcal Institute of
Medieval Studies, 1982) 18. : Æf oufAfeme, AmoranDomfw
dbce6o Mos, currife dkw Jnrnen mAze w  feneAroe morAs «oj oorproeAe/M&znf. '
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serves as a meditative model fbr the entire monastic community of readers fbr which it 

was made. This is supported in the Eadui Psalter ̂  by the replication of the Ggure of the 

prostrate monk in the "self-portrait" of the scribe and artist Eadui (6g. 19), holding a 

book, in the manner of the comparable hgure of the Bury Psalter, at the &et of St. 

Benedict while a group of monks to Benedict's left present him m th a book inscribed with 

the opening words of the Rule. This Canterbury manuscript brings together the prostrate 

hgure of the psalttf tradition with the Rule of St. Benedict, both alluded to in the Dunstan 

miniature. Since the latter pre&ces a variety of works bound together with it, it also 

indicates die spirit in whidi they are to be read and understood.^ The allusions to the 

psalms are consonant with the psalter readings which are urged throughout the Rule and 

are evidence of the "richly networked memory of the Bible"^ linking both Dunstan and his 

audience.

Perhaps the Rule rdso provides relevance fbr a further pwsonal applicadon, if

'Txindon, British Library, MS Arundd 155, c. 1012-1023, &>!. 133. As Janet 
Backhouse, in 72-74, cat. no. 57, indicates, this
solitary hrll-page miniature is placed between the Psalms and the cantides in this 
manuscript. Belted around Eadui is the scroll with the words zowa Jww/JfWs. As 
Backhouse observes, this miniature, with its painted rendition of Benedict and Eadui 
within the arch on the left and the outline drawings of the presenting monks within the 
arch on the right, "provides the best surviving example of a ddiberate marriage between 
line-drawing and fWly colored painting" (74). It is interesting that the upper body of the 
artist, however humbly he presents himself is in the same dimension of reality (in color) as 
the haloed Saint Benedict in paradise, while his lower part, although colored, is on the side 
of the other monks who exist merely as outlines in the earthly realm. A similar technique, 
inqdying that the celestial realm is more "real" occurs in the contemporary Caedmon 
Manuscript, Ox&rd, Bodleian Library, MS Junius 11, page 11, showing the hontal deity 
within the Heavenly City in color, while Adam and Eve and the animals below are in 
outline only.

^See my previous note on the contents. A good topic fbr a fbture study would be 
to see how Dunstan's annotations to these works guide the reader and relate to medieval 
concepts of authordnp.

^*Maiy Canuthers, The Crq/i q f Thonght 167; see the fuH dlscussicm 165-70. 
Carruthers ^>plies this specihc observation to a "hgura n^stica" at the ban n in g  of the 
f  of Prudentius. To "6nd out" the hidden meamngs the reader must be an
educated '̂ insider" who shares the secret with other members of a community identiSable 
by having such knowledge.
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indeed this miniature was associated with Dunstan's exile to Flanders, in the admonition in 

chapter 67, "On Brethren Who Are Sent on a Journey," which says that at the end of each 

canonical Hour of the day when they return, "let them lie prostrate on the door of the 

oratory and beg the prayers of all on account of any Aults that may have surprised them 

on the road."^°° But since Dunstan was a member of the community, his performance is, 

by w ^  of coming back full circle, exemplary in its function. And so the interaction of 

word and image in this miniature indicates that this performance is both visual and 

acoustic, pasonal and communal, an interaction which is also elicited in a difkrent way in 

the Caedmon Manuscript. This vernacular production could not have been made had not 

the preconditions of Latin culture, Christian monasticism, national aspirations, and 

Dunstan's introduction of a new style of art existed.

P artn

The Visual Exegesis of the Caedmon Manuscript; Imaging the Creative Word

The reader's entrance to the Cædmon Manuscript^"^ is through the Aontispiece

archway which opens to an iconic image of the enthroned deity in the ethereal realm of

wavy clouds (dg. 20). In the saise that the arch leads the eyes of the viewer rnto the

spiritual dimension, it is a visual counterpart of a passage in the text of Exodus, one of the

poems included, in which the poet interrupts the narrative to declare to the audience that

the dieqp meaning of the words of Moses can be understood:

gif onhican wile. liAs wealhstod. 
beorht inbreostum. banhuses weard.

's Ær/e 95. From Ær/ig Beneg&cA fhe Cqpy 69-
70.

^^^Oxfbrd, Bodleian Library, MS Junius 11, page 2. There are some forty-eight 
miniatures near the beginning, with spaces left in the rest of the manuscript fbr more. See 
die early Acsimile edition by Israel GoUancz, Ccedkfon AAzmwcrÿf
BrMcoJ f  oePy (Oxford UP, 1927). My dgures have been downloaded Aom the Oxford 
site. (These JPEG images automatically decompress to image sizes in excess of 100 
megabytes each, so it is not recommended that this be atternpted unless the computer used 
is capable of handling exAemely large image sizes .)
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gin fæsten god. gæstes cægon.
Run bîô gerecenod.^"^

(if the interpreter of Ii&, the guardian of the bonehouse [the mind], bright within the 
breast, will unlock the great good &stness with the keys of the spirit. The nystery will be 
explained.)

This metatextual reference makes it clear that the events o f the scriptural narrative signi^ 

more than their literal meaning; rather they are meant to be understood spiritually. This is 

speciGcally enjoined by Paul in the third chapter o f n  Corinthians which refers to the veü 

upon the face of Moses as being analogous to the veil placed on the heart of those reading 

the Old Testament that is taken away when it is understood according to the spirit, not the 

letter, by those converted to Christ. Augustine connects the veil over the 6ce o f Moses 

with the veil over the Ark of the Law and explains that these refa" to the tlùngs hidden in 

the Old Testament but revealed to those who follow Christ. Bede describes this altered 

percqrtion as the "gift of seeing" which was given to the disciples when "the mysteries of 

his incarnation had been brought to per&ction" so that they could "understaixl plainly" 

what was conveyed dguratively and typologically in the Old Testament. He says that 

'The mysteries which Moses, the prophets and the psahns proclaimed" were fulhlled in 

Christ.

'% eorge Philip Krapp, ed., .AfnnwMzmwcnpf (1931; New York: Columbia 
UP, 1969) lines 523-26; Cædmon Manuscript page 169; transcription mine.

q/" vol. 8 of A Select Library of the Nicene and
Post-Nicene Fathers of the Christian Church 369 (on psalm 78); see also 20,446, and 581. 
Laura Kendrick, CAonccrKzn f/dy. w*/ m (Ac Canterbury Tales
(Berkeley: U of California P, 1988) 12 discusses this passage &om Paul indicating that the 
true meaning of the Old Testamait is revealed in the Incarnation with respect to a 
thirteenth-century painting showing the Christ child pointing to a book covering his 
/vyveree and synAolizing "God's hitherto hidden intentions, that 'is ' the Word made 
flesh."

°̂*Bede the Venerable, Æamr/fCf on Ac Gewpg/r, Book 2, Homily 2.9,136-37. See 
Bede, Ægnn&re ge/mmae, PL 94, col. 175.

''"Bede the Venerable, ÆbmrAgf on the G o^Z r, Book 2, Homily 2.9,135. See 
Bede, //bnrrZae gennrnoe, PL 94, col. 174.



118

That this sort of thinking is still applicable to the time the Cædmonian poems were 

composed is made clear repeatedly by the most important scholar of the period, Ælhic 

(C.950-C. 1010), the disciple of Oswald i^ o  became abbot of Eynsham. His partial 

translation of the Grst books of the Old Testament was illustrated in the eleventh century, 

v ^ ch  makes his treatise, "On the Old and New Testament," and his "Preface" to the 

biblical translation especially relevant since it elucidates how contemporaries read the 

scriptures. In the "Pre&ce" he explains that he undertook the request by Ealdorman 

Æthelweard to translate the Grst part, that is. Genesis up to Isaiah, with trqridation 

because of the dangers of makiog the vernacular version more accessible.^^ He says that 

the foolish might think they can practice polygamy and incest like the Old Testament 

Fathers and that the unlearned priest might not understand the spiritual sense of the Old 

Testament and how Christ's Incarnation was a fulGlment of aH the things it preGgured 

concerning him. Like the poet in the Exodus poem, Æl&ic repeatedly insists on the 

importance of the dlecy meaning of the Old Testamait in this regard, giving numerous 

examples. In the "Pre&ce," he says that by these examples one can understand An dkcg? 

ago 6oc za on gaaf/zcnm deoA de Aeo znW /goAAon wonAon owrzten 'how deep

the book is in spiritual unda^tanding, although it be written with light (simple) words.

This is also true concerning the illustrations which were later made far his own work and 

likewise those fbr the Cædmonian poetic narrative. They appear deceptively simple at first 

viewing.

Both the images and the verses of the Cædmon Manuscript cyen to a Christian

audience the secrets of the scriptures. This makes of the reading experience a mystical 

journey inwards, as sacred history is visually and verbally revealed &om the initiating 

events, beginning with the war in heaven and the creation of Adam and Eve through to the

°̂̂ It was also Æthelweard who made the Latin translation of the Anglo-Saxon 
Chronicle fbr the MatUda, Abbess o f Essen (as I mmtioned previously). For Æl&ic, see 
TAg OAf EngAaA Fgrszon q f tAg ÆlepAztgwcA, s TrguAsg a» (Ag OM uwf
Zgjtzmgnf̂  oMzf TYg/bce to Ggngas, ed. S. J. Crawfbrd, Early English Text Society os 
160 (1922; London: Oxfbrd UP, 1969) 76-77.

107TAg OAf EiMg/fsA Fgraon 78-79.
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triumph of Christ over Satan. The Gaming of many of the miniatures implies that the

way is inward and the content of the miniatures reveals the manifest power of the Word. 

Creation by the Word corresponds to poetic creation as inched by the poet's self- 

conscious references to the Word. The images themsdves not only portray this concept in 

material form, afBrming that the creation is itself a kind of Incarnation, but also, in a 

pardcularly intimate and symbiotic relationship with the words of the poem, indicate the 

power of the divine voice that elidts audience response or eSects direct consequences as 

revealed in the unfolding pictorial narrative. Encoding the idea of access to the Word, the 

Gaming arches and architectural images lead into or out of celestial, paradisal, and in&mal 

spaces, a reminder also to the viewer to see beyond the literal and to explore the dieqp 

meaning of the words of the poem to bring about iimer transformation.

The openiog archway of the Cadmon Manuscript showing God in heaven and the 

poetic passage e^qrlaining that the grn grxf has to be unlocked corgure up related 

meditadve tropes which Mary Carruthers discusses with respect to the f  of

Prudentius.'^ This is not an irrdevant work here, since the second Cædmon artist was 

also the artist who illustrated the series of pictures in the Cambridge, Corpus Christi 

College, MS 23 version of Prudentius, one of the manuscripts Carruthers mentions in 

cormection with a portrait, showing Prudentius giving thanks to God befbre a temple. She 

observes that in the text the New Temple into which the triungrhant virtues pass is 

constructed out of biblical motifs brought together irrto a "common place" of Christian 

memory includiag Noah's Ark, the Ark of the Covenant in the Tabernacle, the Temple of

'"*This occurs in Chnst awf Süta», the last poem in the manuscript, in the episodes 
of the Temptation and the Harrowing of HeU, reversing the eSects of the Fall and making 
possible the salvation of mankind. Although this is the only poem in the manuscript that is 
not based on the Old Testament, the compiler must have Gk that it was necessary not only 
to complete the cycle of events initiated in the Gewsw poan but also to emphasize the all- 
ingrortant role of Christ, as indicated by the miniatures. The Incarnation, as indicated by 
the defenders of images as previously discussed, justiGes the portrayal of God, who in this 
manuscript is shown with a o^oss-nimbus.

'"^Carruthers, TTkwgAr, especially 149-50. This is the source Grr the
other quotations and the information in the rest o f my paragraph excluding its application 
to the Cædmon Manuscript.
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Solomon in the citadel of Jerusalem, and "the visionary citadels (arces) of Ezekiel and of 

John." The literary troping of the Carruthers notes as being built up by

mnemonic catena—"'ark' or 'chest,' both ofNoah and of the Covenant, where God's 

arc-ana, 'secrets,' are hidden away; arc-ef, 'citadels,' the walled cities of Ezekiel's and 

John's vision; and also arc-ns, 'arches'"—becomes visual troping in the Caedmon 

Manuscript beginning with the archway of the hontispiece and continuing throughout.

The pictorial ûame serves as a transition to the spiritual realm, encouraging the 

meditative viewer to look within, to enter through the doorway which hguratively is also 

Christ (John 10.9). "The beauti&il gate of the temple is the Lord," says Bede "Whoever 

entea through him will be saved."^^° He rejects further that in Old Testament times the 

people of Israel were broiigbt by the words of the law and the prophets in an enabled  

way up to the "interior places of wisdom," the anciait tabemade with "the golden 

doorpost," but that Peter is the guide with the k ^ s  of the heavenly temple, so that all the 

world can hock "to the threshold of t r u t h . T h e  inner double outline archway of the 

Caedmon hontispiece is suggestively hlled with yellow, making of this meditative visual 

trope a conversion image as well. In this instance, the golden entrance is applicable not to 

the Jews as in Bede, but has a particular resonance with respect to the amalgamation into 

En^ish religious life of the Vikir% faction, whose tastes are reflected in other miniatures in 

this manuscript,"^ likely dating hom the period of their rule (1014-43). This archway 

serves symbolically as the "threshold of truth" to the place of "wisdom" revealed in the 

images and words of the manuscript. Also interpreting the gate as a conversion image, 

Cassiodorus, commenting on Psalm 110.10 ("the fear of the Lord is the b^inning of 

wisdom," which is quoted in the book held by the Incarnate Wwd in the Dunstan

Bedle. Cow/ngnApy ou tAe /lets trans. Lawrence
T. Martin (Kalamazoo: Cistercian Publications, 1989) 43-45. Bede is commenting on Acts 
3. 1-11. FromBedüg Qoera, Pars II, QperaFjcegeAoa (Tumhout: Brepols,
1983) 23: Porta ^ c fo s a  dbmmus est per guem, «  gmfs introierit, saJwahitwr.

"^7%e FeMeroA/e Be&k. Cowmentayy on tAe q/^the 43-45. Bedbe
FeMeroAz/fs Qqera, Pars H, Qpera Æcggetzca 23-24.

^^endrick, Late &ccon owf Fi*tng.4rt 33,98-99, and 105.
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miniature) says this fear is "a kind of gate" through which "we gain access to the Lord," 

fbr if '\ve are untouched by &ar of His judgment, we neglect the remedy of 

conversion.""^

For the converted, the image functions, to appropriate the words ofBede in his 

discussion of the ascent of the contemplative, to direct the "eye of the mind" to "heavenly 

things," giving a "kretaste of the joy of perpetual blessedness" fbr those long practiced 

"in the rudiments of monastic virtue.""^ It makes accessible to such a viewer that which is 

achieved by the "sublime ones" who "ascend to the contemplative.'"" In other words, the 

image reveals with physical immediacy what Bede says the contemplative achieves, a 

vision of God. Carruthers puts harward the idea that word pictures and paintings can 

function as "gathering" sites fbr meditation to paint mortal pictures,^" as the Dunstan 

miniature itself demonstrated. The viewer becomes immersed in a mystical expoience and, 

like the visionary, becomes, as Jef&ey Hamburger suggests, a "seer.""^ As he observes, 

Christian mysticism is based on the concept of man being made in God's image and the 

corresponding doctrine that God was incarnated in man's image."' In Christian devotional 

/vocfice, the image of the divine functions to serve as a meditational fbcus fbr such

fsoAzw 3:131. Eigpoafzo m f&zAnas, PL 70,
col. 803.

the Fewrohk." on the Gcwgpets, Book 1,91 From Bede, ^cwflae
geMwrnae, PL 94, col. 48.

"^Bedb the Feneroh/e. Æomf/rej on the Gcwg?eZs, Book 1, 90. From Tfomt&xe 
gemmwe, PL 94, col. 47.

'"The Thought 151.

"^Je&ey E. Hamburger, The Frfwa/ owT the Ffstowtty. v4rt owT Fema/e 
j^^ptrttwa/ftk'm Late Afecheva/ Germat^ (New York: Zone Books, 1998) 29. He is 
discussing the literature written by and fbr nuns which of&rs "the most compelling and 
most concentrated bodies of evidence &om the entire Middle Ages of the ways in which 
images were used" (29).

"'The Ftaifa/ atxT the FtaoMarY 27. In his study, this is made more complex by the 
place of women in this system since they do not share the male 6)rm. He argues lhat 
"virginity, eucharistie piety, and imitation of the Passion of&red possible outlets" 6)r them.
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commumon, eliciting a mystical experience.

In the case of the Cædmon h^ntispiece, the appropriate response to the vision of

the ddty oSered by the &ontispiece image is vocal and immediate. Just as Cassiodorus

intimates that the people who attained access to the Lord upon passing th ro u ^  the gate of

&ar "gave voice with thanks to the Lord to the sentiment of their devoted hearts; [which]

is what m ai of piety must do in this lik, and what the blessed as we know are to continue

to do in the heavenly Jerusalem,"^^ so the Cædmonian Genesis poem 6cing the image and

interacting with it begins:

Us is riht micel hæt we rodera weard 
wereda wuldorcining, wordum herigen, 
modum hihen! ™ (undeilining mine)

(It is very right fbr us that we should praise with words, with heart's love, the Guardian 
of the skies, the GIory-King of hosts.)

This establishes an interesting three-way dynamic involving (1) the text of the poan, (2) 

the "we" who are invited to "praise with words" the king of heaven,^ and (3) the visual 

icon of this eternal and powerful dâty^^ who convanently &ces "us" through the arch of 

the Aontispiece. These verses imply that "we" are the iqieakers, both in terms of raidering 

a praise to God and as oral readers of the poem, vdnch is itself a verbal act of praise. 

Dunstan, responding to the image of the Incarnate Word, is h ae  replaced by the audience

faz/n» 3:130. Eqxwfiro m AoAnar, PL 70,
col. 803.

™Krapp, 3, lines 1-3. Unless otherwise indicater^ all
quotations are 6om this edition Line numbers are subsequently enclosed in brackets 
hallowing the quotation in my text. In the manuscript, the Erst hemistich, taking up a &dl 
line, is capitalized. The hrst letter is composed of one wyvem biting the tail of anotha 
(this is the typical Anglo-Saxon style of dragon with a lion's head and fore paws, wings, 
and reptilian tail which, in this case, shape-sbifts into a vasion of acanthus leaf).

N. Doane, Genesis.^. Aew EdSdron (Madison, WI: U of Wisconsin P, 
1978) 226, notes that "Failure to praise God was the chief outwad sign of the iryustice 
and pride of the Allen angds."

^These qualities o f the deity a e  emphasized in the lines immediatdy Allowing in 
die poem.



123

of the Caedmon Manuscript.

Not only are these opening words remimscent of the original Caedmon's Hymn, but 

th ^  resemble the Preface of the Canon of the Latin M ass.^ The Aondspiece can 

therefore also be imagined as leading through an arch in an Anglo-Saxon church, 

GoaGrming the iconic status of the deify addressed. The Qres of the audience are then 

drawn to the face of the deity by the compelling eyes which penetrate, as EUert Dahl 

observes with req)ect to the conqoarable look of thé late ninth-century statue of St. Foy of 

Conques, "the secret recesses of the heait."^  Dahl Ends that it is the piercing look that 

characterizes the hieratic cult image and imparts to it, according to medieval p0"ceptions, 

the 'lifelike" quality.^ Certainly, eyes are a prominent feature of the Cædmon miniature 

since the numerous eyes of the cherubim surround the enthroned deity (see Apoc. 4.6).^^ 

Among the instructions given to Moses in the making of the sanctuary, he is told to make 

two cherubim fbr each side of the covering of the ark Gom the midst of which the Lwd 

will henceforth speak to him (Exodus 25.18-22, cf Numbers 7.89). This Old Testament 

instruction was taken as authmization fbr the veneration of images by the second Council 

ofNicea in 787, an argument %hich the theologians of the CoroAm opposed on the 

grounds that this was an exception since it was inspired by God himself and did not apply 

to man-made art. Representing the deity himself in the midst of the cherubim is.

^^Paul Gardner Remley, "The Biblical Sources of the Junius Poems Genesis, 
Æxxx&s, and Dunie/," diss. Columbia U, 1990,12-13; and also Remley, "The Biblical 
Sources of the Junius Poems," 13-16, where he compares each phrase. See also the 
discussion of these lines by Doane, Genesis Aew &AAan 225, noting that the
resemblance to the PreAce of the Canon of the Mass was Grst noticed by Hohhausen in 
his note to these lines; see Ferdinand Hohhausen, Die aiiere Genesis mii Einieiiw%; 
^nmerArmgeri, G/ossw wwidkr Z/zieiniscAen gneAe (Heidelberg, 1914).

^Ehert Dahl, "Heavenly images: The statue of St. Foy of Conques" 187.

^^ah l, "Heavenh^ Images" 187-90.

^Israel GoUancz, in the introduction to his facsimile edition of The Gced&non 
Atbnnscnpi xxxix, points out the references to six and two-winged cherubim in Ezekiel 
10.12, Rev. 4.8, and Psalm 98.1.

^^TlodweU, fuinAng in Dwrcyxe 18.
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therefore, an appropriate visual statement by the Anglo-Saxon artist. These cherubim 

f^)pear to be visually cross-referenced also with the images of the singing ser^him  who 

surround the enthroned Lord in the temple as seen by Isaiah (6.2 Æ) on A» guafAcn 

geaM e 'in his spiritual vision' and who, according to Æl&ic, betoken the Old and New 

Testaments. Such a synAolic meaning makes the winged figures of the Cædmon 

frontispiece especially relevant with respect to the '\mlocking" of the fallowing Genesis 

narrative in terms of the New Testament.^ Echoing Isaiah 6.3, there are also creatures 

with eyes surrounding the throne in John's vision, when "a door was opened in heaven," 

and he encountered them likewise singing 'Holy, Holy, Holy, the Lord God of hosts, all 

the earth is full o f his glory" (Rev. 4.1 and 8), references which add an eschatological cast 

to the Cædmon &ontispiece, collapsing the beginning and end of human history. Below the 

deity's &et, incorporating 2 Kings 22.11 (about the Lord riding upon the cherubim and 

sliding on the wings of the wind) are small winged heads, the left one energetically 

blowing the w ind.^ The image borrows elements horn more than one biblical re&rence, 

demonstrating a breadth of internalized knowledge and familiarity with scriptural images 

that made up the iconographical tradition.

From the midst of the cherubim in the Cædmon Manuscript, the Lord "speaks" to 

the Germanic audience in the fallowing vernacular text. And it is, above all, the powa: of 

the Word of God that both the poetry and the pictures celebrate. The Scriptures, which 

provide the verbal baâs far the poems, are visually indicated by the scroll or book which

^^Ælfic, "On the Old and New Testament" 68-69.

^Compare ÆlGic's HexateucA, fbl. 2, where the frst image serving as a 
&onüspiece shows, in the upper hal^ the enthroned deity within a mandorla supported by 
angels.

'̂ Although he refers to winds, Hugh Regnald Broderick IB, "The Iconographie 
and Compositional Sources of the Drawings in Oxford, Bodleian Library, MS Junius 11," 
diss. Columbia U, 1978, 66Æ, seems unaware of this source. He observes, however, that 
Barbara Raw points out that similar winged heads occur in connection with the deity in the 
Utrecht Psalter; see "The Story of the Fall of Man and of the Angds in MS Junius 11 and 
the relationship of the Manuscript Illustrations to the Text," M A. thesis, U of London, 
1953, 68-69.
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God holds in one hand in many of the illustrations, including the frontispiece. The scroll, a 

kind of antique *%rst edition," is ^)propriate because it typic^y represents the Old 

Testament in art, as observed by \Cdiael Camille. \^ th  his other hand, the deity gives a 

blessing gesture which, with three Gngers raised, mystically imphes the Tnnity,^^ a 

concept rânfbrced by the cross-nimbus of the pictured deity. This inclusion of the second 

person of the Trinity in the portrayal hints at the '%idden" meaning of the Genesis 

narrative which is about to be revealed verbally and pictorially to meditative readas who 

understand it spiritually with re&rence to the Incarnation of Christ.

**Seemg*' Creation by the Word of God

The poet enriches the accounts in Genesis which begin, "And God said [. . .]" with

the filler potential of John 1:1,

In the beginning was the Word: 
and the Word was with God: 
and the Word was God.

Within the text the poet develops this by progressing imaginativdy fom  (1) God taking 

counsel in his thoughts as to how he might fU the spaces le f empty in heaven by the fallen 

angels (92-97), to (2) God willing or desiring to create a replacement earth (97-102), to 

(3) God looldng with his eyes on the jo)iess dark waste (106-110), until (4) through the 

wwfj this glorious creation came into being (110-111).

Creation itself is efected by the generating activities of the Word: commanding 

and naming. For example, in the text, God AeAr 'commanded' (121) light to come 6)rth, a 

&RS 'command' (124) which was quickly fulflled (123), as he bade' (125).

^^See Camille, 77* GofA/c Tdb/192, 198. Compare also Rev. 6.14. On page 41 in 
the Cædmon Manuscript, the deity holds a book in the top register when he condemns the 
serpent to craW on the ground and a sô oU (shorter, and not with seven seals) in the 
bottom vhen he walks in the garden to see vhat Adam and Eve are doing, indicating that 
the scroll and the book can be considered interchangeable when necessary, as here, to help 
distinguish two separate events.

^^John Bulwer, CArro/ogfo. or the AüAmzI Z/zngnoge rZ* ÆzwZ oW  
CAirowomro. or tAe .drt 7M*rorfc, trans. James W Cleary (Carbondale and
Edwardsville: Southern Illinois UP, 1974) 191.
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Having by command separated light horn darkness, the Rula^ of Life shaped their names 

(128), this naming being accomplished, as the poet reminds us, through the Lord's 

(130). The woTff is repeatedly mentioned by the poet as the mighty force responsible for 

this glorious creation (111), dividing the waters (149) on the second day, and causing the 

dry land of the earth to ^pear on the third day (158).

In the 6cing creation miniatures on pages 6 and 7 (hg. 21), the domed registas 

are suggestive of the circumference of the hrmament hom which God does everything by 

word, as discussed by Otto Pëcht.^ He compares this creation cycle with a fburteenth- 

centuiy illustrated English manuscript, London, British Library, MS Egerton 1894, which 

also shows the Creator sitting on a semi-drcle, but with another iimer round representing 

the earth, as he does all things by a word. In the Cagdmon miniature on page 6, the earth is 

emphasized by the red outline of the "footstool" (Isaiah 66.1). In the scenes on page 7, the 

cross-nimbed deity is shown speaking creation into existence by means of the hewfAcA) 

Zafrwr gesture of his right hand, used in the classical manner as a speech gesture, while 

his left holds a codex of his words, representing, in a dual way, the creative "Word."

The creative hand of God (Isaiah 66.2 and Psahn 8 .4) is usually represented in the 

Caedmon miniatures by this hewdkro Wf/Kz to indicate his speaking voice, its meanmg 

made clear in the miniature showing Abraham's sacriGce of Isaac in the Prudentius 

manuscript (hg. 22), previously mentioned as the work of the second Caedmon artist, 

where the inscription clearly labels the hand of God as representing his words and active 

power: (xxkf s w y d r u [...] 'Here God's right hand hrrbade

Abraham to kill his son, as he bad been commanded, and provided a ram fbr him to ofkr 

to God.'̂ ^  ̂The power of the Word is demonstrated by Abraham's reacticm as he turns his

^O tto  Pacht, "A Giottoesque Episode in English Medieval Art," Æ C7 6 (1943):
51-7L

^See Moshe Barasch's study of gestures in GfoKo uW  the Langrmge q / Gesture 
(London: Cambridge UP, 1987) 1-39.

^ % e  full Anglo-Saxon inscription reads: ^ r  Godks swydru^brheocf y46rahame 
/w t he his sumz ne q^kge swa him hehodbn wees oc ̂ mde him wme ram Gode to 
geq^ge/m e, transcribed (I have used a w far the wyim) and translated by Mildred Budny,
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head to hear the voice and arrests his action just at the point where he would have moved 

Isaac by the hair onto the altar and then swung the large Anglo-Saxon sword held upright 

in his light hand^ onto his son's neck, and by die ram's reaction as it looks dole&lly 

towards the saciihcial altar.

In the Caedmon miniatures, it is not the disembodied hand of G od^ but the 

personihcation of the incarnate Word who moves into action, just as he does in the 

creation semes in the Carolingian Grandval Bible™ (6g. 23), previously mmtioned in 

connection with the historiated initial of the personi&ed Word which introduces the Book 

of Wisdom (Eg. 13). AAer the Caedmon Manuscript's hieratic presentation of the central 

and full-faced iconic image of the Aontispiece 6cing the viewer, the deity is generally 

shown in three-<piarter proEle as he moves into action laterally across the pages as his 

speech becomes manifested in historical time and he relates to his creation.™

In both the top and in the third registers on page 7, the deity in the Caedmon 

Manuscript bends his head and looks down at the things he is creating. There is a Ene 

distinction between the gestures in the Erst and the third register. In the third, the daty's

Twn&zr, aW  Mzwwcnipf v4rr of Corpus CArrsir
College, ^  CoWogwe (Kalamazoo: Medieval Eistitute, 1997)
292. That this artist is the second Caedmon Manuscript artist is discussed on 283.

'̂ ^The Anglo-Saxon sword is clearly shown as a one-handed sword which would 
have been lowered in this manner, its weight serving to cleave, in this case, the victim's 
neck.

^^^Except on page 49 where the disenfbodied hand of God is shown descending 
Aom the clouds above the sacriScial oE^ring of Abel, a scene probaibly adapted Aom the 
iconography of Abraham's sacriEce of Isaac.

™London, British Library, MS Add. 10546, E)l. 5. For a discussion of "the 
rejpresmtaEon of the Lord Creator as Christ, the preexistent 'W ord,'" see Mutheridr and 
Gaehde, Cwo/n%zan farnfm g 73-74.

™See Meyo^ Schapiro, fPorc/ waf frcArres. On LrferW wxf m (Ae
TZAfffraEon a  Tkcf (Paris: Mouton, 1973), who distinguishes between the "theme of 
state" to represent the sacred and regal character of Aontally posed hieratic images and the 
"theme of action" as represented by Egures shown in proEle, especially in the three- 
quarter proEle view.
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arm is lowered into a horizontal position. If its visual line of direction is extended, it also 

sa^es to point to a related scene on the preceding, facing page 6. In both these scenes, a 

descending angel pours, out of an upturned bowl, what may be interpreted as rays of light, 

visually connecting the hrst day whai "the spirit of God moved over the waters" and light 

was made and divided 6om the darkness (Genesis 1.1-5) and the fourth day when God 

made the lights in the hrmament, including the sun, moon, and stars, to divide the day and 

night (Genesisl. 14-19), both emphasizing the idea of Hght.̂ ^ In the interconnected, two- 

tiered illustration on page 6, the deity points down with his leA hand to the other angel 

with his eyes covered by a cloth, indicating the akorc gesweorc /sewnzn jwmfhre 'the dark 

mist brooding in eternal night' (108-09; not mentioned in the Bible) The right arm of the 

seated deity on page 6 is extended in an open-handed gesture, as if sweqnng the light 

outwards and downwards to illumine the darkness of the deep bdow. If  the arc of this 

raised arm were continued, it would direct the eye of the viewer back to the facing deity in 

the top register of the opposite page, reinforcing the suggestive triangularity of the three 

cross-nimbed Ggures on these two pages.

Bede, in his homily on John 2: 1-11, connects the creative Word with the Trinity in 

a reference to Psalm 32.6: "By the word of the Lord the heavens were establidied; and all 

the power of them by the spirit of his mouth," when Bede says "By the Word of the Lord 

and the Spirit understand the w ^ le  Trinity, which is one God."̂ *  ̂That the three Ggures 

on pages 6 and 7 are intended to represent the Trinity is suggested by the subtle 

dif&rences between them with respect to halo, beard (or its absence) and hair. Analogous 

to these three hgures are the corresponding ones in the nearly contemporary illustrated

^^At the top of the miniature on page 13 a Sgure sits looking into a similar bowl, 
turned on its side and forming the right half of a mandorla, almost like a mirror, with rays 
oflight surrounding it and descending down to Adam and Eve in paradise. In this 
miniature b^hming the inserted Genesis B account, the Ggure with the b o ^  probably 
represents the Lord having returned to heaven after forbidding them the huit of one tree 
as described in the text above (235-245a). They are still God's beloved as long as they 
listen to the holy Word (245b-46).

^'See Beak FgneraAk. Æomf/ref on (Ae 1: 138. JTomfZoe gemnnog,
PL 94, col. 70.
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vernacular translation of parts of six Old Testament books, Æ lûic's Hexateuch,̂ *  ̂where 

the three images of God diSer somewhat with respect to such details as the colour of their 

clothing, indicating the consubstantiality of the three persons of the Trinity. In his

treatise "On the Old and New Testament," Ælûic makes clear that the Trinity is 

responsible fbr creation.̂ ** The emphasis on the creative "Word" in the text appears also 

to be taken in the plural sense, as indicated by Doane in bis glossary,suggesting that the 

Cædmon poet thought of it in terms of the Trinity . And it is the fbcus on the Trinity that 

appears to inform the layout of pages 6 and 7 in the Cædmon Manuscript rather than 

representing an attempt by the artist to show the successive days of creation."^ The hgure

^^^London, British Library, Cotton Ms Claudius BIV, second quarter o f the 
elevmth century, fbls. 2v and 3. This manuscript contains the prose translations by Ælûic 
and "another translator" as noted by Malcolm Godden, "Biblical literature: the Old 
Testament" 207. This work has over 6)ur hundred illustrations by the same hand. See the 
facsimile by C R. Dodwell and P. Clemo%, 0&/Eog/wA //Arstraregf AenzAencA, Early
English Manuscripts in Facsimile 18 (Copenhagen, 1974).

^^As observed by Asa Simon Mittman in his paper, '"Light words,' Weighty 
Pictures," given at the Medieval Association of the Pacific annual meeting on Feb. 26, 
2000 at Victoria, B.C. He did not mention the comparable conGguration in the Cædmon 
Manuscript.

*̂̂ "On the Old and New Testament" 17. In the 'Treface" 78, he describes the 
Trinity as comprised of the almighty Father and of se nrrc&r wwdbm /ww wwuM Fkedkr 
the  great Wisdom of the wise Father' who since released us from bondage by taking Gesh 
hom Mary, and of the Love of them both who is the Holy Ghost who animates all things.

A.- /4 408.

'̂ ^The poet elsewhere varies the appellations of God, as when the Arego eng/a, 
g*x%)e<%gwr the  ru le  of angels, the spirit speedy-in-virtue' (1009), asks Cain why he 
slew Abel.

"^Previous attenqhs to read these miniatures in sequential order has only conGised 
the issue. For a discussion of some of these see Pamela Z Blum, "The Cryptic Creation 
Cycle in Ms. Junius xi," Gesta IS. 1-2 (1976): 215 ff One solution to the problem of 
sequence is that the partial inscription should be reconstructed as "Befbre He separated 
water and earth" rather than "Here He [. . .]" The possibility that the pictures on page 7 
should be read 6om bottom to top is also considered, along with the idea that these scenes 
are a conGation of the days of creation. AG these have merit. My suggestion is that the 
/ynaary function of the two-page composition is to feature the creative activity o f the
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on page 6 may represent the Holy Ghost who, according to Æl&ic, is Gockf goat ge/krotf 

q/kr 'God's spirit borne over the waters. The bearded &gure at the top of page

7 would then appear to re&r to God the Father and the beardless &gure below to the Son. 

Since all three have a o^dss-nimbus, their partidpation in the Trinity is inq)lied. By analogy 

with the Hexateuch, ^ ^ ch  also features one &gure of the Trinity on the bottom of a left- 

hand page with the other two evenly distributed on the top and bottom halves of the facing 

right-hand page, it would appear that these two manuscripts shared a modd Maturing the 

Trinity or that the artist of one had seen and was in&uenced by the other.

In God's Image: Lines of Descent

The miniatures involving the creation of Adam and Eve deal not only with the 

complex relationship of prototype and image but also suggest the unfolding, in human 

history, of its implications. The concept of man being made in God's image (Genesis 1.26) 

is implied by the paralldism of the bodies of God and the sleqring Adam at the bottom 

right of the miniature on page 9 (&g. 24). This an/fcn&MB 'Hkeness' (1529 hints at the 

future role of the second Adam who will redean mankind after the fall of the &rst, as 

indicated by Æl&ic who says that Adam &)reshadows Christ."^

In the Caedmon miniature, this signi&cance is emphasized by the ladda behind the 

deity and by the unusual rocky hillock under the sleeping Adam: both are allusions to 

Genesis 28.11. There lacob dreams of a ladder between earth and heaven upon which 

angels ascend and descend, and upon which the Lord leans as he gives Jacob and his seed 

the land upon which he sleeps. When he awakais, Jacob renames the city Bethel and the 

stone "shall be called the house of God." Bede interprets the ladder as the Church and the 

angels ascending and descending as the evangelists announcing variously the divinity and 

the humanity of Christ, Wiile the rock which Jacob anoints with ointment he sees as the 

Redeemer, since &om "this ointment (that is, 'chrism') Christ received his name, and the

Trinity.

'^Trefhce" 7R

"''"On the Old and New Testament" 22-23.
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mystery of his incarnation is the mark of our redempticm."^^ Jacob was thought to 

prehgure John who leaned on Christ's breast imb&ing of '% e hidden mysteries" of 

Christ's divine nature which he was going to reveal in the A pocalypse.Bede says that 

John represents the contemplative life wherd)y vision of the Lord and the heavaily 

citizens commences here and is perkcted after death. The Benedictine Rule mentions 

that the sides of the ladder represent the body and soul into which the monastic vocation 

has inserted the steps ofhumility and discipline that must be climbed,"^ reinforcing fbr a 

possible monastic audience the rdevance of this scene. The ladda", as Denise Depres 

points out, signihes spiritual growth.'^ In the Caedmon Manuscript the journey can be 

seen both in historical terms in which the events at the creation fbreAadow the redemptive 

role of Christ and the establWiment of the Church, with hints also of the Apocalypse, and 

in personal terms as an interior journey in which the viewer attains to a visionary 

experience. This evocative miniature prompts the reader to begin to see and to understand 

what the contemplative commences to see. Understanding of the heaveidy mystaies and 

visual seeing are, in eSect, integrated in such a loaded representation, making the audience 

with "pure hearts"^^  ̂privy to the vision of the contemplative.

Ranfbrdng the complex incamational assodations of Christ/Adam/Christ-as-the-

^^See Bedk (Ae Fe/remA/e. Z/bnrf/ref on tAe 1:176. Genwmoe,
PL 94, col. 95.

PeneraWe; on (Ae 1:88. Genwrnog, PL 94,
col. 46.

(Ae on (Ag Grxpgik 1: 92-93.

"% is is hom ch. 7, *T)n Humility," in A. BgMg(6cr ' j 7 ü / / g 21-22.  
From 77* 7(n/e A. BgnecScf. r*g v46b%dbn Ccgy: Tafgr gnnn g«M sca6%g 
noffÿwM g&$g co/pwf gr unmMW in gnog Azfgro dfwgrfor gradkf ne/ 6&sg^/fnae
enocofro dk/mo uacg7K&H(&« /naenn/.

^^GAoa//x Frano/ ÆWrM/on in La/gTMedÿgW LfieroArre (Norman, OK:
Pilgrim Books, 1989)14.

'̂̂ Tbis condition &r seeing God is emphasized by Bede in 7%g Conwreniwy on ihe 
jSeven CmAo/ic ̂ %Wea 206. Bedae Venerabihs Opera, Pars n , Qpgru jExegedca 315: 
nwndk con66na.
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second-Adam is the view of the deity as he turns to look down at Adam in the miniature 

of God's Pronouncement on Adam and Eve on page 44 (hg. 25). This time the hngers of 

the deity are lowered to signi^ a negative pronouncement.^^ The cross-nimbed Ggures of 

the deitŷ ^̂  are positioned not only on top of a mountain, but on top of the huge tree in its 

centre which deGnes the shape of the mountain."' This allusion to the tree of Jesse, 

associated with the tree ofliA,^^ identihes the Incarnate Word, the new Adam, with the 

old Adam In this miniature o f the Fall of Man is included the promise of man's redenqAion 

by the Christ to come, indicating a synchronidty of sacred time as well as a chronological 

sequencing of historical Gme.

This incamational process may appear to be entirely patriarchal in its concerns, but 

the complex characterizations ofEve and her descendants are quite striking in the 

Cædmon miniatures. Unlike the Hexateuch, which features Adam in the creation scenes, 

giving Adam by himself charge over the animals in a separate miniature (6)lio 6) be&re 

Eve is even created and both are forbidden to eat &om the tree^^ (fbl. 6v), the Cædmon 

Manuscript gives more prominence to Eve. This is apparent in the visual vignette of the 

animation of Eve on the left side of the miniature on page 9 (Gg. 24), an example of the

^^Cf his similar gesture at the top of the Cædmon miniature on page 41 where he 
condemns the serperrt to crawl on its beDy.

^^This is also the most striking use in this manuscript of what J. J. G. Alexander 
terms the "system of continuous narraGve by which the passing of time is suggested by 
repeating a Ggure." See Alexander, J/Annr/xaAo» m Chç/bnJ Zrhrarrej 10.
Here Alexander is referring to the Translation ofEnoch on page 61 of the Cædmon 
Manuscript. He says that it is "a narraGve device of the AnGque penod and shows that the 
arGst had much earlier models available to him for his miniatures."

^ ^ o th  the Grandval Bible (Gg. 23) and the Hexateudi (fbl. Tv) show a tree 
separating God 6om the sinners, but there is no hint of the deity at the top of the tree.

^^orthrop Frye, Great Codle. 7%e ̂ r6/e aW Zfteratnre (Toronto: Academic 
Press, 1982) 150, where he observes that "Another image of the tree oflife which 
associates it with history is the 'branch,' the epithet of the Messiah as a lineal descendant 
of David. This appears in Isaiah 11:1 as a 'rod out of the stem of Jesse,' David's &ther."

^^Cf the Hexateuch arGst who presumably intepreted Gemeàs 1.26 about making 
man in God's own image literally as "a man."
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artist's interest in ampli^dng the dramatic potential of the role of women in the poan.̂ ^^ 

The inscription above h a  reads, Æer dkiAfe» geacqp adüwef ewwn 'Here the Lord 

aeated Adam's wife Eve. ' The poetic text above the miniature tells us simply that God 

aweoW 'a wife awakened' (174). In the illustration the deity's eyes and the two hngers of 

his hand direct the view a's gaze to the short insaiption: ÆIC4, signi^ing that, 6)r the 

Word, naming and creating a e  one.^^ His left hand simultaneously touches Eve's, 

contextualizing the Wmo. Eve's prohle is turned to the Creator while h a

raised arms suggest both joyful awakening and an attitude of prayer&l thanks.

In the Iow a right com a hke Creator, bearded and with a red ratha than the 

golden halo (the distinction again subtly implying the Tiinity), is shown at an earlia stage 

bemhng o va  the sleeping Adam to draw out a rib, an act separate from the animation and 

naming ofEve. In the Grandval Bible, a simila action is featured on the right side of the 

top reg sta  (Gg. 23), while Eve's torso is drawn &om the mde of Adam in the Hexateuch 

(folio 6v). The Cædmon artist, on the o th a  hand, has given the animation ofEve as a 

separate entity special prominence. This may have been because of the intaest diown in 

the role of women by the illustrator and because of Eve's typological sigmGcance as a 

Ggure of the Church which, according to ÆlGic, sprang &om God's side.̂ ''̂

In the following miniature on page 10 (Gg. 26), Eve's gestures and bodily stance 

are simila to Adam's: both respond to their Creator with fyrwrnok 'burning love' 

(191), as indicated in the text above. Eve's right hand, howeva, projects in &ont of the 

Gaming column into the space of the future beyond, anticipating in this early gesture h a  

last in paradise, as depicted on page 45 (Gg. 27) where the clothed Adam and Eve are

^ '̂See the miniatures on pages 20 and 24 fbr the temptation ofEve; pages 51, 53, 
54, 56, 57,62, and 63 fbr women as brides or m othas of oGspring; page 66 fbr Noah's 
wife gesturing tow ad the ladda up to the ark as if to exclaim: "you expect me to climb up 
iAoiT' (h a  hesitadon to go into the ark is not mendoned in the text); and page 88 fbr the 
beautiful Sarah in Egypt (she does not look pleased that she is supposed to pretend to be 
Abraham's sista).

^^Although the Gngers are shghdy lowaed, this is in accord with the entire body 
of the deity, so a negative pronouncanent is obviously not intended in this context.

^^^T)n the Old and New Testament" 23.
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about to be expelled^^ &om the safe fortress of paradise. Indicative also of ambivalence 

and prophetic in its signihcance (see 910-916 and Genesis 3 .15), Eve^s foot in the 

miniature on page 10 treads on the &ot of a lion at the base of the column on the left. In a 

visual reference to the bea#s \\^o are trod upon in Psalm 90.13, it is paired with the 

dragon undaneath the daty and at the base of the haming column to the right. Its 

demonic purpose is indicated by the flames issuing &om its eyes and nose,^^ a feature 

viable in the original manuscript, especially if this page is examined by sunhght. This 

pictorial exegesis and metatextual reference seems to have been suggested solely by the 

word (redW (203) in the text above which mentions simply that all Ae creatures whhh 

"tread" on land are bang given into Adam and Eve's power (cf Genesis 1.28). This word 

evidahly called to the illustrator's mind the popdar Anglo-Saxon iconography of Christ 

Treading on the Beasts, takai to refer to Christ's conquest of the devil who brought 

death. That the beast signihes death in this manuscript is evident by analogy with the 

miniature depicting the beast upon which Enoch treads on page 60 (6g. 28), a visual way 

of showing that, of all the Old Testament hgures, as signihed by the text above, he is the 

only one who nofgs dkode sweo/t 'did not suSer death' (1205). The &cing full-page 

miniature on page 61 shows Enoch in his bodily garments (1212) ascending to the wavy 

clouds of heaven. The flexibility of the illustrator is shown in the adaptation of existing 

exegetical commentary and visual iconography. In the miniature of Adam and Eve (Eg.

26), it serves as a reminder to the meditative reader not only of the original sin about to be 

committed, but of God's subsequent goodness in redeeming fallen man when the 

Incarnation is made possible through Eve's successor, Mary (Gen. 3.15).

In due course, as the narrative indicates, God's people multiply and Gll the earth 

'until' (1248)—the fateful word that &equently also begins a dramatic change in

^̂ ^That the gesture is intended to indicate a cross-over to diGkrent dimension is 
suggested by the contenqxnary illustration in the Eadui Psalter (Eg. 19) in ̂ %inch Benedict, 
i\to  is in heaven, reaches his hand across the column separating him 6om the earthly 
monks holding his Rule.

""^Compare the dames issuing &om the leonine mouth of hell at the bottom of page
3.
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and in the Caedmon manusoipt is emphasized with a large initial composed of 

biting dragons (hg. 29), making of this a new section—concord is disturbed. The reason is 

that men begin to seek as brides the beaud&d and sinful women among the kindred of 

Cain. God regrets having created man and in his anger decides to destroy all that is on 

earth, except for Noah and his family. What is unusual in the Caedmon tripartite miniature 

is that on the left side, Noah's mother and her midwik are depicted. This emphasizes the 

role of women as mothers of kings. The grown-up Noah is shown in his role as king in the 

middle scene and in that on the right side. The Hexateuch (folio 12v) does not represent 

Noah's mother, but shows Noah and his &müy in the left &ame and men embradng 

women on the right Aame of the equivalent miniature. In the Caedmon Manuscript women 

are shown to play an inqwrtant role in genealogical succession. They are Aown as giving 

birth or holding inAnts on pages 51 (a woman and her offspring within the frst city), 53 (a 

woman with a crib in the top register and a woman holding a child in the middle registe), 

54, 56, 57 ( a woman and child behind a curtain, a king in 6ont), and 62. Often the woman 

with the child is placed near a column or other architectural Aature, like Noah's mother.

In the Hexateuch, on the other hand, as Catherine Karkov has recently observed, wives 

are usually shown with their husbands and children and are not accorded a particular role 

in the creative process. Karkov sees this emphasis on the matriarchs in the Cædmon 

M anuscr^ as an amplihcation of the text which gives women an "active role in the 

procreatimi o f sons and, by extension, the creation of genealogy and history . 

Complanenting the patriarchal images of the Creator in the Cæ&non Manuscript are the 

more varied and complex images not only of Amale culpability, but of "Amale power and

^ ^ o r example, when the dragon hdd his treasure 6)r 300 winters "until" (2280) a 
thief enraged him by stealing an ornamented cup; likewise, Beowulf as king survived eveiy 
hostility "until" one day (2399) he encountered the dragon.

^Catherine E. Karkov, "The Anglo-Saxon Genesis: Text, Illustration, and 
Audience," ed. Rd)ecca
Bamhouse and Beqamin C Withers (Kalamazoo: Medieval Institute, 2000) 220-21.

^^*Kaikov, "The Anglo-Saxon Geneas" 222. She points out that in the Caedmonian 
text the poet "takes care to give us Eve's thoughts, perceptions, and motivations (while 
not, of course, denying her guilt)" (230).
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creation.

Noah'a Ark as a Meditative Gathering Site

Following the miniature showing the engmdering role of Noah' s mother in relation 

to Ms regal power are several scenes of the ark; its construction, loading, loddng, and 

floating are all meticulously depicted on pages 65, 66 (Eg. 30), and 68 (6g. 31) by the hrst 

artist and on page 73 (hg. 32) where the second artist begins his work. This is only one 

scene less than those devoted to showing a very similar ark in the Hexateuch (Sg. 33).̂ ™ 

The primary theological reason for this interest in the ark is doubtless its typological 

signiScance. Bede succinctly describes this 6)r those who ''see at a more profound level" 

saydng that the ark can be understood as the Church, Noah as Christ, and the water "wMdi 

washed away the sinners as the waters of baptism. When the waters subside, the idea 

that this is indeed a rebirth, a second creation, is indicated in the illustration by the second 

artist showing the deity with a scroll, referring still to the actions of the Word, blessing 

Noah and his sons (hg. 34), a parallel to the illustration on page 10 (5g. 26). Noah is 

shown oSering animal sacriSces to God who, in the text, gives all the animals into Noah's 

power, the latter being told to teem and multiply (1512). The prominmt role of the 

Church in this new creation is indicated by the superstructure of the ark (Bg. 30), which 

looks very like a splendid Anglo-Saxon church*^ with its stone construction, round and 

triangular or gable-end arches, the tower-like third Boor (compare Genesis 6.16^^) and the

^®Karkov, "The Anglo-Saxon GeiKsis" 231.

^™Fols.l3v, 14 ,14v, 15, and 15v.

(Ae FeneroA/e. AwnA&s on (Ae Gô gpe/y 1:140. AwnrAre geywrnoe, PL 94,
col. 71.

^^om pare the plates in Fisher, Greofer Ærgjo-&ncon CAwcAgf. P Brandt, 
vfyÂgrt Df&üendk Xrmaf nn «n AAffgAzAgr (Leipzig, 1927) 240,

noticed the likeness of the ark's superstructure to a church, as mentioned by Broderick, 
"The Iconographical and Compositional Sources" 323.

^̂ ^The ark has only two Boors in the two renditions on page 68, but it is Hkdy that 
the demands of space limited the h e i^  given it. The variations between the three
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flanking turrets perhaps suggested by A/ÿîgea», referring to the towering ocean-house in 

the text above (1321). In this illustration, it is the ark, not the cross-nimbed dety, that is 

emphasized by mudi red outlining. As a kind of visual footnote at the bottom of this 

miniature is a detail not mentioned in the text and not included in the equivalent 

illustrations in the Hexateuch: Noah's wi& stands outâde the hame at the bottom of the 

ladder, making a gesture similar to that of Eve on pages 10 (hg. 26) and 45 (fig. 27), as 

she evidently argues with the man who is half-way up the ladder beckoning her to come 

along. Perhaps her presence here suggests a link not only to Eve, but also to Mary, who 

signihes the Church, as does the ark itsd f

In the miniature on page 66 (hg. 30) and in the bottom register of the miniature on 

page 68 (fig. 31), the cross-nimbed deity is shown making the AewdSicffo W w  gesture at 

the doorway of the ark. In the Srst instance, Ae/eoc weorcf / mereAnses nwd

'the guardian of the heavenly realm locked up the sea-house's mouth' (1363-64) and 

blessed the inside of the ark. In the second, he locks it again and blesses it after the rains 

start (1390-91). The two illustrations follow the text in this dual representation,"^ the 

locked ark on the waters in the top ra s te r  of page 68 making a third representation in 

which the loddng is featured. This raises the question as to why there is so much emphasis 

on the locked ark. To a meditative viewer it conhrms Christ's protection of the Church 

against the ha^ce storms of this world, rejecting imagery similar to that of the Psalms as 

implied in the Dunstan inscription. Unlike the Hexateuch miniatures where they are absent, 

the tempestuous rolling waves (and in the top of page 68, the rains) are a dramatic feature 

of the Caedmon rmditions, as are the images of the deity standing on the waves, 

exeiq)lü^hig his power (p%es 66 and 68; hgs. 30 and 31). For the person of dbcy

drawings also suggest the passage of time.

^̂ *This may be a visual allusion to the eordom Arne (1322) mentioned in the text 
above, this caulking representing the power of faith, as suggested by Doane, re&rring to 
Bede, in GgwafjA 263.

"Broderick, "The Iconographical and C on^sitional Sources" 324, mentions 
other works, beginning with the Cotton Genesis winch share this double depiction of the 
ark.
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understanding, unlocking the mysteries of the ark with the keys of the spirit, the 

explanation of the Old Testament episode reveals that 'our Saviour' will

protect the Church, Gguratively represented by the ark as indicated by exegetical 

commentaries with which the educated viewer would be familiar, from the 

'threatening waves' (1484 and 1490) and provide 'rest 6om sea-joumeys.'

This makes of the Flood episode an allegory for man's lik  on earth and for the spiritual 

journey of the individual Christian. Noah is a model of one who Ayrck the holy voice and 

did as the seo 'the voice commanded' (1493-94), expressing his gratitude by

a sacriGcial oGering.̂ ^  ̂Noah is also a type of Christ whose name, according to ÆlGic, 

means ' rgaï ' o/r While in the Cædmon illustration (Gg. 34) the remnant Gom

the Flood are released Grom the ark by the Saviour to enjoy t h e o n y b W h w  'fair 

earth' (1487), the impHcadon for those able to see the true meaning of this episode is that 

the real goal of the spiritual joum ^ is eternal rest in the heavenly paradise, as the visual 

troping around the idea of the ark suggests. In this illustration by the second artist, the ark 

is rendered more as an abstract diagram than as the dragon ship 6voured by the Grst artist, 

implying that for him, the symbolic resonance of the ark is paramount.

The ark on page 66 (Gg. 30) by the Grst artist alludes to its signiGcance in a 

difkrent way by including a feature not mentioned in the poetic context: two Ganking 

dierubim with eyes on their wings looking "one towards the other" (Exodus 25.18-22).

By analogy, this kature relates to the chanbim in the frontispiece where the cross-nimbed 

deity spears in their midst, not as the unseen "voice" of the Old Testament (Numbers 

7.89), but as an image of the Word. It is the visual presmce of the Incarnate Word 

engaged in creation and active in subsequent Old Testament events that gives the kind of 

double vision which encourages the viewer to see their Chiistological signiGcance.̂ ^ In

^̂ ^The animals are not killed on an altar in the miniature on page 74, perhaps in 
illustration of lines 1518 G! against eating G)od with blood and against depriving man 
made in God's image of Hfe.

^^"On the Old and New Testament" 24.

'̂ ^ÆlGic declares that ae/c A o / r g w o r f A x m  wM weorcwn cydbw «me
^xe/eW. See "On the Old and New Testamenf ' 24.
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the creation cycle and in the renewal associated with the Flood, the Cædmon Manuscript

illustrations demonstrate that he geworAte by the power and wisdom of the Word,

visualized especially by the subtle variations of the AgWfAcAo Wzwz gesture. The viewer

can see the Word in action and share in the creative joy God himself experienced when he

looked at his works. As expressed by ÆlAic:

Se ælmightiga Scippend geswutelode bine syl&e j)urh j)a micclan weorc 5e he 
gewoihte æt Auman, 7 wolde j)æt j)a gesceaAa gesawon his mærj)a 7 on wuldre 
mid him wunodon on ecnisse.^^

(The almighty Shaper manifested himself through the great work which he made in 
the beginning and would that his creation saw his glory and lived with him in 
eternity.)

If the images successfully arouse a strong emotional response, then it will mani&st itself in 

a trans&rmation of life directed to God's purpose, the meditative viewer now becoming, 

as expressed by John of Damascus, a living monument and image.

The Dragon-ships and the conversion of the Viking

While the images I have examined show that the scriptural and exegetical 

references involved in their composition would have served as gathering sites for the 

educated reader able to tease out thôr meaning by repeated and sustained meditation, 

serving as conversion images in the sense o f promoting spiritual insight leading to personal 

trans&rmation and a recommitment to the spiritual li&, and functioning this way even for 

the \%diole community, there may have been a wider audience involved. That the poetry is 

in the vernacular suggests this in itself but the obvious allusions to the Viking dragon- 

ships in the images of the ark, indeed their very number, implies that the net cast for 

conversion applies also to the Viking ruling Action, even if on a less sophisticated level. 

The arrival ofKing Sven's fleet of Viking ships in the invasion of Ei^land in 1013 must 

have imprinted itself on the visual imagination of the English, as indicated by the following 

desorption:

^™^n the Old and New Testament" 16.

369.
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On one side lions moulded in gold were to be seen on the ships, on the other birds 
on the tops of the masts indicated by their movements the winds as they blew, or 
dragons of various kinds poured ûre &om their nostrils/"

The 6scination with the appearance of these splendid and terrible ships is evident in the 

several miniatures devoted to their depiction in the Caedmon Manuscript, the Hexateuch, 

and the Bayeux Tapestry, in the case of Harold's ship,̂ *̂  as well as in liteiary descriptions 

in the Icdandic sagas and Arng Æzro&f 's

The difBcuky is to explain how Noah's ark, representative of the Church and the heavenly 

Temple came, in the Caedmon Manuscript and the Hexateuch, to be depicted as a Viking 

ship. In the early years be&re the Viking ascendancy fallowing Sven's invasion and Cnut's 

successful triunyh in 1016, the Vikings were clearly the enemy, their attacks having been 

renewed as early as 991 (as the Anglo-Saxon poem, 7%e BaM/e indicates). It is

hardly likely that the artists would represent a symbol of the Church as a pagan Viking 

ship, however impressive it might be. The only acceptable explanation is that these 

pictures were made after Cnut became king. As Stentop points out, he is distinguished by 

being the only foreign rule^ who tried to win the respect of the English church, although 

he was formerly a heathen.^" Finding to his beneht the English concept of the king as

^"David Wilson, The FfAzMgvdchrevemenr (London: Sidgwick and Jackson, 1970) 
232. See Ewomwm Eiwnae ÆegrMOg, ed. by A. Campbell, Camden third series, vol. 72 
(London: OhSces of the Royal Ihstmical Society, 1949).

^"For instance, at the beginning in the 8Ah subject scene, three of the four ships en 
route to France have dragon heads at the hont and back.

^"The earliest being in 868; see Dodwell and Clemoes, The OM .EhgTMh TT/rw/rorerT 
T/exorench 71. In comparing the dragon heads to the Great Beasts of Scmdinavian art, it 
is possible to see a distinct similaiity in the elongated arouts, lappet-like crest, and in the 
case of one, a long protruding tongue as on page 66 of the Caedmon Manuscript. In the 
Hexateuch the heads have acquired the Scandinavian snout lappet and, on the right side of 
the pictures, a crest or multiple lappets. This is one occasion for which even Wilhelm 
Holmqvist admits ''Scandinavian inûuence," in "Viking Art in the Eleventh Century," XcPz 

(1951): 22.

EngTüwT 390-91. The in&rmation in my next sentence is likewise 
&om this source. Stenton discusses more fully the extent of Cnut's acceptance into the 
"civilized Maternity of Christian kings."
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G o f s vicar on earth, Cnut devoted himself to the interests of the English church leaders, 

identh^dng himself with them in reestablishing authority in a country demoralized by 

decades of war.

The hrst miniature in the New Minster Liber \%ae,"^ which was ia-ought daily to 

the altar, shows a royal couple, with accompanying inscriptions identi^ing King Cnut 

and queen Æltgifu/Æl%ytu (Emma of Normandy), as they present a large golden cross to 

the deity above the altar (hg. 35). The angel above Cnut places a crown upon his bead 

with one hand and points with his other up to God in his mandoila, clearly danonstrating 

the source of kingly authority. The layout of this mhnature is remarkably dose to the 

earlier one ofKing Edgar of&ring God the New Minster Charter (6g. 14), so close that it 

suggestively implies an unkeken line of continuity between the English King Edgar and 

King Cnut, both God's agents on earth—whidi is doubtless the intent of this visual 

propaganda. One diSermce between the two miniatures is that, in the earlier one, Edgar is 

flanked by the Virgin and St. Peter, whereas in the later one, Cnut is balanced by his 

queen. Care has been taken to inscribe Æl%ifu as REGINA. Karkov, in detailing the 

powerAil role o f Æl%ihi as king-maker, hints that this queen may have been linked to the 

making of the Cædmon Manuscript . Not only was she married 5rst to Æthelred n  and 

then to Cnut, consolidating the latter's power, but she appears also to have been involved 

in the political machinations regarding the succession after Cnut's death. Seen in this 

historical perspective, the Cædmon Manuscript miniatures are instructive not only 6)r a 

monastic audience, possibly female, but also, at a diG&rent level, for the newly converted 

Viking ruling factioiL These miniatures indicate that the creation and the subsequent 

redemption of Allen man were brought about by the power of the Incarnate Word. They 

also modd the peaceful transition of power through the role of women and foreshadow 

the importance of the Church. In suggesting the contemporary relevance of the past, these

^^^London, British Library, MS Stowe 944, fbl. 6, c. 1031. This also contains the 
famous Last Judgment miniature.

H. Turner, The 78, cat. no. 62.

^"Karkov, "The Anglo-Saxon Genesis" 221-36.
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miniatures demonstrate that all is within the compass of God's plan.

When another set of invaders came to England a couple of decades after the death 

of Cnut in 1035, they brought a language that had become diSerentiated 6om that of their 

own VDdng ancestors, and so the culture supported by the new ruling aristocracy, while 

Christian, was no longer Anglo-Saxon. When Egural art again served together with 

English vernacular poetry to give importance to a subject, it was not intended to reveal the 

secrets of the scriptures but to ver% the authenticity of a legendary national past in a late 

thirteenth-century manuscript ofLagamon's
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IV

Images of the AuAor in the Thirteenth Cmitury

Introduction

Even by Chaucer's time, the concept that God was sole author was still operative 

and is rejected in his leave-taking at the end of the Ellesmere Manuscript where Chaucer 

acknowledges, however sincerely, that ad W  aW  a/ gooake&y proceeds &om God, 

repeating what had become a commonplace: is w n i e n o w e

abctnne ' (1081 and 1083). While God was considered '% e source of awcforiAK in 

Scripture," as Suzanne Lewis reflects, in the thirteenth century, the "rediscovery of 

Aristotle's theory of causality contributed to a new awareness of the individual human 

authors o f the Bible."' This interest in the gospel writers, the compose^ of the psalms, and 

the writer of the Apocalypse created a mdiar in England which led to the writer and artist 

Matthew Paris self-consciou^y portraying himself in a hrondspiece to a vasion of bis 

English history and, in the Caligula Manuscript, to the making of the Erst extant portrait of 

a vernacular English poet. This last shows Lagamon within the initial beginning his 

Prologue to the Brat, his verse history of England. From the portrayal of the human 

authors of the scriptures to that of the author of a Latin history of England, and &om there 

to the posthumous pictorial representation of a historian at his task repatriating the history 

of England by using the English vernacular A r the purpose 6 r  the Grst time since the 

Conquest, there is an implidt sense of continuum Divine sanction seems to be conferred 

on the authors of nationalistic works as if they are inspired authors adding to scriptural 

history. Both the reliions and the political aspects of this process are linked by the idea of 

the Incarnation of the divine Word in the physical text, Grst of the scriptures and then 

subsequently of vernacular texts. Laura Kendrick has shown how this idea works in 

illustrated Latin texts,^ Je#ey Hamburger in illustrated German vernacular works w iittai

'Suzanne Lewis, Anagef 24. See Alastair J. Minnis, AWüewz/
XnfAorfAÿ." m rAe Luter AAdWZg (London: Scolar
Press, 1984) 72-75.

Hendrick, ̂ 4/nnKUrng tAe Lerter.
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for nuns/ and Nicholas Watson for English vernacular texts * Watson argues that the 

prestige that came to be accorded to vanacular languages was so closely involved with 

incamational theology as to become "coterminous."^ Before examining the function of the 

portrait of Laaamon in relation to his vernacular history, I will look at some twelfth- and 

thirteenth-century examples of biblical author portraits: those of David related particularly 

to the idea of the Word becoming incarnated in the flesh, as it were, of the physical 

vellum, and one of John Wiose spiritual source prompts him to incarnate the Word in the 

book that records his vision of the heavenly Jerusalem. Matthew Paris's self portrait, 

pictorially and textuaHy harm ed by the concept of the Incarnation, shows how a 

contemporary author inscribes his personal relationship with the source pfhis inspiration, 

a relationship which gives authority to his historical text. Lagamon's portrait, enclosed 

within the Grst lettw of the prologue to his verse history of England in English, shows the 

progression of interest &om biblical to native English authors.

Biblical Author Portraits

From early Anglo-Saxon times until the thirteenth century, the divinely inspired 

gospel-wiiters continued to be portrayed before the beginnings of their gospels.^ David, 

thought to be the human author of the psalms, had sometimes been portrayed with his 

harp within the bottom of historiated initials of the 'IB" at the beginnings of the psalms

^Hamburger, Fraro/ wxJ FWoTwry. Art w&J Fbmo/e

*Watson, "Conceptions of the Word: The Motha^ Tongue and the Incarnation of 
God," ZJremArrgf.

B atson, "Conceptions of the Word: The Mother Tongue and the Incarnation of 
God," TVej*" 90.

^ o r thirteenth-century examples of portraits of all 6 u r evangelists see, far 
example. The Lothian Bible, New York, Pierpont Morgan Library, MS M  791, fbls. 318, 
327v, 333v, and 343v; as well Cambridge, Gonville and Caius College, MS 350/367, fbls. 
283,293, 309v, and 320, and Oxford, Bo^eian Library, MS Auct. D.4.8, fbls. 549, 566, 
577v, 596v, both bibles also. These are maitioned in Nigel Morgan, Early GbrArc 
AAzmwcnptr/T/ 1190-1250 (London: Harvey Miller and OxG)rd: UP, 1982, Cat. nos. 32, 
70, and 77 respectively.
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since the eleventh century in England,^ and even earlier with his scribes and musicians in a 

full-page colored miniature &cing Psabn 26 in the eighth-century Anglo-Saxon Vespasian 

Psalter/

David was still clearly a favorite in the mid twelfth-century St. Albans Psalter" 

\^diere there are three portrayals of him harping (not to mention the o^owned hgure within 

numerous historiated initials). In view of the drawing of the battle between two armed and 

mounted knights above the Beatus on page 72 (Eg. 36)— a physical metaphor for the 

spiritual battle of Christ's warriors using as weapons wisdom and tranquility of mind, as 

stated by the artist himself commenting in the margms on his own portrait ofDavid^"— it 

is pertinent to remember the subject inside the initial also alludes to the story ofDavid 

playing the harp to re6esh Saul when the evil spirit was upon him (I Kings 16.23). This 

particular author portrait ofDavid places the psalms within the Gamework of the battle of 

good and evil and indicates that the recital of the psalms serves as an aid for triumphing 

over evil and for acquiring spiritual solace. The importance ofDavid as a muâcian, a 

reminder that the psalms tended to be sung in medieval times, is Girths stressed in the St. 

Albans Psalter by the two full-page miniatures of that subject, one on page 56 and the 

second on page 417 where it serves as a visual epilogue. The Grst of these shows a large 

dove whidr emerges &om a wavy boundary, suggestive of the celestial realm Grom which it 

has come and which surrounds David, and speaks into his ear,̂  ̂showing that the Holy

^Such scenes of Dâ vid harping may go back to a common model in the Anglo- 
Saxon Psalter of Archbishop Robert of Normandy (who died in 1037), according to I I. 
G Alexander, Abnwm TZWrmutron of A f o n t Af r c W;  966-7700 (Oxford: Clarendon 
Press, 1970)112.

"London, British Library, Cotton MS Vespasian A.I, G)l. 30v.

%ldesheim. Library of St. Godehard. For studies and reproductions of the 
illustrations see Otto Pacht, C. R. Dodwell, and Francis Wormald, 7%e 
fW ie r (London: Warburg Institute, I960)

10 ,Otto Pâcht, 'The Full-Page Miniatures," 77% 149.

^̂ This is reminiscent of the dove above David harping in the eleventh-century 
Tiberius Psalter, London, British Library, MS Cotton Tiberius C VI, fbl. 30v. Wormald, 

TTrmwngï, Cat. no. 10, plate 36, also discusses Cambridge, Corpus Christi
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Spirit, as indicated by the flanking inscription, is inspiring David who is "incarnating" the 

Word by his singing and playing.

In the Beatus initial just refared to (Gg. 36), this theme is ampliGed. This 

physically large dove speaks into David's ear the words which David sings and writes in 

the psalter, whose incamational meaning is indicated by the words inscribed on the book 

David holds: aaMc/f .yrnAtr emcAzwr DnrvM

e/egir. His choice of emctawr, which can be translated simply as "uttered," is givm the 

more physical sense of "belched forth" by the curvilinear Gow in the picture where, 

forming the top half of a kind of "S" shape, the dove bends down to pour the words into 

David. The choice of the verb emcTaWr resonates with its use in Psalm 44 .2 where, 

according to the commentary by Augustine, it refers to the creation by the Word through 

God's tongue i^diich is analogous to the pen of the scrivener (see my previous discussion 

of the Dunstan miniature). In the St. Albans initial, the words of the Holy Spirit are 

implanted by the bird, apparently pass through David's head, and seem to Gow out G"om 

the other side, like the words "uttered" by the Creator, to form the streams of the upper 

and lower loops of the initial "B," this letter itself b^inning the manifestation of the 

psalms. This appears to be the aiGst's thoughtful transformation of the more common 

lion's mask spewing forth acanthus leaves at the juncture of the loops of many 'IB" 

initials" (there is an acanthus remnant at David's right shoulder). TextuaHy, the artist also

College, MS 389, fbl. Iv, showing St. Jerome writing and receiving inspiradon &om the 
dove speaking into his ear.

"This was transcribed by C R. Dodwell, "The Initials," f  W fer
206. He translates it as "the blessed David as psalmist indited the AnnunciaGon of the 
Holy Spirit." I am grateGil to Linda Olson for her transladon of this as "Blessed David, the 
psalmist whom God chose, uttered the annundaGon of the holy spirit." I thank both Linda 
Olson and Thea Todd for discussing the initial and the text with me.

"The Grst instance of this occurs in the Anglo-Saxon Ramsey Psalter, London, 
British library, MS Harley 2904, fbl. 4, 974-986. Eleventh-century EngliA examples also 
occur in London, BriGsh Library, MS Arundel 155, fbl. 12; Oxfbrd, Wadham College, MS 
A. 10.22, fbl. 3; London, BriGsh Library, MS Arundel 60, fbl. 53; Cambndge, Coi^rus 
ChiisG College, MS 391, fbl. 25; the Wnchester Bible, Winchester, Cathedral Library, fbl. 
218; and Oxfbrd, Bodleian Library, MS Douce 296, fbl. 9v.



147

seems to play on oMmmtKzAoww since the Holy Spirit announces to David the 

Annunciation —both senses employing incamational imagery since David incarnates the 

words o f the psalms which are to be taken as prophesying the Incarnation of Christ. The 

book David holds is idendhed as the psalter in the artist's marginal commentary on this 

picture, wha^e he refers to the wisdom ofDavid and reiterates that the signihcance of the 

psalms is that they point to the Redeemer," i.e., to his Incarnation (this was also the dkry 

message o f the Cædmon Manusoipt illustrations).

The ef&ct of the dove's announcement to David as it somewhat erotically 

penetrates his ear with its large beak^  ̂is that it causes his eyes to open wide while his hand 

strums bis harp, leading to the words being made into sound and incarnated in the flesh, 

literally and hguratively, in the inanuscript book he holds and which is laid out in the 

following pages of this psalter 6)r the reada^. In this case, the primary reader appears to 

have been Christina of Markyate, the recluâve mystic and later prioress." H a  use of a 

psalta was constant, as described by h a  biographa who says that during h a  stay at the 

cell in Flamstead, it lay "open on h a  lap at all hours of the day ."̂  ̂A i^)ecial resonance is 

given to the imagery of the dove-inspired psalmist by the Act that Christina was also 

chosen by the Holy Spirit 6om the time the dove nestled in h a  pregnant m otha's lap for

"See Otto P&cht, "The Full-Page Miniatures," The A. yiZhow AoAer 149.

"On aotic visual imagay see Madeline H. Caviness, "Patron or Matron? A 
Capetian Bride and a Vade Mecum for H a  Marriage Bed," .ÿecnAfm 68 (1993): 333-62, 
although the intent h ae  is obviously difkrent &om that attributed to the fburteaith- 
century King Charles IV in giving his young bride an illustrated Hours that would save as 
a "psychological clitoridectomy" to control his wife's sexuality and prevent any adulterous 
longings on h a  part, as Caviness suggests (356).

"H a  coimection with this psalta is indicated by the addition, for instance, of the 
obit of h a  sista  Margaret and, ever a fta  Christina's death, of those people associated 
with ha . See Francis Wormald, "Desaiption of the Manuscript," The vd/Aww fa d e r
30.

"C. H  Talbot, ed.. The Zr/e Chris/ma q/^Mzrkynte. a  T W e^ Ce/rhay fec/rwe 
(Ox&rd: Qaiaidon, 1959) 84. The reference is to Romans 8.29 about those who walk 
according to the spirit ra tha than the flesh.
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seven days." The forty pre&toiial hdl-page miniatures of Christ's Hfe (includirg the 

Annunciation in which Mary holds a book" which, in this context, might be intended as a 

psaker) that precede the psalms not only reinfbrce their Chiistological signiScance but also 

have a particular application to Christina. In a s«ise she incarnated Christ in ha^ own 

person as suggested by the &ct that she changed her name &om Theodora to Christina in 

imitation of her divine model. The larger audience for this psalter who would ideally carry 

this identiAcation into their own lives was probably the religious community to which 

Christina was attached.

The incamational re&rences o f the Beatus in the Saint Albans Psafto" hdp to 

erqrlain the Beatus initial in the early thirteenth-century psalter, Oxford, Bodleian Library, 

MS Bodley 284 (Sg. 37) showing a Snntally posed Virgin Mary with the Christ child on 

her lap in the upper loop of the "B" above the portrait ofDavid tuning his harp within the 

lower loop. This upper scene hmcdons visually as a forward pointer to the Incarnation of 

Christ, the antetype ofDavid and, allegorically, to the establishment ofEcclesia—bringng 

the psalms within the communal sphere of Alexander Neckham, abbot of Cirencester 

(1157-1217), the book's probable owner.^ The arcaded columns of the cushioned thrones 

on which both David and the Virgin are seated also suggest church architecture and so 

strengthen the allegorical signihcance.

Echoing the Old Testament psalmist's intimate relationship with God, but 

concaved in terms of other roles as well, portrayals of John in thirteaith-century 

apocalypses show a new approach tending towards the "individualization of the author in

"Talbot, CAnsfma 35.

'*Page 19. This is an early instance of the presence of a book in Mary s lap, 
evidence also of the growing cuh of the Virgin, according to Pacht, "the Full-Page 
Miniatures," A. PW rer 66-67.

™See the discussion in Morgan, Early Goi/nc Afomwcrrptr /7/. 7 790-72JO, cat. 
no. 31, illus. 110. He mentions that the commentary on the Psalms and AtMnasian Creed 
is by Alexander Neckham and that sudi a glossed psalter was intended for scholarly study 
rather than liturgical use. It is, however, a very large book measuring 410 by 300 mm., 
indicating that it would have rested on a support and would have been accessible to 
several viewers at one time.
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Western culture,"^ as Suzanne Lewis bas shown. In these John is portrayed as author and 

protagomst, apostolic preacher, and human intermediary in intimate touch with the divine. 

As Lewis points out with req)ect to these English illuminated ^x)calypses, the Sgure of 

John not only serves as a witness but reenacts the "I saw" and "I heard" repeated in the 

text so that the reader becomes a sensory participant of that experience.^ (This is a 

technique that Chaucer was to borrow to give the reader a sense ofbeing there with him 

and seeing his visionary mvironment in Zbe Awae of fam e where an eagle, bird of Jupiter 

but, not so coincidentally, also the symbol of John, takes him into the starry realms during 

his dream.) An example of John as witness, in this case farced slightly backwards by the 

impact of his dramatic vision, is seen in the miniature where he sees the "ark of his 

testament" inside the "temple of God [. . .] opened in heaven" (Rev. 11.9, hg. 38).^ Lewis 

points out that an English innovation, fusing the writer of the gospel with the viâonary 

John, is the introduction of illustrations o f the Life o f John preceding and succeeding the 

revelation in the pictorial cycle .^ One result of this is that the narrative becomes an 

account o f an intaior pilgrimage supplanting, in a saise, the pilgrimage to the earthly 

Jerusalem, the city that &11 in 1244.^ In reading the illuminated Apocalypse, the reader 

goes on a spiritual pilgrimage or evm Crusade, the goal being the heavaily Jausalan.^

^^Lewis, 19.

^^Lewis, feacëngJmagef 19-20.

^Below the hamed image, the commentary of Berengaudus indicates that the 
Temple can be interpreted as the Old Testament while the ark within, pictured here as a 
Gothic shrine with arcades, âgnrGes the New Testamait and its sacraments. This is 
mentioned by Hassall, Donee .^pocaf^se 24. See also Lewis, Jkad&fgJmeges 118 
for Berengaudus on the ark and 363nl83 for the quotation 6om PL 17, col. 958.

^Lewis, feofAng JmagBf 25.

^^Lewis, J{ea(6»gZmage,$ 32-33.

^Lewis, JkofAng Jmaggf 21, 32-34. The distinctions between the author and the 
reader become erased in apocalyptic allegory, as she points out, and the act of reading, as 
urged by Hugo St. Victor, becomes a /wregrrMorzo m See also Ivan Ulich,
Pmeyorf/of (Ae ZkcT. .d CommenAzzy to HngA s Dfdüsca/rcoM (Chicago: U o f Chicago P ,
1993) 23-25.
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In another Douce Apocalypse miniature, as in the Cædmon Manuscript

&ontispiece, the image of the doorway to the New Jerusalem becomes potent (6g. 39). In

this illustration mani&sting the instructions given the saint 6)r his pastoral lettor to the

church in Philadelphia (Rev. 3. 7-11), the spatial limitation of the pictorial sur6ce low ing

Jolm on Patmos is transcended in three ways: at the top leA by wavy clouds through whidi

the instructing ûgure has come, on the right by the turrets of a church (similar to the

transitional style architecture^ of the temple in heaven on page 41) which pierce through

the top of the rectangular hame of the miniature and, on the left, by an open door

saturated with a deep blue color, implying another dimension beyond. This open door is

suggested not only by Rev. 3.20, but, again connecting the writer of the Apocalypse with

John the evangelist, with John 10.7 in which Christ says'T am the door." Echoing Isaiah

22.22 referring to the key of the house ofDavid, the miniature illustrates Rev 3. 7-8:

And to the angel of the church of Philadelphia write: These things saith the Holy 
One and the true one, he that hath the ofDavid, he that openeth and no man 
shutteth, shutteth and no man openeth: I know thy works. Behold, I have given 
be&re thee a door opened, which no man can shut: because thou hath a little 
strength and hast kept my word and hast not denied my name.

The angel of the church of Philadelphia who is to receive the pastoral letter is pictured 

within holding white objects, presumably re&ning to the instruction to hold &st 'that 

which thou hast," as mentioned in verse 10 .^ The continuation of this same verse, "that no 

man take thy crown," may help account &)r the colored gems decorating the outer rim of 

the gold haloes. The same feature suggests that a statue with a gem-encrusted halo could 

have been the inspiration Ar the paintings of John in this manuscript.

It is the portrayal of John as writer that is of chief interest in this miniature. He is 

sitting on a grassy, ûowery hillside on Patmos poised to write. Shortly before, he had 

mentioned that he "was in the ^ irit"  when a "great voice" told him to "write in a book" 

what he saw (Rev. 1. 10-11). The book beside him on a small hillock is ruled like the

^The mixture of round and pointed arches deGning this style in the miniature was 
observed by A. G. and W O Hassall, (London: Faber and Faber,
1961)16.

^"Hassdl, Donee 16.
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Douce Apocalypse but is stiH without text. The haloed ûgure emerging 6om the clouds is 

gesticulating in an urgent manner to John, pointing to the open door with his leA hand and 

seemingly waving his right hand in John's face as if to gain his attention. Chi the flowery 

turf is an unstoppered ink pot attached by a cord to a pen case, which would have held the 

quill and knife which John is holding in readiness. The golden knife points horizontally to 

the large golden key hanging 6om the arm of the instructing ûgure. ̂  It is the assumed 

reference to Matt. 16.19 that makes explicit that the key is to the 'Idngdom of heavai,'' to 

be imagined beyond the open door facing the viewer, but it also idenûûes the ûgure in the 

clouds who is "alive and was dead" and has the "keys of death and of hell" (Rev. 1.18).

On another level, the key and the quill knife by thWr proximi^ also relate to the 

ûuthcoming text o f the hidden celestial mysteries. This visually links the writer of the 

apocalypse with John the evangelist, guaranteeing the testimony of the Apocalypse 

because it was written by the one who "reclined on the breast of the Lord in which all 

treasures of wisdom and knowledge are concealed," as argued by Beraigaudus.^ It is, of 

course, the Incarnation itself which allowed the treasures of the Old Testament to be 

revealed according to their Chnstologcal signiûcance. In the Douce Apocalypse, the 

divine Word is passed to John by God's hand and is incarnated on vdhun when John 

writes it down with his quill pen. Simultaneously, as indicated by God's other hand, the 

mysteries are unlocked for mankind by means of the open doorway, which is Christ. For 

the devout viewer, the picture reveals that die spiritual journey involved in reading the text 

will open the door to the celestial kingdom, ûgured by the house ofDavid.

The Incamadonal Vision of Matthew Paris as a Frontispiece to his English History

Just as John is shown responding to the subject of his vision in one of the Douce 

miniatures (ûg. 38), and recording the divine instructions in his book (ûg. 39), so the

^Ahenatdy, the thin red line could be a trace-line for the illustrator. The key 
could then be seen as dropping towards John's book, as suggested to me by Anthony 
Jenkins.

17, col. 844, as translated in Lewis, /wages 28 and quoted in
349n54.
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writer, scribe, and artist Matthew Paris depicts his own response verbally and visually to 

his vision of the Virgin and Child, possibly prompted by a shrirK image, in the &ontispiece 

to the mid thirteenth-century jHüTwia (C h ro n rAAnora), which describes

events in England &om 1066 to 1253̂  ̂(6g. 40). While his histories are in Latin, Matthew 

also composed saints' lives in vernacular Anglo-Norman verse.^

In the iconic image above him in the //W orro ying/orwm, the crowned Virgin 

symbolically endoses the Christ child with her cloak or mantle (hg. 40). This last feature is 

an early pictorial representation of a "metaphoric explanation of Christ's incarnate body as 

a 'garment' bestowed upon him by his mother," as Gail McMurray Gibson explains with 

respect to fourteenth and hfleenth-century works. ̂  She points to the subsequent 

destruction of such subjects on panel paintings, so that only a few manuscript examples 

remain.^ She also refers to Margery Kenqie's fifteenth-century vernacular account of her 

pilgrimage to Aachen where, among the relics, she is shown Gwr smokk, which 

explains also the signihcance of the marginal drawing of this garment in the only extant

^^London, British Library, MS Royal 14.C.VII, fbl. 6.

Suzanne Lewis, Azri; m the Chronica Majora (Beikdey: U
of California P, 1987) 9-10. These include the illustrated of /4/Wr, and probably 
also the illustrated lives of St. Edward the Confessor and St. Thomas of Canterbury which 
w ee probably inûuenced by the picture cycles of such works earlier in the century as the 
Guthlac Roll. The idea of illustrating his histories so extensively might have come horn 
this hegiographical tradition.

^Gail McMurray Gibson, ofZ^evotrwr. Zasf .̂ Mg/row Zhmno oMr/
(Ae ZoTe yfges (Chicago: U of Chic%o P, 1989) 53. She sees the 

concept as being popularized by the thirteenth-century Pseudo-Bonaventure's 
AjWrAzAones PrAze CAnsfr in wbich the Virgin's veil also girds Christ as his loincloth at 
the CruciGxion (52-53).

^See Gg. 3 .1 and Gg. 3.2 in McMurray Gibson's ZAeofer ofDevoAow 
showing, respecGvely, The Virgin and Angels Swaddling the Christ Child, a Gfteenth- 
century German memorial painting (epitaph) for Konrad Winkler and his wives 
(Nuremberg, Germamsches NaGonalmuseum), and Madonna and Child with GoldGnch, 
G"om the Robert de Lisle Psalter, London, British Library, MS Arundel 83 H, fbl. 13 Iv.
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manuscript of the In ± e  Matthew Paris version, it is a nice added detail that the

bottom edges of Mary's protective garment ripples over into the border separating the 

sacred space within 6om the terrestrial space inhabited by Matthew, as wdl as by the 

viewer. An ^ p le  in Mary's hand alludes to the initiating event Wiich necessitated the 

Incarnation.

What is remarkable about the relationships of the Virgin and Child to each other 

and of Matthew to both is its en^)hasis on a deeply personal element. Unlike the Christ 

whose &ce is turned away in the Dunstan miniature, to which this might be a self- 

conscious reference,^ here, as the picture shows and the inscription explains, die in&nt 

boy happily ̂ 'presses kisses" on the &ce of his mother. The "crawling" inhmt partly 

supports his weight by standing with his bare toes on his mother's belt as he touches her 

rippling hair and looks at her with lover's Qres. Such intimacy draws attention to the 

human nature of the incarnated Christ who plays with his mother and kisses her.^ Dus 

evokes &om the kneeling Matthew, emotionally drawn into the loving scene, the 

exclamation, "O happy kisses." Both the image and the verbal response imply a 

sanctihcation of physical love.

Both the illustration and the inscription also appeal to Christ's divine nature. The 

monumentahty of the hgures of the holy pair, the crowned Virgin's halo which intersects 

with (and in a double reference also partly encloses) Christ's, and the richness of Mary's 

garments all inq)ly the celestial and divine within the hamed space. Unlike the earthly 

dimension inhabited by Matthew, and deSned by the brown-black text and outline of the 

monk (except far the rubricated ecstatic "O"), the color washes that enhance the strongly 

outlined hgures o f the Virgin and Child suggest a dif&rent reality. Along with the colored

^^elly Parsons, "The Red Ink Annotator of 7%e Root and His
Lay Audience," ELS', no. 85 (forthcoming Sept. 2001).

^J. J. G Alexander, R/mMnaztors awf iAerr MztAodk IPbrt (New
Haven and London: Yale UP, 1992) 25-26, suggests that Matthew might have known the 
Dunstan miniature first-hand. If that is so, then Matthew's picture itsdf becomes a kind of 
reader's response in which the prostrate monk receives his heart's desire.

^̂ In this sense, the ^ople is also a ball, and recalls the orb of the world, as 
suggested to me by Anthony Jenkins.
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outline technique which shows he drew upon Anglo-Saxon Manuscripts,^ perhqis for 

patriotic reasons since his history is about Britain, he may have also have been influenced 

by the distinctions which some of these make between transcendental and earthly reality 

(M in the Casdmon miniature on page 11 which dif&rentiates the painted daty within the 

fortress of heaven &om the outlined Ggures on the earth bdow). While in the Matthew 

miniature the playfulness of the inAnt Christ relates to bis human mother, as the 

insoiption states, the Son is also engendered by God the Father who "commands." The 

gestures of Matthew's hands at once reveal the parallelism of the construction and also 

separate the contrasts between the human and divine aq)ects in the inscription, as 

observed by Linda Olson, who also noted that Matthew's right hand cups the "a" of 

This letter both emphasizes the sense of as a beginning and alludes

also to the "Alpha and Omega, the beginning and the end who is and who was and 

who is to come, the Almighty" (Rev. 1.10). At the comers o f a Veronica by Matthew 

Paris, pasted into the second volume of a CAronrca Afiÿora, Part (Gg. 41), are the two

letters representing the Alpha and Omega. This Veronica appears to have been copied 

Gom the M^esty panel of a silver diptych at the shrine of St. Alban, the other panel being 

a CruciGxion, the diptych itself placed in proximity to the iconic image of the Virgin and 

Child Enthroned.̂ ^ The heads of all three—the cruciGed Christ, the Christ in Majesty, and 

the V ir ^  and Child—are depicted on a Alio of the CArowco Miÿora, Part I, in

^Alexander, AAfAeva/ yZ/M/nfwrforr 109.

^  am grateful to Linda Olson for these observations in conversation and Ar 
translating Ar me this difhcult inscripGon.

^Cambridge, Corpus ChrisG CoU%e, MS 16, Al. 49v. See Lewis, 77% Art qf 
AfizAAew 126.

*'See Lewis, 77% P a w  422 and 51 ln56 Ar Matthew's description
in the GesAz I do not think Aere need have been a second work showing a more
intimate relationship between Ae V ir ^  and Child, as Lewis postulates (425); the self- 
portrait miniature itsdf Aows Ae new tendency towards the intimate type. See my 
Allowing discussion.
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Cambridge*  ̂(Gg. 42), explaining the association which could have led Matthew to 

anphasize the "a" of since the Alpha and Omega of the Veronica allude to

Christ's divinity vhich is infused even in the Christ Child.

It is of some consequence too that Matthew's self-portrait ocoms near the 

beginning of his history, not a rdigious w ort per se, but one which is thus contextualized 

by this miniature as being within God's overall plan.^ It is also signiGcant that this is the 

work in which Matthew wanted to inscribe himself deGning himself as monk, artist, 

historian, and scribe. He does not directly name himself on this page. As in the Dunstan 

miniature, the identiGcaGon, here in red and blue, was added later by a soibe Gar the 

immediate conqarehension of subsequent readers. He does, however, name himself 

MzAAaews farfsfeMsfs on the verso of this Galio where, also in his own handwriting, he 

records the donation of this book to St. Albans.** As Laurence de Looze has argued, in 

the thirteenth century a shiA in mentality took place in which "the authority of a text was 

related to the personal experience of its author" and the 1i& he hved."*  ̂In the dedication 

Gar this history, authority proceeds Gam the liG: of a monk named Matthew; in the 

preceding illustration, this monk is seen in devoGon before the Virgin and Child.

He does not look direcGy at the holy images, only at the words he is, as it were, 

handling. This raises the quesGon of his physical relaGonship to these images. If the 

rendiGon is based on the image of the Virgin and Child on the west end of the shrine of St. 

Alban, then this saves also as a documentary representaGon paying tribute to the

*%ambridge. Corpus ChrisG College, MS 26, p. 283.

*% foGows an itinerary and mqrs and precedes tinted drawings of English kings 
holding models o f churches. See Morgan, Ear/y Got/ncAAzwtscrÿdr 142, cat. no. 92.

**Morgan, Early 143.

*^Laurence de Looze, "Signing OG in the Middle Ages: Medieval Textuahty and 
Strategies of Authorial Self-Naming," Pox wtex&r. OruA/y waf TkcAarAty fn (AgAAdWk 

ed. A. N. Doane and Carol Brmm Pasternack (Madison, WI: U of Wisconsin P, 
1991) 165.
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original.^ But then, the Tq)resœt&tion of the kneding monk becomes even more 

ambiguous. Does Matthew's miniature record his personal response to this image? If so, 

then this, in eSect, separates the identities of Matthew the monk in devotion 6om 

Matthew the artist. The success of the actual image on the shrine is not that it is 

idolatrously worshiped as having life in itself but that it has so eSectively served as a 

conduit for a mystical experience for Matthew. As the thirteenth-century writer V ^am  

Durand rationalizes with respect to images in churches, they are not worshiped because 

they are accounted to be gods, because that would be idolatry; they are instead adored for 

the remembrance of things past and because they are more moving and immediate than 

verbal descriptions.*^ The image on the shrine of St. Alban is probably most like the one 

Matthew copied on a separate occasion (Gg. 42), showing a formal, albeit close, 

relationship between the Vhigin and Child. What Matthew's portrait of himself before the 

Virgin and Child reveals is the vision he recalls seeing in his mind's eye resulting 6om his 

act of aSective piety before the image. The church image, itself a memory of the 

Incarnation, would ^rpear to have prompted in Matthew, deeply engaged in devotion 

be&>re it, a vision of the Child kissing the \%gin in a display of affection; that arouses so 

strong a deare in him that he idaitiGes with the Christ Child not only spiritually but 

posturaHy as he composes the ecstatic apostrophe. This has a theological dimension in that

**Lewis, ^  Azrif 422. In 512n63, she considers also the
possibility that Matthew may have been inspired by a mid thirteenth-century &esco in the 
nave of St. Albans abbey church on which there are still traces of a kneeling monk befare 
an enthroned Virgin and Child. She also notes two slightly later examples of monks befare 
the Virgin. Whether it was the shrine image or the 6esco which inspired Matthew's 
version, his is still unique in adapting this conGguration to reveal his personal act of 
devoGon and vision, pictorially and verbally recorded. Of course this whole iconography in 
England goes back to the Dunstan miniature and its relaüon, for example, to the prostrate 
monk opposite the Nativity portrayed in the tail of the "Q" at the opening of St. Luke's 
Gospel in the Saint-Bertin Gospels (New York, Pierpont Morgan, MS 333, fbl. 51), both 
of Wiich I discussed previously. The many examples of subsequent adaptadons (see my 
note in the discussion of the Dunstan miniature) shows not only the popularity of the 
mot% but that Matthew wanted to portray himself within this tradition of devout monks.

*^l^#[am Durand, "RaGonale of the Divine OfBces, " X Docwnenfury Zfrffory 
vfri, vol. 1, ed. Elizabeth Gilmore Holt (New York: Doubleday Anchor Books, 1957) 121- 
23.
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Matthew, imitating Christ corporeally, is also identihed spiritually with Christ who, in the 

Incarnation, took on the humanity which deGnes Matthew the man, but which in turn 

derives G-om the image of God as desoibed in Genesis, making the relaGonship mutually 

reGeave. Matthew, in the intensity of his contemplaGon becomes one with Christ, 

demonstrating the role images have m this process. For Matthew, this pictorial rendition 

Gather memorializes the vision and his ecstsGc parGcipatory response by making it 

concrete for himself and 6)r posterity.

The record of the personal '%icamaGonal" expenence of the author himself also 

anpowers his history, pladng it within the tradiGon of drwnely inspired w ritas of the past 

who, in the case of the evangelists, actually saw Chnst in the GeA. Matthew's ônGüGo 

CArwG inscribes the history as "gospel," as does the portrait of Laaamon at the beginning 

of his vernacular work.

Authenticating a Vernacular History of England: The inspired Layamon at WoHr

If Matthew was considered not only "a magniGcent historian and chronicler," as 

weü as "an artist unequalled in the LaGn world" (according to an entry, pahaps a IrtGe 

biased, in the GesAz by Thomas Walsingham), a

cultural event in the English-speaking world perh^s worthy of equal ^plause but so 6 r  

substantially unremarked^ is the Grst visual portrayal of an English vernacular poet, 

Lasamonu Although he completed the Bnri, his verse history, in the 1240s, it was not unGl 

the second half o f the thirtearth cwtury when interest in reGgious authors spread to oth«" 

writers that a portrait was made of him at the b^inning of the Caligula manuscript (Ggs.

"As Jane Roberts points out, neitha^ of the manuscnpts caught "the eye of
Dr. Morgan or Dr. Sandler"; see "A Preliminary Note on British Library, Cotton MS 
Caligula Aix," Tkci aW  TkaKAGon ZajuMon s Brut (Cambndge: D. S. Brewer,
1994) 1. Rosamund Allen discusses the historiated initial as supporting the text's 
AbncaGon of the author in her discussion in the arGcle, "The Implied Audience of 
Lajamon's Brut," 7%e Text wuT TkaÆttoM 126. Neither R obats nor AGen cononent on the 
historical signiGcance of this bemg the Grst iHustraGon of a vernacular English author.
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43 and 44), perhaps the earlier of two extant manuscripts of bis work/^ This is all the 

more extraordinary since, as Bolton points out, the names of only two E n^sh vernacular 

poets be&re him are known: ̂  Cædmon, whose name is mentioned by Bede and who was 

associated with the illustrated manuscript I discussed earlier, and Cynewulf imhose late 

eighth- or early ninth-century Anglo-Saxon poems were not illustrated in any extant 

manuscript althou^ he is the first English poet to sign his name.̂  ̂The Caligula glosses of 

the .Brwt, this time in Latin, may have been copied &om an earlier exemplar since all the 

source materials were available a cmtury earher^  ̂and could themselves have been made 

soon aAer Laaamon composed his woik,^ since their expressed interest in church histmy 

and the râgns of kings accords, as Carole Wânberg observes, with that of monastic 

chroniGlers of the same period.^ She points out that the holdings of Worcester Cathedral 

Priory, about ten miles downstream &om Lagamon's church, indicate a similar interest and 

that its annotators of Old English around the close of the twelfth century show "a 

particular concern with the vernacular past" at a time when the Worcesta^ mordes w ae at 

odds with Norman prelates and when the Anglo-Saxon Bishop Wulfstan was canonized in 

1203 "  It may be too that the loss of Normandy in 1204 led many people to identify even

*^London, British Library, MS Cotton Caligula A. ix, fbl. 1. The second is London, 
British Library, MS Cotton Otho C.xiii.

*̂W. F. Bolton, 'The Conditions of Literary Composition in Medieval England," 
(London: Sphae, 1987)7.

^%e signed his name in an acrostic of runes in fares and Ekme
in the Vacelli Book, and CArrst and in the E xeta Book. See George Philip
Krapp, ed. TÀe Ferce/A (1932; New York: Columbia UP, 1961) 54 (11.98-104) and 
101 (11.1257-69); and George Philip Krapp and Elliot Van Kirk Dobbie, The Exerer Book 
(1936; New York: Columbia UP, 1966) 25,11. 797-807 and 133,11. 704-708 respectively.

^%aole Weinbag, "The Latin Marginal Œosses in the Caligula Manuscript of 
Lajamon'sBnrr," The TextaW  TradrAo» 114.

^Jane Roberts, "A Preliminary Note," Text aw / TracBfroM 4.

^C aol Weinbag, "The Latin Marginal Glosses," 7%e Text aw/ TFac/frroTf 115.

^^Caol Weinberg, "The Latin Marginal Glosses," TAe Text aw / TraÆrroa 115. She 
re&rs to the study by Christine Franzen, TAe Tramdbus Baw/ q/̂  FForcesTer. .4 q/̂
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more fully with England and its history.^ When the Caligula manuscript was made it 

would appear that the thirteenth-century interest in the portrayal of authors coincided with 

that in the "historicity of the English language,"^ redections on the national past, and in 

genealogies and ûmûly trees of English rulers /* Weinberg adds that the Caligula 

marginalia is a sign that the Anglo-Saxon poem "was taken seriously as a historical text."^ 

Even many of these correspond to passages in Bede,^ the most authoritative historian of 

the early history of England.

While Matthew Paris controlled the reception of his own image by depicdng 

himsdf in the act of rapturous identidcation with the Chnst Child, Lagamon is shown by 

the Caligula manuscript artist in the act of writing, and so validating by his presence the

m (Ae TTrr/YeerüA CcTUir/y (Ox&rd: Clarendon, 1991) 190.

Rosamund Allen, "Tl* Implied Audience of Lasamon's Brut," Text uW 
TyocMon o/"ZojomoM j  Aruf 130, thinks this process may have begun even be&re, with 
people identi^dng themselves with England even if their ancestors were Norman. If there 
is a political message it seems to be that, according to Allen, "as the Saxons, once 
converted, became the Enghsh, so the Normans [. . .] will became part of the Amiliar 
landscape" (137).

^^Lesl^ Johnson, "Reading the Past in Lagamon's Brut," Text uwJ TrrKBAon
q/"ZojomoM 'f Brwf 158. She says that this does not necessarily exclude readers of Frendi 
or Latin, as evidenced by the glosses and the inclusion of Anglo-Norman material in the 
rest of the manuscript. See the list o f these items in Jane Robats, "A Prehminaiy Note" 4.

Elizabeth Bryan, "The Two Manuscripts of Lagamon's Some Readers in
the Margins," TexT aw/ 92. She observes that this is especially true of the of
the Otho manuscript.

^Carole Weinberg "Thé Latin Marginal Glosses," Text aw / Trac/ffro» 113. 
Interestingly, her study of these axteen marginal glosses (excluding the names of people, 
places, and arte&cts) shows that only the Arthurian section of the poem, which Layamon 
expanded considerably, lacks annalistic glossing (103).

''"Carole W aiiberg "The Latin Marginal Glosses," 7k# aw / Thaë/roM 102- 
103, mentions that dve of the sixteen refer directly or indirectly to his Ecc/eaia#rca/ 
7/r#o/y. In her summary, she mentions afBnides of these glosses with Henry of 
Huntingdon's Erj/oria .dng/brnw, the CArowc/e, the CArowcon of Marianus
Scx)tus, die Anglo-Saxon litanies of the saints, Bede's De TerrÿxrwM /(afrowe and the 
Epitome to his Ew/orra (113).
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authority and truth of his English history and its expansion of Arthurian material. Unlike 

the gospel writers in their portraits, however, he is not accompanied by an evangelist 

symbol, but ^rpears as a tonsured Sgure within a kind of arbor deGned by a blue sani- 

abstract plant-like borda within a red Gve-letter high "A." He writes with a quill in a book 

supported by the suggestion of a table formed by the aoss-bar of the letta. The horizontal 

lines of the cushioned seat run parallel to the book and its support, reinforcing the 

impression of a cross-bar as required by this letta, while anotha horizontal line aaoss the 

bottom saves as a Goor. Visually connecting the prologue with the main text, a Gouiished 

ovagrowth of herbaceous swirls drapes ova the left '"wall," reemaging in the second 

column of text to decorate the three-letta high "N" surmounted by a trellis-like borda in 

the middle margin. A small blue bud in line with the aoss-b a  of the "A" metaphorically 

conveys the idea of the text as the "Guit" of the w rita 's efkrts. This vegetal Gucti^ing of 

the le tta  suggests that thae  is an extra dimension to the text, that in &ct the Spirit 

quickens the letta, signiGying by the physical ornament the "ornament of spiritual 

understanding covering the poverty of the letta," as the twelGh-century R upat ofDeutz 

expressed it,̂  ̂and in this case, covering the humility of the vanacular poet. The continuity 

between text and w rita is provided by a blue horizontal Gouiish which passes Gom the 

top of the larga "A," o v a  the head of the w rita, to form the top of the small "A" 

beginning the text of the poem. This extended blue Gourish ending in a trilrAed leaf 

reinfbrces the idea o f the text as the Guit springing Gom the inspired mind of the writing 

poet but which, in its Gnished vasion and for the convenience of the reada, has been 

placed GontaGy and enlarged. In the uppa and Iow a margins are outlines of conGonted 

winged aeatures with humanoid Grces, like the winds in the Caedmon Manuscript 

GonGspiece or the Douce Apocalypse. These wispy aeatures look beyond the leG margins 

into the past as if they were recalling to the poet's manory the events of the G)Gowing 

history.

Personal details and the identiGcaGon of the narrator a e  constructed in the text 

adjoining the large initial by the author himselj  ̂speaking in the third person. He stakes out

^This is quoted and discussed in Laura Kendrick, (he LeAer 70. It is
Gom Rupert ofDeutz, De ZWrnWe. Ezech/e/em 2.12, PL 167, col. 1473.
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his cultural identity and authority as an author. His societal role is mentioned hrst: he is a 

priest of the people, connected with both divine authority and with the common people. 

Le., the Anglo-Saxons, in his pastoral care. He is visually presented in the initial as a 

tonsured hgure either to approximate the detail of his religious calling, "correspondmg 

roughly to 'A cf in the way Langland's Will roughly embodies the poet's circumstances"^ 

—or to accord with a possible monastic audience.® This is 6)Uowed by his name, 

Lagamon, and his ancestry; he was Zeouewzdes sow  (1-2).® This self-naming,® \^ c h  he 

rq)eats three more times in his Prologue to make sure future readers remember (and to 

ensure that a later copyist wiH not accidentally omit it), together with the use of the third 

person, inscribes him into his history. Then the place of his living is mentioned, at a church 

at Areley near Redstone, on the bank of the Severn. His aesthetic sensibility, conveyed by 

his appreciation of its beauty, s e / A r m  /wAte (4), is reinforced by the setting wsuaUy

^Rosamund AHen, 'The Implied Audience of Layamon's Bnr/," TAe ThxY uW  
TrwAAon 126.

®Since the glosses accord with those of monastic chronidas, as previously 
mentioned; see Carole Wdnberg, "Latin Marginal (Hosses" 115. Rosamund Allen, "The 
Implied Audience of Layamon's Brut," TAe Text uraf ThxArrom 134-35, casts her wide net 
to include the possibility of an audience in a "small house of religion." Elizabeth Bryan, 
"The Two Manusraipts," TAe Text uW  ThxAAow 's 98, suggests that the
red name glosses were "prepared with institutional interests in mind, perhaps scholastic 
but more likely monastic," and that they served as mnemonic cues.

®I have used the line numbering in G L. Brook and R  F. Leslie, eds. Zxrjamorr. 
Brut /  & A W B r A r s A  AArsezrm MS. Coftorr Co/fgzrAz .4. ZY uW  BnAsA Afÿ.
CoftoM CAAo C. AZZZ, 2 vols. Early English Text Society 250 and 277 (Toronto: Oxfard 
UP, 1963 and 1978).

^Compare similar usage subsequently by Robert Marmyng in his CAmwc/e: 
Prologue, as mentioned by Helen Philips, "Robert Mahnyng, CAmmc/e: Prologue," TAe 
A&a q/̂ iAe FgyTMcnAzr 20 and 23. She mentions that the naming of the author and his 
request for prayers at the end of a prologue is a common Anglo-Norman historical and 
hagiographie convention. Lagamon's fourth mention of his name is in a similar context at 
the end of his Prologue. See also John Burrow, MI%6eW  BWrers anJ TAefr IFw*. MfdWk 
EngAsA Lireramre awf Jtr J 00-7500 (Oxford: Oxford UP, 1997).
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alluded to in the initial, creating an air oftranquihty^ suitable for divindy inspired work. It 

is a Gne spot for reading books (5), and Anther deAnes this Lagamon as a reader.

It seems to follow that the brilliant idea of writing would come into his mind, of 

telling about the deeds of the English, who they were and Aom where they came, those 

who Arst possessed the land aAer the Flood (5-13). This last classiAes the story of Britain 

as an oAshoot of scriptural narrative. The result is a history of Britain, Aom its legendary 

foundation by the Trojan hero Brutus to the baptism and death in 689 of the last BriAsh 

king, Cadwalader, that is placed within the classical tradition as well as the biblical. 

Lajamon raises the question of sources himself by mentioning the three books he procured 

by traveling widely throughout the naAon. The impression given is that, with great 

diAScuky, he acquired the best that was available, and that by taking and assembling these, 

his work represents a contribuAon to an ongoing tradiAon while it also surpasses. In this, 

as Helen Phillips points out, he establishes the prologue convenAon in the vernacular.^

The diABculty of obtaining authoritative books at this Ame unwittingly underlines further 

the Act that the authors of two of these are not clearly or correctly idenAAed in his 

sources. He seems to be under the impression that the lata- Old English prose translaAon 

of Bede was by Bede and that Bede's Latin onginal was by and ̂  ykire

(Augustine) who introduced bapAsm here (17-18).^ This makes Lagamon's own

^Andrew Taylor, "Authors, Scribes, Patrons and Books," Ti&u o f (Ae 
PemucM&zr 354, discusses the modem noAon of 'khe tranquil monasAc scribe cut ofT Aom 
worldly cares." It may be that this was also a cherished medieval ideal. Taylor menAons 
that most monasteries did not have a special room set aside for writing.

^As Helen Phillips, "Robert Mannyng," A&u of rAe FemocuAzr 23, menAons,
this prologue convenAon was established in the vernacular by Lajamon and foAowed by 
Robert Mannyng in his GArwuc/e. It is not inqxrssible, however, that he may have 
remembered reading AlAed's Pre6 ce to Gr%ory's Pwroro/ Core, which was sent to each 
bishop.

A. Burrow, Afe<&evio/ fPrrfers wxf 7%err IFbr^. AAdWZe ÆngAsA Liferofure aW  
fü Büc^growKf (1982; Oxford: UP, 1989) 33. See also Femand Mossë,
f̂oMù&oot ofAAàZk Ehg/rsA, trans. James A. Walker (Baltimore: John Hopkins, 1952) 

349nl7 concerning Albinus who "was the abbot of Saint AugusAne at Canterbury, and 
died in 732. He was one of Bede's chief sources ofinfbrmaAon, but we do not have any of 
his own work. Albinus certainly could not have collaborated with AugusAne (+604)."
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assiduous self^naming, along with the selection of (auto)biograpbical details he wished to 

pass on, all the more valuable 6>r subsequent readers.

In addition to these personal Acts, he seems intent on conveying authority to his 

w ort not only by appealing to 'the  contencqmraiy reader's love of authority,"® but also by 

showing that he himself has the qualihcations necessary since he consults a source in each 

o f the languages used at the time: the Ang^o-Saxon of most of his parishioners, the Latin 

of the educated clergy, and the Anglo-Norman of the nobility. This last was the language 

ofhis primary and almost exclusive source, Wace's db BnU.™ He also conveys the

right attitude regarding himself as a reader when he describes how he reveently laid these 

books before him and turned the leaves, beholding them (25). In the second

hemistich of the same line, he relates this process to the Lord by invoking his aid once 

again (conqrare line 2), askirig that he be 'kind' to him. Immediately, as if indeed 

divinely inspired, he takes the quill with his Gngers and writes true words on the book-skin 

(26-27). This series of associations implies that the Lord approves his vernacular 

enterprise. In his anxiety to speak truly, he anticipates the persistent concern of late 

English writers of the vernacular.^ In the initial, he seems to be adding red around the 

edges of the text, as if to indicate that the Latin marginal glosses were also written by him. 

This may have been a further reason 6 >r the inclusion of the historiated inidal which 

functions not only to validate the truth of this English history, seen to be written by the 

inspired Layamon, but also to transAr the same authority to the fosses.

He describes writing as the craft of setting words together (27), almost as if he 

were setting jewels into an intncate ûamework as suggested visually by the colored 

spots—a good description ofhis actual translation and trans&rrmation of Wace's .BrrrT, 

whose octos^labic couplets he converted into Anglo-Saxon alliterative Verse. As &r the 

genre of history, veracity is also afBrmed by this care in setting the true words together

®Burrow, 32.

b u rrow , PF/ite/'j 33.

^Wogan-Browne, et al., "Authorizing Text and Writer," /icku 
Femacu&y 13.
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(his status as priest further ensures this). His statement that he condensed the diree books 

into one (28) reinfbrces this sense of a distillation of the best to produce truth.

Together with what he adds to his verse history, what he does can also be seen 

within the medieval context of the Amr ways of "making a book" summarized by the 

thirteenth-century Franciscan, St. Bonaventure:

Sometimes a man writes others' words, adding nothing and changing 
nothing; and he is sinq)ly called a scribe [scnipfor]. Sometimes a man writes others' 
words, putting together passages which are not his own; and he is called a 
compiler [compr&nw]. Sometimes a man writes both others' words in prime place 
and his own added only Arr purposes of clariAcation; and he is called not an mithor 
but a commentator Sometimes a man writes both his own words
and others', but with his own in prime place and others' added only for purposes 
of conArmation; and he should be called an author

All of these can be variously applied to Lagamon although, as Chaucer was to do later, his 

narrator modestly claims to be only a conrpiler. That way, Lagamon's narrator (not to 

mention the poet himsdf) avoids reqxrnsibility and culpability for anything that might be 

considered politically or morally reprehensible and so dangerous, while at the same time 

placing his own m^or Arthurian additions to Wace within the same Aamework of 

historical truth as the rest. Not only does he introduce Arthur, the national hero, into 

English vernacular literature for the Arst time, but his additions include a fuller account of 

the Round Table, the departure of Arthur in the conq)any of two maidens who take him in 

a &rry to Avalon, and other additions ''that arise A"om the poet's temperament," such as 

descriptions of animal subjects and natural backgrounds, armings and scenes of ferocious 

battles, and a pre-chivaliic Arthur of generosity and warlike deeds. ̂

b u rro w , fFn/ers 2 9 - 3 0 . Anmmr ZrAnrm jk/rfentrarw», proan,
quaesL iv. Opera omnia S. Bonaventurae (Quaracchi ed ), i (1882), 14, col. 2, cited in 
Latin by M. B. Parkes, "The InAuence of the Concepts of OrcAMofro and CanyrZafro on 
the Development of the Book," AAdSrevud wx/ Lrferatwe. E&sqys
Æ IF fW r (OxArrd: Clarendon, 1976) 127-28. See also Minnis, q f

^As summarized by Gwyn Jones, introduction, IFbce awcf ZarrwnoM. virtAnna» 
CAro/rrcig, Everyman's Irbrary (1922; London and Toronto: Dent and New York: 
Dutton, 1977) x-xii.
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This interest in creating a national ha^o and appealing to a taste for both the 

beautiful and the bloodthirsty may also reûect the poet's hoped-for audience, at least on 

one level. His ambitioos are hinted at by his mention that Wace presented his French book 

to the Eleanor, Henry II's queen (22-23).̂ * This repeated word "noble" (with a

resonance at least equal to the word h)r "truth") seems to betray a hope, however distant, 

that his own work about the noble deeds of the E n^sh  (7), composed in the vicinity of a 

noble church (3), wiH be indeed be read by a noble man (29). This may be hirther 

supported by Layamon's petition that he wishes to be remembered by name in the prayers 

ofhis readers but, unlike his predecessor CynewuK Lagamon gives his lineage (2) and 

concludes his prologue by asking each noble man who reads his book and leams its nmaw, 

that he say far Lagamon's father's soul, his mother's, and his own (30-

35). This, at any rate, is the internal reader addressed within the poem and occasionally 

addressed in the second person throughout. Rosamund Allen points out that Lagamon 

must have had éther a wealthy living or a patron to provide funding for the wax tablets 

and skins necessary to produce the 16,000 lines of text; she also suggests that he may have 

been writing in the régn of John or dmrtly after, this king having been buried at 

Worcester near Ins patron saint, Wulstan.^

The introduction of the author portrait and the quality of the decoration and 

calligra;^ of the Caligula manuscript made some 50 to 100 years aAer Lagamon wrote

^^This is the only source A)r this information regarding Wace's audience, as 
observed by Ferdinand Mossé, .4 (Baltimore: John Hopkins,
1952)350n21.

Rosam und Allen, "The Implied Audience," TkxY waJ ThaAtroM 123, 
speculates on the meaning of these line, asking if this narratee is asked to recite "these 
(/«ear) true words" together, understanding the text as a request for each of Ins readers "to 
recite (fegge) the entire text to another au^ence." But she admits that it is more likéy a 
directive to say prayers for Lajamon and his parents.

^^osamund Allen, "The Implied Audience," Text owT TJwëttw; 123. She 
identiAes lines 1346,2635, and 2996; with the relationship of th e 'T ' and ''thou" 
established by the written page, the hoc-jgxeTkn o f9691.

Rosamund Allen, "The Implied Audience of Lajamon's T%e Text
TrwAttou 135.



166

also suggest an audience of some means, interested not only in hearing the alliterative 

poetry but in reading the manuscript. Malcolm Parkes has remarked upon the 

palaeographical resemblances between the script o f the Caligula .Brwr and, as Jane Roberts 

describes them, ''two very splendid books," one a psalter of c. 1284 likely prepared as a 

royal giA, and "a handsome copy" of Peter Comestor's scAo&Wico Aom

Ashbridge in Hertfordshire, possibly marking the foundation of the community there c. 

1283 .^ While these examples are of gothic quadrata script, the somewhat less harmal 

semiquadrata of the Caligula manuscript^ nevertheless gives an indicaticm of the conq)any 

it approaches.

But Rosamund AHen, on the other hand. Anally considers Lajamon's as a 

family book, appropriate for amusing and in&iming '^lerchants, managers of estates, 

families and parish priests." She refers to Lagamon's presentation, behind the heroic 

subjects, of the lives of the non-privileged, along with domesAc acts, and an interest in 

money, merchants, and ships' cargoes.^ She allows that "a small house of rdigion.""^ 

might also be a context, noting that "only a Ihaate, daical readership" would recognize 

its stylistic Matures, this being its ideal audience.*^ What is evident is a text with the 

potmtial 6)r being read on vaiious levels by a variety of readers. The taA  of determining 

the actual readership of Lagamon's work and of localizing âther of the extant 

manuscripts further is made more difhcult because there is no medieval provenance for

^*The observation was made in a personal communication to Margaret Laing, as 
noted in OzWogne o f a  ZmgnrfAc o f A W S f e W  
(Cambridge: D S. Brewer, 1993) 70, re&rred to in Jane Roberts,"A Preliminary Note" 
7%e oW  7had%om 6. The manuscripts are, respectively, London, British Library, MS 
Add. 24686 and London, British Library, Royal 3 D VI

^Jane Roberts, "A Preliminary Note" Text owf jycMBffon 6.

"Rosamund AHen, "The Implied Audience," Texf oW  TrüK&frry;, for example
on 127, 132, and 135.

*^Rosamund Allen, "The Implied Audience," 7%e Texf oMcJ 7h%6ffo» 136 and 134 
respectively.

*R.osamund Allai, "The Implied Audience," TkcT owJ Tha&Ao» 122 and 130,
Ai. 26.
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them, nor is it known how they came into Cotton's library.^

What the Caligula manuscript itself suggests is a moriastic readership, as indicated 

by the tonsured author Ggure and by the Latin glosses, but this does not exclude access by 

lay people nor local aristocracy with political interests charged by a national perspective. 

Despite all the information provided by the prologue, the exact social context is still 

somewhat elusive, perhaps because of all the details of the large canvas of Lagamon's 

subject matter. Nevertheless, the initial enclosing the Erst portrait of an English vernacular 

poet is a momentous sign of conSdence in an English authority writing about subjects of 

interest to a native audience who might therd)y be encouraged to see the possibilities for a 

new Troy or a new Camelot, an earthly paradise not beyond reach. The promise of the 

closing lines of the Arthurian section, that he would yet come to help the Britons, is 

alluded to at the end of the which mentions that the Britons are still ruled by foreign

kings, a situation which the author seems to equate with Anglo-Saxon submission to 

Anglo-Norman rule. This ideologically encoded myth of national origins may again have 

had an urgent contemporary political appeal at the time the Caligula manuscript was made. 

Just as Suso in a twdfth-ceitury woodcut" is depicted holding a book sprouting a dowery 

branch similar to that forming the garland around his head, perhaps the makers of the 

Caligula Manuscript had some hope that this British history, written by the inspired 

Lagamon, would also bear political huit. That his history is in the English vernacular*  ̂

makes it immediate and relevant. The portrait ofLagamon provides a personal link to the 

narrative of the dynastic past and, together with the prologue and annotations, institutes 

its canonicity for its thirteenth-century audience, mcouraging them to read this history 

with a view to projecting past glories into the future. The portrait ofLagamon

**As mentioned by Jane Roberts, "A Prelimmary Note, Text aW  ThrdSf/ron 
12 .

"Henry Suso as Beatus. Basel, OSentlidie Biblithek der Universitat Basel, cod. 
E.111.12. This is reproduced in Hamburger, 7%e FrsuoJ WKJ 241 and
discussed on 240.

*%eryamin C \\%hers, "A 'Secret and Feverish Genesis': The Pre&ces of the Old 
English Hexateuch," v4rr 81.1 (March 1999): 58, makes this point with respect to
the Old English tranMation of the Hexateuch (see also my previous chapter).
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authenticates the truth of the Arthurian promise and that, as the last lines of the Caligula 

Manuscript indicate, rwwde. - mwde Godles W /e. 'what will be will

be, \wll be God's will. Amen.'*^ The divine will is, in a sense, taken to be incarnated in the 

vernacular text and communicated by the author, pictured in the act of completing his 

inspired writing of an English history.

*̂ This ending is not in MS Cotton Otho C.xin.
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Idols and Icons: The Fourteenth Century Auchinleck and Vernon
Manuscripts

Introduction

The subjects of the some of the illustrations of fourteenth-century English 

vernacular literary manuscripts reflect the same kind of defensive stance as do some of thg 

vernacular texts, as if justihcation were needed 6 )r image-making or 6)r writing in the 

vernacular. In the illustrations in the Auchinleck Manuscript (c.l327- c. 1340),̂  the visual 

distinction made between heathen idols and Christian icons and, in the Vernon Manuscript 

(c. 1391-1400),^ those proving the efScacy of holy images, fall on one side of a theological 

divide that separates them &om the illustrations of the fe w / Manuscript arid the Ellesmere 

Manuscript of the ComterWy 7h/es, which depict no sao^ed Egures at ah. This latter 

phenomenon would seem to have been due to a prudent reticence about producing holy 

images which the Lohards and their followers, like the Byzantine iconoclasts of the past, 

condemned and sometimes even burned or threatened to bum from the mid-1380s.̂

Even as early as the late thirteenth century when the use of images had already 

become weh established in the Christian world, William Durand evidently &lt compehed to

^Edinburgh, Nahonal Library of Scotland, Advocates' MS 19.2.1. Some fragments 
include Edinburgh University Library, MS 218, St. Andrews University Library, MS 
PR.2065, and London University Library, MS 593; ah these are reproduced in the 
monochrome &csimile by Derdc Pearsah and I. C Cunningham 77K v4nc/uM/ec  ̂
Adümwcrÿr." AWowz/LrA/wy 79.2 / (London: Scholar
Press, in association with The National Library of Scotland, 1977). The earliest poss&le 
date, not showing &r production time, would have been 1327 as indicated by a textual 
reference to the accession ofKing Edward HI; see Derek Pearsall, Introduction,

ATwmscrÿt. Mrfro/Kz/ LrArwy vii and my ensuing discussion.

^Oxford, Bodleian Library, MS Eng. Poet. a.1. See A. I. Doyle, Introduction, 
afbcaimr/e BodZerwr L r A 7 &  J5rg. fo e t & 7 

(Cambridge: D S. Brewer, 1987) 11 for a discussion of the date. The earliest possible 
date would have been aAer October 1391 when John Clanvowe died; see the discussion by 
A  I. Doyle, Introduction (above) 11.

^For examples see Anne Hudson, 7%g frem otwe 
w«7Zo//wc7Z/fftwy (Oxford: Clarendon, 1988) 303.
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deal with the issue again because of western contact with the Muslims during the 

successive Crusades. He says that the Saracens who do not adore, possess, or look upon 

images, cast "in our teeth" the restriction against making graven images.* Durand goes on 

to discuss the meaning of various images inside and outside Churches, calling attention to 

their devotional purpose in serving as a means for ongoing meditation. The challenge 

posed by Muslim attitudes is evident in the Grst of the Auchinleck Marmscnpt miniatures, 

which deals with the supposed distinction between a Muslim idol and the sculpted body of 

Christ on the cross. Furthe^, all but one of the rest of the extant miniatures deal with 

English heroes who hrught against the Saracens. Durand's explication of the devotional 

use of images is still relevant in the case of the Vernon Manuscript which includes 

illustrations for the poems on the birth of John the B^rtist and of Jesus as well as on the 

Miracles of the Virgin. Some of the latter miniatures actually show the Virgin, who 

appears to have emerged &om har statue in response to prayer, par&rming miracles. The 

Vernon may have been made in part to present the orthodox position demonstrating the 

value of meditating on holy images. In this chapter, I will deal with the illustrations in the 

Auchinleck and Vernon Manuscripts which afGrm the use of holy images. Both 

manuscripts demonstrate the increasing popularity of vernacular literature to the extent 

that each one incorporates so many items as to provide the owna^s) with what would 

ef&ctively have been a whole library in one huge book.^

While English might still have been the "cradle" language of some aristocracy, it

*Durand, "Rationale," 121.

*Tbe Audnnledr Manuscript originally contained more than 386 leaves now 
measuring 264 x 203 mm and indudes 44 items (plus 5 missing at the b^hming). The 
Vernon Manuscript originally contained 422-426 leaves, o f which 350 survive, now 
measuring 544 x 393 mm and includes approximately 403 items (many short). Fiuther, 
each (bifbhum) sheet of the Vernon was made hom a single calf-skin, with the whole 
manuscript now weighing 48 3/4 pounds. See, respectively, Pearsall and Cunningham, 
Introduction, Afümwcrÿr vh-xvii; Doyle, Introduction, Femw*
A&imwcrÿr 1 and 11. Derek Pearsall, Introduction, m rhe Femon ed.
Derek Pearsall (Cambridge: D. S. Brewe^, 1990) x, obsaves that the Vernon Manuscript 
is "by 6 r the largest that the student of vernacular literature will ever be likely to have to 
deal with."
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did not have the sodal status associated with the French spoken at court nor the 

intellectual prestige of Latin, knowledge of Wiich was thought to be essential for anyone 

deemed literate.^ This situation meant that the literature that was recorded was not created 

only by a Latin-educated religious dite incoiporating the techniques of oral Germanic 

heroic poetry and its cultural values into their works for the beneht of court and 

monastery, as I have shown was the case in the Anglo-Saxon period; but rather, 

haurteenth-ceotury literature grew largely 6om the needs of the native population, not 

just those of the ruling classes. As an oral medium, English had become increasingly 

diversihed and idiosyncratic because of regional dialectical variants and the incorporation 

of fbrdgn words. In the process, it lost the kind of standardization provided by the 

grammatical disciplines shying educated discourse. The renewed demand for vernacular 

literature arose not only 6om political nationalistic interests (such as appear to have been a 

motivating factor behind Lasamon's but also &om the need to provide for the 

pastoral care of the population generally hallowing the requiranents of the fourth Lateran 

Council of 1215. The desire of the upwardly mobile middle class to agoy translations of 

the French romances popular at court also stimulated the production of vernacular 

versions. Not to be excluded 6 om this is the vital role played by rdigious women such as 

anchoresses and nuns throughout the Middle Ages, because they kept the vernacular alive 

as a written langu%e since th ^  needed texts providing spiritual nourishment and 

guidance.̂  It is largely the spiritual needs of women and of a broader lay public in the late 

medieval period that fostered the production of works like books of hours as well as

^ o  be literate, that is to know Latin, had legal consequences, as indicated for 
instance in Passus 14.126-34 of the C-text of f ie r j f&nwwm where thieves are 
hung but lettered ones (who could read a verse of Latin) are saved &om hanging because 
they can daim beneGt of clergy. See Derek Pearsah, fiery fZowmon. Ediüan o/̂ tAe C- 
iexi (Beikeley and Los Angeles: U of Calhfbmia P, 1978) 241, n. 128; and also my 
disaisâon of tins and the drawing of Ae Hanged Thief illustrating Pasais 17. 130-48 (fbl. 
79) in "Retributive Violence and the Reformist Agenda in the Illustrated Douce 104 MS 
of fiery fibwwoM," Ff/iee»iA-CeMiwy .SiMcGey 23 (1997): 22-24 and 26.

^See Corinna Gihiland, "Celd)rating the Mundane: Hie Feminine Influence in Early 
Middle English Prose," MA thesis, U of Victoria, 1995.
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catechetical, meditative and devotional works, including many in the vernacular.'

The accomplishment of this spiritual aim involved incamational theology in three 

ways in the vabal and visual presaitation of the Auchinleck and Vernon Manuscripts.

First of all, the Incarnation continued to be used to justij^ the making of images, as 

Durand says, referring to Pope Adrian's statement that Christ became man, Christ must be 

portrayed in a man's form.  ̂Secondly, the extant religious illustrations in these 

manuscripts encourage devotion to the body of the crumhed Christ and to the V ir ^  i&om 

whom he received his humanity. ASective devotion to these subjects in image and words 

was encouraged by the Franciscans as an eq)eriential means of arousing pantential 

remorse, conversion, and love, especially in the unlearned and the laity. New Testament 

subjects involving Christ's humanity were considm^ed (^propriate for these groups because 

they could identic with them carnally." The sort of spiritual or dkqp reading of the Old 

Testament encouraged by the Anglo-Saxon text and miniatures of the Caadmon 

Manuscript, made to oppose a literal reading, would have been considered inappropriate 

or beyond the capamty of an early fourteenth-century vanacular audience. Christ's 

divinity could be ^proached only by those spiritually mature and literate. Le., those who 

had all the interpretive intellectual resources for abstract thought provided by a Latin 

education. Rein&rcing this evaluation of the limited grasp of those uneducated in Latin 

was the way the vernacular itself was sometimes considered at this time, ^ n d r leads to 

the third way incamational theology was involved. Thomas Usk speaks of the

^Kathryn Smith, "The Neville of Hornby Hours and the Design ofL itaate 
Devotion," 81.1 (March 1999): 72. This book of hours contains Anglo-
French as well as Latin texts.

^Durand, T&rrrowr/e Drvmwum Oÿïcronmr q/" tAe Dfvme 123.

'Denise Despres, GAmt/y Fra«z/Afe<ÿ6zrra» m
5-9.

"The information in the rest of my paragraph on the scope of the vernacular in 
relation to incamational theology, unless otherwise noted, is primarily derived &om the 
discussion of this complex subject by Nicholas Watson, "Conceptions of the Word: The 
Mother Tongue and the Incarnation of God" 87-124. References to speciûc pages o f this 
article are enclosed in brackets in my text.
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embodiedness of plain unadorned English, our mother tongue, which can best move our 

hearts and provide life-giving food, which leads us to love the Creator.^ Unlike the 

emphasis on the powe^ of Christ in the incamational theology manifested in the Anglo- 

Saxon works I have explored, there is now a greater emphasis on the love betwem God 

and humanity. This concept of love, expressed in twelfth-century writings, was induenced 

by '̂ Ovid's erotic taxonomy," as Watson puts it." According to this view, the Incarnation 

is the result of the power of God's love descendii% to the lowest places on earth, a view 

which led to a reappraisal o f the spiritual status of the uneducated (including women), the 

vernacular writer, and the vernacular itself" A Vernon Manuscript illustration even shows 

the Virgin descending to the waters of death to rescue a sacristan who, though sinful, had 

always greeted her image when he passed.

The level of vemocidÜT literacy required 6)r most of the items in die Auchinleck 

Manuscript and Vernon Manuscripts is not all that high. This feature, especially as shown 

in the metrical romances, was parodied later in the fourteenth century in Chaucer's Thde 

TTKpog with its "dogerel" rhyme (2115). Even the Host, hardly a genius, says to the 

narrator that it makes him we/y t/y  verrqy /ewedkcjge (2111). For all that, however, the

"Thomas Usk, "The Testament of Love: prologue (Extract)," A&a q f tAe
Femondür 29-31, especially IL 5-10,29-30,42-49, and 95. For his emphasis on the 
corporeality of words and writing see An example 11. 1-2 mentioning men with iqiread ears 
swallowing the dehciousness of jests and rhyme. This imagery echoes that behind the 
portrayal of the St. Albans Psalter miniature of David, discussed in the last chapter, in 
which the Dove inserts the divine words into David's ear, emerging hom his mouth as the 
Erst letta" of the Psalms. (Like Boethius be&re him, Usk wrote in prison be&re his 
execution. In 1388 he had been accused of treason, together with his en^loyer, the Lord 
Mayor ofLondon, a councillor of Richard n.) Watson discusses the symbolism of the 
mother tongue in "Conceptions of the Word: The Mother Tongue and the Incarnation of 
God" 90.

"Watson, "Concepdons of the Word: The Mother Tongue and the Incarnation of 
God" 103.

"See Philippians 2. 5-11 6)r the basis of the concqrt of kenosis (which is more 
^plicable here than in rdation to the interpretation of the main panel o f the Ruthwell 
Cross; see my eaiHer discuss of this sculpture). The simple commons were occasionally 
seen as the "very key to the nature of God," as mentioned by Watson, "Conceptions of the 
Word: The Mother Tongue and the Incarnation of God" 102; see also 104.
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Prologue of Chauca-'s froMtA» j  TWe indirectly appears to echo the opaiing lines of 

Or/ko in the Auchinleck." As R)r the Vernon Manuscript, Carol Meale observes that 

neither the devotional needs served nor the oGered spiritual insights of the Miracles of Our 

Lady are profound, although they do convey fundamental religious truths," while John 

Thompson says the Vernon Lyrics deal with reli^ous and moral matters with "varying 

degrees of consistency, subtlety and imagination," suggesting diSerent sources." 

Excepting fre rf f/mwwzM, Avril Henry even considers the lack of theological depth of the 

Vernon items as a possible reaction against excessive intellectuahsm" This attitude 

derives in part Gom the late medieval movement away Gom the emphaâs on the veiled, 

transcendent meaning of scriptures towards a more supeiGcial, i.e., "surface" meaning 

consequent upon the study of logic as inSuenced by the rediscovay of Aristotle" (which, 

as I mentioned previously, also led to a greata^ interest in the human authors of the Bible).

Observations about the lack of great depth or sophistication in many of the texts in 

these two manuscripts also apply to their miniatures. Relative to ^glo-Saxon 

illustrations, these tend to be Airly simple, visually projecting the limited expectations 

assumed by some contemporaries with respect to the scope of the vernacular; Ar the

"See Phyllis Hodgson, Gkwcer. 7%e franWm ^ Tuk London: (U ofLondon, The 
Athlone Press, 1961) 72-73; A. J. Bliss, ed. Sir (OxArd, 1954) xlvi-xlvii; and L. H. 
Loomis, "Chaucer and the Breton Lays of the Auchinleck Manuscript,"

38 (1941): 14-33. Nicholas Watson, "The PoliGcs of Middle English Writing," 
Jidbu q/" (Ae PemocnJar 346, points out that Chaucer does not acknoWedge his debt 

to English sources although he read them "carefully."

"Carol M Meale, "The Miracles of Our Lady: Context and Inteipretation," 
SyndSrgf m rhe Pemon 135.

"John J. Thompson, "The Textual Background and Reputation of the Vanon 
Lyrics," m Ak Pemon 202.

"Avnl Henry, '"The Pater Noster in a table ypented' and Some Other 
Presentations of Doctrine in the Vernon Manuscript," m the Afamwcnipt
89.

^%uth Evans et al., "The Notion o f Vernacular Theory," The Tidku the
Pemocwhzr 314-15.
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vernacular was now not the ofBcial language of the nation as instituted by King A16ed, but 

the primary language of the English commons, the rising middle class, and most womai. 

The miniatures are fairly literal in relation to the texts as compared to those, far instance, 

in the Caedmon Manuscript—a feature that does not, however, detract &om thdr 

eSecdvmess in arousing interest in the tercts of the Auchinleck Manuscript or in 

promoting the 'Treahng of the soul"™ in the case of the Vernon Manusucript. In both a 

single illustration taids to preface the work illustrated, aic^sulating, compresâng, 

typi^ing or anticipating the main idea or narrative action.

P arti

The Revival of Illustrated Vernacular Manuscripts: The Auchinleck Manuscript

The making of the Auchinleck Manuscript represents not only a rn^or step in the 

restoration of the English vernacular as a literary language of consequence, but also, 

perhaps not so coincidentally, its revival along with an extensive set of accompanying 

miniatures which would have made it even more accessible to lay readers with varying 

levels of education. It is the hrst miscdlaneous collection of English vernacular poetry 

(with the exception of a list ofNorman barons and a few small inserted passages of Latin 

and French), marking, as Derek Pearsall continues in his estimation of its importance, "the 

Erst sigoiGcant emergence of a new class of readers."^^ He speculates that, with its largely 

secular interests and "unsophisticated tone," this was a collection designed &)r popular 

taste, with a relish &)r "familiar piety and instruction" and a desire for access to the 

fashionable mode of romance—and, as I will show, an interest in the details of combat; in 

other words, it was probably made for a wealthy middle-class audience.^ From its

™This is mmtioned as title o f the book in the Grst part; for the 6dl inscription see 
the beginning of my detailed discussion of the illustrations in this manuscript.

^^Derek Pearsall, "Literary and EBstorical SigniGcance of the Manuscript," 
XucAWgcif vii-viii.

Pearsall, "Literary and Historical SigniGcance" viii.
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reference to the death of Edward n  and a prayer to aowe ̂  (the n i),^  it

would have been made in the decade or so following his accession in 1327. Since the last 

item is a political work on the evil times of Edward IL, it may be that the making of the 

manuscript expresses the optimism and national &rvor of a new reign. Doyle sees the 

making of this London manuscript not as a routine production but as the result of an 

"exceptional eGbrt ."^ Jeremy J. Smith describes the language of the six scribes as "Type 

n  or early London English up to about 1380," the East Anglian forms rejecting "a period 

of immigration into the capital Gom that part of the country."^ It sp ears to have been 

still in London at the time of Chaucer, whose TTKgw may have been inOuenced by it.^ 

In view of the textual signi&cance of the manuscript, it is regrettable that most of 

the miniatures have been roughly cut out in 13 places (reflecting a desire Grr the visual 

when the verbal content was no longa^ valued), which were later patched, and that the 

folios at the beginning of 18 items have been removed, probably for their miniatures.^

^Fol. 317. This evidmce for dating is pointed out by Pearsall, 'Literary and 
Historical SigniGcance" vii.

^A. I. Doyle, '̂ English Books In and Out of Court Gom Edward in  to Henry VQ,"
Court CuZture m tAe Later AGdWk ed. V. J Scattergood and J. W. 

Sherborne (London: Duckworth, 1983) 164; Pearsall agrees with this viewpoint; see "The 
Ellesmere Chaucer and Contemporary Literary Manuscripts," 7%e E/Zesnrere CAoucer 
265. This is in contradistmction to Laura Hibbard Loomis, "The Auchinleck Manuscript 
and a Possible London Bookshop of c. 1330-1340," 57 (1942): 595-627.

^Jeremy J. Smith, "The Language of the Ellesmere Manuscript," The E/Zeanere 
Chaucer 73.

^*Laura Hibbard Loomis, "Chaucer and the Auchinleck Manuscript: Thqpo; awZ 
Guy IParwrct," Essays owZ .Studies in Ebnor q/^CarZeton Brown (New York, 1940)
111-28; rpt. in .<4rZMentMref q/^the ABdWZe A AfenroriaZ CoZZection q/^Eaaayf anrZ 
j t̂udTej (New York, 1962) 131-49. Pearsall calls the hypothesis "natural, probable and 
pleasing, and [ . .] irresistibly romantic"; see "Historical SigniGcance" xi.

^I. I. Cunningham, "Script and Ornament," The ./fuchinZec)̂  AAanuscnpt xv. 
Although the ihustraGons which are cut out as opposed to folios roughly tom out may 
represmt vandalism on difkrent occasions, there is no consistent pattern that distioguishes 
them. In each case, there is a mixture of the lives of saints and otha^ religious works, as 
well as romances, for which the pictures have been or might have been removed.
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There are no illustrations for six of the more weighty items.^ Of the 6 illustrations 

remaining, the main part of the one on folio 256 has been damaged beyond easy 

recognition.^ Concerning the rest, three Gamed miniatures are placed within one of the 

two columns of script (fols. 7,167, and 304), a small one in the middle of the page is 

appended to the left of a three-line initial "P" at the top of the second column (fbl. 72), 

and a historiated initial farms the top of a bar border (fbl. 176). These remaining 

miniatures have not received critical attention partly because their Matures are difGcuh to 

distinguish due to their small size, some deterioration and 6 ding, and the &ct that the 

Acsimile is in monochrome. With the aid of computer technology,^ I have been able to 

increase their clarity in a larger fbrmat so that their subject matter can be more easily seen.

The Grst of the extant miniatures may also have been one of the first in the book, if 

not the Grst, since it occurs where scribe I, the main scribe who wrote most of the 

manuscript,^^ changed the layout and ruling Gom one column in vdiich the verse is in long 

lines fbr the Legend ofPope Gregory to two parallel columns of verse per page. There is a 

page cut out befbre the end of the Gregory Legend and befbre the romance of the King of 

Tars, but it is likely that it was a continuation of the incomplete version of the G)rmer. The 

Act that the last gathering in the collection, comprising the item on the Poem on the Evil

^*These, as itemized and described in 1.1. Cunningham, "Script and Ornament," 
and Pearsall, "Contents of the Manuscript," ÀAzwwcnipr xi and xix-xâv,
are items 10. Speculum Gy de Warewyke; Epistola Alcuini, 14. On ̂ e seuen dedly sinnes, 
20. The Sayings of the four Philosophers, 21. List ofNorman barons, i.e. The Battle 
Abbey Roll, 39. The Four Foes of Mankind, and 44. ï*e Simonie (Poem on the Evil Times 
of Edward H).

how ever, see Melissa Furrow, "'he Wenche', The Fabliau, and the Auchinleck 
Manuscript," g  (December 1994): 440-43, who sees in it the remains of a bed, with 
blue bedcovers, and the shape of the scraped area suggesting two Ggures.

^  used Adobe Photoshop fbr this purpose.

I. Cunningham, "Script and Ornament," ydncAWect xv,
mentions about 72% of the manuscript is by this scribe distinguished by a "clear, legible 
bookhand." There were ^  scribes working on this manuscript. Scribe n  who also 
switched Gom the one column to the two column Armat probably started at the same G 
as scribe I and made the change fbr the same reason.
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Times of Edward H, is also in a single column (the only other item in which this is the 

case) and lacks an illustration suggests that the single column Barmat was not planned with 

illustrations in mind. Switching to two columns &cilitated the introduction of the style of 

miniatures used throu^out since they occur primarily within one of the two columns. One 

can imagine a patron inspecting the of&rings at this stage and insisting that pictures be 

added to accord with some envisioned ideal, increasing the prestige of the production. 

Economic exigencies may have allowed &r the introduction of small miniatures 

throughout, but not Sdl-page ones.

^e King of Tars: Idol versus Icon

The Erst miniature occurs at the top of the left column of folio 7 just below the 

rubricated incription Jbe Azng q f Tors (Eg. 45). It is enclosed in a double outline Eame 

separating the picture Eom the text, with a central Earning column Enther dividing it into 

two conq)artments. Below this small Earned miniature,^ a Lombard capital A more than 

three lines high extends its Eourishes verEcally beside the miniature above and down along 

the text below. This omamaital letter b%ins the Erst line of text: to This

suggests that the romance is intended to be concaved of as barkening back to an oral 

tradiEon, even though the poet refers to a written source.^ In its contemporary use it 

would likely have been read aloud E)r a small family circle gathered round, "rated" as it is 

Ear eW 7 jm g (1). Displayed on some support such as a lectern or table—snce this

^31 X 62 mm according to 1.1. Cunningham, "Script and Ornament," The 
Mamwcrÿi xv.

^F. Krause, "Klâne PublicaEonen aus der Auchinleck-HS .: IX. The King of Tars," 
Fhghsohe 11 (1888): 34,1. 40. Subsequmt lines references are Eom tins source
md will be enclosed in brackets within my text. My subsequent plot summary is also Eom 
Krause's ediEon.

^ o r  example, line 309: in rime ad w  we reak (the Vernon Manuscript, whose text 
Ear this work Krause sets beside the Auchinleck version, reads in f  ion, an interesting 
variaEon in view of the rhyme Wnch Chaucer parodies in the Tale of Sn Thopas).
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book is much too substantial and heavy to holf^—the miniature and the other decorative

features o f the ordinatio of the page would have been available fbr viewing by its admiring

audience conscious of the prestige of this library in one manuscript book.

While it is not known what the hrst hve items of the Auchinleck might have been,^

if indeed they were illustrated, which is unlikely in that they were in single columns (see

my previous discussion), the Erst extant illustration of an obviously religious nature sets

the tone fbr the whole book, placing what fbllows within a Christian ûamework as did the

Matthew Paris and Lasamon pre6 toiy images. The main outlines of the story are based on

an incident in the late thirteenth-century crusades.^^ Because of its subject, this iGrst

illustration of the Auchinleck raises the issue of images and image worship. To determine

how the miniature pre6 cing this romance functions, it is necessary to have some

knowledge of the story concerning the conversion of the Sultan of Damascus by the savvy

daughter of the King of Tarsus, who shows intelligence, breadth of vision, and strength of

character. This chaste princess is described initially as a typical courtly-love lady, with skin

as white as the fathers of a swan, a cheer&l countenance, a rosy complexion, and grey

eyes; she is so beautiful that, to summarize the narrative:

word reaches the Sultan of Damascus who immediately conceives an 
overpowering desire to marry her or, failing that, to win her in battle. Her Christian 
hither swears by Ann /not on /«g rodb (40) that he will not give her to a 
Saracen Unless she consents. He asks her if she will fbrsake Jesus who 
w o n n d k r (57) to marry this pagan overlord, but the mmden will not, of course, 
agree. The message is sent to the Sultan that she will not fbrsake her God. The 
result is that both sides prepare 6)r war, but the side of AfbAonn (78) succeeds. 
The dau^er^ sorrowful at being the cause of more than thirty thousand Christian 
knights having been slain, asks her hither to let her marry the Sultan whom she will

After having been cropped, now measuring about 250 x 190 mm.

^^Derek Pearsall, '̂ Contents of the Manuscript," 7%e .4ucAfn/ecA xix,
mentions that, going by the "contemporary numeration of items," hve have been lost.

^See Judith Perryman^ 'Thstorical Background," 77% Amg q/" Thrs /  edi (Ae
yifJwxxxfgs J9.2.7 (Hmdelbeig: Carl WintK ,̂ 1980) 42-44, fbr dironicle 

analogues in Latin, Italian, Spanish, and German. The basic story concerns "a Tatar king 
who was converted to Christianity by his Christian wife aAer the miraculous 
trans&rmation of their monstrous child," the miracle being associated with a victorious 
battle (42).
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serve in every way except that she will stiH believe in God almighty. She convinces 
both parents, and so the message is sent to the Sultan. When she arrives at his 
court, she weeps and thai dreams of 100 hounds baiting at her while she is unable 
to smite them because of her dread of three loathsome devils burning like dragons. 
All her thought is on Jesus Christ, so that when one of the hounds with broad 
hoary brows is about to draw her down, she is saved. It seems to ha^ that, through 
the might of Jesus, one of the hounds who was following her speaks to her in 
human form. Clothed like a knight, he explains that she need dread nothing of 
Temagmmf w  (451) because her lord who pa&nbuM (452) will
help her at her need. When she wakes up she is convinced that all will turn to a 
good ending. The Sultan takes her to his temple and asks her to kneel to his pagan 
dâties or else he will slay her Ather through war. She agrees to do as he asks and 
to serve his will, which means that she kisses them aH and leams their laws. In her 
thoughts and in private, however, she prays to Jesus. The Sultan arranges a 
toumammt fbr her sake, marries her, and in due course she becomes pregnanL 
The child is bom without linAs or facial features. The Sultan blames ha" false 
belief but she says it is because ofhis bdief and tells him to take the liMess

(604) to each ofhis gods. He takes t h e (619) and lays it befbre his 
gods and raises his hands to them, kneehng and crying until he becomes hoarse. 
Neverthdess, the^eache Ay a r fTow (636). His gods Ailing him, he strikes 
them down and yet Ay ̂ sïrJle os fton (659). Then he takes it to his wiA 
who says she will fecAe (675) him, if he gives her leave, \^diether her god is not a 
better healer. He agrees that if she succeeds, he will fbrsake all his gods and tum to 
Jesus. She asks him to hnd a Christian priest among his prisoners and then tells this 
priest that they shall make Christians out of hounds. Upon being christened, the 

(766) is miraculously restored to wholeness. The baptised chdd now has 
liA and all that belongs to a whole child (770-74). Finally, the Sultan agrees to be 
converted.

In Krause's parallel texts of the Auchinleck and the Vemon accounts of this stcay, 

it is apparent that the Auchinleck version delights in amplij^ing the gory details of 

slaughter (139-41,1161-66,^ 1096-98).^ While the Vemon ends with a brief summary of 

the joy of the wedded couple both in this world and the next, concluding with a prayer to 

Crmmr vf a/Je, r/r Aeueng AAr/Tb we wefe (1121-22), the Auchinleck

*̂The description here that the Sultan struck King Carmel through the helmet to 
the brain so that no leech could heal him is, however balanced by a similar account in the 
Vemon a few lines later (1096-99), but fbr those lines the Auchinleck has: *  My 
Mrf jwcMJgun AAxJrwr (wf M rcA a  able, /Æ  w  Ac Mm a-gaeM (1096-98).

^  have used die Auchinleck line numbering. For the alternate numeration methods 
fbr die Vemon, see Krause, 'TCleine Publicadonen" dir the appropriate lines.
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continues with a long account of the violence done by the A)rces of the Sultan coupled 

with those of the King of Tars, now allies, to 6ve heathen kings and their followers who 

refuse convasionT This moral position is consistent with that in other texts in this 

manuscript, as in the item [On ̂  fcnen arnngf requesting Jesus to send peace and 

fk  The assunqxtion is, of course, that the latter are identihed with 6 e devil

The Auchinleck is comparable to a SAeenth-century manuscript Aom the North Midlands, 

now also in the National Library of Scotland, MS Advocates 19.3 .1, exhilxting a "mixture 

of bloodthirstiness and piety," the similarity making that manuscript less "extraordinary"*^ 

and having more to do with the interests of a certain class of readership, or wi6  the 

makers' perceptions of what these might entail.

Given enough space to develop 6 e narrative, an artist might have illustrated the 

combat scenes. The last subject, while obviously judged to be of interest to 6 e intended 

patron, was leA fbr Ulustraüoos fbr the other romances, to be discussed shortly. As it was, 

6 e artist hlled in 6 e small space allotted under 6 e rubricated title with a picture "weldies 

den grundgedanken des gedichtes zur anshauimg biingt," as Krause describes it without 

elaborating.*^ The pre&toiial miniature does what he so perceptively obseves, it brings to 

view the fundamental idea of 6 e narrative. To achieve this, as Kbibing describes it, 6 e 

miniature consists of "ein bild in zwei abteilungen, links ein gdcrbnter heide, vor anem 

gbtzen in thiergestalt kniend, rechts zwei christen, mann und Aau, betend vor einem 

cruci&f (a picture in two compartments, left a crowned heathen kneeling befbre an idol in

*The narrative of the King ofTars ends in a Aagmentary state. Pearsall, "Contents 
of 6 e Manuscript," xix, says that "a precise estimate o f what
is lost is impossible, but is probably no more than 40-60 lines."

*'From 6 e edition by E. KOlbing, 'TCleine Publicationen aus der Auchinleck-HS.: 
V. ueber die Sieben todsOnden," 9 (1886): 46, lines 288-91.

*^See Philippa Hardman, "A Medieval 'Library' Jn fw vo," Æzmon 47.2
(l978):268-69. Hardman discusses as version of GowtAer which contrasts with the more 
courtly version in London, British Library, MS Royal 17.B.xliii.

*̂ F. Krause, "Kleine Publicationai aus der Auchinleck" 1.



182

animal &fm, right two Christians, man and woman, praying beR)re a crudBx).^ To 

medieval viewers, as to KOlbing \^ o  assumes that the Ggure on the leA is a heathœ, this 

would instantly have signaled the main idea of the story as a conversion &(Nn idolatiy to 

Christianity.

The contrast between the two scenes is telling. The column with its support on 

which the idol reclines stresses its artificial status, as Camille remarks with respect to this 

standard sort of presentation far heathen idols.*' While the text mentions a number of 

names fbr the 61se gods of the Sultan, the Sultan is not shown befbre any classical style or 

defbrmed demon-like figures on the columns.** Limited ^ace dictated to some extent the 

restriction of number, but aesthetic considerations doubtless played a role, the contrast of 

the heathen deity with the Christian one creating a far more power&d sense of opposition. 

The Act that it is a beast that is displayed on the column not only increases the contrast, 

but suggests that the artist was Amiliar with the text, particularly since the line in the 

Auchinleck \\iiich ends the list of pagan gods with oWbr (657) the Sultan Armeiiy 

prayed to and then destroyed is not in the Vemon equivalent which has Onvfairor instead. 

Eitha^ the exemplar was unclear on this point or the Auchinleck scribe made the change 

deliber^ely. The image of a beast also picks up on the dream of the hounds whidi the 

Christian wife sees as symbolic of heathens to be converted. On this level, the praying 

Sultan is also a heathen hound, which is what the King ofTars had called him (93); such 

references to his (922) rather than "skin" or co&wr (in the Vemon) supporting the 

bestial associations, as do the amiles of wflWk Aorg (98; the Vemon équivalait is wrxf 

mom) and (ywi (105) used in referring to his anger. Of course it is not too dear what sort 

of beast the illustration represents—something between a goat, ÿven its hint of a beard, 

and a greyhound is coigured up by the reclining fbrm. This antirepresentation of an idol, to 

use Michael Camille's term, may have been deliberately obscure concaning its species

**E. Kbibing, "Miscdlen.: Vier Romanzen-Handschriften," EngAscAe 7
(1884): 180.

*^Camille, GoAfc A6)/ 27.

**CamiHe, Got/nc AW 27.
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(medieval representatioos of animals usually being more naturalistic than those of people), 

reflecting the prohibition against artists making i d o l s The  kneeling Sultan, crowned like 

a western king, raises his hands, as mentioned in the text (623), to the idol.

The artist does, however, develop further the implication in the Auchinleck text 

concerning the lump of 8esh which is transformed into a human being afta" bang bapdzed. 

The text increases the contrast between the and the transformed child by the

repeated emphasis on its former state. The Vemon Manuscript mentions t h e o n l y  at 

the hymning (577) and thm  re&rs to Ant (604,636), c/nW (619, 659, 765), and /«at 

wrgccAe (746), all the while the Auchinleck insists on repeating^scAe in each of these 

instances. Although the Sultan had previously promised to fbrsake his gods if his wife's 

god succeeded in making the f l e s h q / k r  a man (611, 665, 689), he needs to be 

reminded after the event. She teUs him that the child will be his only if he convats, his 

protestation that it is already his notwithstanding. The hrst aberration, humanly conceived 

and of unharmed ûesh, is his; the baptized child, fully formed and rdaom spiritually, is no 

longer his. Jew  Cnft, /W  mark man (674) in his own image had made the lump of Sesh 

whole, reminiscent of some medieval illustrations showing God forming Adam as if 

shaping a lump of clay.^ The wife's hope that the Besh should have^bnrme to se Ar 

(755) is fulBUed when the Sultan admits that he sees Ar srjf (824; omitted in the Vemon 

account) this evidence of the might of Jesus. The implicit analogy in the text between the 

likless flesh and man-made heathen idols is eaqrlicit in some medieval visual 

representations of idols as defbrmed amorphous blobs or as inferior in shape compared to

*̂ See the discussion and notes in Camille, TAe GotArc Jüb/ 21 and 30. He mentions 
that in the thirteenth century Durandus rqreated ihis. For a sculpted bullock on a column 
see fbl. 33 of gween A6xry j  f  saAer. A^mafwref omJZ)rawf»g$ Ay an Eng/rsA of (Ae
74* CenAoy, rgprodkW ^om  7 ( q y a / 2 ̂  FZ7 m tAe ̂ zrfisA AAwewm, introd. George 
Warner (London: British Museum et al., 1912) 75 and Plate 57. According to the 
descriptive title, Gideon destroyed the AAmmgAr and the altar ofBaal (cf Judges 6 . 25).

^See, Bar instance, the twelflh-cerrtury Lambeth Bible medallion of this subject, 
London, Lambeth Palace, MS 3, fbl. 6v, reproduced as Bg. 21 in Camille, TAe GofArc Tidb/ 
33. Such illustrations m ay have influenced the form ulation of some of the Matures 
of the story of the King of Tars.
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holy images/^ In the Auchinleck miniature, the bestial idol which the Sultan wordnps 

makes it essentially redundant to add before it the lump of flesh, which is described in the 

text as laying fiz/k w  afow before the idols (635, 659; echoing its state at birth, 582). 

Instead, revealing a detail not previoudy observed but which my conqmter-enhanced 

enlargement shows, the artist placed the inzw/bwe(fbaby on the right altar just bdow the 

image of Christ's body on the cross, emphasizing the connection between the human harm 

of the child and that of the incarnated Christ.

Both the text and the miniature feature the cross as an object of veneration, 

reSecting late medieval devotional practices. The artist has both added to and condensed 

the textual account of baptism and transformation of the child followed by the conversion 

and transformation of the King upon his own baptism. On the right side of the miniature 

(spatially and morally), the artist created a church-like atmosphere in which all these 

sequential events are represented as if they were one event. The marbled column belnnd 

the Ggures reinforces this ambience and serves further to provide a transition &om this 

religious iqzace to that of the tenqzle on the leA. The diapered gold background enhances 

this ef&ct. Absent 6om the Christian scene is the priest Cleophas who per&rmed both 

baptisms at separate times. While the cross and the Christ's passion are mentioned in the 

text, the image of the sculpted body of Christ on a cross in a church is not, but it serves to 

suggest that everything took place at one time in a church since it is placed above ah altar 

conventionally covered with a white cloth. The church scene is an anachronism since a it 

had not yet been built, but for functional purposes in the miniature, it encapsulates the 

contrast between pagan and Christian worship. The main dif&rence is the prototype, not 

any intrinsic diSerence between one sculpted object as opposed to the other except that 

one is bestial and the other human.

That this miniature itself is a two-dimensional man-made rq>resentation is obvious 

in that, as in the Matthew of Paris miniature, there is no attempt to conceal the ruling of 

the borders which extend beyond the miniature into the blank vellum, sharing its space 

with the two-dimensional script. There is, however, the suggestion of a Anther reAnement

49,Camille, GofMc AW 67.
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here in that the long arms of Christ are stretched up to the cross-beam Wdch lines the

inner border of the 6ame, giving the impression of being stretched on the hame itself

While there was the suggestion in early medieval combinations of letters and Ggures that

the Holy Writ was itself perceived spiritually as the body of Christ, conveying the idea that

Christ-the-Word is present materially in scriptures, as Laura Kendrick contaids,^ this

Auchinleck representation may be a visualization of the idea textually expressed in the

Vernon Manuscript's TeffümenAnn CArwA which is derived &om earlier sources/^ A

diarter inscribed with a Christian pardon is described in tarns of Christ's body, making

the analogy betweai Christ stretdied bn the cross and parchment stretched on a ûame:

Here now, and 36 schul witen 
Hou )̂is diartre was I-wiiten.
[ ]
^e pewne ̂ at lettre was wi^ wnten, 
weore scourges txrt I was wi^ smiten.
How mony lettres ^ o n  beon.
Red, and miht wite and seon: 
fBf ̂ ousend fbure hundred fyfti and ten 
woun<W on me, bo^e blak and wen.
To schewen on alle my loue-dede.
Mi-self I wole {)is chartre rede.
3e Men ))at gon bi ^ns weye,
A-byde)) a hiytel, I ow preye.
And red ^  all on ^is pwchemyo,
3if eny serwe beo lyk to myn [

Hendrick, yinûnarrMig (Ae ZeAer 45.

^These include the works ofRichard Rolle, .<4ncrene IFf&se, and other rdigious 
treatises as mentioned in the introduction, fo re  Prologue, Zako q/" rAe 
Pemocnkzr 239.

^^This is published in Tke AAnor foem s qf the Pemon AZ&, ed. F. J Fumivall, Part 
n , EFTS, os, 117 (1901) 644, lines 81-96. As evident in London, British library, MS 
Harley 2382, leaf 114, which Fumivall also gives, the end of the line 6kzk owf wen in Bne 
90 of the Vernon is, instead, rendered as re<̂  oW  won. It seems to me likely that an earlier 
version would have mentioned colors consonant with the colors used by scribes, that is, 
black or brown and red. The changes might have been due to the requirements of rhyme. 
In the MS Downside 26542 version of fo re  as transcribed by Watson,
''Conceptions of the Word: the Mother Tongue and the Incarnation of God" 106, the 
analogy between Christ stretched on the cross and parchmmt stretched on a radc is made
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(Hear now, and you shall know, how this charter was written. The pen the letters
were written with were the scourges I was smitten with. How many letters that there are, 
read and you will know and see: ûve thousand &ur hundred and sixty wounds on me, 
black and blue. To show to aH my loye-deed, I will mysdf read this charter. You men who 
go by Ibis way, stop a little, I pray you, and read all that is on this parchmait, [to see iQ 
any sorrow is like mine [.. .])

If this incamational analogy was intended by the artist for this vernacular text, perhaps 

itself conceived in such terms, then it not only reinforces the corporeal connection 

between the body of the child on the altar and of the crucihed Christ above, but it makes a 

statement about image-making itself whether on two-dimensional parchment or in three- 

dimensional sculpture. A representation of a cross by itself would have sufBced if it were 

intended merely as a sign. Clearly, the artist was afBrming the efBcacy of the sculpted 

image on the cross as evidenced by the trans&rmed child.

Demonstrating the kind of aSecdve piety encouraged in late medieval devotional 

practices, the large upraised hand of the wife o f the King of Tars seems to reach out as if 

to touch the small body of the sculpted Christ as if it were her child, identihed as the two 

are in this representation, making it semi aH the more corporeal. While Timothy Shook 

complains of the lack of proportion in the hands and feet,^ this exaggerated feature was 

likdy deliberate for the same reason that Mary Magdalene's hands are disproportionally 

large in the Ruthweü Cross panel where this eoqiressionistic feature reveals with greater 

poignancy how feelin^y she wraps her hair around Christ's 6 et in anticipation of his 

coming death. Further, the large hands and &et of the kneeling couple express not only 

their own emotional involvement in the crucihxion, but are reminders of the importance of 

the human limbs which were entirely laddng in the lump of flesh of their child before its 

transformation upon being baptised. This &ature seems to have been dehberaWy 

exaggerated to stimulate readers to imagine themselves likewise participating corporeally, 

reaching to touch the body of the suGering Christ. Perh^s the paint is Baked away Gom

explicit.

^^Timothy A  Shonk, "A Study of the Auchinleck Manuscript: Investigations into 
the Processes of Book Making in the Fourteenth Century," diss. U of Tamessee, 1981, 
94.
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die lower body of Christ and that of the child because of'^tactile" readings in whidi the 

desire to touch the bodies on the vellum was irresistible.

The stance of the praying couple is similar to that of two hgures before an altar in 

a thirteenth-century miniature showing King Edward's vision of the Host turned into the 

Christ chi ld.As Denise Despres points out  ̂images of child-as-Host were prévalait in 

faurteenth-century English manuscripts.̂ ^ While she refers to the transformation of the 

small boy who is lifted up to the ahar in Chaucer's "is TWa, h a  obsavadons on

the social context a e  also relevant for the Auchinleck image. She examines fourteenth- 

century sermons on the doctrine of the Transubstantiation which address Christian doubt 

and involve the subject of conversion. A contanporaiy audience would Hkely have seen 

the Eucharistie overtones in the Auchinleck image of the child on the ahar which is itself 

linked to the image of Christ. The elevation of the host in connection with a crudhx is 

illustrated in a histoiiated initial beginning the Canon of the Mass in the early

fburteendi-century English TiptoA (Sarum) Missal.^ There the elongated stem of the 

cruciGx, with the body of Christ suspended on h, forms the vertical bar of the letter which 

also functions as a column that separates two arches behind the tonsured celebrants of the 

Mass as the Host is elevated before the altar. A crucihx, with the body of Christ on it, is

^*Cambridge, Univ^sity Library, MS Ec. m . 59, fbl. 21. For a reproduction see 
Camille, GotAzcM?/ 218, Sg. 116.

^^Denise Despres, '"Cubic And-Judaism and Chaucer's Litel Clergeon," Afbdkm 
PAfWogy 91.4 (1994): 413-27. See also Mhi Rubin, "From Jewish Boy to Bleeding 
Host," GendJe TbJgf. MzrraAve Assmf/t on fa te  (New Haven: Yale
UP, 1999)7-39, esp. 22-24 concanmg the increasingly violent Marian stories about the 
Jews and dnldroi in connection with an increased "eucharistie and liturgical sensibility." 
See also David Aers, "The Humanity of Christ: Reflecdons on Orthodox Late Medieval 
Representadons," Powers tAe Pe/rgroM, PoAAcs, nW  Gemckr m Lute 
MecBeW ÆrrgAsA CnJArre, ed. David Aers and Lynn Staley (University Park, PA: 
Penmylvania State UP, 1996) 15-42, esp. 25-26 concerning the bleeding desh of Christ, 
whether represented as an inGint or as an adult on the cross.

^ e w  York, Rerpont Morgan Library, MS M. 107, English, 1311-1332, fbl. 142. It 
is reproduced in John Plummer, LfAogrcoJ A^bmwcrÿts_/br tAe owJ Are Dr vine
Qÿzce (New York: Pierpont Morgan Library, 1964), cat. no. 28, platel 1; also, Sandler, 
GotArcMamfscnpty cat. no. 78, illus.199.
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again shown above an altar in O/wxe written by the scribe James Palma- (d. 1375),

in the historiated initial beginning the entry for Tmcgmeg (Images)/^ This time the 

accompanying text says images are to be looked at and it justices their making because 

they serve as memmials. These two historiated initials indicate that the subject o f the 

Eucharist and of image-making jx r  ae were part of an ongoing exploration of 

sacramentalism in the fourteenth century even before they became the hot topics the 

Lollards made of them.

Since the Islamic rehgion was anti-iconic, the miniature depicting the Sultan's 

former idolatry and his trans^al o f devotion to the cruciEed Christ in imitation ofhis wife 

projects this Christian involvement with and concern about images^ early in the Arurteenth 

century in Errgland. AKhou^ the Auchinleck miniature with its crudEx which depicts 

Christ on the cross is an image of an image that is worshiped, more obviously than in the 

earlier miniatures of the deity and of the Virgin with the Child, respectively, in the Dunstan 

and Matthew Paris miniatures, there is a reversal here in that the human Egures are larger 

than Ere object of their devoEon, privileging their link and sense of identity with the 

audience.^ This change in the visual focus of attention subtly reEects a shiA Bom the 

divine to the human, and Aom Latin to the EngliA vernacular, in a way that characterizes 

this Erst English collection of religious and secular subjects.

^̂ This initial in London, British Library, MSS Royal 6 E VI-6 E VII, E)l. 531, is 
rqrroduced in Lucy Freeman Sandler, CWre Bommr. 4̂ FcwrrgeyrA-CeMAry

vol. 2 (London: Harvey Mrher, 1996) 245. It was compiled 
between 1360-1375 by James le Palmer for his own use. Sandler gives both the Latin and 
an Errglish translation of the relevant text.

See Camille, GotArc ZdbJ 150 and 219.

%  the two historiated irriEals discussed in the previous paragraph, the image of 
Christ on the cross is dightly smaller than the human Egures at the ahar. That icons were 
sometimes pictured as small* than thdr devotees already in the thiiteaith century is 
shown, for example, in the miniature of Yolande de Soissons kneeling before a statue of 
the Virgin and Child on an ahar in New York, Pierpont Morgan Library, MS M. 729, 
French, c. 1290, fbl. 232v. This is reproduced in ow/ J(e7Kzrsaoncg AAxmwcrÿA.
AAÿor qf the f  re/pont Afb/gon L/Arory 7924-74 (New York: Merpont
Morgan Library, 1974), cat. no. 18. In the two historiated initials just discussed, the image 
of Christ on the cross is slightly smaller than the human Egures at the altar.
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Ae pofer vmk on

Following the King of Tars miniature, the next extant illustration^ is a small one 

attached to the Lombard capital "P" of the Pater Noster (Eg. 46). Timothy Shonk refers to 

this one as the '^oublesome miniature inserted on 6)1. 72r, in the work of Scribe 

Shonk speculates that this scribe left no space for die miniature because he was ignorant 

of the intention to include such decoration or simply forgot to skip enough lines to leave 

room for it.''^  For him the inqiortance of the miniature is that it shows the steps in the 

production of the manuscript because the item number had to be put above the second 

column instead of at the top of the middle margin where this small miniature was inserted.

For present purposes it is of interest that the image identiSed by Kôlbing in 1884 

as "Christus''^ was considered of sufBdent importance to insert in an unorthodox manner 

in the mai^n. Attached as it is to the Pater Noster this dontally placed hieratic image of 

the ddty serves as an icon, a conduit to the divine for the viewing and listening audimice, 

the /ewedle men, /wT w  bejc/ertes who are exhorted Zesfea je &sc/KÆn /Kre, nws, /  

fPTan jcw e ir (6).^ The unfurled banderole which the deity holds in his

leA hand is to be imagined as containing the original words spoken by Jesus during his 

Sermon on the Mount (Matt. 6.9-13 ), which the Auchinledr audience will The

"̂̂ There are at least four cut out and Gve pages missing Air the 12 intervening 
items, probably removed 6)r their pictures.

^^Timothy A. Shonk, "A Study of the Auchinleck Manuscript: Bookmen and 
Bookmaking in the Early Fourteenth Century," 60/1 (1985): 82.

^Shonk, "A Study of the Auchinleck Manuscript: Investigations into the Processes 
Of Book Making in the Fourteenth Century" 82.

^E. Kôlbing, "Miscellen.: Vier Romanzen-Handschiiften" 185.

**E. Kôlbing, "Kleine Publicationen aus der Auchinleck-Hs," 47-49 for a 
transcription of the Pater Noster. The quotations in my sentence are Aom lines 3 and 5-6. 
Subsequent lines refdences Aom this source be enclosed in brackets in my text.

^*Laura Kendrick points out that the scroll can signî^ spoken words, asina  vault 
painting Aom the monastery of Saint Apollo at Bawit, Coptic Museum, Cairo, Egypt 
vdiere the inAnt Christ in Mary's lap hold a scroll, "representative ofhis oral teachings,"
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banderole also îdenüjBes Christ as the Word made ûesh, in tHs case, very like an 

Englishman, given his blond hair and beard, as it extends out of the Same and into the 

space of the top margin above the texL The double outline of the frame is Glled with blue 

like the large decorated "P" begioning the Pater Noster, making the cormection between 

the speaking image and the spoken word continuous, similar in eGect to the historiated 

initial beginning Laaamon's

The reader &r a small group gathered round might be inclined further to point to 

one of the seven decorated small c^ritals^ beginoing the Latin phrase of each of the 

orewoMT» (21) as he comes to diem, pronouncing them, translating them, and then 

continuing the explanation of their meaning for the next dozen lines, more or less, in each 

case. Looking at the iconic image again—and this more extended and intensive viewing 

required by the amplihcation of the prayer might be why this work is illustrated and the 

preceding one which also contains the Pator Noster is not^—the audimce is reminded, far 

example, of the fuller implications of the Grst line, Owe m /Knene-ncAe (29), which 

is that, correspondingly, 6e we Mse ehrW^en (34). This means we should live a good li& 

and leave aside the deadly sins so that we can say J e ( ^  CHrt owe w (44). If we are 

shriven clean, then we can claim the eternal bliss that is our haitage Gom our 6ther.

As the successive lines of the prayer were being translated and eiqilained, in the 

case of a reader delivering this orally, the audience would have the image hrmly in mind 

even when the page was turned and they could only HsteiL The relationship of image to 

text is similar to that in the Caedmon Manuscript in which the Gontispiece shows the 

enthroned deity as the creative Word also holding a scroll (although rolled iq)) and 

blessing the viewers who, in return, praise him with the words of the 6cing text. Like the

while the hanking apostles Wio spread those teachings hold books. See rAe
LeAer 46.

^% ese are two or three lines high. The sevarth one can be made out Gom the stub
(72a).

^It 6)Uows [On [re seuen dedly] sirmes which precedes it in the gathering but does 
not have a miniature even though it also contains the text of the Pater Noster, but it is 
without textual explanations.
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one in the Caedmon 6ontispiece, the Auchinleck deity is shown as a singular entity. That 

the Trinity itsdf was not attempted here might, apart &om obvious spatial restrictions, 

have been because it was conmdered too difhcult a concept for vernacular readers to 

grasp.^ Picturing a single entity was also perhaps a wise strategy in a manuscript 

collection with numerous works relating to the battles against the Saracens who thought 

that the Christians were polythâsts because they worshipped the Trinity.® Having 

danonstrated the distinction between a Christian icon and an idol Arr the King of Tars 

illustration, the artist was obviously cognizant of the Gner issues concerning images, 

especially in view of Muslim misperceptions.

National Icons: jKcAard

While many of the illustrations for rehgious subjects have been vandalized, 

including those of saints, there are, fortunately, two remaining miniatures and a 

historiated initial showing the heroes of English romances. Just as in our time some 

political Ggures have become national icons—Churchill  ̂John Kennedy, and Trudeau come 

to mind—so in the Auchinleck Manuscript, the Ggures of these English heroes serve much 

the same function, conc«itrating in their persons the essence of national dreams of 

strength against all odds and impersonating valued qualities that shape the self-image a 

country has of itself. In this case, they have in common a cutthroat ruthlessness. The three 

English heroes featured in the illustrations are also all knights, appealing further to the 

social aspirations of this class (pretensions whidi the Ellesmere designer was to exploit in 

his portrayal of the Merchant in relation to that of the Squire, as will be shown). The 

visual pre&ce to the romance of Kmg which is also the last mimature in the

Auchinleck (and second-last item coming just before that of the Poem on the Evil Times

®See the discussion by Watson, ''Conceptions of the Word: The Mother Tongue 
and the Incarnation of God" 96-97. He re&rs to contemporary obsavations by Nicholas 
Love, Richard Rolle, and Walter Hilton.

^Beatrice White, "Saracens and Crusaders: Aom Fact to Allegory,"
ZfferuAxre uwJ in Mkwwy Æ Garwowway, ed. D. A. Pearsall
and R. A. Waldron (London: Athlone, 1969) 176.
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of Edward H, which is not illustrated), features these aspects most gnq)hically (6g. 47), 

leaving the viewer with a last impression of the might of a thoroughly English h«o. The 

feature Shonk notes of the illustration ofRichard, that it is ^Tar out of proportion to the 

other Egures,"™ is the very charactaistic that is given prominence in the romances: he is 

meant to be larga than li&; that is why he is a national icon.

SpeciGcally, the long romance ofKing Richard I concerns the Eght against the 

^heathen hounds" or Saracens, this time during the third crusade Eom 1189-1192. There 

are a vast number of episodes which the illustrator could have chosm for his purpose. 

Given the title of the work, Xmg TÜcAwd!, placed above the space allotted An an 

illustration, it would seem appropriate to show the main protagonist. But in what role?

The jSrst few lines of the text introduce him in the role of victor, the king who war

The narrative is full of successive victoria of one smt or another. A 

tenqiting one to illustrate might have been the one that led to his being called Æc/aW  

Coer dk (1118), at least in this romance, by the German King Modred. Because

Richard slew this king's son and also made love to his daughter, the king has a hungry lion 

attack Richard. Forewarned by the daughter and with her help, Richard wraps 40 silk 

scarves around his arm and thrusts it down the lion's throat to tear out its heart (and lungs 

and liver). It would have been easy for an artist to depict such a scene by adapting the 

popular iconography of Samson or David and the Lion The incident ofRichard's 

encounter with the lion is recorded, far instance, on one of the roof bosses in Norwich 

Cathedral,^ if not in the Auchinleck. Unless a similar subject was illustrated elsewhere in 

this manuscript, perhaps this subject did not serve the primary nationalistic or social 

reasons for including this romance. Although it appeals to 'th e  ghoulish taste of a popular

™Shonk, "A Study of the Audnnleck Manuscript: Invesdgations into the Processes 
of Book Making in the Fourteenth Century" 97.

^See Karl Brunner, Dos Fér&nowzn «Aer jRrcAorcf ZoweMAerz
(Wien: Wilhelm BraumüHw, 1913) 6,1. 4. Subsequent line references Aom this edition will 
be included in brackets in my text.

^^White, ^'Saracens and Crusaders" 187.
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audience/'^ it may have been considered too gruesome for the family book of a patron 

vdth social pretensions to gentility, as m i^ t have been the case with re^)ect to the 

banquet seme for which this episode, which is hallowed by Richard eating the lion's heart, 

is but a foretaste, namely, ^ e n  Richard has the heads of the richest and most famous 

Saracen prisoners b ro u ^  in as the Srst course for Saladin's messengers, Richard himself 

despatching one of them with great relish. Richard had developed a taste har Saracen meat 

when his cook served him the flesh of a tender young boy instead of the pork Richard 

longed har once ^ e n  he was sick, a taste Aar pork bang, as Beatrice White put it, 

"difScult to grati^ in a Saracen neighborhood."^* Even the poet transfers responsibility for 

descnbing Richard's cannibalism by declaring so sq y s^  zesfg (3439). (This section is in 

the part that is now missing &om the Auchinleck)

What was chosen for illustration is more suitable har a mixed early fourteenth- 

century audience interested in heroic action. Most particularly it is represmtative of a 

succession of episodes involving ships. One ef&ct is that this illustration serves an 

antidpatoiy purpose in creating suspense, a strategy also used far the miniature prefadng 

the Reinbrun romance, as will be seen shortly. In one of the episodes on the way to the 

Holy Land, three ofRichard's ships are destroyed in a tempest off Cyprus, whose empa^or 

slaughters the survivors and takes their treasure. Richard, lion-like, takes vmgeance and 

uses his twenty- pound axe (2214) to oush his enemies. He has the defeated emperor of 

Cyprus, Isaac, bound and taken aboard ship. Once more they sail towards Acre with 200 

ships and 50 galleys, encountering a Saracen siqzply ship on the way which the English 

despatch after a sea-battle in which Richard uses his axe which no armor can withstand 

any more than wax does a kni& (2577-78 and 3163-64). The details of these events are 

suggestive, but they are not the exact event pictured.

Finally, audience anticipation is rewarded by recognition of a detail in the picture 

which seems, upon hrst glance, to be the foamy tips of waves but, as made dear by

^^White, "Saracms and Crusaders" 187. 

"White, "Saracens and Crusaders" 189.
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computer enhancenent of the image/^ turns out to be the chains which the Saracens 

placed across the harbor of Acre to prevent entry by ships to help the besi%ed, starving 

Christians who were themselves besieged by the Saracens. Nothing daunted, Richard has a 

strong galley steered right into the middle of the harbor, malnng the mariners both sail and 

row to gain maximum speed (2625-32). Then Richard, as the romance describes it:

Wi|) his ax in fbreship stood.
And whemre he come to (re cheyne.
Wij) his ax he smot it on twayne. (2634-36)

This is the spedhc event illustrated. Richard, raimng his mighty axe that even pierces 

through the hame of the illustration, is about to cut the chain around Acre. Not only his 

giant size but the three leopards (now just barely visible^ )̂ on his red surcoat identic the 

hgure with the axe as Richard. He wears chain mail and a kettle helmet with a crest on 

top. There is a hint of the red cross, possibly surrounded by a d rde of red dots, not on the 

shoulder ofhis crupper (doublet) worn during an earlier joust (389), but on the banner just 

behind him, emphasizing that this is a holy war. Below the other banner is a face, possibly 

of Isaac, which may have been the one Kôlbing mistook for a woman. ̂  The paint for a sail

^̂ In the colored drawing of this miniature made for the title page of OwarwAA/es 
awf otAer fragmentK Æug/fxA foeAy (Edinburgh, 1837), this detail is
rq)resented by waves. As noted by Shonk, "A Study of the Auchhdeck Manuscript: 
Investigations into the Processes of Book Making in the Fourteenth Century" 97, Pamela 
Rosemary Robinson, "A Study of Some Aspects of the Transmission of English V ase 
Texts in Late Medieval Manuscripts," diss. Ox&rd U, 1972, 132, identihes the scene in 
the miniature as the attack upon the walled city of Acre. I have not seen this work and so I 
do not know on what baâs she made her identihcation or if it involves the detail of the 
chains which does not occur in any of the other qrisodes in the romance.

^^This detail has also been omitted in the miniature for the title page of Owum 
see previous note.

^Although not mentioned in the romance, Richard evidently had Isaac and his 
family dropped ofF and imprisoned at the castle o f the Knights of St. John en route to 
Acre. See John Gillingham, cW  Tunes TÜcAwaf T (London: Weidenfeld and
Nicolson, 1973) 103-04. It may have been the episode about the woman in the ship who 
becomes Henry's wife and Richard's mother that led Kôlbing to describe the illustration 
briefly as representing "enen ritter mit einer dame auf einem schife; er tragt eine axt in der
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may have flaked ofF 6om the gold background of the miniature. In the bottom of the 

galley oars can still be seen dipping into the water. Behind Richard are his men in (hain 

mad, some wearing kettle helmets also. The structure with holes from whidi spears 

protrude may have been the Amous wooden tower, 'Greek-Kdler' (1856),

which Richard had constructed to attack castles.

The fbrtiSed seaport city of Acre, with waves crashing against its walls, looks very 

like the ruins still remaining today, as shown in a recent photogn^h.^' In the Auchinleck 

illustration, three heads of armored men look over the crenellations of the roof and 

another three look out Aom the top floor window, the one closest to Richard holding a 

small shield. In the middle door a Ace peers out of a window with bars. From the cross

slits in the lower door two spears point across the closed portcullis to threaten Richard.

Whde th ee  are further descriptions of the fidl assault on Acre—such as assault by 

sea to rescue the Christians held in the tower at JafA by Saladin, when Richard leaps onto 

the land shouting: WrA my /w&zxey am come (6814)—the illustration shows the essential 

character of all of them but depicts the specidc moment when he is about to begin the 

assault of Acre. What the artist has shown is the high point ofRichard's crusading 

activities, his victory at Acre which helped end one of the longest sieges of the Middle 

Ages,^ lasting not the seven years as mentioned by the poet but from the summer of 1189 

to July of 1191 when Richard arrived. The French contribution is not shown in the English 

miniature. Since Jerusalem was not recaptured. Acre became the capital of the Latin 

kingdom in the Holy Land. The subject of the illustration appeals to national pride, 

recording the English contribution to the Third Crusade, allowing the viewer to "be 

there" with Richard at the moment ofhis triumph.

hand" (a knight with a woman on a ship; he carries an axe in his hand). Kôlbing, 
"MAcellen.: MerRomanzen-handschriAen" 190.

"This is reproduced in Elizabeth Hallam's CAromcZcs Cmsadles (New York, 
WeidenAld and Nicolson, 1989) 186-87.

"Hallam, C%roMfcJej (Ac CrwsWgf 184.
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And Reinbrun, Son of Guy of Warwick

The largest of the surviving Auchinleck miniatures, occupying the space of over 15 

lines of text, depicts jkiwAnm gÿ w w  as indicated by the rubric above (6g.

48), a metrical romance wbich fallows immediately 6om that ofhis fatha^, Guy of 

Warwick, whose own adventures had just been recounted at great length, one of them at 

least probably illustrated (m one of the three pages that were later cut outT  The miniature 

far Reinbrun occurs near the top of the right-hand column on fWio 167, just below the last 

couple o f lines of the ending ofhis 6ther's romance w hee another sciibe takes over." It 

shows, within a castle setting, a fght between two combatants with swords, while a horse 

looks on. While defning the subject matter of the fallowing text, the illustrator also raises 

the viewer's expectations far a precise description of such an encounter, a technique 

which is exploited so eGectrvely in the romance ofKing Richard.

Engaging the audience directly, the writer asks the Creator to grant success, jeue 

Aem grace we/ /o ipedi; to all those who Aer*ne^ scAe/ redk." In combination with 

the illustration, this defnes, once again, a listening audience, in this case, one far whom 

gaining success is important; vdiethe^ this is spiritual or material is leA far them to 

determine. The prayer to Jeaws, god m /rone (9) would also recall to memory far this 

audience the earlier image of the enthroned deity far the fa /e r Am/er. The immediate 

efGsct o f the Reinbrun text together with this picture is to place whatever armed conflict is 

about to be narrated within a religious famework.

The specifcs of the illustration would naturally tease the curiosity of the audience 

about which battle is illustrated. The illustration itself shows the moment when Reinbrun

"See stubs 107a, 118a, and 120a..

"Shonk's scribe I; see his "A study the Auchinleck Manuscript: Bookmen and 
Bookmaking in the Early Fourteenth Century" 73-75.

"See the edition included in The /(omomce Gwy q f fPdrw/c*; and
Cawf ed. Julius Zupitza, Early English Text Society, Extra Series, Nos. 42, 49, and 
59 (1883, 1887, 1891; rpt. London: Oxford UP, 1966) 631,11. 7 and 8.
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hits Haslak, his tutor's grown-up son he does not recognize, on the helmet. The details of 

Haslak's red arms and his white horse clinch the identification of this episode as the one 

illustrated. In the miniature, calling attention to itself Haslak's white steed not only 

witnesses the event with alarm but raises his leA leg as if to give Reinbrun's backside a 

kick in aid of Haslak. The artist's strategy has been to illustrate an incident near the end of 

the narrative, heightening audience suspense and keeping them interested while waiting for 

the description pictured. Numerous earlier incidents come close and share the main 

characteristics o f the hght in the miniature, with the one just prior almost duplicating this 

one. Accumulatively, the previous conAats anticipate and lead to this last one in which ah 

is revealed, resolved and restored..

IdentMyimg sir tewes

Immediately following the romance of Reinbrun is that of sir 6enes Aompiomt 

which also raises questions of identity, but this time for the modem scholar. As Shonk 

points out, the small illustration preceding the romance (hg. 49) represents the only 

historiated initial and, extending Aom it down the leA side of Are text and across the 

bottom of the page, the only A)Hate border, making this page "unlike anything else in the 

manuscnpt."*^ Why is this historiated initial attadied to a bar border diAèrent? lik e  the 

Pater Noster illustration, it contains only one Agure, but in this case, that is unusual since 

there are innumerable action scenes in this loosely episodic romance in which this Agure 

could be engaged . One apparent reason is that there was not enough space leA for 

showing the main character engaging in some drarna. On an obvious level the Agure of a 

knight armed with a spear which he holds in his right hand and wearing a sword suspended 

Aom a belt extending across his right shoulder must represent the E n ^ h  l%endary hero, 

Beues. In the case ofKing Richard I, the leopards on his surcoat identic him. This is 

vdiere a problem arises with respect to Beues. The text of the romance menAons an

^Shonk, "A Study of the Auchinleck Manuscript: InvesAgations into the Processes 
of Book Making in the Fourteenth Century" 95-96.
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episode in which Beues and Terry arise in the morning and equip themselves with 

ornamented arms that are royal in appearance: IFrfA eg/en the c/Kfwwye

goM^ 7 roTedle, and fortronf o7 w/fA rcwen redkT That is not what the knight in the 

historiated initial is wearing. My own attempts to identic these arms fading, I 

corresponded with D. V. White, Rouge Croix Pursuivant, of The College of Arms in 

London. He has not been able to identify them ëther, saying of the arms in the historiated 

initial that "it is rather odd to hnd gules on azure, i.e., red on blue in medieval heraldry, 

but this is not unknown."*^ Why did the artist not make an attempt to portray the arms of 

Beues as described in the text, a surprising omission since the artist was obviously 

cognizant with detads in the other texts, used to effect in the relevant miniatures? The only 

plausible explanation f)r this unusual, non-existent coat of arms is that, along with the 

special demi-vinet border, this page was singled out and meant to refer obliqudy to the 

middle-dass patron of the manuscript, endovwng him with an imaginaiy coat of arms 

embodying his social aspirations to knighthood in an initial preceding one of the 

vernacular romances of English superheroes.

The versatility of the Auchinleck artist whose miniatures were identihed by J. J. G. 

Alexander as "a later product of the Queen Mary Psalter nnght well have

**Eugene Kôlbing, éd., T&owuwg Az/nAwn (Midwood, NY :
Krause Reprint, 1975) 177, lines 3783-86. See also the variant version below: A r Bemyf 
Awe q/̂  redk Tyon q/^go We rangxznr (3479-80).

'b e tte r dated 19 January 2000.

^Shonk, "A Study of the Auchinleck Manuscript: Bookmen and Bookmaking in 
the Early Fourteenth Century" 81, quoting Robinson's dissertation, "A Study of Some 
Aspects of the Transmission of Englidi Verse Texts in Late Medieval Manuscripts" 135, 
mentioning Alexanda^s comments to her. Fodowing tWs lead, Robinson observes the 
'long slender bodies and feminine Aces characteristic of the work of this oteAgr." The 
latter characteristic may have led Shonk, "A Study of the Auchinleck Manuscript: 
Investigations into the Processes of Bookmaking in the Fourteenth Century" 94-95, to 
considering the possibility that the Pater Noster hgure has "the bust of a woman" (my 
computer-enhanced image shows this to be the folds of drapery at the waist o f the figure) 
and Kôlbing, "\Ter Romanzen-handschiiAen" 190, to identi^ the figure in Richard's ship 
as a woman.
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extaided to auch a compliment, just as the details of the portraits of the Knight and of the 

Squire in the EDesmere Manustaipt of the CaMierAM/y TaZes appear to contain allusions to 

King Henry IV and his son Prince Henry, as I will argue subsequently. The Auchinleck 

artist's most ambitious of the extant miniatures, that of the King of Tars, danonstrates an 

ability to condense the main ideas of this conversion narrative by featuring the opposition 

between an idol and an icon, while highlighting the deshly connection between the 

transformed child, the crucided Christ stretched on the cross like vellum on a rack, and the 

Host o f the Eucharist. The artist also provides an iconic focus for the listening and viewing 

English-speaking audiaice guided through the meaning of each verse of the Pater Noster, 

manifested verbally in the banderole extending above the text and in the image of the 

Incarnate Word who holds it. The matter of the metrical romances, themselves amply 

narrated and featuring endless accounts of physical violence, involving their respective 

national heroes, are each illustrated by a typical but q)ecidc scene of combat occurring 

near the end of the relevant text, causing the audience to pay attention to the intervening 

qrisodes for the telling details until the right one has been reached, a strategy employed 

today by the better covers of paperback novels.

Part n

Conceiving the Word and Demonstrating the EHicacy of Icons and Relics in the 
Vernon Manuscript

Despite the size of the Vernon Manuscript and the number of itans listed in the 

Index, only the second of the Gve nuyor sections contains pictures. The blank shield at the 

bottom border at the beginning of the second section suggests that it may have been 

intended &r armigerous owners,*^ \^ c h  could also egqdain why th ae  are pictures in this 

section. Since many scholars of the Vernon Manuscript consida the possibility that it was

R. Robinson, "The Vernon Manuscript as a 'C oucha Book,'" m zAe
Fe/w» MamwcrÿZ 43.
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made for a community of nuns,** it may be that it was associated with a pious woman from 

an aristocratic 6m i^ who, in the process of its making, entered such a women's religious 

community, with the other parts then being added to it to serve most of the spiritual needs 

of the group. It was obviously inteided as a safe book, a compendium 6)r the rdigious 

li&, with no evidence of induence 6om WycliT s teachings and "absolutely no taint of 

heresy ."*̂  The vast selection and range of its rdligious contents in vernacular verse and 

prose means that the resources of a large monastic library were available far copying.^ 

There are &)ur extant works in Part II o f the Vernon Manuscript that are 

illustrated. The Erst, the sequence of miniatures for the story of the Gospel in English and 

the third, corrqrrising a historiated initial beginning the Prick of Conscience, are likely 

made by one artist and the miniatures for the Mirades of the Virgin by another.'̂  As I will 

show, the Srst artist's works are not entirely "haive"or "unsophisticated,"^ featuring, as 

they do, incamational issues in quite a striking way for meditative readers willing to spend 

time looking at them, which is what the text actually ergoins in the case of the initial. The 

work of the artist of the Miracles of the \lrg in  sequence is more three-dimensional and, as

"N. F. Blake, "Vernon Manuscript: Contents and Organization," r/r i/re
Pemon 57. Blake has analyzed the contents of the Gve parts showing that it
would suit such an assurrrption: Part I legends to act as models of Christian behavior; the 
emphasis in Part II on Mary and supplication; the need for general counsel as provided in 
Part n i; the possibility of a more elevated spiritual life in Part IV; and lyrics of a 
devotional nature in Part V" (58). See also Carol M. Meale, "The Miracles of Our Lady: 
Context and Intapretation"132 and throu^out, who convindngly argues for the 
likelihood of a female readership, especially for the Mirades of the Virgin, such cydes 
having bear made for or mostly owned by women.

F. Blake, "Vernon Manuscript: Contents and Organization," m tAe
Pemon 57. Blake has analyzed the contents of the Gve parts whidi would suit
the assumption. The inclusion o fffers flowwon may have meant that it was percdved as 
spiritually editing by the compiler claiming it for the orthodox camp.

^ la k e , "Vernon Manuscript" 58.

^^Doyle, Introduction, PdTionAAzmwcnpi 9.

^ 0)de, Introduction, Pdwo/z 8.
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Scott suggests, possibly introduced the International style into England with these 

miniatures.^ This artist shows more interest than the hrst in following the plot of eadi 

narrative about the efBcacy of devotion to the Virgin, especially by way of her statues and 

relics. Only the last of this artist's extant miniatures iconographically extends the spiritual 

range of an otherwise more superGcial presentation executed, however, in a more modem 

way. The fourth illustration by a third artist is a complex diagram of the Pater Noster 

which has been studied by Avril Henryk and will not be included here.

(We: The Birth of John and of Jesus according to Luke

The Grst miniatures in the Vemon Manuscript illustrate both the human and the 

divine aspects of Christ's Incarnation as described in the poem efforfe d k / en

eng/ew 'the history of the Gospel in E n ^sh ' as it was translated &om Latin. This is the 

poem with its miniature; which, as Doyle suggests, may once have been intended for the 

beginniog of the volume or even for a sqrarate volume.^ If that was the case, the poem 

and the miniatures would have been particularly apt for this volume of religious poetry and 

prose in the "mother tongue." The long French title continues vdth a list of subjects which 

are repeated, in English, with some additions, in the early GAeenth-century Index,^ 

beginning with xhesu cntlA Cy/ns Mzf/idfe and aiding with C y/f

^Scott, Lofer Gofhrc Afdnuscrÿnis 11.30.

Avril Henry, ""The Pater Nosta" in a table ypeynted' and Some Other 
Presentations of Doctrine in the Vemon Manscript" 89-113. This article is accompanied 
by a color plate of the diagram.

^^Doyle, introduction, 7%e PerMO» AAzwwcrÿf 8-9. At present, it begins Part II of 
V in the Vemon Manuscript.

^^Mary S. Serjeantson, "The Index of the Vemon Manuscript," 32 (1937):
222. This date Gar the Index is based on information told to h a  by J. A, Herbert. It is 
intaesdng that in the early GAeenth century A was considered useful to make this 
extensive index in English, indicting that, at the time when vernacular writings could be 
suspect, this very orthodox collection was being read extensively enough to warrant such 
a massive efkrt to make individual works easy to And.
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cowyT^gig fo ̂  cky q^rg  oBf/grw Aorzgf q/̂ fAgfw cMff aW  q/^M; modkr; jk

wAŷ Ae /&g/ m dkxg/w pow/gf m /TgywA/r, ow/ g«g/y /xzw/ /xx^ A/j ac/^Afrg ogcoM&w»/ 

^igr fo, ^  wAfcAg pgyWwrg M; Az6/g Only the Srst two subjects of this outline

are extant, the rest possibly having been removed for the miniatures, as might also have 

been the case with the Allowing section.^ The various panel paintings mentioned in the 

Index would (^pear to describe the &amed miniatures, seven of which, on fbho 105 recto 

and verso, survive.^ Since each miniature has a decorated letter below it attached to its 

6ame, the words immediately following might have been thought of as an inscription by 

the person making the Index.

The gospel history b%ins with the poet, harmerly bound in sin but having turned to 

Jesus, writing in Er^Jish as a means of gaining reward &om Jesus who shed his blood for 

him and so that, through his labor, those who hear it might learn something of what is 

written in the gospel. Here the act of writing in the vernacular is idendhed as a lËror

^2%g AAwor fogms q/̂  fhg J'émo» M^, Part I, ed. Carl HortMuann, Early English 
Text Society, os. 98 (1892; rpt. Millwood, New York, Kraus Reprint, 1973) 11, note.

F. Blake, "Vemon Manuscript: Contents and Organization," ,ÿbx6gf in (hg 
Pg/TKW 51. The following are noted in the index: Dwgrfg onsowgf io y»g
wxf A) ̂  song wxf fo ̂  gofi, whri pgynfnrgmY and Arcr ow» fo wg
/TgynAfyg annex; See Seqeantson, "The Index of the Vemon Manuscript" 234. The 
AfrracJes q/° we which follows after a number of intervening subjects, are illustrated 
with miniatures, some of which survive (see my subsequent discussion), but there is no 
mention of these in the relevant part of the index.

^ u t  see Doyle, Introduction, 7%g Fgmon Afünwgcrÿt 9, who speculates that "the 
lister knew that the set was derived as a whole or in part 6om an actual panel-painting 
with Aorter legends, since the poem is not here presented as a series o f separate 'tables.'" 
There may or may not have been panel paintings of the subjects elsewhere but a &z6/g or 
Azh/gf can also re&r to a "(writing) tablet"or "tablet (for inscription)," and so may have 
been intended to refer to what the SAeenth-centuiy compiler of the index considered as 
paintings with inscriptions all contained within the three columns of text. See X Ckzncgr 
G/asswy, compiled Norman Davis et al (1979; Oxford: Clarendon Press, 1989) 149.

""°"La estoiie del Euangelie," 7%g AAwr f  ognw q/̂ (Ag FgmomA^ 1-2,11.1-39. 
Compare also 73-76 in which the poet asks for grace to begin and love to forgo the sin in 
\Aich mankind was bound. Subsequent line refa%ices to this will be enclosed in brackets
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spiritually beneSdal to poet and audience. Since the earliest manuscript of this En^ish 

poem dates &om around 1300/^ it reflects one attitude about vernacular writing and 

reading (or listening) as a spiritual e)q)erience which was apparently still seen as relevant 

near the end of the fourteenth century when the Vemon Manuscript was made. Because 

the Vemon has pictures for this poem, it was meant to be seen as well as heard. Hie 

audience could have included a small devout group gathered round to look at the pictures 

while listaiing to a reader on special occasions, but this would not have excluded 

individual meditative readers &om having persmial access to this large, heavy volume 

where it was kept on a lectem or on some sort of support on a table.

Although each of the seven extant miniatures, out of a possible thirty-ûve or 

nmre,̂ "  ̂does not pre&ce a separate poem as tends to be the case in the Auchinleck 

Manuscript, it functions in a similar way to emphaâze the main idea of the section it 

illustrates in a relatively simple and direct way, reflecting these qualities in the text. What 

it does additionally is to illustrate those episodes, based on the hrst two chapters of the 

Gospd of Luke, which ddiberately bring to view the correspondences betweai the birth of 

John and the birth of Jesus. Except for the Visitation and the two birth scenes themselves.

m my text.

^™Compare Hamburger, Fffwo/ waJ fAe FwroMary 234, who says that "Suso 
writes so that he and his readers can achieve bliss in paradise: reading, writing, and 
transcription serve as instruments of initiation through which his disciples can assimilate 
themsdves to Christ."

°̂̂ The earliest manuscript containing an incomplete vermon of this work dates &om 
around 1300 and is found in Dulwich College, MS XXU, fbls. 81v-84v, as mentioned by 
Ihorlac Turville-Petre, " The Relationship of the Vemon and Clopton Manuscripts,"

m (Ae Pémo» AAzwwcnpr 29. This early version of the poan has been edited by 
Gatmde H. Campbdl, "The Middle English Ewzngehe," 30 (1972): 43-48.

^^oyle, introduction, The 9. For a possible list, based on a
comparison of the blank spaces left for miniatures in most complete version of the poem 
recorded in the early Sfteenth-century Clopton Manusaipt versiori, London Unrvennty 
Library, MS V. 17 (C), see Thorlac TurviHe-Petre, 'The Rdationship of the Vemon and 
Clopton Manuscripts" 30-31.
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the angel's anmmciations to Mary, 2[acbarias, Josq)h, and the Shepherds, togetha^ with 

their respective responses, are illustrated. Accumulatively, the presaice of the angel in the 

four annunciation scenes stresses the divine element, while the various gestures of the 

respondents dramatizes their humanity.

Before going on to tell o f the Incarnation, the poet gives sufBcient background to 

explain why it was necessary. People were ignorant of God and instead worshiped idols 

(4-68), the devil had power over everyone, and when they died they went to heh, the 

widked to be the devil's fbod,̂ °* and the good to await in prison the fblhlment of the 

prophedes about one who would take on ÊeA in a virgin and lead them out of pain (77- 

100). The first of the annunciation miniatures is that of the angel Gabriel to Mary (Gg. 50), 

inserted near the beginning of this subject in the poem, the life o f Christ. Gabriel's address 

to Mary, Æ e r / is introduced by a two-line decorated capital, shown just above 

the nnniature. Witlnn the miniature, it is repeated in Latin on the banderole the ai%d 

holds, emphasizing his speaking voice. lust below the miniature and attached to it is the 

two-Hne high decorated letter introducing his actual announcemœt, /lenMg Arm

. JVAznie, wwAf we uSnggffjbe/ /.4  scAal heo horen /le. This does not 

initially seem any great comfort to her, especially since, as she protests, she is still a v ir^ . 

Then the angel /nrg Aerfe dSfAte * indited into her heart' the news that the Holy Ghost shall 

uAAfe 'alight/descend in(to) her' (125-27). When Mary Gnally accepts this, she says these 

words in her heart, we db God as AasT and at that moment the child who is 

both man and God is conceived in her (125-44). As a verse in f&xAgrrnm Beatag 

in the Vemon describes it, God made her the chamber Q f word/wt is mad/TgscA.̂ "  ̂It is

*̂*Ih line 92, this striking image of a kind of reverse communion by which sinners 
become food for the devil was doubtless derived 6om artislic depictions of the bestial 
mouth of hell popular since the eleventh century as shown in such works as the Caedmon 
Manuscript.

^*^%e title in the Index Rrr this work is Cy gng/y psa6ng q / ^  sanfgr ̂  ̂ krsfg vers 
which was applied to Mary in a Latm poem by Albertus Magnus called the Dgafag 
fWrgnwm Mzrrag. FoDowing the Latin, this is translated into English in the Vemon 
Manuscript. See 7%g AGMor foem r q/^thg Fe/Tfo» Afamtscrÿt 1.95, lines 1041-42.



205

worth noting that the âgniGcant part of the conversation with the angel occurs on a 

mental/verbal level within Mary, speciGcally, within her heart, a subject I will return to 

shortly.

The miniature conSates the sequences described in the text: on the leA the angel, 

wings still unA)lded and drapery still waAed by the wind, makes his announcanent; on the 

light the \nrgin, no longer experiencing dread, is shown crossing his hands over her heart 

and bowing her head at the moment of acceptance and simultaneous conception. The pot 

of lilies in the center ^rmbohzes not only her purity but, as a variant of the Aoweing 

branch, her Auhfulness (also rein&rced by the daisy or marigold buds^ surrounding these 

miniatures). Another poem in this manuscript, 'Maiden Mary and her Fleur-de-Lys," 

likens this blossom to her and to her son.̂ "̂  In this miniature, A also serves to separate the 

angelic messenger just arrived Aom heaven (bis wing tip seems to have passed through the 

boundary of the border on the leA) Aom the Virgin on the r i^ t  (although her halo, at the 

moment of AuAAiIness, likewise breaks through the top border, suggesting another 

dimenâon). While the red All of the border on the angel's âde is distinct Aom the blue on 

her side, ranAndng the distinction in substance between the two Agures, the bottom 

border is solid earth, emphasizing the material incarnation both in the Virgin and in the 

connected letter of the text below.

In the p œ n , as proof that no is beyond God's might, the angel tells Mary 

that her relative Elizabeth, Arrmeily barren and old, is now six months pregnant. Changing 

the order of Luke's Gospd, in which the story of John's concqAion comes Arst, the poetic 

text continues with the account of Mary's visit to Elizabeth, whereupon she is asked by

^"T)oyle, IntroducAon, 8, says these sprays are common in
the Aiurteenth century but disappear early in the AAeenth century, noting thar occurrence 
in the royal charter A)r Ipswich of 1378, the Westminster Liber Regalis aAer 1382, and its 
LAlyngton Missal, 1382-84, Thomas of Gloucester's WydifBte Bible, British Library, MS 
Egerton 617-18, not aAer 1397, and the EHesmaie Manuscript.

"^This appears in rAe CgnArry, ed. Carleton Brown, 2"*
ed. rev. G V. Smithers (1924; OxA)rd: Clarendon Press, 1957) 181-85. See espeâaHy 11. 
17- 32 r%arding the Incamatioii
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the latter how it is that the Mother of the Lord has come to her. Further proof that it is the 

Lord in Mary's womb is that the child in Elizabeth's womb /wz&edle g/e (160) as soon as 

Mary speaks. Elizabeth returns the greeting and declares both Mary and her huit blessed. 

Right after the inserted miniature (6g. 51), the text mentions the meeting in which the two 

women clasp and kiss.̂ "* The \%itation miniature condenses the text, Aowing the two 

women about to kiss as they ^ypear to touch each other's pregnant bellies, presumably 

feeling the stirring mthm.̂ "^ Their huitfulness is emphasized by the tree, with a anaDer 

branch coming out the middle o f the trunk, on each side of the miniature. The heraldic 

quality of this miniature rein&rces the imperial stateliness and importance of the subject, 

the royal divinity of the "hurt" of their womhs. As the continuation of the poem makes 

clear, enhancing the gospel account, the Holy Ghost was involved in both concertions.

The earth in which the trees are rooted, in complementary Ashion, alludes to the human 

nature of the two in6nts.

The poet picks up the story of John's begetting at this point, telling the story of 

how the priest Zachaiias, Elizabeth's husband, loses his voice until their son John is bom. 

An angd comes to Zacharias while the latter is performing his service in the tenqrle. He 

calls him by name, Zu&wrg, telling him not to dread, God has granted his request 6rr a 

child. Whereas in the text Zacharias answers cAere (197), asking how that can be

since both he and his wife are old (she is at least forty), the miniaturist dramatizes the 

reaction of the tonsured Zacharias to the news ofhis wi&'s pregnancy by showing him 

wildly swinging the incense burner high above the altar (6g. 52). The angd td ls him that 

he shall see the proof of the announcement, but that he will be struck dumb until the child 

is bom because, as the Latin inscription on his banderole indicates. Mow credWrsff verAw 

mais, he did not believe him (Luke 1.20). After the angel departs, Zacharias glumly leaves

°̂*Just preceding the miniature, 11. 163-66 about Mary staying for a time with 
Elizabeth, are misplaced and should 6)How 275, according to Horstmann, The AAuor 
foams 5, marginal note.

^"'One woman's arm is slightly higher than the other and seems to touch the 
other's stomach rather than belly, but tins may have been the artist's way of avoiding 
overlapping arms.
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without speaking, causing people to think he has seen some wonder in the temple. 

Dutifully, Zachaiias goes home and dWe Aif dkdk, / M w l A w n e d l e ,  /  Bnl 

cAiA/ A) wyMWM. (213-14)—an anq)li6cation not mentioned in the gospel, ^dnch simply 

states that aAer the days ofhis priestly ofhce, he went home and his wife conceived (Luke 

1.23-24).

The biblical announcement that John "shall he hlled with the Holy Ghost, evai 

Aom his mother's womb" (Luke 1.15), is expanded in Ae poem to indicate that Ae child 

was got /orwA godka miAfe, /^wwA Godlws A&y(g (221-22). And furAer, paralleling Ae 

description of the immaculate conception m Mary (124-25;146-47), the poet says that 7A 

^AsuAetA^ AoAgosI AAle / cAdd A Arrg d/Aie (223-24). The word dSfAte can also 

meant 'indite', a kind of incarnation of the Word by word, which seems to be the sense 

when Ae Angel communicated his announcement to Mary in her heart (124); furtha^, it 

can mean 'have sexual intercourse with,'"" all Aese meanings singly or together inAcate 

that Ae conception of John also mvolved a Avine source. This explains why, m the 

preceding miniature, the overlapping haloes o f ElizabeA and Mary extend into Ae space 

of the border above, suggesting not only their holiness, but also the divine origin of Aeir 

pregnancies. It also eglains why the two births wiA their various annouiKanmts Ar 

Aem are visually accentuated as parallel events by Ae miniatures: they are boA more or 

less immaculate conceptions.

The poem, citing Bede, says that Mary stayed wiA ElizabeA until Ae gave birA 

(271-74). The birA of John is Ae sutgect of Ae next miniature (hg. 53), wiA a woman, 

probably intended as Mary, standing beside Ae bed. At Ae foot of the bed, Ae seated old 

man holding a blank scroll might be intended as Zacharias writing, smce he coAd not 

speak, Ae name the child shoAd be called (245-48), whereupon God gave him back his 

voice. The account m Luke 1. 67 inAcates that Zacharias was hlled wiA the Holy Ghost 

and began to prophesy, which the scroll m Ae mimature might also signi^, especially since

^ '̂'The sense of 'inAte' echoes Ae kind of armouncement given by the dove to 
David m the St. Albans Psalter illustration previously Ascussed. See Ckwcer GAwaary 
37.
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it is quite long. The miniature of the birth of John is closely identihed with, and obviously 

derived iconognq>hically 6om that of the birth of Jesus (6g. 54), both mother and child 

similarly displayed on the leA, except that Mary and Jesus have haloes. Joseph with Ms 

cane sits at the A)ot of the bed in the same position as Zacharias. Replacing Mary beside 

the bed in the form e miniature are the ox and the ass peering o v e the w icke fence at the 

Christ child. The prominence of these animals in the middle of the picture hig)ilights the 

significance of the event, that this is indeed the child prophesied by Isaiah 1.3: ^  Cbw antJ 

^  yisae Aedkk /  t y  Agore JorfJ m Aeore skf/JyMge (373-74). The poet adds

further that Arese two animals are mentioned in (the Old Latin Vasion of) Habacuc: X/xJ 

vd&zcwc oZx) f-sgytJ. / ^-AygMg two hgstgs hg sAoJck 6g JgycJ (375-76). (This is the 

verse Ô CarragAin used in support of the beasts under Christ's &et in the Ruthwell Cross 

panel recognizing Christ in adoring fashion, but as this late medieval poem makes clear, it 

was applicable in quite another seme than in connection with the beasts of Psalm 

90 .13"^). The Vemon artist makes this acknowledgment of the Lord by the ox and ass the 

sigor^fing &ature of the miniature by their cmtrality and their size reinA)rcn%, for the 

meditative reader, the emphasis in the text.

Between these two nativity miniatures, that of John and that of Jesus, is the 

"annunciation,'' as it were, of the angel to Joseph (Ag. 55). When Mary came home Aom 

her three months stfQr with Elizabeth, she is with child, causing Josqrh some consternation 

since he had ngwgrg Arrg crwtg (302). Her apparent loss of her maidenhead has fatal 

l%al ramiAcations, which he does not like, eq)ecially since he always knew her to be 

good. In the midst ofhis dilemma, he 611s asleep, whereupon God sends him an angel wk) 

addresses him by name, telling him not to have dread. AoJigrWgf dWe (328)

Carragain, "Christ over the Beasts" 383-390. He does menAon other 
applicaAons where these verses were taken as Christ being recognized between the two 
thieves (Jerome), qrphed by Bede also to the recogniAon of Christ between Moses and 
Elijah by three of the disciples during the TransAguraAon, but these are vay  (AAaent A)rm 
the beasts Aodden by Chnst in the Ruthwell panel. Usefully, he also gives the Old LaAn 
version Aom the beginoing of the Vespasian Psalter 7» mgd^o dkorum uMôma/mm 
fMMofgsggMf, whidi he translates as "In the midst of two animals you will be recognized" 
(384). Compare the diAerence in Habbacuc 3.2 "in the midst of the years."
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explains the aogel, a<ldiagthathe should call the child Jesus. The illustration (xmveys a 

dreamlike quality by the wave-like rocking modon of the cradling earth and plants 

surrounding Joseph, suggesting a suspension of normal reality. Seem ing arising out of 

Joseph's body, the angd bends over Joseph. The banderole indicates the Angel's spoken 

message to which, even in his sleep, Joseph responds with a raised hand, as if 

acknowledging and accepting it, analagous in its interiority to Mary's earlier accqrtance of 

the words 'In  her heart."

The last of the extant miniatures 5)r this poem depicts the annunciation to the 

shepherds (ûg. 56). Like that of the Joseph minature, the landscape seems to en6)ld the 

shepherds and their dock, signaling that something unusual is taking place. In the poem, 

the angel tells them not to dread the strange A A r w a y h e w  aAoate (384; Luke 2.9). 

And it is the sky that the artist appears to be featuring here, the white swirling light of God 

in the dark blue night sky forming, amid the streams of light, a blossom. The angel in the 

sky holds a banderole, indicating the words he speaks, that a child is bom who will lead his 

6)lk out of pain. The shepherd in the middle raises his 6ee arm to touch the banderole, 

acknowledging the message, as did Joseph, the shiepherd on the right blows his twin-reed 

dute in ceWrradon,^^ and the shepherd on the led raises his Ace to the sky in awe. The 

dog barking at the sky is added gratuitously to the scene, increasing the drama and, by its 

contenqxrrary realism, drawing the audience into the charged supernatural atmo^here.

The Trinity in the LettM̂

Near the bottom of the third column on fbho 265 the Conscrence begins

with a historiated initial "h" superimposed on a rectangular "panel" or dame ova^ 22 lines 

of script in height (dg. 57). Above this is the title o f the work: fnA te

Doyle knows of no parallel for this illustration in any other copies of this poem, 

winch was the most widely circulated Middle English poem."^ Just below the title is the

am grateful to Wayne Hilmo for researching this instrument, popular since 
Greek and Roman times, on the internet dar me.

"^Do)ie, introduction, The J'emanAAynAScnpi 9.
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intiiguing instruction: /ficwe woilg znw reak awf /bot. The most immediate subject for 

looking is, of course, the histonated initial leading into the text. The dove is absent in this 

representation of the Mercy Seat, a conjuration of the Trinity usually showing a seated 

God the Father holding the cruciSed Christ while the dove representing the Holy Ghost 

descends 6om above. The triple en^hasis on the Trinity and its etanal existence in the 

introductory lines of the poem is rejected in the historiated initial itself The third person 

of the Trinity is alluded to by the red cross-niihbus around God the Father and is implied 

in the triplicate forms inside and outside the historiated initial. These include the three 

black spikes which pierce the hands and &et of Christ, the q>ray with three red buds, the 

black outlines of three plants with tre&il tops, and the three notches in the gold &ame. AH 

these visualizations reflect the triple emphasis on the Trinity and its eternal existence in the 

introductory lines to the poem beside and below the pictorial panel.

The earth of the grassy patch below the letter is shared with a kneding figure 

outside the boundaries of the letter, and so refds to Christ's humanity, as in some of the 

Gospel miniatures just discussed. This kneeling hgure, reminiscent of the Dunstan or 

Matthew Paris miniatures, holds a banderole inscribed with wraerere mer dki»

Here the Srst verse of Psalm 50, 'Have 

mercy on me, O God, according to thy great mercy," the fourth of the penitential psalms, 

is appropriate to the subject of the FWck of CoMscfencg and also to the illustrated sutgect 

of the Mercy Seat within the "h ." It rejects much the same sentiment as part o f the 

inscription by Dunstan. As in the case of these two predecessors for this sort of portrait, 

the tonsured white monk, together with the columbines in the bottom border might be 

associated with an artist or, in this case, an "artistic school and period,""^ likely monasdc

^̂ *This is transcribed hom Scott, Zofer GotAfc Ajbmwnptr II.19, except that, 
since I am using italics for all Latin, Anglo-Saxon, and Middle English texts, I have placed 
the silent expansions in bradcets where she has italicized them. Psalm 50 is also induded in 
the Vernon with each Latin verse followed by an English translation and ampMcation. For 
the text see AA/ror foerw  of rAe 1.12 ff

^^̂ Doyle, introduction, FkmomAArmwcryr 9. This is a complicated issue and I 
can best defer to Doyle, see also 7 and 14-15 above, and Scott, Zofigr GofArc AAwMtMT r̂s
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in its associations.

Most striking of all, however, is the ''b" itself. The part that overlaps t k  &amed 

miniature delineates a sort of swaying triangular shape that deEnes the Trinity in its design. 

The descending curve of the thorn forms a boundary separating the kneeling Ggure outside 

6om the spiritual dimension showing the object of contemplation inside the letter. As it 

ascends, the prayer scroll crosses over the boundary of the letter into the space widnn, 

while the bottom of the cross breaches this same boundary as it descends into the monk's 

earthly realm. The educated reader of this manuscript can also peeave the Trinity m 

abstract &>rm in the way the letter "h" is composed of three strands, purple, blue and red, 

which join at the descending curve and the Vertical bar to enclose the scene within. These 

three strands are interwoven, interlaced, and interlocked as they combine, separate, and 

recombine, only to start all over again unendingly. This edroes the emphasis in the 

adjacent poem on the eternal existence of the Trinity. The invitation above the pictorial 

panel signals the reada^ to emulate the monk and to look and look uritil the Trinity is seen 

to be both incarnated and symbolized in the le tta  beginning the vernacular poem. This is a 

uinque visualization of the idea o f the Word bang incarnated in the vernacular letta.

The emphasis on the bleeding gash in Christ's side is a fbrtha reminda of this sort of 

corporeal analogy.

Although Scott considers the compositions, in particular the Gospel miniatures, 

made by this hrst artist "pleasantly, even gracefully arranged along a horizontal plane," she 

says "they show uncertainty of design in thâr Aaming, which varies between 6)ur, three.

23 for furtha discussion. Thae is a tonsured white monk in "The dying monk healed by 
Our Lady's milk," the miniature on folio 126v, and a tonsured black monk in "The priest 
who lay with a nun," the miniature on 6)1. 126. Both these illustrations are in the "Miracles 
of Our Lady" section in the Vernon Manuscript.

am grateful to Margot Louis for the observation that the scroll and the cruciGx 
cross ova the boundary.

^"See the discussion of this idea, though not with respect to the Vernon historiated 
initial, by Watson, "Conceptions of the Word: The M otha Tongue and the Incarnation of 
God" 87-124.
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two and no sides."^" As I indicated in my discussion of the Gospel miniatures, the hames 

are often utilized to suggest boundaiies betwem the spiritual or earthly dimensions which 

are transcended hy haloes and wings, fior instance. In the case of this historiated initial for 

the A ic t of CoTWfgMce, the 6ame Armed by the letter shape itself becomes a 

maniAstation of the meaning of the Trinity. The green earth at the bottom, as in the 

Gospel miniature of the Annunciation to Mary, represents the earthly dimension shared, in 

this case, by the crucihed incarnate Christ and by the monk. Yet Christ, as the second 

person of the Trinity, is also separated 6om the monk's reality, hence the separation by 

the oblique line of the letter. This artist has obviously utilized the potential of Aames to 

convey the spintual and corporeal distinctions which characterize the Incarnation 

miniatures of the Gospel poem, redeployed to new uses incarnating the Trinity in the letter 

itself at the beginning of the A tck of CoMfCfeuce.

Mhacfea qf vre fady: The EfRcacy of the Relics and Images

The nine extant miniatures Ar Ae poems on Ae Miracles of Our Lady out of a 

probable Arty-one,'^ made by anoAer artist, are more Avored by modem critics because 

the style is more three-dimensional than the more linear style of the artist who made the 

Gospel miniatures and the Trinity initial just discussed. The Aames by this second artist are 

broached less to indicate a diSerent ^ rrr Ara/ dimension, aKhough that is implied too, than 

Ar dramatic eSect to accommodate sudi Aatures as church spires, spears, and in one 

instance, an axe The most obvious dif^ence is that this artist is interested less in 

conveying special moments of sacred time in which contact wiA Ae supernatural occurs 

than in packing in as many stages of the narrative plot as possible witlnn one miniature in 

order to tell the story visually. Of course, the Erst artist was able to present a series of 

miniatures Ar a long poem whereas Ae second had to make do wiA one miniature Ar

"'Scott, Zoter GotWc AAmwcrÿtr 2.21 and 20 respectively.

"^Carole M  Meale, 'The Miracles of Our Lady: Context and Intapretation," 117. 
As she points out in this sAdy of the Miracles, they occur on Alios 124-126v of the 
Ve
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each comparatively short poem, but even so, the approach is very diSecnt. The hrst artist 

elicits extended mediation on the meaning of the subject whereas the second provokes 

interest in hallowing the action of the plot, the miniature itself constituting visual proof of 

the miracle in question. Guided by the content of the Miracle stories, this artist 

demonstrates the efhcacy of devotion to the Blessed Virgin Mary Bar those who revere ha^ 

statues or relics. In hve of the miniatures, a small sculpted image of the Virgin and Child 

is shown in a church niche, shrine, or entrance; in three of these, the prototype of the 

image is also shown, large as life, actually performing a miracle in aid of one of her 

devotees. I will discuss a rq>resentative sample of the extant miniatures which display 

some of these features.

The Grst of the Miracle miniatures is Bar the poem referred to in the Index as Acw 

^  c/rg (Torgye wag dk/ywereff enenyg hy «re coofe (Eg. 58). It is placed at 

the bottom of the middle column on folio 124 and so precedes the accompanying poan 

which begins at the top of the third column. The spire of Chartres extends &om the 

miniature &ame up to the last of the Hail Mary stanzas o f the fsaAgnwn Bea&xe Aforme 

above, seaningly balancing the decorated of the on the opposite side of that text as 

if carrying on that text. This is not inappropriate since the ends with a request

to have mercy on all Azf dlgwoc/owr /  wi/» on caHe / Aw heresf heore

OngoMM, which is what the miracles demonstrate.

Prominent near the middle of the miniature is its 6)cus, the Virgin's white tuinc 

dkrynfe/y yppon a  (59). The particular importance of the tunic, not mentioned in

this miracle but indicated in two separate verses of the f  Wrerinm Beokze Mzrme 

preceding the Miracles of the Virgin, is that it is an incamational image in which the Virgin 

herself is described as the garment of God because through her he took on the clothing of 

SeA. Both address her in a similar way: / / g / / w A o w  god%g(f r-ww /  t y  wgyZggcA rot

(505-06) and wAom Gocf c/q^m g/ (y^rrngggg ro t oT worwg (737-

38).™ This last image is based upon a Christolo^cal reading ofPsalm 92.1: "The Lord 

hath reigned, he is clothed with beauty: the Lord is dothed with strength and hath girded

1207%g AAnor fogwg q/^rtg Pgroon 72 and 82.
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himself" I have mentioned this concept with respect to the Virgin's cloak in the Matthew 

Paris miniature.

This Miracle of the Virgin in which her tunic plays a prominent role concerns the 

victory of Bishop Waltelin against attack 6om Rollo'̂ ^ and his Norsemen who, with his 

great host &om Norway and Denmark, conquered many countries including the land up 

the French coast he subsequently called Normandy. When these Northmen besiege the city 

of Crotey (Chartres) in 991 A D ,^ people see no other option but to yield the city or to be 

slain. Its bishop, however, has the citizens kneel down and pray to Christ and to his 

Mother Mary. Then he himsdf goes to the Minster's treasury \^e re  he Snds the relic of 

Our Lady's tunic and kneels to pray to Mary. As illustrated also on the right side of the 

miniature, he has the rehc mounted upon a spear like a standard and leads the people in 

procession until they come to the city's gate, which he orders to be raised. When the 

astonished enemies see this extraordinary sight, they immediately become blind. The 

citizens then exercise their wiH against the defeated enemies, ransoming some and killing 

the others. The miniature, on the left side, shows instead the leader kneeling in submission, 

while his armed men crowd behind him, their numbers extending beyond the frame. Not 

induded in the poem or the miniature is any mention of the arrival of the Count of Poitiers 

and his troops to reinfbrce Chartres, causing RoUo to fee into the night.^^ The poet ends 

\dth a prayer to Our Lady and her Son, reminiscent of the sentiment of the romances I 

discussed in connection with the Auchinleek Manuscript, to grant mercy to all Christians.

Following this prayer is the next Miracle, ^  Tewef m of we 

a  cAyM rn a gonge, as the Index describes this analogue to Chaucer's fnoreas's Yak. The 

little clergeon of Chaucer is, in this version of the tale, a beggar child who sings in the 

streets ofParis far fxxl An his Amily. He sings the Antiphon called v46wa Redlgnyfonf

"^For a discussion of the historical sources see Beverly Boyd, AfrdWk Eng/wA
Ma^ac/lej o f (Ae Fagin (San Marino, CA: 1964) 115-16.

^̂ ^Ruth Wilson Tryon, "Miracles of Our Lady in Middle English Verse, EML4 38 
(1923): 334.

123Boyd, 77K Af%&iZe EF%/rjAAfnwIej o f rAe Frrgm 115.
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Mzfgr which the poet says means G(%6» Mockr, awf C/ew, /  Æewgw jate aw/ 

Ae/re a/̂ ae, / &wg /?^/e^Yw: fyww aw/ we (22-26). He sings it so pleasantly that the 

Jews become envious and order him to be slain. One Saturday vdien he goes through the 

Jewry singing this, one of the Jews lures him to his house and then slits the child's 

throat.^

This is the hrst of Gve episodes &om the narrative that is illustrated in the 

somewhat daustrophobically laid-out miniature for this Miracle (6g. 59). It reads 6om top 

right to top left and then continues bottom right to bottom left into the margin. Across the 

top the Jew, shown with a large nose, gestures the boy, dressed in green, to come into his 

house; inside, the same man summarily slits the boy's throat in a manner similar to that 

shown for slaughtering sheep in Decanber scenes o f the Occupations of the M onths;^ 

and at the back of the house, arms swirling in all directions, the Jew thrusts the boy down 

the black hole of the latrine in a maimer reminiscent of illustrations showing a devil 

thrusting a condemned soul into hell. Across the top, the three bodies of the Jew overlap, 

seemingly engaged in continuous motion like a modem jBlmstrip, one bodily action 

emerging 6om the other. At the bottom right and extending below the bottom of the

^^In this version of the story, the child spares nothing and keeps on singing. A&aid 
of being discovered, the Jew decides to throw him down a latrine. The child keeps on 
singing louda than ever. In the meantime, his mother, accustomed to waiting until noon 
each day 5)r him to bring some haod, becomes concerned when he does not appear at that 
time and so searches the streets 6)r him. She hears his voice when she gets to the Jewry, 
but the man denies the presence o f the child. She appeals to the Mayor who summons the 
people to go with him. When th ^  get to the Jew's house, they hear the angelic voice. The 
Jew does not dare refuse them enhy and has to acknowledge his wrong. A search results 
in the child being found drowned in the hlth of the latrine. The Mayor has him pulled out 
and it is discovered that his throat was cut, so the Jew is judged a murdera^. By this time 
the Bishop arrives and searches with his hand in the child's throat, w hae he Snds a lily 
with golden lettas evayw hae insciibing the words the boy sings. When he puHs the lily 
out, the boy stops singing. The Bishop has the corpse borne in procession through the 
city, with priests and claks singing and the bells ringing, until they come to the M insta 
w hae the Requiem Mass is b^wn. To everyone's astorùsbmerrt, the corpse rises up and 
begins singing.

125,Compare, for example, Oxford, Bodleian Library, MS Auct. D. inf 2. 11, fbl 12.
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6ame is the scene of the mother pleading, which the artist represents by having her kneel 

before the Mayor, shown seated and Banked by a Bgure holding his stafF of ofBce. Not 

depicted is the gruesome scene of pulling the boy out of the Blth of the latrine, indicative 

in this nicety of the social class of the wdience, nor the procession to the Minster. Instead, 

aAa" this narrative hiatus, on the bottom left, the shrouded corpse of the white-6ced boy 

is shown sitting up on his bier, hand raised to signal his song. As indicated by the words 

on the boy's banderole, aancAzporew, it is obvious to all that he has served Our 

Lady and she has brought his soul to bliss. The handles of his bier extend into the margin 

on the left, overlapping the large Bgure of the Bishop. He holds in his left hand a lily so 

large it could only have been got out of the boy by another miracle. A banderole emerges 

from it with the words which, in the poem, are described as written in gold on the lily 

(123), but here, they rnake it seen as if the lily itself is singing 

the Antiphon the boy was wont to sing. In his right hand the Bishop, with a blessing 

gesture, holds the scroll with the words beginning the Requiem Mass (138). Because of 

the large scale of the Bishop and the lily, and because these are isolated in the left margin, 

the viewer would tend to encounter this conBguration Brst, seang it as a visual title and 

endorsement of the story inside the miniature, and then having followed the visual 

narrative within, would naturally return to it ânce it completes the story and functions as a 

kind of qrilogue.

That such a story and illustration are so biased against Jews needs some 

explanation since, as Denise Despres observes, there was little historical memory of the 

them since Jews were erqreHed Bom England after 1290.^^ In erq)loring the cultural and 

religious context for the transformation of the boy, she considers the legacy of the Baurth 

Lateran Council of 1215.^ Constitution number 1 promulgates the dogma of the 

Transubstandation of the Host, number 21 requires yearly confession and communion.

^^^Despres, TM tic Anti-Judaism and Chaucer's Litd Clergeon" 413-27. 
Information about this subject in my paragraph is Bom this article.

qftAe fburtA Zatgrun CouMcr/. J2JJ /4.D. are available in 
English at http:/www.pax-et-veritas.org/Councils/lateran4htm.

http://www.pax-et-veritas.org/Councils/lateran4htm
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and numbers 67-70 are strongly pre^dicial against Jew s.^ The V^non Miracle poem, 

like the /Yfore&g f  To/e which Despres examines, can be seen as reBecting a "displaced 

anxiety" about the Transubstantiation of the Host, while it symbolically introduces aW 

then expels unbelievers 6om the community to achieve puriBcation and u n i^ .^  It is Bom 

the latrine, a m et^hor for carnality and pollution (a black hole as seen in the Vernon 

miniature), that the boy's body rises to eternal as Bom the baptismal waters of 

death. The anti-Judaism in such stories serves as a vehicle for reaGGrming the authority 

of the Church. In the Vernon miniature, the scale of the Bishop and his placement outside 

the miniature and text reinBrrces the idea of episcopal authority. In this case, the Bishop 

performs the Requiem Mass, holding the lily, symbol of the Virgin's purity. Bordering the 

miniature, the lily suggests that what is to follow is one of the popular "Lily" miracles.

Although there is no lily in the miniature, the last of the extant Mirade poems is 

also a version of another 'T,ily" miracle, ( y  a» waJ

rergfJ ujen Zy we to The incontinaice re&rred to is sexual. In one version of the 

"Lily" story, such a monk is refused Christian burial because of his sins, but Our Lady 

whom he had served, orders that he be buried in the churchyard, and a lily grows Bom his 

mouth as a token o f his devotion.^ In another version, Mary orders the proper interment 

of the drowned monk's body whereupon the words vive M aria are B)und upon his tongue.

^^um ber 67 condemns the peiBdious usurious practices of the Jews and enjoins 
that if they extort excessive interest, they are to be removed Bom contact with Christians; 
number 68 requires that the Jews wear a distinctive dress and limit the times o f their public 
appearances; number 69 forbids them to hold public oGBce; and number 70 states that 
converted Jews may not retain their old rites.

^^^Despres, "Cubic Anti-Judaism and Chaucer's Litel Clergeon" 417 and 424.

™Despres, "Cubic Anti-Judaism and Chaucer's Lbel Clageon" 424-25.

^^For variants see Tryon, "Mracle of Our Lady in Middle English Verse" 328-30, 
335, 3 3 9 ^ .

^Tryon, "MBracle of Our Lady in Middle English Va-se" 328.
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linking this with the "Lily" m otif/^ Unfortunately only the Brst part of the Vernon text of 

this poem is extant so it is not possible to know to what degree the artist's adaptation of 

existing iconogr^hy is innovative (Sg. 60). It does not help that the miniature itself has 

been damaged, a subject I will discuss shortly. According to the poem in the Vernon, a 

sexton of the Order of grey monks who loved to worship Our Lady had 611en into lechery. 

When everyone was asleep, he would leave the cloister âlently and perform his misdeeds, 

but he always greeted the image of the Virgin in the church with an as he passed by in 

his going and returning. One night after he greeted her and was walking on the stone 

bridge over the river vhich passed under the abbey, he fell in and drowned. Angels came 

to help him but the devils wanted to fetch him to hell because ofhis misdeeds. The angels 

could not End any counterbalancing good deeds, but Our Lady arrived quickly and told 

the blue and black Sends that this was false: he always greeted her with anv4«e in passing. 

The issue is put before God for judgment and it pleases him to send the soul to the body 

again so that he can amend himself until God sends for him again. The extant text ends 

with the brothers awakening and wondering what was taking the sexton so long.

The miniature shows a statue of the Virgin and Child within the entrance of the 

church on the top left and, on the bridge extending &om it, the prototype of the Virgin, 

also crowned and wearing blue, separating the red-gowned angels on the leA Eom the 

hideous blade devils on the right side. Not shown is God's judgment. Instead, in the 

bottom left of the miniature, there is a woman sitting shmyed in a deep sleep. Like the 

prototype of the Virgin emerging &om the statue of the Virgin and Child where thdr blue 

gowns overlap at the bottom of the miniature in which the \Trgin restores the leg of a man 

who had had it amputated (Eg. 61),'^ here in the miniature of the drowned monk, another

^^Tryon, "Miracle of Our Lady in Middle English Verse" 339.

^̂ *This miniature illustrates a  man, acAe, cw  w a/ was Ae/gf/
ajgyn Zy nre on foL 125v of the Vernon Manuscript. The story involves a pilgrim 
who goes to a shrine o f the Virgin to seek healing for his foot Wiich burned like Ere. Even 
though others were healed by Mary, he was not. He was advised to have it amputated, 
which he did. Despite this, he kept on praying to the Virgin. Finally one time he fell asleep 
when he was at prayer to her and it seemed to him that a Edr lady came and pulled a
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woman seems to flow out of the sleeping hgure at the same point, where their gowns 

overlap, and reaches into the river to pull out the drowned monk. In a parallel to Christ's 

Harrowing of Heh, this extraordinary configuration appears to suggest that the Virgin has 

allowed herself to enter the state of death and, once in the underworld, to rescue her monk 

&om the waters of death. Mary's powers over death are referred to in the \Cracle 

involving Mary's restoration of the amputated leg (above) where the text refers to her as 

JSoÿTgnase (73) and in at least two other works in the Vernon Manuscript: in the

fazAermm for Psahn 129. 1 : "Out of the depths I have cried to thee O Lord," Mary is 

hailed as the bearer of the flower who returns life to the dead, and in/d WWociown fo we 

she is acknowledged as the Queen of heaven, earth, and hell."^ In one of the two 

illustrations 6)r this miracle in the Queen Mary's Psaher^^ (fig. 62), Mary bends over to 

liû up the drowned monk in a configuration reminiscent of the iconography of Christ 

raising Adam during the Harrowing of Hell. (W th her other hand she gestures in the 

direcdon of the devils engaged in throwing him into the river on the left.) These textual 

and visual examples ofM ary's power suggest that the parallel to Christ's descent into the 

underworld is ddiberate, and that the divestiture ofM ary's rich attire in the bottom 

portion of the miniature Wiere she is shown as a ghostlike hgure rein&rces this sense. It 

would seem that she is gowned in a grey shroud-like garment, but this is not certain 

because of the damaged state of this miniature. This raises the question of whether such 

damage was deliberate or accidaital.

healthy leg out of the knee. When he awoke, he was whole and sound, his patience 
rewarded.

135 AAwor foem s PemonMawwcnipf 94, U. 1031-34 and 125,11. 161-62.

^^See Qneen AAary f  f  so/ter 6)1. 213 v, ^Miich is reproduced as plate 227, bottom. 
The other is on folio 205, reproduced as plate 220a, and shows the devil throwing the 
sacristan into the water 6om a boat on the left, with Mary con&onting the Devil on the 
right, this latter similar, iconographicahy, to the Temptation of Christ. The Miracle of the 
Vagin illustrations are not accompanied by text in the Queen Mary's Psalter, suggesting 
that the stories were well known.
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Reaction Against Holy Inures

I began this chapter with the observation that the Auchinleek and Vernon 

Manuscripts were distinguished &om the Peaii-Gawain and EUemere Mansuciipts by the 

presence in the 6)rmer of pictures of the deity and of the Virgin which are entirely lacking 

in the latter where th ^  are studiously avoided. While the makers of the vernacular 

Auchinleek and Vernon Manuscripts aGBrmed the right to make images not only by 

including them but by featuring the very incamational issues which justihed their making 

and by encouraging devotion to their heavenly prototypes via the images themselves, as I 

have shown, it would appear that the images themselves did not entirely escape censure by 

iconoclastically minded readers. While it is difhcult to determine for sure whether the 

damage was deliberate or accidental, givai the age of these works, there are enough 

patterns to the destruction to raise questions. The miniature of the drowned monk 

appears to have had some liquid acting as a solvent spilled on it and may have been 

scraped or rubbed as well, especially on the top right where the devils are portrayed. If 

deliberate, this may have been done to rob them of their evil power, as might also be the 

case for the damage to the Vikings in the miniature of the Virgin's tunic, and to the face of 

the man with the large axe in the mhnature of the man with the amputated leg. In the 

Gospel miniatures, the Acial features both of the Virgin and of the angel are obliterated in 

the Annunciation, as are the faces of Mary and Zacharias in that of the birth of John the 

Baptist, and the Aces of the angel and of Zacharias in the temple scene, and probably also 

the face of the angel in the scene o f the Shepherds. As Doyle points out, the Grst initial, 

possibly inhabited, at the top of the Grst page of Part II beginning of the Gospel story was 

cut out. This selective damage, especially to the faces in the Goispel miniatures and to 

the evil hgures in the Miracle miniatures suggests purpose&il if surreptitious activity, as 

seems to be the case also for the rubbed devil and the damaged Ace of Mercy in the early 

fifteenth-century Douce 104 Manuscript of fzerf Similar impulses may have

^̂ ^Doyle, introduction. The PêmanAfwwscrÿt 8.

^See Alios 96 and 94 respectively in Oxford, Bodleian Library, MS Douce 104. 
These may be seen in color in Derek Pearsall, ed., fre rf f&nwwm. a
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been behind the damage to the Auchinleek Manuscript in the faces of the King of Tars and 

his wife, where a solvent-type of hquid seems to have resulted in color loss similar to that 

in the miniature of the drowned monk. In the same manuscript there may have been some 

rubbing of the Pater Noster miniature, making it difBcult to see it clearly, but there was 

certainly a deliberate attempt to damage the miniature of wencAg /wf a  on 

fbho 256v where the center portion was scraped away, although this last may have 

resulted 6om much later censorship. Also post-medieval are the erasures or lines crossing 

out the word "pope" and texts about St. Thomas of Canterbury in the Vernon 

Manuscript.^ Doyle speculates that Protestant reformers might also have removed some 

of the missing leaves because they contained texts or miniatures considered 

objectionable.^^ The patches over some of the missing miniatures might have been made 

at that time or before since a patch over twenty-three lines of the f r ic t  q/" Cowcfencg was 

written over with the missing words in a mid-sixteenth-century secretary hand. There 

would appear to have been successive outbreaks of iconoclastic activity in these 

manuscripts. Of interest in the present study are the reasons &r those that could have been 

made in the late fourteenth and early fifteenth centuries soon after these manuscripts were 

made. This is what I will explore in the introduction to the following chapter where I will 

discuss the views of Lollards and other re&rmers towards images and how these may have 

inSuenced the choice of subjects in the miniatures in the fe a r/ Manusolpt, not to mention 

the actual design of the Ellesmere Manuscript, the subject of my last chapter.

LfArwy, MS' Donee catalogue of the illustrations by Kathleen Scott
(Cambridge: D. S. Brewer, 1992).

^^̂ Doyle, introduction, 7%e PerTroMÀ/amwcrÿt 11.

^^oyle, introduction, 7%e 11.
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VI

The Image Controversies in Late Medieval En^and and the Visual 
Prefaces and Epilogues in the Pear/ Manuscript: Creating a Meta- 

Narrative of Ae Spiritual Journey to Ae New Jerusalem

X W  agzBM //K Agawen if Zitg io a fwrcAoMi fggAmg goocf
w/KM Ae A o û f o»g /war/ q/^greo//vice, we/%/ Aif wqy aw/ foA/ a//

(Ao/ Ae Aw/ ow/ AowgAi A. (Matt. 13 .45-46)

Xw/ /Ae iwe/ve go/ef ore /we/we /wor6, owe /o eoeA .̂. (Apoc. 21.21)

Atroducdon
The modest size o f the Pearl M aim sci^ of 90 vellum leaves, about 4 3/4 by 6 3/4 

inches,^ makes it easily portable and so particularly suitable for private reading. It is the 
antithesis of the Vernon Manuscript, the largest extant Middle En^ish work, which is 
about four times that length and dimension.̂  Both are Kterary manuscripts, but their 
respective measurements signal what their illustrations mani&st: diametrically opposed 
influences TWth respect to the image controversies that disturbed, as they stimulated, the 
cultural productions of the late fourteenth century in En^and.

Be&re I discuss the twelve miniatures in the Pear/ Manuscript, it is best to 
consider when they were made in relation to the copying of the text and why this matters. 
On the basis that the hrst folio of the Pear/ poem looks worn, as if it had lain unprotected 
for a time before the biklium of pictures was added in &ont of it, the miniatures added to 
the Manuscript were thought to have been executed smnetime after the scribe had hnished 
the text. As late as 1996 Kathleen Scott stated in her catalogue that the poems in this 
manuscript were composed after about 1360, copied betweai 1375-1400, and illustrated 
about 1400-1410.^ In the following year, the hiatus in time between the copying of the

^London, British Library, MS Cotton Nero A. x. Article 3. Its metric measurement 
is 171 by 123 mm, see Scott, Later G^tArc A/amrfcrrptf 2,66-68, cat. no. 12. See also the 
descriptions in A. S. G. Edwards, "The Manuscript: British Library MS Cotton Nero A. 
X ," Compawfow to  tAe GowtzzwrPoet (Cambridge: D S. Brewer, 1997) 197-220. For die 
6csimile see GoUancz PearA C/eawweff, Potrewce, aw / &r Gowarw.

^The Vernon Manuscript measures about 393 x 544 mm (about 15 1/2 x 21 1/2 
inches) and now has 350 out of an original 422 or 426 leaves, according to Doyle, 
introduction, TAe Ferwow AAzwwcrÿt 1.

^Scott, Later GotArc A/awzscrÿitf, vol. 2,62. This appears to be based on A. I. 
Doyle, "The Manuscripts," in A/zdWTe LAgAsA ̂ //zteratzve Poetzy aw/ Tts Lzterazy 
Poc^ozzzK/, ed. D. Lawton (Woor&ridge, SufbUc D. S. Brewer, 1982) 92-93, who 
suggested it had been copied in two stages, the script in the last quarter of the fourteenth
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script and the making of the miniatures was challenged by Paul Reichardt, who observed 
that the Grst of the pictures preceding the ted , espwially the lower right quadrant, looks 
just as worn.* This, among other reasons concerning their quality (discussed below), 
means that the fe w / Manuscript illustrations could have been made shortly after the 
script, that is, around the last decade of the fourteenth century when the Vernon 
Manuscript was made. Such a date for their composition makes all the more in&imative 
any di@erences in content and style in the illustrations of these two manuscripts. These 
difkrences are telling with respect to the fe w / Manuscript illustrations which, seen in 
isolation &om their historical context, have been much maligned.

Extaisive literary attention has be«i paid to the poems in the few /
Manuscript—few /, C/ewme&y, fa/Zence, and Gawwn w«/ tAe Green jÙmîgAr—which
are extant only in this small, uiq)retentious book. Except for the pioneering work of Israel 
GoUancz,̂  there was little interest in the miniatures until they were taken somewhat more 
seriously by Jennifer Lee who saw them as an early farm of audience response, although 
she thought that the artist was "%mth«̂  a skilled illuminator nor an able literary critic."^ 
Close to a decade later, Sarah Horrall considered that "in a simpliGed form'' the artist 
presents "the main elements of the stories" (the criticism about their lack of adaptation to 
the stories being "much exaggerated")/ Within another decade Kathleen Scott accorded 
the artist professional status, although she disagreed with Lee about him as a critic or

century, with the 12 miniatures added at the aid  of the Aiurteenth or early fifteenth 
centuries. The miniatures inserted into the body of the manuscript occur on the ruled, 
blank pages or space between the poems, suggesting that it was probably not plaimed for 
illustration initially.

*Reichardt, '"Several Illuminations, Coarsely Executed'" 137-38. That the pictures 
were likely made a fta  the pages were assembled into gatherings is evident h"om the Act 
that the Jonah scene was painted over the two large holes in the vellum to show through 
to the folio underneath in those places. Horrall, "Notes on British library, MS Cotton Nero 
A X ," 193-94, attributes the high bWt on the women's gowns and the men's bag sleeves to 
the early ûAeenth century. However, the women's belts are worn no higher than the one 
shown on the Virgin Mary in the Vernon Manuscript on fbl. 126v. The Pearl dreama-'s 
houpelande sleeve styles are similar to those of the bag-sleeves of the angel appearing to 
Zacharias and of the wide sleeves worn by the sleeping Joseph on fbls. lOSr and lOSv 
respectively of the Vernon. See also Iris Brooke, frrrqpean CmArme. 7%/r/eeM/A
/o onwr/egn/A Cen/Wfy (London: G. H arr^, 1939) 60-62. The blue chapeon with liiipipe 
on fbls. 41 and 86v is similar to the 6)urteenth-century example of 6g. 32A in Brooke 74.

^GoUancz, "The Illustrations," feor/^ C/eonness, f  oZrence and Srr Gmwzm 9-11.

^Lee, "The Illuminating Critic" 44.

horrall, 'N otes" 198 and 196 respectively.



224

interpreter of the poems because ofhis 'lack of attention" to them* Around the same 
time, Blanch and Wasserman made a detailed study of the hand imagery in the poems 
Wnch, in the context of the iconography of the diexKro Domi/n in art, provided a useful 
context &»r the writing Hand in the miniature of Belshazzar's Feast/ Previous to this study 
which observes in passing that the illuminations 'have been consistently described as 
' crude, almost all of the modem critics who have mentioned them at all have given, at 
best, only a lukewarm assesanah concerning their quality and their relevance to the text.

It is this very issue which Reichardt takes up in '"Several Illuminations, Coarsely 
Executed': The Illustrations of the few /M anusaipt"" (quoting Sir Fredaic Madder's 
words in the Grst part ofhis title)and makes the real basis for his re-evaluation of the date 
of the miniatures. He sees the common scholarly assunqrtions that the texts and 
illustrations were "produced in isolation hom each other" as "a variation on the old theme 
of the disparity between the excellence of the poems and the inqrtness of the pictures 
bound with them," a preconception based on Madden's pronouncement about their 
in ^ o rity  and extraneous character.^ Reichardt argues that the rqietitive nature of the 
illustrations, one of the criticisms of them by HorraH, actually contributes to the 
impression that the 6)ur texts form part of an integrated and consistent literary vision.^ To 
this end he discusses the numerical resonances of the twelve miniatures, vdiich I will not 
daborate upon; instead, I take up Wiere he leaves ofT to show the sort of continuity the 
illustrations provide.

In the section immediately following, I consider the relevance of the image 
controversies of the times with respect to their st)de and content, both features which 
^p ear to have misled critics questioning thdr quality and relevance. Then I demonstrate 
that these miniatures provide a spiritual "reading" integrating all 6)ur poems withio a

^Scott, ZoTer Goi/nc AAzmwcryrf, 2: 67.

%lanch and Wasstxman, Fircw fe a r/ io Forme fo FymaAmgwr 65-110.

^"Blanch and Wasserman, From Fear/ ro Gawam 110. They are rearin g  to the 
use of gestures.

^̂ This is, as previously noted, in m /cowogrcp^ 18 (1997): 119-42. For the
quotation, see Sir Frederic h&dden, ed., Gawayrze.Co/Zgcfroa q/^.,4ncremFomamce 
Foemf, ^  &oAwA amaf Fng/wA .̂ xaAorr (Tondon: Rand J. E. Taylor, 1839) )dvii.

^^eichardt, "'Several Illuminations, Coarsely Executed': The Illustrations of the 
Fearl Manuscript" 137-38.

% orrall, "Notes" 197. Reichardt, '"Several Illuminations, Coarsely Executed': 
The Illustrations of the Fear/ Manuscript" 136.
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liturgiqal and apocalyptic discourse. In the process I show, for the hrst time and with the 
aid of modem technology, what is revealed underneath the dark wavy "spot" of the Erst 
miniature. I also explore the implications, in terms of design and sigmEcance, of the 
presently misaligned worm holes and repairs along the spine, previously unnoticed, in the 
miniatures preceding the fe w / poem.

The Image Controversy in England
To understand the nature and purpose of the fe w / Manuscript illustrations, given 

their extreme plainness and the absence of holy images, it is useful to see them in the 
context of the image debates sparked in the late Erurteenth century by Wyclif and the 
Lollard movement. The miniatures of the fe w / Mmmscript not only deal with the dangers 
o f idolatry but strictly avoid occasions for it. Yet they do not avoid featuring orthodox 
views about the Eucharist and utilizing conventional iconographie expectations in relation. 
Ear instance, to the Noah and Jonah cycles. In this section, I will present the iconodule 
position Eivoring the use of holy images as argued by Walter Hilton, along with a visual 
example Eom the Vernon Manuscript which includes two of lElton's works." EoDowing 
this I will re&r brieEy to iconomachic views about the dangers of images as expressed by 
Wyclif and the Lollards.

Part IV of the Vernon Manuscript includes the Erst book of the 
f  g^c?/roM, composed in the 1380s by Walter H ilton .H e is also assocrated with De

Hwagr/wm, a tract in defense of images which is not included in the Vernon 
but demonstrates signiEcant parallels in content and phraseology to the &%z/e." In this 
tract, Hilton quotes John of Damascus who answers those who "complain loudly against

^*These are the Erst book of the Sco/e q/^f er^c/row (see below) and LeAerr /o a  
ZaynKzn. On (Ae A/bcec/

^%ake, "Vernon Manuscript: Contents and Organisation" 55. David L. JeEEey, 
IntroducEon, /bwwc/ a  fer^^c/ Love. 7%e j^znAfg/ Cormse/ MW/er Hz/ion (Portland,
OR: Multnomah, 1985) xxii, mentions that there are twenty-Eve early manuscripts of 
Bcx)k I of the q/^f e^c/ron  (which he refers to as Commig (o f  erj^cr/ron), indicating 
its popularity. Book n , writtm some time before Hilton's death in 1396, survives in EEeen 
manuscripts. Margery Kempe includes L^/ton '.g AoAe as among the books of 
contemplaEon read to her by a priest. See 'Margery Kempe, Dre f  oo t q^Mrrge/y 
Kengze: Book I, Chapters 58-59 (Extract)," 7%e /& a  q /^ ^  yfn/Ao/qgy
AEdWk Drg/rxA LAerwy TAeory, /2&0-/J20, eds. Jocdyn Wogan-Brown et al. (University 
Park, PA: Pennsylvania State UP, 1999) 298.

^̂ Joy M. Russell-Smith, "Walter Hilton and a Tract in Defence of the VeneraEon 
of Images," Damm/can 7 (1954): 180-214. For De Hnqgnwrn, see
John Clark and Cheryl Taylor, JKz//er Dr//ow f  LWrn 2 vols.. Analecta
Cartusiana 124 (Salzburg: Institut Eir AnghsEk und Amerikanistik, U of Salzburg, 1987).
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us adoring and honoiirg the image of our Savior and of our queen and the mother of 
God" by referring to Basil's statement that the "honor of the image comes through to the 
prototype. By illustrating the efhcacy of devotion to images of the Virgin in the 
miniatures for the Miracles Our Lady, w hae it is the prototype \^ro is actually shown 
responding," and in its inclusion of texts such as the &xz/e, the Vernon Manuscript, in 
efkct, becomes a participant in the d*ate  by manifesting die orthodox position on 
images. N. F, Blake even considers it possible that the onset o f the Lollard heresy 
prompted the Vernon cohection."

The Vernon Manuscript demonstrates, in a particularly interesting way, the 
orthodox view on representing, for example, the Trinity. This subject is enclosed W hin 
the "b" beginning the qf Camcrewg (fig. 57), discussed in my previous chapter. In
his tract on images IFlton argues in &vour of the legitimacy of representations of the 
Trinity, a practice the Lollards condenmed. He excuses siinple folk who ndght think the 
three persons in the Trirnty are sqiarate persons because they would do better if they 
could.^ Although Hilton condones the use of corporeal analogies by the uneducated, he 
also discusses the more sophisticated use of images by the literate W o kneel before

"De fwqgr/MOM, in Clark and Taylor, IFcz/rgr DzZrow
1:194. Con/înMoA/r Aem Aoc gwxf c&crf TbAanwgs Dammcemcs, 4, caprAfib & 
{gnWam qnMWr adkersNW TKW comqnenmAcr adbrawtes et Aow/wAes jbAcatorrs wosAV 
ei regme wsAe et Genetncrs Der^wagrwrn, amp/Acs awfem et reAqnoncm saActorwm 
mmMtranw; ChrrsA, awcAawt pnx/ a/vW rpra De«f AawfAew secwKAan prcgyram 
jwrqgtMem^ert I/t enAw art dleÿbms et mqgmcs A* cAvrms Basr/Ats. TAxqgAAs Aawof 
aof pratAatpw» pervewt Af est exewptar. The translations of Hilton in my text are by 
Linda Olson. See also John of Damascus, 7%e CWAodbx FartA book 4, cmapter 16 (chapter 
8 in the medieval text of Hilton, above). For a discussion, see Russell-Smith, "Walter 
Hilton" 198 and n70.

*̂In the Vernon Manuscript, on fbl. 125v, the prototype of the Virgin has <x)me out 
of her statue to restore the amputated leg of a Aithhrl man who had prayed many dmes 
before her image; on 5)1. 126, a priest W o had prayed before her statue on behalf of 
another priest who lay with a nun then administers the Eucharist to the former fornicator, 
attended by the prototype of the Virgin herself; and on 5)L 126v, the prototype of the 
Virgin has again leA her statue in the minster church to dispute with the devil about the 
5rte of her sacristan who had always greeted her statue in passing (she also rescues the 
latter 5om drowning). In De TmugAmm, in Clark and Taylor, IfaAer Dr Aon s
LaAn BWA?%$ 1:194, Hilton, quoting John of Damascus, refers to Basil: DÜ enAw cAr 

gf rnqgrncs Ar cAvAris Basr/Acs. TAragArM Aomor acJproArofprarr pervenrA

"Blake, "Vernon Manuscript: Contents and Organisation," BAccAes Ar Are FemoA 
AJbrrrwcrpt 58-59.

^'London, British Library, MS Royal n.B.x, fbl. 181, as trans. by G. R. Owst, 
LAeraArre arrABrr^A ArAfecAevaJ Er^/awA (Oxfbrd: Basil Blackwdl, 1961)139. See also 
Hilton, De vfAbracrorre frrragArArrr in IPaBer DrAorr f  LaArr PFnArgg 1: 179-214.
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images that swve as a reminder, whereupon they forget them and pray to God and the 
saints.^ In the bottom right comer of the Vernon depiction of the Trinity, just such a 
literate hgure is represented. The representation of the corporeal aspects of the bleeding 
Christ might have served the kneeling hgure as a reminder of the actual cmdhxion but 
this, in turn, would have led to the contemplation of a more abstract apprdiension of the 
Trinity, as implied by the three interwoven strands that compose the initial "b." In the 
same chapter of John of Damascus that HBkon refers to, the former anphaâzes the 
Incarnation as the jusdhcation for the making of holy images: because God was made man 
in substance, the image ofhis cruciGxion, for instance, reminds us ofhis saving Passion 
and we fall down and adore that \Wiich is represented.^ This is what the Vemon pictorial 
panel demonstrates.

Within the hamewoik of Hilton's and De TmqgrmoM, his tract
on images, the role of such an image can be seen as more than just an aid for the sinqrle to 
meditate upon the incarnate Christ.^ By becoming more proGdent in the ^iritual life and 
exercising the imagination in a life of prayer, the iqriritually advanced person can come to a 
vision of the divine.^ At the beginning of the second book of the reGecting his
mature thought, Ihhon speaks again of the process and the goal of contemplation:

Gostly to oure purpos, lerusalem is as mikel for seyen as sight o f pes,
& bitokenej) contemplacioun in perGt luf of God. For conten^ladoun is not ellis 
hot a sight oflesu, whilk is verrey pes. ban ifjm  coueite fbr to come to j)is blessid 
sight of verrey pees & ben a trew pilgrym to lerusalem-ward, ))awg it be so j>at I 
were neuer here, nerjieles as ferGarj) as I kan I schal sette j)e in jre weye 
t)ederward.

^^Owst, ZrreraArre 138.

C om pare book 4, chapter 16 "The Orthodox Faith," JoAn qfDumwcus.' 
IJWhngs 371-72.

^See RusseG-Smith, "Walter Ihkon" 197, vho compares passages and analogies 
of thought between Hilton's and this tract on images.

*̂See especially f  transi, by David L. Je#ey, Tbwwff a
60. For a comparable passage in his treatise on images see RusseU-Smith, 

"Walter Hilton" 194.

^Stanley Stewart Hussey, "An Edition, From the Manuscripts, ofBordr II of 
Walter Hilton's Scale of PerfecGon," diss., U of London, 1962, 72. This passage hom 
Book n, ch. 21, is Gom London, British Library, MS H arl^  6579, Gal. 85.1 have not yet 
been able to obtain the new edition by Thomas Bestul, f
(Kalamazoo: Medieval InsGtute, 2000). See Comrng Aa 106; and also Gerard
Sitwell, trans., TAe ^  TTrAom (London: Bums Oats, 1953) 194.
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What were the chreumstances that may have stimulated Hilton's spiritual 
explorations regarding contemplation and such defenses as the De yfdbraczoMe Dnqgi/wm 
in late medieval England?^ Anne Hudson observes that while several points go back to the 
earlier iconoclastic controversies in the East, the matter must have been debated in schools 
during the late Gaurteenth and early GAeenth centuries, Oxfbrd scholars in particular being 
engaged in the subject.^ lElton and Wyclif both supported religious writings in Rnghsh, 
but these contanporaiies diverged on other issues. Wyclif himsdf did neither originate 
opposition to images nor did he conq)letely condemn them, as indicated in his treatise on 
the Ten Commandments.^ Commenting on the Grst two Commandments, he admits that 
the prohibition against images predated the Incarnation but they are justiGed as books fbr 
the unlearned since they can excite religious devoGon and raise the mind to God, although 
worship of the dead image itself is idolatiy .^ He considered that representations of the 
Trinity in the Ma^cy Seat conGguraGon could mislead people into thinking God the Father 
and the Holy Spirit each have a separate physical existence because they are visually 
represented as an old man and as a dove respecGvdy .^  One of the 'Twelve Conclusions

^In addiGon to the AugusGnian Hilton, the defender of holy images were to 
include the Dominican Roger Dymmock, Robert Rypon, Robert Alynton, the Franciscan 
William Woodfbrd, the Carmelite Thomas Netter, and R%inald Pecock. Most of them 
were T)xfbrd-educated, Grst generaGon anG-WycliGtes," as observed by Jones, "Lollards 
and Images" 37. Anne Hudson also refers to John Deveros. See her 
Eng/isA IFnGngs (Cambndge: Cambridge UP, 1978) 179-81.

^%idson, ^ J e c G o w E n g A s A  fPnGngs 179-81. She supports this
by noting the use o f scholasGc term inolo^ and of contemporary examples, as well as 
overlapping citaGons, suggesGng th ^  derive Gom a continuing dd)ate. She also meoGons 
that such associates of Wyclif as Robert Alynton later wrote against him

^See Johannis Wydi^ ThacAtr Jb ed. Johan Loserth and F. D.
Matthew (London: Wyclif Society, 1922) 153 G Cistercians and Franciscans had 
quesGoned "conspicuous symbols of worldly success," as pointed out by Jones, "Lollards 
and Images": 27. Further, in 1356, Archbishop Fibmalphof Armagh warned of the 
idolatrous danger of the venoaGon of speciGc images called by name, such as St. Mary of 
Lincoln, St. Mary ofWalsyngham, and St. Mary ofNewarke. See Owst, Dieroture uwJ

140-41. Hudson, Eng/rsA 179, meoGons that
William Woodfbrd, later an opponent of Wydi^ discusses the matter in 1372-73, dearly 
drawing on well-worn argumaits.

^'Wydif^ D-ocAfs 156.

^^ycli^ TrocAtr 156. See the discussions by Mary Aston, ZoAürdk awJ 
Ee/oTTMery. AMUgBsuMfJErremcy mEareMM6eWEAgAxM(J (London: Hambledon, 1984) 
139, and by Jones, "Lollards and Images": 29-30.
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of the Lollards" singles out this sort of image of the Tiinity as the mwt 
Seen in this context, the Vemon historiated initial of the Mercy Seat ^wth a monk praying 
before it makes a twofold statement afGrming the orthodox position on images and on the 
monastic li&, both mistrusted by Wyclif and the Lollards.

The Lollards not only chanqnoned access to religious truths by lay folk but 
considered that both men and women who were worthy^  ̂could preach in the vernacular, a 
direct challenge to the ordained male priesthood. Cormected with the issue of preadiing 
was that of the status of the Eucharist. As early as 1382 one of WycHFs propositions was 
that Christ is not present in the sacrament o f the altar.^ Associated with the dangers of 
idolatry attendant upon veneration of the man-made object was W ydifs concern with the 
excessive materialism and sensuous indulgence provoked by the image delighted in fbr its 
beauty or costliness.^ According to one ofhis sermons, worshipping images and the 
consecrated host is a twin transgression against the Grst commandment.̂ ^ Wyclif 
considered that the sooner the accidentals or externals ofimages, rather than what they 
stood fbr, were left behind, the better.^ The lavishness of scale, the gold leaf of the 
borders, and the ornamentation of the Vemon Manuscript would undoubtedly have 
represented evaything that the Lollards Axmd disturbing, and might even account Gar the 
surreptitious mbbing out of the 6ces of some of the images.^ An early Gfteenth-century

^^'Twelve Conclusions of the Lollards," Eng/wA
PPniûrgy 27.

^^atson, "The Politics of Middle English Writing," TAe Tidlea PeruocM/ar 
341, 340 respectively.

^ o r  the "Wyclifk Propositions condemned at London, A. D. 1382 " see Henry 
Gee and William Jolm Hardy, Dacra»eMAT7/«sA"aAvg CAwcA TfWory (London:
Macmillan, 1910) 108-09. Wyclif also proclaimed that fbrmal con&ssion is unnecessary if 
a person is repentant.

Wyclif TracAtr 156, previously quoted in context in my earlier note.

^^Aawrw ed. J. Loserth (London: Wyclif Society, 1887-1890)
90. See Aston, Za&zrdk a n r T 141.

^See the discussion by Aston, LoAürdk a w T 139.

^In the La Eatane ckT Evange/re or Gospel miniatures, the &cial features of the 
Virgin and of the angd are obliterated in the Annunciation (6)1. 105), as are the faces of 
Mary and Zadiarias in that of the birth of John the Baptist (6)1. 105v), and the 6ces of the 
angd aial of Zacharias in the t«rq)le scene (6)1. 105), and probably also the 6ce of the 
angel in the scene of the Shephads (6)1. 105v). In the miniatures fbr the Mirades of Our 
Lady, the evil Ggures of the devil (6)1. 126v) and the 6ices of the Vikings (fbl. 124) appear 
also to have been mbbed to rob them of their evil power. This combination of damage to
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text in an anthology of works mostly critical of the church reflects tolerance fbr images 
without wealthy adommarts such as a m  a  or cAope//*

The concept of humble images brings me to the illustrations of the few / 
Manuscript. W R. Jones lucidly presents the main concerns of both sides of the image 
controversy in England at this time, but he concludes that the image debate "never 
attracted die attention of the medieval artist nor led to a reappraisal of the basic theory and 
practice of representing divinity in pigment and s tone .Re&ning to the "astringent 
edect" o f the Lollard antipathy to images, in the introduction to her catalogue, Kathleen 
Scott says that it seems unlikely that oppoâtion to images did not have an indumce on the 
manner in which books were decorated.*" Yet surprising, since she does conmder the 
Lollard impact on art, she does not apply these theoretical observations in her catalogue 
entry fbr the fe w / Manuscript illustrations.

What I am proposing is that contemporary image controversies had a prq/bwa/ 
edect exacdy in the contentious space where conflicting and overlapping currents met: 
illustrated vernacular literary manuscripts. The Vemon Manuscript emphatically mani&sts 
the orthodox position both visually and verbally. But why was the fe w / Manuscript 
illustrated in so plain a sl^e— especially in view of its poetry, which is a tour de dmce of 
verbal ornament and polished style, a rhetorical perfbrmance that draws upon the 
alliterative tradition of Anglo-Saxon poetry and mdiibits no lack o f conddence about the 
resources of the language—if it does not reflect a sensitivity to some of the image issues 
raised by the Lollards? It is unrealistic to expect that "the medieval artist" was unafkcted 
and did not change "the practice of representing divinity in pigment and stone." The very 
absence of images of "divinity" in the fe w / Manuscript suggests that the contrary is true. 
While the illustrations do not identic the Pearl Manuscript as a Lollard product, it may be 
that they redect to some extent an awareness ofLoHard concerns either by the artist or by 
the intended readers. There may also have been an eliement of caution, fbr if people were

holy and unholy figures also occurs in an illustrated frw s f/owmwr manuscript where the 
face of Mercy (6)1. 94r) and the dgure of the devil (6)1. 96) have been rubbed and 
darkened. These may be seen in Pearsall, f/e rs f/owmwz. a^rcs/znf/g.

^Im ages and Pilgrimages," E»g//sA FFn/rngs 84. The
text is 6om London, British Library, MS Additional 24202, fbls. 2&-28v, as mentioned by 
Hudson, &/gcZrowjham JE»g//sA BWAngs 179.

^Jones, "Lollards and Images" 50.

*"Scott, Lo/er Go/A/c vol. I, 43-47. Her catalogue entry fbr the fe w /
Manuscript is no. 12 in vol. 2.
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bang told that wkf AoAzf w ae worfAz ïo 6e dba/qygf^*^ then wise artists
would not have wanted to provoke destruction of their labour. Aston gives three examples 
of the burning of sculpted images including one of St. Andrew, one of a cross, and one of 
the head of a Virgin, and one sam ple of service books in which the Lollards destroyed 
the names and illuminated haloes of saints.^ out of an appreciation of Lollard ideas 
about images, or out of caution, holy images were best avoided, what is left if an artist is 
restricted &om direct illustration of many of a text's subjects? To do so indirectly is &r 
more demanding and requires a more intimate knowledge of that very text.

When the subjects vary, as they do in the fe w / Manuscript, hom elegy to heroic 
romance, the difBculty is increased. What a modem reader would naturally expect by way 
of illustration 6>r Gmmtn uW  (Ac Green AnzgAt, fbr instance, is not there. In none of
the four miniatures 6)r this poem is the famous pentangle shown on the front of Gawain's 
shield, nor an image of the on the inside. There is not even a green garter (1829-32, 
2395-96; also described as a 6e/f, 2485, and a Aendle, 2517). It is no wonder that modem 
critics have questioned the literacy of the artist or the relevance of the miniatures. 
Although PhilHpa Hardman does rxrt discuss the tokens in relation to the illustrations of 
the manuscript, Ae astutdy points out that they would have bear understood by pious 
medieval readers as having ambiguous overtones and might even have been viewed by 
some as idolatrous.*^ She argues that Lollard views on image worAip might have 
provoked questioning of the courtly Gawain's religious practices while his reliance on 
tokens could have reminded medieval readers of the tensions between orthodox and 
irregular belief.**

The illustrator is also engaged in some of the current social issues alluded to by the 
poet including those involving images, the Eucharist, and preachers. Emphasis may be 
^ e n  to some subjects by repetition, as in the recurraice of "preadring" hgures, or by

*^Jones, 'Tx)Uards and Images" 33, re&rring to Ifa rtr q/'JoAn vol.
3, ed. Thomas Arnold (Oxfbrd: Clarendon, 1869-71) 462.

*^Aston, Lo/Azrdk 171-73. These were the image of St. Andrew
horn the cemetery at the church of St. Andrew at Trowse Newton in 1427, the cross at 
Bromehold in 1424, and the image of the Virgin at the parish of ByGdd in 1416. The 
inddent of the service books occurred in 1417 when the abbot of St. A&ans had a 
nocturnal search made. One of these de&ced service books, as Aston mentions, "was sent 
to the king who passed it onto the anhbishop of Cantabury to serve as an olqect-lesson 
Ibr Londoners" (173).

*%iDipa Hardman, "Gawain's Practice o f Piety in Gmyain cW  (Ae Green 
XwgAr," AWwm Æyunr 68.2 (1999): 247-67.

44iHardman, "Gawain's Practice of Piety" 261.
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omission, as in the absence of the tokens mentioned in Gmwzm. In the visual pre&ces and 
epilogues, it is the deeper spiritual meaning of the poems which the illustrator features to 
create an allegorical meta-narrative uniting and shaping reception. Whateva" one may 
think of the purdy aesthetic value of these images, the rest of my study will show that the 
artist demonstrates a comprehaisive vision of the text and conveys it thoughtfully. The 
fe w / images do not invite worship nor do th^r illustrate miraculous powers, but peahaps, 
in the end, they do inspire contemplation of the celestial, the "vision of peace" that is 
Jerusalem, in the spiritual pilgrim who reads the manuscript.

Intimations of the New Jerusalem in the Miniatures of the Manuscript
It is as prefaces to fe a r/ that the jGrst 6)ur miniatures hmction, prg)aring the 

viewa^ fbr a spiritual quest whose goal is not fully achieved until the very last miniature in 
the manuscript. This final illustration serves as an epilogue not only to j'rr Gawwn ow/ the 
Green but also to the vAole compilation, coming back fuH circle. Some of the 
intervening miniatures pick up on the sacramental enphasis of the last lines of the fea r/ 
text relating to the fniest's administration of the Eucharist, by means of which we can 
become the servants of God. Further, by transforming two illustrated courtly &asts into 
liturgical events, they investigate the priestly and prophetic calling itsd f What t k  artist 
has done is to create a visual allegory in which many of the biblical and romance incidents 
of the poans become a progressive series of variations on the pilgrimage to the court 
heaven, ultimate^ seen in apocalyptic terms. In efkct, the poems in this compilation have 
been linked by a visual program. The artist was faced by the same challenge as that which 
coo6onted the Ellesmere designer of the Can/erW y Th/es who decided to illustrate the 
pilgrim narrators beside the beginnings of their respective tales in order to strengthen the 
sense of coherence and unity of that compilation. The fe a r/ Manuscript illustrator's 
manna^ of rmdenng the featured subjects o f the 5mr texts unites them. Even the principal 
characters look alike, as if this same cast w ae dramatically enacting the successive events, 
producing the sense of an autobiographical journey in which the view a participates 
spiritually in a variety of roles. The fe a r/ Manuscript avoids direct depictions of God, the 
Virgin, and the Saints, sensitive subjects for illustration in view of the iconophobic views 
of the followers of WydiSe, the Lollards, and various o tha reformist factions active 
during this period—haice the exclusion o f portraits of the celestial court where modan 
readers might expect them, and the visual substitution of indirect representations.

The Grst miniature in the manuscript establishes the visionary Gamework of ̂ ^rat 
is to G)Ilow by showing the dreama asleq) on the side of a Gowery hill with stylized trees 
(Gg. 63). Like the illustration of the dreama on the Grst folio of the Douce 104
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manuscript of frera f/owmzn, this Sgure functions as a kind of author portrait since the 
viewer follows his progress/^ The dreamer's body parallels the lines of the undulating 
hillside above and of the dark green spot below him, inviting the viewa^ to allow the 
identihcation of the bereaved dreamer with the landscape. Upon Grst glance the erAer 
grew  'green aibor'^ seems to be part of the typical sort of pleasure garden whidr could 
extend to several acres and include treed areas with streams, as indicated in the study on 
conteoq)orary aristocratic gardens by Laura Howes.*  ̂What is intriguing about this visual 
representation is the prominent dark green qx)t below the dreamer towards wWdh be 
readies even in his sleep.

Since it is not obvious in looking at the original manuscript what the spot 
"contains"—whether it was meant to represent a spot within the earth or a pond of 
water—I was hirtunate in having the opportunity to discuss the problem with Anthony 
Parker, the British Museum's Senior Conservahon OfGcer in the Manusciipts 
Conservation Studio. By the application of sophisticated technology,** he was able 
photographically, as it were, to lift ofF the dark layer of paint to reveal what is underneath. 
Perhaps not surprisingly, there is just a continuation of the howery meadow on the hillside 
(hg. 64). The dark paint was added later. It is the same streaky paint as that applied 
roughly to the streams in the other three Pew / miniatures (hgs. 65-67). Because this blue 
paint was applied on top of the yellow grass at the center of the bill, consistent with dry 
qiots in August, the wavy spot is of a darker aqua green color than the blue of the streams 
in the other three miniatures.

So what does the spot, which was deliberately colored in to complete this picture, 
sig n i^  Clearly it was considered important to emphasize the multi-layered suggestiveness 
of the "spot." The possible levels of signihcation include: l  .The spot where, on a symbolic 
level, the pearl flowed through the grass to the ground (10). 2. The ûowery turf into 
which h e i n t o  a sudden sleep (57). 3 His daughter's grave. 4 The spot where the

*̂ See Kathryn Kerby-Fulton and Denise L. Despres, Tconograp/ry oW  (Ae 
Pro/kMiowz/ Peockr. tAe Po/rtrcr PooA Prodkctron in Ae Douce 'P iers P/oMWuzn " 
(Mhmeapolis: U ofM nnesotaP, 1999).

*^Malcolm Andrew and Ronald Waldron, eds. 7%e Poems Ae Peor/Afanuscripi. 
Peari^ Cieawre&s, Paüence, j&ir Gawain amf Ae Green KhigAi (London: Edward Arnold, 
1978) 10,1. 38. Subsequent line re&rences to the poems wiU be &om this edition and will 
be inserted in brackets following the quotations in my text.

*l^aura L. Howes, CAaucer s Gardiens and Ae Languqge q/" Convention 
(Gainesville: UP of Florida, 1997).

**He used a Video Spectral Comparator and an IC8 Integrator Comparator.
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aWk (34) will sprout into flower as the dreamer tries to console himself with the 
knowledge that his buried pearl, like a setx^Twihldcenwisecxrnie to Irk again. The seed 
image resonates with the parables of the mustard seed in which the 'TCingdom of heaven is 
likened to a man that sowed good seed in his field" (Matt. 13.24), preparing the way for 
the rendition, in both the text and the last fe w / miniature, of paradise as a kingly estate. 
Further, it anticipates the grown-up version of the daughter he encounters later in the 
fe a r/ poem, in that it is "the least indeed of all seeds: but when it grows up, it is greater 
than aH herbs and becomes a tree" (Matt. 13.32). This last adds an extra layer of meaning 
to the trees in the miniature. The '̂ pearl of great price" later in the same (bapter in 
Matthew (13. 45-46) links both seed and pearl images with the kingdom of heaven. The 
visual program intimates that this is the real goal of the quest. 5. The stream, a little lata^ 
in the vision, beside which 'marsh-men' sleep (115) and on the bottom of
which jewels shine like those that glint through glass, as the steaming stars glitter in the 
clouds in the vnnter night (109-120). The semi-translucence of the paint is particularly 
efkctive in conveying this in that some of the white and red spots of the flowers originally 
underneath are stiH visible, allowing far this confated or alternate interpretation of them as 
luminous stones reflecting the stars above. In the poem, the jeweled stream reSecting fke 
starry skies (113-16) serves as an analogy of the subterranean or interior state from which 
the dreamer is transported to his vision of the New Jerusalem.*^ The gestures of the 
dreamer in the second fe w / miniature (fg. 65) appear to refer to this inversion 6 An 
antidpation, also, of the stream as a barrier preventing the dreamer from crossing ova^ to 
the Pearl Maiden in the celestial realm. As prominently featured in the following 
miniatures in which it slashes obliqudy across the visionary landscape (fgs. 64-66), it 
becomes a river o f death as indicated by the large sea-creatures (showing through the 
paint), not mentioned in the fe w / text but occupying the deep in the miniatures ofNoah, 
as well as of Jonah and the Whale. ̂  At the beginning of the fe w / poem the dreamer is 
likewise ûustrated imben he cannot grasp either the Alien pearl or, as the reader soon fnds 
out, the dead child symbolized by the pearl, which in turn is seen to symbolize the 
kingdom of heaven &om whidi man is excluded by sin. Thus, like those in Dante's D/wne 

the introductory landscapes "are also the containers for the seeds of the future

*'See the discussion in Despres, 'fe w /: Penance Through the Dream Vision,' 
G/KMï/y 89-118.

^ o ls . 60 and 86 respectively.
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landscapes of the poem."^^
In this Hrst miniature, the dreamer is not wearing his chaperon with its scalloped 

hripipe which seems to have taken on a li& of its own, as if lifted by a breeze. In his 
dreamscape, represented in the second miniature on the verso foHo (6g. 65), he walks 
hatless through a transhgured forest of trees where Æ  Ao/Tryft zyAfer ̂  f j
(77). Since these trees occur in his dream, they are close replications of those in the 
landscape in which he &U asleep, as the miniaturist astutdy inq)lies not only by their 
similarity, but also by the compositional masses which occupy the same spaces on both the 
recto and verso sides, as does the hillside (even the dark wavy spot, located bdow the 
dreamer in the hrst, is replaced by the stream in the second). The miniatures indicate that it 
is the perception of the ecstatic dreamer that has changed. The sense of a disjunction of 
realities, however, is implied by the alteration of the dreamer's red houpelande, which in 
the &)ur fe w / miniatures varies between two d if^en t shades of red (not to mention the 
loss of whatever cord was tying it in at the waist in his recumbent posidon) and difkrait 
styles of sleeve, suggesting the time lapses and the unexplained shifts characteristic of 
dreams. Despite the artist's cautionary choice of subjects, the &ce of the dreamer in the 
second miniature appears to have been rubbed out, suggesting that the person responsible 
was unaware of the referent.

The standing dreamer points down to the stream he cannot cross with his left hand 
while beckoning with his right hand to the Pearl maiden across hrom him in the facing, 
third miniature (6g. 66). This landsc^e seems an extension of that of the second 
miniature—but far a slight jog at the joining edges. While these Peaii miniatures are on a 
bifblium added to the text of Pearl, there is a circumstance that allows, among other 
things, far the possibility that these facing scares were drawn continuously on the same 
sheet originally—namely, the presence of three worm holes which now do not quite line 
up but once obviously did.^ Likewise previously unnoticed, there is evidence that this

^^Elizabeth PetrofTMaitin, Psychological Landscape in Fourteenth Century 
Allegory and Painting: The fe w / and La Drvma CwwnedKu," diss., U of Califamia, 1972, 
368-69, as quoted in Kevin Douglas Marti, 'The Figurative Use of the Body in few /," 
(hss., Cornell U, 1988, 193. See also Elizabeth Petrof^ "Landscape in few /: The 
Transformation ofNature," 7%e CAoncerfewew 16.2 (1981): 180-193.

%oIlancz, "The Illustrations," fe w / 9, thought this might be a "metaphorical 
idea" indicating the dreamer's spirit has sped forth. A similar chaperon can be seai on the 
man leaning on a cane in the miniature of Jonah preaching in Nineveh, fbl. 86v. See nqr 
subsequent discussion.

^̂ One of them is just visible as a white dot on the top le f tree (fg. 63) of the frst 
miniature. In the manuscript itself it measures 1.4 cm. fom  the top and 3 cm. fom  the
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bifblium was expertly repaired along the spine with an added strip at some time in the past, 
as Anthony Parker pointed out to me when we were discussing the problem of continuity. 
This, in addition to the non-alignment of the worm holes, means that each leaf of the 
bifblium was separated, and the vertical strip of the original fbld at the spine cut of^ 
presumably because it was damaged, to be replaced by new backing to the remaining 
portion of each leaf to make a bihalium once again.^ What this suggests even more 
strongly than at present is that the repetitiveness of the settings in these miniatures was 
intended to suggest the ^atial paradoxes intimated by the poem—of continuous yet 
simultaneous realities and of passing 6om one to the other by visionary means. Elisabeth 
PetrofT Martin desoibes this sort of relationship in geometrical terms: ^%e 
interrelationship of successive landscapes ...is not only linear, but circular and reciprocal."

The third miniature gives the hrst view of the Pearl Maiden herself^ signiGcantly 
displaying only three pearls, rather than the profusion described in the poem. This can only 
be an allusion to the Trinity, an early indication ofher true signiGcance. The Pearl Maiden 
herself looks across to the dreamer on the previous, 6cing miniature, repelling his 
summons with a gesture of reproaph." In the poem she chastises him fbr his attempts to 
cross the stream. In the role of teacher, she reproaches him far seeking to recover that 
which is transitory and fbr failing to accept her transfbrmed status &om child to Queen. 
Like a preacher, she recounts to him, in the vernacular of course, the parable of the 
vineyard by way of explaining the doctrine of salvation by grace, exemplifying divine 
generosity at the court ofheaven where all are equal." As if to reinfbrce her message, the

iimer edge. On the tlnrd miniature, visible as a black dot in the middle of the top le& tree 
(Gg. 66), it measures 1.3 cm. Aom the top and 2.3 cm. 6om the irmer edge in the 
manuscript.

"O f course, this does not exclude the possibility that there may have been more 
fblios between the pictures and the text.

^^etrofTMartin, "Psychological Landscape," 368-69.

"Compare Canon XXXV, illustrated as "W" in the Chirogrammatic Plate D and 
Gestus XXXIV illustrated as Chirogrammatic Plate B in John Bulwer's mid seventeenth- 
century C/uro/ogra 186, 193, 64 and 117. In speaking of the chastising hand of God, he 
refers the signiGcation of Isaiah 11.15 when he prophesies that "the Lord. ..shall liA up his 
hand over the river" (Douai version; fawzAzr mamzm swam in BrMa a
consideration that may not have been far &om the mind of the designer of these 
miniatures.

"This is in contrast to WiGiam Lan^and's portrayal o f the hierarchy in heaven, 
according to merit, as pictured by the marginal illustration of the saved thief on fbl. 65r of 
t k  Douce Manuscript. See my discussion in "Retributive Violence and the ReGrrmist 
Agenda in the Illustrated Douce 104 MS of frers fJowmow," 26.
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Êgure in the bottom left of the same miniature seems to function not merely as the 
dreamer but in the role of witnessing narrator, pointing to her with both hands the better 
to direct the viewer's gaze to the focus of the illustration.

In the last fe w / miniature (6g. 67), the dreamer likewise points up to the Pearl 
Maidm whose right hand is now hdd to her heartf* as she holds out her left hand to him. 
The two Ggures no longer seem as disconnected &om each other as in the previous 
miniatures. The dreamer's eyes appear to look at the viewer, inviting spiritual 
participation. As Queen, the Maiden is revealed within the New Jerusalem, shown as a 
jkrtihed castle with craiellated walls and a crenellated tower, the opemngs in the shape of 
crosses helping to reinfbrce the transfbrmed sense. By her position between the tower and 
a church-like structure, she can also be identihed as the pearl gate of John's apocalyptic 
vision (21.21). Dressed in white she is the Bride of Christ at the celestial wedding &ast 
referred to in the poem (although the bridal white can also serve as an allusion to her 
shroud). This multivalent image of the Pearl Maiden implies that the New Jerusalem is 
itself a body made up of the maidens within it, except that in the miniature their equality is 
indicated by the one who represents them all and in herself represents the mystical body of 
Christ. The mound on which the dreamer sleeps in the hrst fe w / miniature is also the 
mound upon which the New Jerusalem is located, the love gardai having become a 
paradisal garden, supportiog the observation concerning the text that 'the  opening 
landscape is not fully undastandable until we see its hnal trans&rmation in the last 
landscape of the poem."^

What is of particular intaest in the last of the Pearl miniatures is that, unlike the 
poem— which ends abruptly with the narrator awakening back in the arfxir where he fell 
asleep, seeking consolation in seeing, if not the Pearl, at least the Eucharist—here he is leA 
in his dream, looking up beyond the stream but unable to en ta  the New Jerusalem. 
Likewise, in the miniature of the Flood, Noah is depicted in the Ark (Sg. 68), but there is 
no corresponding scene of his safe landing.™ This sense of destination deferred is

^"Marti, in the c h ^ a  on "/ntenor /nt/mo Meo: The Spatiality of the Heart," in his 
dissertation, "The Figurative Use of the Body in few /,"  206-48, develops the âgniGcance 
of the pearl at the centa of the Pearl Maiden's breast, corresponding with the location of 
the heart, connecting it with the rose and the Eucharist.

^etrofTM artin, Psychological Landscape," 368-69.

™See, fbr instance, the miniature of Jonah being cast up at the gate of a city, very 
like the New Jausalem in the fe w / miniature. Oxfbrd, Bodleian Library, MS Uturg.198, 
1350-60,6)1. 60, is reproduced in Lucy Freeman Sandla, /2&5-/3&J,
voL 1 (London: Harvey MiHa, 1986) iHus. 320.
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ranfbrced in the mimature of Jooah thrown to the whale (Eg. 6%  but his arrival on dry 
land is not shown.

The subject of the Eucharist with Wiich the fe w / poem ends resur&ces at the 
beginning of C/ewMe&y, which comes next in the manuscript. The second pre&torial 
miniature fbr Cleanness, showing Danid interpreting the handwriting on the wall at 
Belshazzar's feast, contains some curious items among the Jewish holy vessels (Eg. 70). 
Recalling the opening of the poem which mendons unclean priests who insincerely of&r 
up the Mass, loathing God and his vessels, the illustrator has depicted the Jewish vessds 
as the Christian vessels of the Mass, a circumstance not noted by scholars befbre inso&r as 
the miniatures are concerned. In his dissertation, however, Francis John Ing^edew 
demonstrates that "the concept of cleanness proceeds unequivocally Rom the liturgical 
discourse of ordination and the euchaiist, and that its use signals the poem's concern with 
the priesthood."^^ The stories of Noah's Flood, Sodom, and Belshazzar's Feast, he 
continues, deal with the means by which cleaimess is urged and with the "conventions of 
prophetic discourse on the Last Things." He shows that the court ofBabylon, a carnal 
court, is opposed to the divine court, described at the beginning of C/ewme&y in the scene 
of the eschatological Wedding Feast.®

In the miniature of Belshazzar's Feast, the vessels include a gold monstrance with 
the host of the Eucharist in the centa^, the chalice in the middle, and to the right, a 
bishop's crozier. By this interpretaEon of the vessels seen in terms of those of the Mass, 
the arEst is adhering to orthodox rather than Lollard ideas about the TransubstanEaEon. 
Such a visual reading was undoubtedly suggested by the menEon of Belshazzar's 
blasphemous honoring of heathen idols with cups which had fbrmerly been blessed by 
bishop's hands (1718, also 1445). The white table linen re&rred to in cormecEon with the 
coveings upon which the treasures of Jausalem were laid out (1440), suggests altar 
cloths, as well as the tablecloths shown in ElustraEons of courEy feasts, both of which the 
miniaturist exploits, the latter exempliEed at the Christmas 6ast scare at King Arthur's 
court at Camelot (Eg. 71). There the golden cohmmed structure on the of the
bleeding Wond head more closely resembles a ciborium used to house the Euchanst. 
SEangely conEgured in this scene is the placement of the Green Knight's decapitated head 
against the backdrop of the white tabledoth, like a head of John the Baptist. Certainly, 
there appear to be ritual sacriEcial overtones in this layout, possibly supportmg Ingledew's

^Francis John Ingledew, "Jerusalem, Babylon, Camelot: the concqrt of the court 
in the TearT-poet," diss., Washington U, 1989, 62.

®Ingledew, "Jerusalan, Babylon, Camelot," 63-64.
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observations concerning the suggestions in the poem of the Circumcision, which was 
assimilated to the Passion in medieval homiletic literature about the Five Wounds of 
Christ.^ This subject is also symbolized in the poem, as wiH be recalled, by the Pentangle. 
The feast of the Circumcision, the Srst wound Christ suBered, is celebrated on January 1, 
placing it within the Yuletide season when the events of the poem begiiL Certainly any 
reference to the Circumcision, which became a common subject in fourteenth- and 
hfleenth-century art, gives quite anotha^ dimension to the sharp weapons dominating this 
miniatured There is no biblical mention of where the Circumdâon of Christ took place, 
but one late fourteenth-century half-page miniature fbr a Poem on the Life of Christ shows 
it taking place on a cloth-covered tA le or altar, with the Virgin and two Ggures shown 
behind itd  Since the Circumcision refas, like the B^rtism, to cleansing, any such 
overtones in this miniature, along with its liturgical emphasis, place this last poem in the 
manusaipt within the Bamework of Christian salvation histoiy d

The Srst prefatorial miniature fbr C/eoMMe&y features T4oah and his 6mily in the 
Ark (Bg. 68). One ofhis sons stirs the waves of the Flood waters. Above him is a praying 
Bgure in a red houpdande who looks like the fe a r/ dreama of the earlia miniatures. Tins 
gives the impression that the dreama-narrator is a witness and even participates 
emotionally. The Bsh which swam in the riva  of death separating the dreama Bom the 
Pearl Maiden have now increased in size, and one symbolically swallows anotha, 
anticipating the next miniature prekcing FWe/zce, which shows the Whale swallowing 
Jonah (Bg. 69). The spiritual signiScance of these sea creatures daives Bom the discusâon 
of the sins in C/euwK&s where the proud are described as rushing into dlewe/ez 
(180). This image is no doubt derived Bom visual rqrresentations of the mouth of hell 
popular since late Anglo-Saxon times.^ In the account of the Flood, th ae  is only dbtA i»

dlngfedew, "Jerusalem, Babylon, Camelot," 162.

^See, fbr instance, the large sharp knife used in the Circumcision in such 
miniatures as Oxfbrd, Bodleian Library, MS Hatton 1, fbl. 24v, reproduced in Scott, Later 
GotAfc AAmwrÿts, vol. 1, iHus. 21. On the Circumcision in art, see Schilla, JcowogrqpAy 

CArrstMM .4rt 1: 88-90. Schilla points out that the knife used is included among the 
Instruments of the Passion and that the Circumciaon itself is one of the Seven Sorrows of 
Mary.

^See Cambridge, Trinity College, MS B.10.15, B)l. 7v, reproduced in Sandla, 
GotMc Afbrwscrÿ^, vol. 1, ilhis. 323.

^C f Ingledew, "Jausalem, Babylon, Camelot," p. 122.

^See, fbr instance, the hell mouth in the scene of the Fall of the Rdrel Angels in 
Oxfbrd, Bodleian Library, Junius 11, p. 3 which also contains several elements the poet
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/w aÿ-emez (374) and, at the end of forty days, there stirred no ûesh that ̂  y&xf /wdk
a / (403-04)/" Even though the text offofzewe says that no tooth touched Jonah
(252), in the miniature the artist couldn't resist fallowing the dramatic iconography of the
mouth of hell by having the whale's sharp teeth closing over his head. That he has
descended into hell is jBrst implied by the analogies that the whale's stomach aü/zt arpe

and smzowrczJ os AeJk and then is speciScahy stated when Jonah says the Lord heard
him &om AeJkm womAg (274,275, and 306). Just as the Pearl Maiden in her person is also
the New Jerusalem, so the infernal counterpart is represented in the miniatures by the
swallowing sea creature which is identihed as the body of Satan who is also hdl.

The account ofNoah is but one in the series in C/gawze&y proving the might of
God's Word, closely identihed with the power ofhis hands, provoked to punish or to
deliver, as when the Flood waters had washed away the S th  of the earth and the
passengers in the Ark are told to go to the door (499-500). The story of the abominations
of Belshazzar associates his lechery (he enjoys richly dressed concubines), his desecration
of God's vessds, and his idolatry. Daniel tells Belshazzar that he has defied the sacred
vessels in which were served

Wale wyne to ))y wenches in waryed stoundes;
Bifbre |)y borde hatz ^ u  kogt beuerage in ^r'edé, 
bat blypely were fyrst blest with bischopes bondes,
Louande ^eron lese goddez jrat lyfhaden nmier.
Made of stokkes and stonez jrat neuer styry mogt. (1716-20)

(Choice wine to your wenches in accursed hours; / Befbre your table you have brought 
beverage in the vessels, / That blithely were frst blessed by bishops' hands, /  Honoring 
with these the &lse gods that neva^ had Hfe, /  Made of sfcks and stones that never could 
stir.)

There are elaborate descriptions of the artfulness both of God's vessels and of the idols 
made of sfcks and stones, both are gilded and adorned with silver, but they are 
difkraitiated by the fact that the fbrmer were consecrated as holy m Ærsprefew  (1495). 
So while both the poem and the miniature (fg. 70) demonstrate an awareness of 
contemporary issues, they show support far the orthodox concept of the holiness of the 
vessels and there is no criticism of their material substance or beauty, as there might be if 
either were strictly Lollard endeavws. The miniature draws attention to the unclean priests 
who handle the Eucharist, as mentioned on the &cing page where the poem begins. The 
visual lines of direcf on indicated by the hands of God, the king, and Belshazzar emphasize

describes in C/cawz&w. Perhqzs this manuscript, or one very like it, was Amiliar.

^On the human level, the swords o f the evil Babylonians "swolwed" the Israelites 
(1268; also, 1253).
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the 'heading" process involved in the interpretation of God's Word.
The miniature conflates several stages of the process. In the upper left the Hand of 

God has just finished writiog the three Ateful words: Mawe TecAof Since the
meaning of these mysterious mwscA aauez (1545) is not given until after Danid has read 
them (1727), they would inhiaHy have appeared as unintelligible letters. They are 
conq)ared to the furrows cut by a ploughman into the earth (1547). PosWWy the 
miniaturist pmtrayed the words on a scroll rather than directly on the wall because they 
are described as (1546). It also recalls the earlier image of the dean soul of the
penitent being brighter than pearls and as smooth as newly soaped parchment (1134). 
There the poet indicates that whether it be a man's soul or any kind of vessel that once 
served him, God forbids that it be made unclean on pain of his vengeance, as the story of 
Belshazzar proves. Here, however, God's engraved wwds &d to the terrihed Belshazzar 
as if they are haying his very (1553). In the miruature the writing Hand is hirtho^
emphasized by Belshazzar's right hand vdnch is raised beside it (although palm out rather 
than turned like the Hand) as he looks at it. Bedde him in the miniature is the Queai, who 
was not present during the writing qiisode, but idio later counsels her hmhand to send fbr 
Daniel, infused with the spirit of God. Then in the lowo^ left part of the miniature Danid, 
whose position is almost a mirror image of the three-quarter prohle of the King, looks off 
into the distance aw ^  hom the letters to "read" their meaning. His gesture indicates that 
he is explaining them but, ânce his hands point down, their negative inport is signaled: 
because of the King's sinfulness, God has measured his kingdom, his rdgn is in the 
balance and is found wanting, and so his kingdom will be taken &om him and given to the 
Persians.

The other miniature which shares with the seme of Belshazzar's feast the cmtral 
position in the twelve miniatures in this manuscript is that of Jonah bang thrown to Ae 
whale (6g. 69). This hrst pre&tonal miniature fbr Pufrencg is depicted in the space below 
the end of the text of ClIeawKss, as if in continuation of it, whidi in a sense it is because it 
also features the power of the Word. Jonah rehised God's request to preach his words to 
the people of Nineveh, so he was punished by bang swallowed by the whale. The second 
prefatorial miniature on the verso depicts the rescued Jonah, releasir% God's words locked 
within him (350) by preadnng at Ninevdr as originally requested (Gg. 72). This prophet is 
very like Daniel in dress. H s gesture is also similar since it prophesies God's vengeance 
against Nineveh, vdrich will be swallowed by the deep abyss in &*r^ days (362-63). His 
large size in relation to the audience to whom he preaches indicates his inportance, just 
as the heroic axe-widding King Richard, fbr example, is shown larger than his crew in the



242

miniature preceding a vernacular romance in the Aucbinleck Manuscript.® But in the 
foAfence illustration the ermine trim on his sleeve gives a further clue as to Jonah's 
typolo^cal signihcance. In Matthew 12.40 Christ speaks ofhis coming death and 
resurrection in terms of the story of Jonah who was in the whale's belly three days and 
nights. Following the Harrowing of Hell, Christ was thought to have preached to the 
captives in bell. Augustine considered that the spirits in prison to whom Christ preached 
according to I Peter 3 .18-19 referred to the c^)tives in hell and also to those "prisoners in 
the death of unbelief and wickedness."^ In the poem, the people of Nineveh are re&rred 
to as accursed Sends engaged in villainy and venomous beliefs (83, 71). The faience 
miniature contains elemaits both of the Harrowing and the Preaching iConognq)hies, the 
fbrmer reSected in the large Chiist-like Sgure bending over the smaller Ggures who are 
often led by Adam and Eve raising their hands to him, a tradition suggested here by the 
woman Sgure. Beside them is a Sgure dressed in the same red houpelande and blue 
chaparon with Hripipe (which he is now wearing) as the dreamer in the Srst f  ear/ 
miniature (Sg. 63). This rein&rces the irqpression that the dreamer-nairator is on a 
spiritual pilgrimage and is taking part in the Old Testament incidents. Now he is more 
dwarf-like and shrunken with age as he leans on his cane, peih^s having become 
identihed also with the poet narrator of fW ence who twice describes himself as poor and 
patient (35-36, 528-31). He consoles himself with the thought that, like the hrst and last of 
the blessed, he too shall inherit the kingdom ofheaven as described at the beginning of the 
poan whœ he hears Matthew 5 .3-11 read at Mass. The idea of an internal journey is 
ranfbrced too by the portrayal earlier of Daniel, the interpreter of dreams. A spiritual or 
internal journey is often in itself met^horicaHy, a descent.

Descent myths involving transfbrmations, as explored by Northrop Frye, include 
not only descents into the subterranean or submarine world but also, metaphorical^, into 
the 6)rest, often conceived in terms of the hunt, which includes sexual overtones.^ The 
Grst two visual epilogues of A r Gowom aW  tAe Green AmgAf rec^ntulate the poem in 
just these terms. The Hrst depicts the sexual temptation of Gawain by the Lady Bercilak 
(Gg. 73). Like the Pearl dreamer whom he resembles, Gawain is asleep, in this case within

®See fbl. 326 as reproduced in the &csimile, AAamwcrgML

^'Letter CLXIV, The aW  ed. PhiHp Schaf^
A Select Library ofNicene and Post-Nicene A thas of the Christian Church, vol. 1 
(Buf&lo: Christian Literary Co., 1886) 521. See Gemref 5: 444.

^Northrop Frye, v4 tAe jW cfnre qf
(Cambridge, MA: Harvard UP, 1976) 99,105.
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cow/y corfywj 'comely curtains' (1732). The Lady calls to him, rousing him &om his daik 
dreams about his coming encounter at the Green Chapel. Instead of showing her kissing 
him, the artist has her chucking his chin in a courting gesture.^ Although in the po@n, the 
lady's Adiionabie gown is décoleté (1741), the prudish artist has given her a high-necked, 
albeit AsMonable houpelande. The fabric is gathered at her waist but there is no evidence 
of the green girdle she gives him at the end of this encounter, since that is not Wiat the 
artist is Maturing.

It is in the bedroom, as PhDIipa Hardman argues, that the Virgin Mary's knight 
needs her protection &om danger, as mentioned by the poet (1768-69). The artist's 
raidition is in accord with the issues raised in the preceding poems. According to 
CkoMM&M, the ans which most outrage God are the ûeshly ones (202,265-70), &»r y ^ ch  
he caused not only the Flood but the destruction of Sodom and Gomorrah. Yet man 
f^)pears to be repeatedly inclined to desecrate his own image by hur/oAryg

c/sehren (579). In the last part of forfew e Jonah is annoyed because God saved 
the people of Nineveh, but God replies that naturally he would preserve his handiwork 
made in his own image; also, they were repentant (501-04). It is within this theological 
construct that the temptation of Gawain is seen. If he had allowed himself to be seduced, it 
would have been a sin not only against the lord of the castle, but against the Lord. It is 
after this episode that Gawain goes to make his con&ssion in the castle chapel. Later 
Be^cilak says that Gawain is to other knights as a pearl is to a white pea (2364-65).

The next Gowum miniature on the verso 6)lio of the temptation scene depicts the 
armed Gawain riding to the dreaded Green Chapel at the appointed time on New Year's 
Day (hg. 74). Although this miniature is much faded, it is still possible to see the artist's 
imaginative recreation of the Wirral in this eerie, unearthly landscape. In the bottom half 
the fully armed Gawain searches for the chapel, sees nothing r^embling such a thing, but 
comes to a barrow (2170-72). It is this that is portrayed at the bottom right. It does not 
appear to have hem previously noticed, but there spears to be a faint outline of a 
hunched, seated hgure inside the hollow of the mound (fig. 75). P ^taps this is a 
materialization of Gawain's expectations as induenced by the servant's earlier description 
of the inhabitant of that wasteland wdio loves to condemn to death with a strike &om his 
hand anyone passing by (2098-2109). In the miniature (6g. 74) this being looks out of the 
barrow's opening in the direction of the red reins of Gringolet and the hem of Gawain's

^See the display of amorous couples on the lid of the ivory casket of scenes 6om 
the tale of the Prodigal Son, New York, Metropolitan Museum of Art, No. 41.100.159, 
French, 1325-50, reproduced in C Jean Campbdl, "Courting, Harlotry and the Art of 
Gothic Ivory Carving," GcsAz 34.1 (1995) 6g. 4.
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red cofe (2026). Also facing in the opposite direction, like this Ggure in the daikness of the 
cave, is the Green Knight in the upper half of the miniature. Curiously, this allegorically 
charged hgure, suggestive of Death with an axe, is an exact replica of Gawain in the 
prefatorial miniature (fig. 71), except that now he wears green instead of red. Gawain on 
his horse exactly duplicates the Green Knight on his horse in the earlier miniature (without 
loss of his head), except that he is now in red. What is one to make of this? The 
transposition of the% two hgures, now eSectively separated by the design of the page into 
two registers, along with the âgure in the mouth of the cave, seems to imply a sort of 
transformation of identity. This feature reinforces the presentation of the journey as a 
spiritual descent not unlike Jonah's into the whale, which is itself described as a cavern 
(JWfgMce 272).

\%uaDy, the denied access to the New Jerusalem, in which the last of the fe w / 
miniatures leA the dreamer, is resolved in the very last miniature of the manuscript in 
Wiich Gawain is shown at the threshold of Camelot, being welcomed back by the regal 
Ggure of King Arthur (6g. 76). Arthur raises up Gawain, just as in the icorxrgn^rby of the 
Harrowing of Hell Christ often raises the Ggure of Adam.^ Gawain is received at the 
arched entranceway which, in the visual allegory created by the artist, becomes the gate of 
Eden (out of Wndi Adam was hrst cast by Wchael with his darning sword), visually 
preGgured in this manuscript's miniatures by the Pearl Maiden in her symbolic role as gate 
of the New Jerusalem in John's apocalyptic vision. The Queen's presence in this last 
miniature recalls the crowned Pearl Maiden. The artist has Gnally allowed the hero, albeit 
of a dif&rent poem, to errter the court ofheaven. GmwuM ow/ i/K Green Kh/gAt ends 
with a prayer that includes the audience, drawing the cormection between Camdot and dre 
bliss of the celestial court:

Now jrat here jre croun of jxrme 
He bryng vus to His blysse! (2529-30)

^^Excqrt that here, Arthur's other hand is raised in a gesture o f welcome instead of 
holding, as does Christ, a resurrection barmer. See, fbr instance, the Harrowing of Hell in 
Sandler, Go/Arc , vol. 1, Ulus. 314, showing the Fitzwarin Psalter, Paris, MS
Bibl. Nat. lat. 765, 1350-70, fbl. 15.
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vn
Framing the Canterbury PUgrima for the Ariatocratic Readers of the

EUeamere Manuscript

Introduction

In its restrained elegance, the visual presentation of the Thd&s in the
Ellesmere Manuscript^ is quite unlike that of the conq)aratively humble miniatures of the 
fa z rl Manuscript. Surprising, especially in view of the books ofhours owned by the 
wealthy, is the degree of circumspection involved in avoiding the portrayal of divine w  
saintly Ggmes. This avoidance likely contributed to the decision to portray, instead, the 
pilgrim narrators. Such a strategy indirectly emphasizes authors, if not divine authorship, 
although that is alluded to in Chaucer's W e or "con&ssion" on the last folio (hg. 77). The 
portrayal of the English author and the ûctive pilgrim authors of these English tales 
manifests and promotes the status of the vernacular at the beginning of the hfteenth 
century. That focus on authorship, however, does not account entirdy 6>r the reticence 
about making divine images in a manuscript intended, as I will suggest, Bar the new 
Lancastrian regime which v%s to become idenbSed with the orthodox position advocating 
the use of reli^ous images. Timing may have been a factor if this manuscript was made 
during a transitional phase very shortly after 1400, not only the year Chaucer died but the 
year Henry IV usurped the English throne, with all the accompanying inqilications of 
social change and attendant intellectual maneuvering that the latter inq)lies. A senmtivity to

^San Marino, Huntington library, MS Ellesmere 26 C9, made in London probably 
within the 6rst decade of the Gfteenth century (see discussions in CAancer,
cited below). I would like to thank Mary Robertson, the Chief Curator of Manuscript, fbr 
granting access to the precious original, \dnch made possible many insights, both techmcal 
and conceptual. This manuscript has been published in a Acsimile, "a covetable object in 
its own ri^it" (in the words of IB Marm in the information brochure), by the Huntington 
Library and Yushodo Co. of Tokyo as E/Wwere CAmrcer in 1995. A conq)anion 
volume, 77% ETksmere CMwcer. Essuys m TAfg/preArrro», eds. Martin Stevens and Daniel 
Woodward (San Marino and Tokyo, 1995), contains the most extensive studies of 
individual aspects of this manuscript to date. It includes bibliographical re^m ces, as does 
Kathleen Scott's catalogue entry no. 42 fbr the Ellesmere in vol. 2 of her Lofer GofArc 

7590-7^90,2 vols. (London, 1996)140-43. In my transcriptions 6om the 
Ellesmere Manuscript, all h&ddle English e^ransions of abbreviaticms have been inserted 
in brackets and fallow the line numbers in Larry Benson, ed., 77% 7(hvrM^ CAowcer, 3rd 
ed. (Oxfbrd: Oxfard UP, 1990). Re&rences are given parenthetically, employing standard 
abbreviations fbr the tales. Prologues are deagnated by "Pro," so that "ProFrT," e.g., 
indicates the Prologue to the Ermr s 7Wa. Citations of Chaucer's other literary works are 
also f"om 7Ae 7(h%rs%k CAorrcer.
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the image issues raised during the late fourteenth century, an intdlectual distaste &r 
excessive emotional displays of afkctive piety aroused in some Rairteenth-centuiy 
devotees by religious icons/ and a sensible awareness of the changeability of political 
fortunes may have had a combined eSect cm the design of the Ellesmere which, in every 
possible way, is a manuscript which disapproves of ideological extremes and takes no 
risks.

Of no small importance as a contributing &ctor to the visual plan of the Ellesmere 
is the experiemx of the participating artists. As Margaret Rickert has pointed mit, two of 
the manuscripts which are comparable in style to Ellesma-e are WyclifOte Bibles.^ One of 
these, Egerton 617-618, was made 6)r Thomas Duke of Gloucester (d. 1398),* indicating 
sympathies initially held by some of the aristocracy befbre the battle lines were more 
clearly drawn. Around the turn of the century some of the artists exhibited a similar 
interest, tolerance, or Eexibihty with respect to the image question This is exempliEed by 
the Egerton artist who made only masks and dragons in the WychfSte Bible, but included 
an Annunciation scene in a Carmelite Missal (c. 1398).̂  In her article arguing fbr an early 
date fbr the Ellesmere (1400-1405), Scott believes she has idaitiGed two of the EUesmae 
border artists with two who worked on an Hours and Psalter Manuscript which has no 
illustrations.^

That the designers of the Ellesmere were aware of the religious issues involved is 
indicated in the exaggerated details of some of the portraits, as the fallowing examples 
show. While Chaucar refers to the Monk's swift greyhounds and says the jingling ofhis 
horse's bridle in the wind is as clear and loud as the chapel bell (169-71, 190), the 
Ellesmere portrait of the Monk inaeases the eSect with elaborate gold ornaments on the

^See especially Aers, "The Humanity of Christ: Reflections on Orthodox Late 
Medieval Rqrresentations" 15-42, fbr a stimulating discxission on the Incarnation and 
Christ's humanity topics in relation to social control.

^London, British Library, MSS Egerton 617-18, and MS Add. 17376. See 
Margaret Rickert, "Illuminations," Text (Ae CanlerAuyy TaZgf, AiK&eci on lAc Basis 

yfB A/KWM ed. JohnM. Manly and Edith Rickert (Cldcago: U of Chicago
P, 1940) 566.

*Rickat, "Illuminations" 566.

^This is Hand C ofLondon, British Library, MS Add. 29704-05. See Scott, Laier 
GoiAic ÀiüwAKTÿts 2: 24-25.

^Kathleen Scott, "An Hours and Psalter by Two Ellesmere Illuminators,"
Æüesmere CAawcer 87-119. She suggests that Oidbrd, Bodleian Library, MS Hatton 4, 
Hand A is Ellesmere Hand B, and & tton  Hand C is Ellesmere Hand A.
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decorated bhie collars of the two accompanying gre^diounds and with gold bells festooned 
6om all the straps on the horse (hg. 78). These additional details reflect the sterner spiiit 
of a text attributed to Wyclif which censures men of re%ion who Aoraa; &
gaze awfKf *  ArzdZw Æ mrytrzf & crocerü wz  ̂go&f *  fzAzer Æ preczoua An
instance of the last item in this list, the metal cross with (precious) stones that the 
Pardoner has (GP 699), becomes exaggerated into the large gold cross with jewels at its 
center and terminals in the Ellesmere portrait (6g. 79). The Pardoner is attired in more red 
cloth than any other pügrim, a color perhaps suggested by the Pardoner's conqzarison of 
his method of preaching to the common practice of the rubrication of Latin texts in 
vernacular manuscripts:* XW zzz Zotyn 7 zz w o r d l g f /  7b wztA wy
prezAcoczoMzz, / /4y%z7to stzre Aem to dbwoozowzz (ProPardT 344-46).^ The EUesma^e 
itself ef&ctivdy proclaims the equality of Latin and E n^sh  because it does not tend to 
privilege Latin with this sort of color hierarchy,'" as shown in the unrubricated quotation 
horn Jeremiah 6.16 at the beginning of the Pw&o/z 'j  TbJe (6g. 80). While the red clothing 
of the Pardoner calls attention to his admission concerning his preaching methods, the red 
habit of the Parson appears, rather, to distance this Ggure 6om Lollard preacho-s." In the

D Matthew, ed. The Ebg/zsh q/^M^c/z/^ZRiherto [hgz/Wezf, EETS 74 
(London, 1880) 210.

'Contrast, 6)r example, fbl. iiiv of the Vernon Manuscript, reproduced in Doyle, ̂  
TwazmzZe, platel.

'Although sa&on is usually associated with yellow, as when a few strands of the 
orange-brown dried stigmas of the safhon crocus are added to rice, saf&on has had other 
uses in connection with manuscript illumination and textile dyes. For example, De 
TZAzznzzKztioMe ZzAozwn in London, British Library, MS Harley 913, c. 1330, fbl. 53 gives 
various instructions fbr using sa#on. It can, fbr example, be mixed with AnaazT/o 'brasü' 
to make an orange-red color, or it can be mixed with wine. I am grateful to Deborah 
Hatheld Moore &r the inkrmation &om Harley 913. Since true sa&on is more expensive 
by weight than gold, it is likely that substitutes were often used, especially fbr dying 
textiles. Dyer's Sa&on (False Safhon, Wild Sa&on, Safdower, Bastard Saf&on) was 
used to produce yellow and red dyes fbr textiles, according to A&agzc ozKTATez&cme 
f  6zzz  ̂(Montreal: Reader's Digest Association, 1986) 288.

'"See Kathryn Kerby-Fulton and Steven Justice, "Scribe D and the Marketh% of 
Ricardian Literature fbr a WeAminster Audience," Æzzg/zsh Zz(erazy 85
(Arthcoming Sept. 2001), fbr a discussion on the hierarchy of scripts in rdaüon to the 
texts in vernacular manusoipts with Latin rubrications. In the case of the Parson's TbJe, 
the Latin is, however, set on spatially if not in color or by a change of script.

"7%e P/bwmon's TWe, in Sk Ebc/gszosfzoo/ &zfzres, ed. James M  Dean 
(Kalamazoo: Medieval Institute, 1991) 87, line 925, a Lollard poem written around 1400, 
criticizes clergy who wear scarlet gowns. In Epilogue to the Afbzz q/^Zzzw's TbTe (1173- 
77), the Host calls the Parson a Zo/kre fbr his admonishment to the Host fbr swearing.
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illustration of the Pardoner, the presence of the Veronica on his cap (685), the onl^ divine 
visage shown in the Ellesmere, links his exploitation of people's credulity regarding 
images and relics with the large wofet (681), hung around his horse's neck in the 
illustration. This is not to say that the Ellesmere abjures wealthy ornamentation, 6 r  hom 
it. Rather, as I will show, it is seen to be ;q)propriate only 6)r the uppo" classes; any 
unseemly desires fbr rich display by others are mocked.

The decision to portray the pilgrim authors, rather than idolatrous images picturing 
the subjects of the tales, and to utilize the symbolic suggestiveness of the hames led to the 
making of a manuscript which presents a middle ground between orthodo)^ and the 
opposite extreme that Mow One consequence of the Ellesmere
plan, whether deliberate or intaided, is that the portrait of Chaucer (Hg. 81) can be 
considered as a "kind of icon [ . . with writerly instead o f saintly attributes," as Derdc 
Pearsall remarks with respect to the virtual mirror image of this portrait in the margin of 
Hoccleve's Errwef in London, British Library, MS Harley 4866, folio 88."
The penner or pencase hung around Chaucer's neck in the Ellesmere portrait is very like

Clerics were told not to wear red or green gowns in Constitution no. 16 of the Tourth 
Lateran Council 1215 A.D." See <http:/www.pax-et-vaitas.org/Councils/lateran4.htni> 
accessed on Jan. 9,2001.

j  JJbrtr. m , q/̂ Prmcgs, owJ
fbwteeM qfÆoccJgve AfrMor P o e / w r h e  67J, ed. F. J. Fumivall,
EETS, extra series 72 (1897) Hne 5007, as quoted by Derek Pearsall in "Hoccleve's

q/^Afwar. The Poetics o f Royal Self^Represerrtation," 69 (1994):
403.

^^earsall, 'Hoccleve's qffr/Mcef" 403. Pearsall refers to the
observations on the Harley portrait by James McGregor, "The Iconogr^hy of Chaucer in 
Hoccleve's Dg Jkgzmrw EriMcÿwm and in the TrorAw Frontispiece," Gkmcer JRevrew 11 
(1977): 344 and by M  C. Seymour, ^bccJeve (Oxfbrd: Clarendon, 1981)
124. Harley 4866 might have been made fbr Prince Henry, as suggested by Derek Pearsall, 
An addendum to Pearsall's discussion regarding Hoccleve's commissioned Chaucer 
portrait is that it strengthens the possibility that Hocdeve was involved in some advisory 
capacity in the making of the Ellesmere. As a scribe, Hoccleve would have known the best 
artistic designers available &)r this prmect. He himsdf did not work on the Ellesmere as a 
scribe, even though he worked as Scribe E with the Ellesmere scribe. Scribe B, on a 
Gower manuscript, as indicated by Doyle and Parkes, "The production of copies of the 
CuMterW y Tb/gf and the XmanAs," AfgfAgwJ Afbm/fcniptr waJ
LfArwfgf 185. An interesting feature of the Chaucer portrait is that the red on Chaucer's 
lips and undalining his eye, on his belt, and on the strap on his gdd penna^ is the jw w  
color as on the red Rowaa in the grassy patch and in the border (more obvious in the 
original manuscript than the A csi^e). This needs to be considered befbre attributing the 
portrait part to an artist brought in solely fbr that purpose (Scott, Za/gr GotArc 
Afbmwcnpts 2: 142). The color evidence suggests that there was more collaboration 
among the artists, including those who made the borders, than p-eviously thought.

http://www.pax-et-vaitas.org/Councils/lateran4.htni


249
that, for instance, of St. John in the Douce 180 Apocalypse miniature showing the empty 
case on the grass, with the quill and pen knife in his hands (see the discussion in my 
chapter 4). The portrayal of the serious Chaucer of the TWe rather than the
jxper 'pet, doll' (701) who teHs the TWe TTiqpag (coincidentally, the topaz stone often 
has more than one color) accords with the "image" the makers of the Ellesmere wanted to 
project fbr this English author and fbr his English text.̂ * The ornamental and hgural 
embellishments &aming the TbJes in the Ellesma^e Manusciipt ensure the
acceptance and preservation of the text by appealing to an aristocratic audience to sh^e  
their reading expaience on their own terms, by promoting an appreciation of the 
eloquence and authority of this vernacular work and, in the end, by sho^wng ethical 
readers the way to salvation.

The Embellished Borders of the EUeamere Manuscript
That the Middle English word fbr Awdbr, 'bordure,' can also mean storyteller or 

mocker^  ̂is uniquely appropriate in its various applications to the design of the Ellesmere 
Manuscript. Framing the beginnings of the relevant tales, each of the illustrated pilgrim 
storyteDers either enters the enclosure deGned by the demivinet border 6om the left

*̂See also Alan T. G ^o rd , "Portrait of a Poet," Chaucer 121-42;
although I do not think that me desire to reproduce the "grand idea ofhis importance" 
(138) excludes an attempt at the realistic portraiture of one aspect or persona of the 
subject. Concerning the name of Thopas, in /(emoM and &Msua/r(y, John Lydgate's 
narrator is sent to a Garden of Pleasure to learn LoveF=Chess with a &ir Maid whose two 
Rooks or castles were made of a ryche sioô», /  Cy a  TJKgxM 'a  ridi stone, / Of a topaz. ' 
See J6 and
Museum XdWkrona/AG'. 29729, ed. Ernst Sieper, EETS, extra series 84 (1901) 176, lines 
1619-20. Topaz can be yellow, blue, clear, pale green, or a combination of any of these, 
especially in combination with brown. Interestingly, Giovanni da Uzzano, a Florentine 
merchant writing in 1440, says that most of these stones look as if they are split, see Elena 
Lemeneva,"Symbolic Virtues of Gems," Dress, Jewe/y, Xrms owJ Coot q/"v477us.- AWerra/ 
Cu/fure muJ ,%(^(presgn&ziron in the MWWk v4ges. Central European University, Jan.
31,2001 <http://www.c%i.hu/medstud/manual /SRM / svmbol.htnP*. Perhaps the 
implications of duality were exploited by Chaucer in choosing the name. Topaz is also 
refared to in Exodus 25.3,28.15, 35.5-10; Ezekiel 28.12-19, and Rev. 12.4,13.

*̂ This French loan word in Middle English contexts is explored in Laura Kendrick, 
"The Jesting Borders of Chaucer's CauterW y Tales and of Late MeÆeval Manuscript 
Art," vdwimaizng (6e Le*er. T%e Tvguratrve Em6<x&menl Late vdntrqufty
to tAe T^enawsanee (Columbus, OH: Ohio State UP, 1999) 217-25, especially 223. She 
suggests that Gothic marginalia may have provided a model fbr the structure of Chaucer's 
CoMterWy Tales with its connective links and even 6)r the relationship of some tales to 
others as bordering. I am grateful to Laura Kendnck fbr providing me with an earlier 
version of this.

http://www.c%25i.hu/medstud/manual
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margin on the verso fblios or (except fbr the hCIler) approaches the text 6om the open 
right side on the recto holios. The borders often serve as flourished seri6 or supports fbr 
the large decorated initials, fbnning an organic transition into the held of the text which is 
to be imagined as being voiced by the respective tellers. While mimicking the pilgrims' 
spatial and tanporal movement towards Canterbury, this progression of open-sided hames 
not only marks the divisions and transhicms within and between tales but also provides 
authority, coherence, and continuity to the succession of diverse tales arranged by the 
Ellesmere literary editor to make the hagmaits seen as if Chaucer had hnished ordering 
and compiling them.̂ ^

The embellished borders, especially where they include the pilgrim portraits, serve 
at least three functions, which I shall outline briefly befbre examining them with respect to 
the intended audience. First they declare that, in this manuscript, the Sctional domain of 
the text is an aristocratic preserve, as indicated particularly by the portrait page of the 
Knight who enters hrst and sets the confess far the rest of the illustrations. Although 
Chaucer's pilgrims ride along the road to Canterbury, the ornamental trellis-work of the 
Ellesmere borders visually summons fbrth movement through an aristocratic pleasure 
garden conq)arable to those laid out, fbr instance, by John of Gaunt and Henry 
Emphasizing the "extent of the owner's holdings and his wealth," such large gardens, 
enclosing up to a dozen or so acres, rmght include rows of various &uit trees and exotic 
trees, howers in rectangular beds and growing on trellises, turf benches, walks, labyrinths, 
tunnels, hsh ponds, and buildings or bowers fbr "solitary or social pleasures."^* The 
available ornamental vocabulary selected fbr the hamework includes stylized moti6 
suggestive of plants that could be &und within such an English roses, daisy
buds, trumpet and thimble Bowers, barbed oinque&ils and marigolds, as well as oak

"'See the discussion by Derek Pearsall in o / " C A m / c g r .  X Crrfrca/
(Oxfbrd and Cambridge, MA: Blackwell, 1992) 234-35.

^^owes, CAoncgr f  24,29, and 31.

'"Howes, CAmfcer f  Gurdlg/w 26 and 30; and chapter 1, "Gardens Chaucer Knew," 
fbr the general infbrmation.

'̂ As described by Margaret Rickert's chapter on 'TDuminations," in John M. Manly 
and Edith Rickert, Text q f iAe GoMfgrAwy TbJgf .SfuzAgfJ on (Ag qfvdJJ AhowM

vol. 1 (Chicago: U of Chicago P, 1940) 565-66, and by KatMeen L. Scott, 
"An Hours and Psalter by Two Ellesmere Illuminators," 7%g É/Jesmgyg CAm/cgr 92-94. 
Because of the stylization, it is difScult to determine the exact identity of all the Boral and 
leaffbrms.
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leaves, vines and ivy.^ Traditional Hlbemo-Saxon interlace clusters coigure knot gardens 
and mazes evocative of magical divinition, inGnity, and interioiity.™ The kinetic potential 
of the border em phasis movement wWi elements that twist, turn, straighten, push in, 
enfold, and then reverse direction and akemate the Gow of energy in an ongoing fantasy of 
endless variation. The viewer is required to Gallow along at diSerent speeds, pausing when 
the forms group together befbre being released. Adding interest at the bottom of the 
horizontal border on the Grst folio (Gg. 82) is the dragon with one wing pointing 
backwards to the spiky zig-zag serrations which seem like a continuation ofhis tail, and 
which connote snakiness on other borders even without his presence there, n^nle the other 
wing points forward to the bottom terminal of the spiraling border as he looks in the 
direction of the next Galio. Just as a tour through a pleasure garden could lead to delightful 
and surprising discoveries, so a journey through the EGesmere Manuscript becomes a 
transGrrmative erqrerience oAen signaled by the decorative paraphernalia.

Secondly, and related to the Grst function since pleasure gardens were often 
inspired by literary desciipGons,̂  ̂they serve metaphorically to deGne the enclosed text as 
a garden of verse, a concept popularized since the die 6r and having special
application to the worts of Chaucer, praised by his contemporary Eustache Deschanqrs 
(who called a compilation ofhis own work a "garden") Gar having establiAed an Englidr 
"orchard of poetry."^ While the designation applies more particularly to Chaucer's early

am indebted to Leonard A. Woods Gar his invaluable suggesGons concerning the 
ornamental vocabulary of the Ellesmere border

^Derek Pearsall and Elizabeth Salter, Zandkcqpes wxJ q f rAe
IPbrifJ (London: Paul Elek, 1973) 110, concemirg the illustrations to Boccaccio's 
Decameron r̂ shich "were actually used fbr gardening treatises"; and Howes, CTawcer s 
Gurckw 22-23.

^ v e n  in the poem itself there are hints that the garden is one of artiGce, evidently 
understood as such in Chaucer's translation describing the plenitude of colorful Gowers 
which grew rJ^re never in medb and which adorned the ground as if men /aaJ it/wynf 
(Fragment A, 1434 and 1436). Howes discusses Chaucer's use of literary gardens in 
connection with the conventions of courtly love to point out the tragedy that results when 
social and political realiGes intrude Grr lovers like TroGus and Criseyde (Ckzncer's 
Gordbny 6^82). Terry Comito speaks of the "gardens of the Jkmon db JaJ&we 
Gourislnng in verse and Goral motifs proliferated [on] tapestries, manuscripts and 
cathedrals," in the late Middle Ages; see /Ae Garckn in iJre J(enui&K%nce (New
Brunswick, NJ: Rutgers UP, 1978) 152.

^^This is mentioned in a letter-poem or "plant" fbr the orchard, evidently in reply to 
one by Chaucer to Deschamps. From Deschamps' response, Chaucer seems to have 
referred to his own poetic ambiGons in this metaphonc way: "Ei nn vg/gier, on dk /?&%ni
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works, especially those actually set in gardens,^ the visual presentation of the 
Ta/gj as a literary garden in the Ellesmere minimizes the originality of much of its content. 
The richness of the border embellishment itself supports the status quo, afGrming that the 
text is not revisioriist.^ This is inqxrrtant 6)r its acceptance during a paiod of conservative 
orthodoxy vdien the new Lancastrian dynasty itself needed to be viewed within the 
continuum of traditional English values. Related to this ideological objective is the literary 
aim of presenting Chaucer as a poet of'"rhetorical Gnesse (aureate)"^ suitable fbr the 
reGned tastes presumed m his audience. That the borders serve as a visual analogue of 
Chaucer's rhetorical dexterity is demonstrated, fbr example, by the FranWin's portrait 
page (Gg. 83). This pilgrim's punning denial of the knowledge of (ProFranT
724) m the main text is visually played up and contradicted by the embellished border 
sprays which endose the Latin source of this rhetorical disclaimer, proving the Franklin's

dlemwK&B / Dg cg«6 /w w  grrbc mrcforrsrgr, /  yu /ongrgng?^ g«g Ar gÆ/ür [and
long ânce you established an orchard and asked Gar plants Gom those who write poetry 
fbr posterity]," edited and translated in J. A. Burrow, Ggq^gy Chmrcgr. CrrAcu/ 

(Baltimore: Penguin, 1969) 26,28. See also D S. Brewer, Ckwcgr uW  
CAaucg/iaw. CnAca/ A%«6gs m Éug/raA LftgraArrg (London, 1966) 243. In her
comment on these lines Gom Deschamps, Laura Howes, in CAaucgr s Gwdhna 5-6, says 
that the "metaphoric resonance of gardens was Grmly established by the fburteenth 
century." As Laura Kendrick observes. Deschamps refers to a compGaGon ofhis own 
work as a garden in Wiich he has sown "Gowers" Gom various authors, possibly a 
"yZbniggûm; of extracts" or translations; see "The CaMTgrWy Ta/gâ  in the Context of 
Contemporary Vernacular TranslaGons and Compilations," 2%g ET/gamgrg CAaucgr 286- 
87.

^See Howes, CAawcgr Gardhw, on the qfrAg Z)ncAg&r and Gie farGamgnt
qfFbwZy 35-63, and on "Tror/nf aW  C/isgydh 64-82.

^Corrtrast the way in which the text was viewed in OxGrrd, Bodleian Library, MS 
Douce 104. See Kathryn Kerby-Fulton and Doiise Despres, aw/ tAg
Erq/g&Bona/ /(gadbr. 7%g fa/Arcf rn tAg Daacg "Prgrjf/awwau, "
Medieval Cultures 15 (Mirmeapolis, 1999).

^Seth Lerer, "Writing Like the Clerk: Laureate Poets and the Aureate World," in 
CAancgy aw/Æ ff/(gadhry (Princeton: Princeton UP, 1993) 24, 48-49, and 239n57.

^ ro m  the Latin ca/argf which Ph^lis Hodgson reminds us is "a technical term fbr 
rhetoncal embellishments"; "Notes," CAawcgr: "TAg Frawt/m 7a/g " 74. The Latin 
annotaGon is Gom the Fra&rgug to the &%Grgŝ  of Persius (1-3): Age^nfg W ra/yaArr 
caAa/Arra, /age m ArcÿrA samwa&sg fam asa / mgmmr, at r^gn/g ac/rag&z/TraÆrgm, as 
noted in Gerald Morgan, ed. ZAg Fraa&A» 'mS TaZg^am (Ag CaafgrAiay 7a/gf (Toronto: 
Hodder and Stoughton, 1980) 89. Morgan also gives the translaGon by G G Ramsay, 
Juvg/ra/ aw/fgrsA», Loeb (London ar^ New York, 1930) 311, as fbGows: "I never 
soused my lips in the Nag's Spring; never, that I can remember, did I dream on the two- 
topped Pamasus, [that I should thus come fbrth suddenly as a poet]" (brackets mine to 
indicate the words not continued in the Ellesmere armotaGon).
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expertise. This sort of virtuosity and responsiveness to the text might have been displayed 
by a sophisticated and experienced master artist reacting sensitively and working closely 
with a literary editor in order to "illumioate" the intended English audience,^ while 
simultaneously ef&cting a visual laureation, or political sanction, of its poet.^

Thirdly, the aristocratic and poetical gardens are trans&rmed into intimations of a 
paradisal garden at the f  wso» 's TWe, which commands an impressive profusion of 16 out 
of a total of 71 borders—just under a quarter in the endre manuscript—siq)porting the 
likelihood that the program was designed by someone familiar with preparing expensively 
produced religious manusmipts.^ A donated embellishment spnnging dom the border at 
the top of the last page of the fw so» TWe (dg. 77) underlines the annotation wAat 

q/"pgwrnce is beside his conclusion describing the joys ofheaven. Like an ongoing 
series of open-ended square brackets, the demivinet borders that frame this manuscript 
dom the drst to the last pages imply that the real pilgrimage is, as the Parson proposes, Cy 
iAiAig Aighie ce/gsAu/ (ProParsT 50-51).̂ ^ In
following along the Parson's penitential wgy m tAis wage (1. 49), made palatable by those 
lush borders and culminating in the "confession" which inscribes Chaucer's salvation (in 
addition to ensuring his reputation fbr posterity regarding the woiks mentioned), the 
aristocratic reader of the Ellesmere Manusoipt is led to a privileged sense of sharing in 
spiritual fruits.

This chapter will concentrate on the first function of the ornamental border as

^*This also mani&sts Chaucer's verbal-visual interplay in passages which self
consciously refer to the act of artistic creation such as that in the Clerk's Prologue where, 
in declaring obedience to the Host's request to speak plainly, the Clerk does the very 
opposite by relating a tale of ̂ m m ceyf fe tro t Âe /bnrfatpoefe, /  . .  wAcw retAonte 
sweefe / of _y&n/e (ypoeterre (ProClT 18, 31-33). The EUesmae Manuscript 
fulfills the self-promotional analogy.

^^Lerer, "Writing Like the Clerk" 24 and 49. See also the discussion by Derek 
Pearsall concerning Hoccleve's effective creation of Chaucer as poet laureate in 
"Hoccleve's 7(egeme»t q/" fnwees" 400.

^  See my introducto^ discussion and notes on the WyclifOte Bibles and Hatton 4. 
In addition to the two WycliAte Bibles, Rickert, "Illuminations" 566, found comparable 
styles in five English manuscripts including two missals and two Psalters, the fifth being a

^^The Ellesmere borders prq)are the reader fbr the idea of the pilgrimage as a 
"figure fbr the journey of man's li& through the world," which the farsom's 7b/e makes 
e)q)lidt (Pearsall, 7%e Lf/k q/^Geq^ey CAoncer 240). Upon subsequent viewings and 
within such a pious context, this would become part of the rich, multi-layered way the 
audience woidd appreciate their personal version of the Th/e^ as being fbr ewe dbcAine 
(see Pearsall's discussion, 7%e q/^Geq^ey CAmrcer 270).
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emphasized by the representations of the Knight and of some of the other pilgrims whose 
social status has been adjusted. That this manuscript is intended 6)r an aristocratic 
audience is, of course, immediately seen in its sheer size, which is close to four times that 
of two relativdy contemporary illustrated manuscripts of poetry, the Douce 104 vermon of 

f/mwwzM and the fearZ-Gowarn Manuscript.^ The luxury of unhlled space on every 
page marks one of the prerogatives of wealth. Further, it is too heavy to be hdd in one's 
lap fbr meditative purposes; the size of the open codex resting on some support allows, in 
addition to its perusal by a solitary reader, fbr the possibility that a small courtly audience 
might gather around it. During the delivery process, the principal read^ or a member of 
the audience might point out pertinent visual details that help establish the tone of the 
narrative. The quality of the vellum, the pigments, the gold leaf and, above all, the 
organization necessary Bar carrying the ambitious plan through to completion, testi^ to 
the physical and human resources made available fbr its construction.

Previous studies have already classiSed and described the Ellesmere pictures in 
relation to their accuracy as visual translations of the text .̂  ̂However, in applying their 
own analytical categories these modem studies have largely missed what the illustrative 
program really contributes to its aristocratic readership's understanding of the CanterZwy 
Tb/es. To be open to the ways the pictorial elements actually function is to study each 
page with all its interacting components in relation to every other page, and thereby gain a 
sàise of the purpose of the whole endeavor. This study conGrms the general observation 
by Doyle and Paikes that the illustrations '*were designed as an adjunct to the (qxparatus, 
and not merely as an afterthought of decoration";^ indeed, they are a principal and active 
part of the apparatus. The vocabulary of representation includes facial expression, gesture, 
posture, movement, dress, color, size, and attribute. First the Knight's portrait will be 
examined, hallowed by some of the other portraits that are elevated to make them suitable 
models fbr an aristocratic 6mily drcle; finally, those of inferiors who are mocked will be

^^The Ellesmere Manuscript's present size is about 400 by 284 mm as stated by 
Daniel Woodward, CAuncer Fbcanwf/e,'1n 7%e FÆsmere CAowcer 3.
The Douce 104 MS (Anglo-Irish, 1427), is 213-217 by 146-151 mm, according to Derek 
Pearsall, 'Tntroduction," fie rf .4 Fbcfimi/e BodZeian ZfAroyy,
Dowce 704 (Cambridge: D. S. Brewer, 1992), p. xii. The Peail-Gawain Manuscript, 
London, British Library, MS Cotton Nero A.X, Art. 3 (English, illustrated c. 1400) is 
about 171 by 123 mm, according to Kathleen Scott, cat. no. 12, Zxber GoiAfC Ahzmwcnptr 
2:66. See also Gollancz, C/euMW&r, fabew e, oW  Gmvam. T&prodbceb in 
Fbcami/e.

^See note 1 fbr re&rences to bibliographical sources. 

^Doyle and Paikes, "The production of copies" 190.



255
shown to conhrm the social attitudes of this elite audience.

at g AwygAt Agw wof Wgywrne

On the 6amed page beginning the A}»ght s Th/e (ûg. 84) the text occupies less 
than half the page. A sense of stability is assured for the audience by the suggested 
rectangular structure of the demivinet border and by the r%ular rows of script anchored to 
it a hair's breadth from its bars, the eSect softened by the anbeUishments and the 
horizontal curves at the top and bottom. Visually balancing the illustration of the rider 
opposite, the large initial "W" with its background of scrolling plant nmti6 exteads 6om 
the 6ame into the block of script, as if their planar dimensions were co-extenâve. Because 
it also Ainctions as the Grst letter of a word, this chanq) (large cental), like the others of 
various sizes  ̂trans&rs to the rest of the script something of its decorative characta^ as 
caHigr^hy to be eqoyed Gar its contribution to the pictorial Geld. As the Grst le tta  of

it initiates the narrative and transports the audience back to the tale's pagan past.
Recalling the General Prologue, it repeats, in its design and size, the large "W" 

introducing the GanterAwy on the Grst fcdio (Gg. 82). There the borda is an 
exubaant Goiiated outgrowth of this letta, seemingly propelled by the bursting enagy of 
spring: IMw» /hatvjpn// [. ..]  The borda and the text have become identiGed as co
extensive, making of this manuscript a literary garden and accentuating the images of 
Gowers, spring breezes, and melodious birds in the Grst verses of the General Prologue. 
Indicative of the designer's conception of the structure of the Canterfwy TWef, these two 
decorated letters are the two largest in the manuscript, demonstrating that the General 
Prologue and the body of the tales were considered two separate sections. Along with the 
smaller champs in this manuscript, they mark divMons in the text, a practice not utilized in 
the nearly contemporary Hengwrt Manuscript o f the CoMterkny To/es which, although 
copied by the same scribe,^ has only parafs (paragr^h markers), showing that these 
divisions in EGesmere were the result of thoughtful editorial planning.^ Despite the 
equality in size of the two largest initials, however, the addition of an illustrated Ggure to

^^Conq)are Chaucer's description in jSoot of tAe DucAe&r, lines 291-320. See
TTze füversiùk CAuucer 334.

^Aberystwyth, National Library ofWales, MS Paiiarth 392D, copied by Scribe 
B; see Doyle and Parkes, "The production of copies" 185.

^^Ralph Hanna m , "(The) Editing (of) the Ellesmere Text," TAe EZksmere 
CAoucer 234. For a hst of the occurrences of decorated letters and champs in the 
manuscript, see Martin Stevens, "Apperxlix A," in TAe EAesmerg CAoucer 340.
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the pàge begmning the tales indicates that the tales themselves were privileged over the 
General Prologue. Further, as Kathleen Scott observes, the border of this illustrated page 
''shows a somewhat greater mass o f decoration than the rest" of the borders in this 
manuscript,^ conhrming its preeminence in the total scheme.

In coloring, the interlocking "V" shapes of the "W" at the beginning of the 
KhfgAr TWg are a mirror image of their antecedent at the beginning of the General 
Prologue, mnemonically tightening still further the narrative link between both parts. The 
audience is reminded that the description of the Knight, the hipest ranking pilgrim, comes 
Grst and that he is to be the Grst storyteller. Finally, the large decorated "W," Hke the Grst 
one in the manuscript it echoes, is part of the ornamental architecture of the demivinet 
border and so not only deGnes the enclosed Zurgie of the text (KnT 885) as a
culGvated space, but also appropriates it and, in the p^ocess, approves this vernacular 
poeGc garden G)r its privileged audience.^ Pleasure is intensiGed by conGrming to its 
readership their social rank. While the non-aristocratic pilgrims might have told their tales 
fbr their mutual wyrfAg (GP 766) within Chaucer's narration, in this marmycnpi the text of 
the tales and the portraits of the tdlms are as artGdly constructed fbr the delectation of 
aristocratic eyes as are the courtly garden and amphitheater desoibed in the KmgAr s 
itself What V. A. Kolve calls "garden values"**" predominate, not only in the Ahrghi s 

but throughout the manuscript. Just as the chain of love binds all the elements and 
the succesmons of species, as Theseus states in his Gnal speech (KnT 2987-3016), so the 
repetition of borders controls the reception of the narratives in an almost rrtualisGc 
manner.

^Scott, "An Hours and Psalter" 90.

^This metaphor of verbal creation, fbrtuitously menGoned further down on the 
same illustrated page (886^87), is reGected by the calligraphic rows of the letta-s. The 
plowing analogy is based on Matt. 13.24 which compares the kingdom ofheaven to a man 
who sowed good seed in his Geld. In this manuscript, the agricultural image with its 
paradisal associaGons oGers a variant to the literary garden image derived Gom the French 
romance tradiGon. In efkct, it implies that the ensuing narrative, although set in pre- 
Christian Gmes, is "good seed" within a larger cosmic Gamework. See also the discussion 
of the plowing image in Camille, "Labouring G)r the Lord" 434. V. A  Kolve astutely 
observes that the "larger design" of the CanferW y TWej is "self-reGexive, concerned 
with the nature of poetry itself"; see CAower awJ Ac Awage/y of Abrrmrve. Frrst
Ffvc Tbkf (StanGrrd: Stmifbrd UP, 1984) 85. The arGsGc designer of the
Ellesmere, in kmdred &Aion, clearly responded to and elaborated upon this exploraGon of 
the creative process, not only in speciGc instances but in the larger design of the codex 
itself obviously taking particular pleasure in exploiting any potenGal fbr interplay between 
the sista: arts.

**"Kolve, CAoncer 103.
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Movement and imaginative scope, on the other hand, are Mastered on the right side 

of the illustrated pages where there is no marginal restraint at the irregular edges of the 
script. Because of the extent of space, it is an area in the visual ûeld which allows 6)r a 
transition 6om the hieratic &orrtalrty of the ornamentally Aamed script on the leA to the 
entry of the unhamed illustration of the rider. Charging the blank space with atmosphere 
and three-dimensionality, the mounted Knight ^rproaches at a slight angle as his horse 
turns toward the text. As M^rer Sch^nro has argued, and as the illustrations of the 
creative Word in the Caedmon Manuscript have demonstrated, the three-quarter proSle is 
ideally suited to movement into the narrative mode,̂  ̂as is conGrmed at this juncture 
where the first of the tales begins. With respect to Chaucer's use of convention in 
afGrming mrcrorrma, as Laura Howes observes in connection with the Boc* rAe 
DifcAe&s, the entrance of the narrator to the garden indicates that an organized story is 
about to begin. In the Hlesmere Manuscript likewise, the entrance of the Grst illustrated 
narrator to the garden of verse signals the introduction of the Grst tale. Below the 
ilhistraGon, about fbur-Gfths of the way down the page, the word «arrai(fo) conGrms 
verbally to the audience the place wha^e the immediate story begins. The unGamed space 
on the right half of the recto page Grrther allows the viewer, who is not separated Gom the 
narrator by seeing him through a Gamed aperture, to parGcipate in the dynamic process of 
the narration. Within this extravagance of space which encourages leisurely viewing, eadi 
member of the audience, according to personal capacity, experience, and attentiveness, 
can GH in such imaginative details as might be prompted by the reading or stimulated by 
the visual features of the page. That such was actual practice is suggested by the little 
scene Chaucer added to the story of TrorW (W  Cnwydle in which Criseyde and her 
ladies, read to by a waydkn, stopped reading and listening in order to pause over and 
repeat aloud rubricated lines Gom the TheWff describing the fall of a Greek soothsayer to 
hell: we sfyMfen of (Afse ZeAres It is clear that the Ellesmere, with its further

"Sch^Go,

*%owes, CAûwcer s Gwdbw 36-38 and 41-42. She reGrs speciGcally to the 
qf (Ae DucAe&r in whidi the Grst 'W e" (designated as such at line 710 and used 

again G)r the second account at line 1034) begins with the entrance of the man in black to 
the gardai. She also points out that the description of the garden lies between the two 
sections of the story.

uMcf Orweydle n . 83 and 103 (see also Stephen A. Barney, "Explanatory 
Notes," The TÜverszdk Choncer 1031). Criseyde's use of the plural appears to re&r to the 
maiden, the two ladies, and herself as bang engaged in reading, listening, and pausing 
(100-03). Presumably, Criseyde quotes these rubricated words in the following lines (104- 
OS;, as Barney 1032, points out). See also Howes, Chancer's Gardlew 68-70, on the 
arrival ofPandarus who interrupts this reading scene to td l of the lovesick Troihis in the
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addition of floral &ames and Sgural illustrations, was '"meant to be seen when read."^ If 
the red letters caused Criseyde and her ladies to linga^, how mudi more would an 
illustration have piqued thdr interest!

The decision by the manuscript's creators to leave an amplitude of space on the 
right side of the recto pages on which some of the tales begin also allows &r considerable 
flexibility and critical discernment in the exact placement of the illustrated Ggure. In the 
case of the Knight, there is further room fbr movement, but the horse has been halted in 
mid-stride at the threshold of the ornamental enclosure. This gracious entry allows 
maximum scope fbr the gestural vocabulary of the mounted rider. Since this is the Grst 
illustrated Ggure in the manuscript and the Grst tale, the sweeping open-handed gesture of 
this "master of ceremonies" serves as a Garmal greeting to the audience and as a courteous 
introduction to the text. His arm is raised in an authoritative gesture, conv^ing good wiG, 
indicating wisdom, and demanding silence preparative to speaking, according to the 
analyms of similar gestures in John Buhver's mid-sevaiteenth-cartury Chrro/bgia wWch 
relies primarily on classical sources and art works.^ In Roman art "one of the best-known 
images," as Moshe Barasch remarks, was the adkcnfro or emperor's address to his army, 
portrayed with just this speaking gesture "requesting quiet and attention. A modem 
discussion on body language suggests that the original purpose of the hailing gesture with 
the open hand "was to show that individuals were unarmed,"*^ emphasizing 
trustworthiness. On this manuscript page, the Knight gesturally calls attention to the 
narrative just as the marginal annotation below does verbally. Further, as if the visualized 
authoritative and authorizing Ggure does indeed generate the story, his eyes also direct the 
gaze back to the script which is to be imagined as being voiced by him, inviting the reader 
to emulate the process. The title conGrms the text as the Ayryghfef We and, by proximity, 
identiGes him

palace garden, a âtuaGon which he assumes the litaate Criseyde will know indicates that 
"Troihis is a conventional courtly lova."

"*Sandra Hindman, jk aW  m AzrcAwenf. JkrefWngg AmgWKXxJ m fAe
JZAfmWzfed'Mzwwcnpts die Trqye.; (Chicago: U of Chicago P, 1994) 162,
speaking of the illustrated Chrétien romances.

*%ulwa, CAfro/qgrq, esp. 42-45 (Gestus XTV), 115 (illus. "O") of the 
CArm /o^), 173-74, 180 (Canons H, m  and XIX), and 193 (Glus. "C" and "E") of the 
section titled "The Canons of Rhetoricians Touching The ArGGcial Managing of the Hand 
in Speaking."

*%arasch, Grodo 17.

^T)avid Lambert et al., Langnqgie (Glasgow: HarperCoHins, 1996) 240.
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Since there is no author portrait of Chaucer at the beginning of the Prologue to the 

TWgf in the EHesmere,** this de&rment and displacement of a kind of 
authorial responsibility represents a dif&rent strategy on the part of the designer. The 
playful yet defensive ^wlogy of the pilgrim Chaucer in the Prologue to the CwnerW y 
Tb/gf that /  /nr wordkr (729), meaning that he is only repeating the stories of the
pilgrims in thdr own words, is conhrmed by the succesàve illustrated portraits of the 
pilgrim authors and by the editorial colophon of the Ellesmere Manuscript that indicates 
the compilation of the stories is at an aid. By spreading the attribution among the several 
pilgrims, both Chaucer and this manuscript's designer attenqh to emphasize the unity of 
the tales wWle at the same time defecting any criticism these diverse tales in the 
vernacular might attract. Both also of&r a double-take on the presumed orahty of the 
tales. The absence of an authorial portrait o f Chaucer at the beginning of the General 
Prologue in the EHesmae Manuscript, like the pictorial absence of Chrétien hom the 
corpus ofhis works, "harks back to oral culture."*^ The presence of a knight on 
horseback, on the other hand, as in many of the manuscript openings of Chrétien's 
Arthurian romances, serves as an author portrait, signals the genre of chrvalric romance, 
and evokes its pa&rmative function of oral delivery.^ Chaucer's authorship has, in a 
sense, been temporarily subsumed into that of the Knight.

The blank space around the rider allows not only the strategic placement of the 
portrait but also permits overlapping interpretations ofhis identity. Most obviously, he is 
the Knight of the Prologue who, as one of a group of pilgrims on the way to the shrine of 
Thomas Becket, has agreed to teH a tale. As that Knight, he is mature in years and 
canqpaigns, as shown by his grey hair and beard, wori/y as indicated by his serious 
expression, and mectg (Œ* 68-69), as projected, in part, by the seardy and non-aggressive 
stance ofhis horse. When the details of the pictured horse and rider are examined, it 
becomes apparent that the illustration is no mere translation into visual form of the 
Gmeral Prologue's description. In his recent study, Richard Emmerson has laid to rest the 
assumption the portraits are primarily intended to illustrate the General Prologue.'̂  The

^This is not the case within the inhrdnted "W" of London, British Library, MS 
Lansdowne 851, c. 1425 where Chaucer holds a book of the TWes, and in
Oxford, Bodleian Library, MS 686, c. 1435, where Chaucer points to the text.

*Tor the pictorial absmce of Chrétien see Hindman, Seo/gf/ûr f  wcAwenf 197; 
far her discusmons of oral culture see 162.

^%ndman, Sea/cf/ m f  arcAmenf 78, 83, and 162.

'̂ Emmerson, "Text and Image in the Ellesmere Portraits of the Tale-Tellers," 
CAancer 143-70. He suggests that this "ahemate set of portraits, now visual
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Prologue is recalled, certainly, but important modiScations and transformations have takœ  
place.

Since the horses are also part of the visual reinteipretations in the Ellesmere, a 
close look at the Knight's horse yields some signiûcant clues as to what the designer 
strove to present. In the General Prologue, Chaucer the pilgrim says the Knight's Aorf 
weren Ae nof gzy (74). The illustration shows a horse that is by far the best
specimen of any in the Ellesmere, its well-muscled body exuding power and the pride of 
breeding. Care seems to have been taken even in the rendaing ofhis noble mane, the curls 
being underlined in black and highlighted with white. Not only is the horse better than 
goodie, but the trappings ofhis harness are rather splendid, adorned at every intaval with 
an abundance of gold bosses, hinges, and tips. Only Eve o tha horses in the manuscript a e  
painted with decorative straps o v a  the haunches, evidently an indication of the wealth or 
status of the lid a , or an aspiration to them.̂ ^

The horse's haunch is inscribed \wth an "M" which Terry Jones guesses is intended 
as a brand to stand Arr "hhlano," the city-state which anployed English macenaries such 
as the famous John HavWcwood.̂  It is true that Uccello's 1436 portrait of the mounted 
John Hawkwood, which Jones analyzes, depicts a similar horse, but it shows no evidence 
of a brand. Furtha, Hawkwood is clearly shown in armor baieath his surcoat in this 
Aesco, unlike the Ellesmae Knight.^ The squig^e on the EUesmae horse's neck, which 
Jones (29) postulates is a "y" (although it is horizontdly ratha than vertically displayed 
and is more rounded than the angular "y" of^gWarye, the last word in line with the 
illustrated horse's left 1% 866), is more competently rendaed than the 'M " and might be 
an abbreviation, showing through the brown paint, indicating an instruction to the 
illustrator. The 'M " could, howeva, stand for '"miles" with respect to the knights in the 
Drury Amily mentioned in the Grst Ayleaf addition to the Ellesmae Manuscript—

ratha than verbal," serves to "fadlitate reading by making explicit and visible the 
manusaipt's ordlmado" (144).

^See those of the Wife of Bath, the Squire, the Prioress, the Monk, and 
surprisingly, the Nun's (i.e.. Prioress's) Priest, which adds furtha status to the Prioress

^  erry Jones, CAuwcer's Æwghf. forirm f o f a  Afedlfeva/ MercaKZ/y
(London: Methuen, 1980) 29-30.

^See Jones's illustration (C/Kwcer KmgAt 214) and his speculation that 
Chauca may have based some of the elements ofhis characterization on Hawkwood. That 
may or may not have been the case, but it does not AWlow that the Ellesmae artist's 
illustration is based on a portrait of Hawkwood, the one maidoned by Jones being in any 
case la ta  in date.
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^"Robertus Drury miles. WilKam Drury miles. Robertus Drury miles"—^who may have been 
its early sixteenth-century owners, but it is unlikely to have been a mark made by the 
professional book artisans of this production since they left no other signs of sudi 
amateurish, shaky lettering.

Just as the mount is richly appointed and more than goodie, so the rider is 
considerably more than an ordinary knight. He is pictured with understated el^ance. 
Particularly striking is his proud bearing. He sits straight and tall in his saddle, yet it seems 
to cause him no strain, as if it were a posture to which he had become long accustomed. 
The General Prologue describes the K n i^ t's array: Ae wgrad a  /  a /
Znsworered wrtA Ars Aa6e/ggcM (75-76). This portrait of a knight unostentatiously dressed 
in a gxpon, a tigbt-Btting, padded garment of coarse fustian worn over his AaAergeo» or 
short type of mail shirt,^ has been discarded. Instead, with only echoes of the text, the 
Ellesmere Knight displays a color-coordinated aisemble. He wears a knee4ength, high- 
necked, and wide-sleeved houpelande which, because of the extreme slenderness ofhis 
illustrated body proBle, is unlikely to cover a gypon over a habergeon. It is made of long 
panels carefully stitched together, producing scalloped edging. Restrained in color and 
ther^y  dedecting the critidsm of estates satire against ostentation,^ it appears to be sober 
grey, although it seems to have a violet shimmer or iridescence charactaistic of some 
silks, a &bric worn by the richest knights.^ A detail not previously nodced is that he wears 
not full rust-brown gloves, but Bngerless mittens. They are like those worn by the 
dreamer, the Pearl Maiden, knights and royalty, as well as by the hand of God in the

^ o r  the "miles" reading and the Drury connection, see John M. Manly and Edith 
Rickert, Text ( k  Toks; on (Ae Bans a// Ahmwr

AAwwscrÿts (Chicago: U of Chicago P, 1940) 1: 152-55; also Herbert C Schulz, TTre 
E / f e s w e r e q / ^ C T a w c e r  s Cla»^6wy 7a/es (San Marino, Calif: The 
Hundngton Library, 1966) 19; Ralph Hanna m , "Introducdor^" EJ/eanerg

qfCAancer's CanferAray Tales, a  IPbrAl»gfaK$rwr/e (Cambridge: D. S. 
Brewer, 1989) 1-2 ; and Ralph Hanna HI, 'Rotheley, the De Vere Circle, and the 
Ellesmere Chaucer," TAartrngtoMLfArarygnarterly 58.1 (1996): 14-19.

^David Edge and John Miles Paddock, v4rws anJv4rwo«r q/̂ tAe AfedKeval AAzgAt 
(London: Bison, 1988) 185-86. Fustian whs "a cloth of wool and linen or latterly cotton, 
with a raised nap, gving the eSect of vdveteen" worn by poora- kni^its (86). Gawain, in 
the fe a r/ Manuscript, fbls. 95v, 129r, and 130r, appears to wear such a garment.

^̂ Jill Marm, CAancer ara/A/edSieva/ &üa/es &zAre. TAe LrferaArre q/̂ /Ae jHocra/ 
C/a&sesaw/(Ae "Genera/ fro/qgwe " A? tAe "Can/erAw/yTa/ef" (Cambridge: Carrdrridge 
UP, 1973) 108X19.

^*Edge and Paddock, andvfrmonr 85-86.
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miniatures of the fe w / manuscript.^ His other accessories^ also in rust-brown, include a 
chaperon, a gold-tipped scabbard, and what may be the remains of fashionable gold-tipped 
arming points on his chest."^ As Martin Stevens comments, the 'long points" ofhis shoes 
indicate his rank more significantly than any other part ofhis attire.̂ * He is also the only 
pilgrim illustrated with a gold rowel qrur, a spiked wheel introduced at the end of the 
tWrteenth century.° All the gold decoration of this portrait is painted on by hand, the Srst 
use of this method in the manuscript, unlike the gold-leaf applied to the bar border along 
with its omammtation and the decorated initials.^ BGs outft reflects the mode of the early 
GAeenth century as pictured, for example, on the riders in the Arst of May festivities in the 

/Üc/res Heures of Jean, Didce of Berry^ and in the headgear, houpelande, and gold 
rowel spurs of the Arst rida^ in the "Riding Party," one of the illustrations in the Collected 
Works o f Christine de Pizan (Ag. 85),^ both contemporary manuscripts. The Ellesmere 
Knight could easily be assimilated into one o f these royal riding parties.

Were the Knight not placed at the begriming ofhis tale, the viewing audiarce 
might well ident% him as a great lord rather than simply as a knight. As it is, like the other 
mounted pilgrims, he has the potential for aSecting the reading of the tale and An bang 
aSected (i.e. being reinterpreted) by the tale itself That this kind of enriching cross-

^^This A)rm of covering for the hand, excluding the Angers, is not immediately 
apparent in reproductions of the Knight because his Angers are darker than his Arce, but 
the shape is clearly noticeable once the image is enlarged on the computer screen. There is 
a cuA^Èie band at the edge where his Angers protrude. In the Peail-Gawain Manuscript, 
see especially A)ls. 41v, 42 ,42v, 60v, and 95v.

^These are Aes "by which armor was secured in place"; see Edge and Paddock, 
185.

^^Martin Stevens, "The Ellesmere Miniatures as Illustrations of Chaucer's 
CuM/erikrT}' Ta/er," m 7-8 (1981-82): 124.

% lg e  and Paddock, A/ms WK/v4/wour 85. Some of the other pilgrims seem 
to have silver rowel spurs (the Squire, the Merchant, the Wife o f Bath, the Monk, the 
Franklin, the Pardoner, the Summoner, the Manciple, the Clerk, and the Parson).

°There are Ann other instances of gold paint in this manuscript: on Chaucer's 
penner (fbl. 153v), on the Wife of Bath's belt (A)l. 72), on the bells and ornaments of the 
Monk's hounds (fbl. 169), and on the Miller's Anger (A)L 34v). As will become apparent, 
this application of gold paint serves to raise the status of the pilgrim, to satirize 
inappropriate behavior, or to provide some humor.

^Chantilly, Musée Condé, MS 65, fbl. 5v, beA)re 1416. See also the Agure 
wearing red headgear in the April scene, A)l. 4.

London, British Library, MS Harley 4431, fbl. 81.
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reference was encouraged is indicated by the dynamics of the layout. First of aH, the 
horse's respectful gaze is directed at the Grst sentence, especially at the idendAcation of 
Theseus:

Whilom as olde stories teHen us
There was a due ^xft highte Theseus
Of Atthenes he was lord and gouemour
And in his tyme swich a Conquerour
That gretter was ther noon unda^ the sonne. (859-63)

The emphasis of the text is clearly on power, and the words nearest the horse — 
gDw(gr)nowr, Congwerow, and somne — haghten this eSect.

As if that alone were not enough, the two decorated gold-leaf initials, secondary in 
size to the "W" of the opening, both point to Theseus. The hrst is the T ' at the top of the 
page beginning the Latin quotation 6om the of Statius referring to the (q)proach
of Theseus to his native land after Suiting with the Scythians (xii, 519-20): AnMg(«e) 
dbwor Placed strategically undw
the vegetal decoration of the border instead of in the margin, this quotation pemnts the 
symbolism of the laurd, which as a garland crowns the mounted Theseus of Chaucer's 
AmgAr s To/e (1026-27), to be transferred instead to the border o f the garden of verse.^. 
The referwce to in the inscription at the top of the Knight's page also connects the

^%re full quotation hrom the TTreAor̂ / (xii, 519-20) is translated in 7%e TÜversrdb 
CAoncer 37, see the hrst note: "And now (Theseus, drawing nigh his) native land in 
laurelled car aftm̂  Gerce battling with the Scithian fb% etc. ̂  heralded by g^ad applause 
and the heaven-Gung shout of the populace and the merry trump of warfare ended]." The 
chariot was abandoned for the horse in Chaucer's version.

^See also the garland given to the victorious Arche on his bier (2875). J. B 
Trapp, in "The Owl's Ivy and the Poet's Bays," JiwTxz/ rAe IlbrAwg ow/ ConrtonM 
AKffAr/es 21 (1958): 227-55, traces the classical association of crowning both conquerors 
and poets, pointing out that troth Boccaccio and Antonio Pucci re&r to the crowning of 
Dante at his funeral in 1321. T r ^  also menGons that Petrarch, who was himself crowned 
poet laureate, took the trouble to marginate his Vergil, "against Servius' comment on 
Æc/ognes 8. 13, the inGrrmation, buttressed by the line G"om Statius .. that poets also 
were enGGed to the laurel," 236-37. With these literary precedents, there may already have 
been a hint on the K n i t 's  page that the Ellesmere border would take on something of 
this funcGon even before the Franklin's page makes eoqzlimt that the enclosed garden is 
poeGcal and also before Chaucer's portrait (fbl. 153v) suggests itsdf as a literary icon, aH 
of which point to this manuscnpt having been "intœded as a commemoraGve volume," to 
use Kathleen Scott's words in Lofgr GofArc Mzmwcrÿt; 2:142. It celd^rates the 
e/ogwewe by whose passing England was deprived of rAe sweArresse /q/reroryAe 
(Hoccleve, jRegement q/"TYmces, 1962 and 2084-85 respecGvely), a preliminary 
conGrmaGon of Chaucer as the poet laureate eOecGvely created by Hoccleve, as suggested 
by Pearsall, "Hoccleve's ' 400.
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idea of the laureadon of conquerors (and their recording poets) with an emerging 
nationalism.^ The Latin itself lends authority to the tale and tdler, and flatters the learned 
reader who must supply the name Theseus 6om memory, adding a further cocAei to the 
principal reader if a translation into the vernacular is to be part of the performance. Upon 
hrst glance, it leads to the assumption that it is the inscription for the illustrated Ggure 
whose open-handed gesture points up towards it. It also provides a cultural, if not actual, 
genealogy for the Knight who is then identiGed by the title below which, in ef&ct, 
supersedes it as an inscription for the mounted Ggure. The second gold initial, a "T," 
occurs near the bottom of the page, beside the already mentioned, calling
attention back to:

This due of whom I make mencioun
Whan he was come almoost unto the toun
In al his wde and in his mooste pride [.. .] (893-95)

Both decorated gold-leaf initials, then, cah attention to the approach of the proud 
conqueror, Theseus.

In these ways, the dynamics of the page allow Gar a multilevel interpretation of the 
^proaching mounted rider. As storytdler, he is the K n i^  of the Prologue; as subject of 
the story, he is Theseus. As the latter, he lends additional status to the Kn^ht, with the 
result that the authence sees the Knight as a powerful, worldly lord and so is prq>ared to 
respond to him and to his tale accordingly. Those features held in common redect both 
ways, &rrying additional details from one portrayal to the othar. For example, preceding 
his Boethian speech near the end of the tale, Theseus exhibits a sW  Wsage before m y 
woTff cam ^am  Aw wise Aresi (2985 and 2983). This desciiption could apply equally to the 
countenance and attitude of the illustrated Ggure, an elaboration of the wisdom attributed 
to the Knight in the General Prologue. Subsequent viewings of the mounted rider wmdd 
be enriched with such details accrued consciously or unconsciously from previous 
reading.^ The visual portrait shows evidence of the selection of those features whidi are 
consistent with the presentation of the Knight as a lord whose pronouncements have 
authoritative weight. This sort of conGadon functions as yet another unifying device 
which, like the decorated 'IV," pulls together more tightly the threads &om the General 
Prologue and the KmgAr's

^ o r  a discussion of Prince Henry's promotion of poetry in the vernacular, or the 
translation of such tales of martial chivalry into English "to create a stronger sense of 
nationhood," see Pearsall, "Hoccleve's 397-98.

69Stevens, "The Ellesmere Miniatures" 124.
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What the portrait of the mounted rider does not &ature is quite striking with 

respect both to the Knig^ of the General Prologue and to Theseus—any evidence of a 
martial life! The hrst two-thirds of the General Prologue description of the Knight 
mentions more than two decades of military feats. The Knight served worthily in Aif 
/ordkf werre both in cnafendbm and in (Œ* 47, 49). The General Prologue
stresses the Knight as a crusader, which JiH Mann says is a role the Church envisaged far 
chivalry, mentioned as a duty in the dubbing ceremony.̂ " It is interesting that the 
illustrated Knight in the Douce 104 Manuscript of Piers P/bwmoM also lacks any evidence 
of armor. There this omission—along with the portrayal ofhis rueful e^nession, the 
gesture of immobility indicated by his crossed arms, and his stance in which his feet point 
ambivalently in opposite directions—manifests his 6ilUre as a secular authority whose role 
is to guard the Church against wastrds and evil mm.^ The Pear/ Manuscnpt does show 
Gawain and the Green K n i^  in armor and with a fuH complement o f sharp weapons in 
two of the scenes, but there are spiritual overtones in the illustrative program of that 
manusraipt.^

In the General Prologue, Chaucer verbally hames the list of the K n i t 's  previous 
military expeditions with a description ofhis noble qualities. His love of the chrvahic 
virtues precedes this sanitized list, vdnle mention ofhis wisdom and gentility follow it, 
casting a moral tone over this Knight's military career. The violence inherent in such a li& 
is suppressed by the omission of grisly details. The only reminder of the Knight's military 
role is that his gxpow is a / Afanotgref/ (GP 75-76). This is usually taken as indicating that 
it is soiled or stained by rust^ &om his iron mail shirt dampened by perspiratioiL But 
another meaning of Awmotgrgc/ is "beqiattaed,"^* suggesting that bloodstains, whether 
his own or that of heathens, might have mingled with the sweat ofhis own martial 
exetions, bespattering his mail shirt. Chaucer turns even this small detail in favor of the

™Mann, CAowcer ow/M%&gva/EsAzfef 113.

"See my discussion of this illustrated Knight (fbl. 35v) in "Ketributive Violence 
and the Reformist Agenda in the Illustrated Douce 104 MS of Prerf Pknwnan," Pÿkenth- 
Cen/nry 23 (1997): 17-19; also VŒ: 18-44 in Derek Pearsall, Pierf P/owmon /y

ZaMg/ûW. the C-texf (Berkeley: U of Cali&mia P) 147-48.

"Fols. 95v, 129, and 130.

"The Prveradb Chancer 24. As Timothy Haskett pointed out to me, this is 
interesting because one of the main jobs of a knight's squire (or otha^ manservant) would 
have been to clean and oil the mail, precisely because it was important that such a crucial 
and expensive piece of equipment not deteriorate and rust.

^*Davis, et al, Chancer C/oaaory 15.
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Knight's religions piety, implying that he is anxious to do the right thing spiritually by 
going on pilgrimage right after coming 6om his last Wage (77), thereby overriding any 
desire 6)r worldly ̂ iproval when he does not change out ofhis habergeoun
Srst.

On another level, Theseus too has just come 6om his latest ccmquest, that of the 
Amazons. The predominant image the audiaice has of Theseus at the b^inning of the tale 
is his approach to Athens, which the narrator mentions three times (873, 894, and 1026- 
27) as a means of advancing the narrative while sketching in background in&rmadon. The 
return procession follows the defeat of the regne (866). This victory prefaces
the story ofPalamon and Arche, the young knights whose object of desire is the sister of 
the conquered queen. Voice is not given to the defeated warrior women; instead, 
sympathy is accorded to the weeping women Theseus meets on the way home. The 
Amazons' suf&dng is, as it were, transferred to the latter, Ending emotional release and 
moral approval in this recasting of acceptable gender roles. At the same time, tAts 
(Arc, (1001) Wio /rewfe (957) the lamenting women is allowed to appear in
a &vorable light vis-à-vis women, rushing oG" as he does to defeat the tyrant who would 
not allow them to bury their slain husbands. The actual violence of both battle accounts 
occurs oGstage.

While in the Tok violence, the expected means by which victory in
war&re is ef&cted, occurs only at the periphery of the events just referred to, in the 
Ellesmere portrait of the mounted rider there is no evidence of it at all. In contrast, Ear 
example, to the "mixture of bloodthirstiness and piety" that is found in MS Advocates 
19.3 .1,̂  ̂as well as in the Auchinleck and Vernon manuscripts, violence in the Ellesmere 
has been visually concealed, canceled even, certainly denied entry to the safe and beautiful 
surface space enclosed by the decorated border. There are no rust or blood stains 
anywhere on the Knight's person. Nor has he weapons. Hindman o b s^ e s that "the

^^Hardman, "A Medieval 'Library fo rvo '" 268, points out that, in this 
manuscript, the GowtAer romance has had extra details of military violence added, making 
it "more like a ballad or fblk-tale [...] brutal, frank, racy and bloodthirsty," in contrast to 
another version of this tale in London, British Library, MS Royal 17.B .xliii, which includes 
more aspects of courtly observance. Similarly, the Ehesmere deWgner has ampHEed the 
court^ aspects of Chaucer's verse to suit a like-minded audience. Depicting the siege of 
Jerusalem in terri^dng detail are the last two miniatures (fbls. 190 and 190v) of a Book of 
Hours which also contains a "near-encyclopedia of devotional iconogr^hy," London, 
British Library, MS Egerton 2781,1440-50; see Lucy Freeman Sandler, Gof/nc 
Mamwcrÿtr. 2 (London: Harvey Miller, 1986) 127-28, cat. no. 115.1 am
grate&l to Denise Despres Ear calling my attention to this manuscript in the de Bohun 
group. The Ellesmere Manuscript tends to shy away Gom punitive violence also, unlike 
the Douce 104 MS off/ersf/ow m o»; see my "Retributive \^olence" 13-48.
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granting of arms, with the sword the principal emblem of power, had long been associated 
with the knightly function. This Knight has not even a serviceable sword such as is 
worn for self-protection by the illustrated hgures of the Miller, the Reeve, and the 
Summoner in the same manuscript. Even his tiny dagger, with its gold pommel, guard, and 
scabbard chape, is more an accessorizing ornament than a weapon, unlike the more lethal 
dagger by which the illustrated Shipman (fbl. 143v) presumably dispatched Aem Aoom fo 

/oMcf (GP 400). The illustrated Knight does not wear any armor that is visible And he 
carries no shield; nor is his horse protected by any covering.^

The reason the Knight was portrayed not as a warrior, as the General Prologue 
would have it, but as a lord or likely relates directly to the person
commisâoning this manuscript or its intended recipient. It may well be that the hrst 
portrait in the Ellesmere, having accrued the noble aura o f Theseus, provided a Sattering 
mirror in which a noble patron might have cared to see himself^ Further, by identiScation 
with the Gothic milieu of the lordly Knight, the pagan matter of the Theseus story is made 
familiar and acceptable to the patron and his family.'*' Charges of idolatry are deflected in 
the scenes in which the pagan defies of Venus, Diana, and Mars are prayed to by 
Palamon, Emily, and Ardte respectively not only by Chaucer, who introduces oratories 6>r 
each of them,'̂  hut by the Ellesmere scribe, who adds aimotations whidi place them in a

^%ndman, in fwchmewt 93.

^TWs was not the case in the other depictions of the Knight as printed by Caxton 
and De Worde later in the century. For a discussion of these armored W gbts see Betsy 
Bowden, 'Visual Portraits of the Canterbury Pilgrims: 1484(?)-1809," in E/fesmere 
CAoncer 177. Chaucer's text does not mention the Knight's weapons, but as these other 
dqnctions indicate, we^mns are as much an assumed part of a knight's accouterments as 
the which Chaucer does mention, but only because he makes the point that it is

^%ndman, .Sea/ee/ m Parchment 82, uses this term to describe a knight as 
'head of the household" to distinguish this status &om that, for instance, of a knight as a 
bachelor.

^^The merging of the Knight and Theseus was observed by Martin Stevens who 
says that the miniaturist, with 'h is own audience in mind," created an image "which 
summons up the role of Theseus" ("The Ellesmere Miniatures" 124). The other design 
features of the layout of the page encourage this dual application.

"See the discussion on this process in Camille, Got/uc Tidb/102.

Tüversfdle C&mcer. 834nl884; compare the late Gothic temple created 
for Diana in Brussels, Bibliothèque Royale, MS 9242, fbl. 174v, which is reproduced in 
Camille, GofAnc Tdb/ 113.
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courtly love context as the embodiments of love, chastity, and dnvahy .*̂  The EDeamere 
portrait of the Knight as lord rather than as warrior excludes open signs of violence as 
inappropriate, not only in the cultivated garden of verse so carefully set up by the ûame, 
but also within the pleasure gardens at the reader's home, the latter projected as a calm 
place indicative of order and stability, prosperity, and good government. \^olence has 
bear eS ectiv^ aestheticized.

Finally, the mounted Knight becomes the guide who initiates the literary pilgrimage 
for privileged readers.*^ He invites them to see ûom his pa^pective, temporarily merging 
their identity with his. The rest of the page itself renforces this perspective in the 
orderliness of its coordinated ornamentation. Further, it is an active zone across which the 
illustrated Ggure relates to the text and within which the audience has imaginative room to 
recreate the scenes under the subtle guidance of decoration and illustration. In the case of 
the illustrated portraits, the absence of a speciûc setting permits multiple and conûated 
interpretations. In this instance, the mounted rider functions alternately or simultaneously 
as the storytelling Knight 6om the General Prologue, as Theseus, as patron of the 
manuscript and, bang the hrst portrait illustrated, as surrogate authorial guide to the 
CanferW y TWej generally as well as to the Kmght's Tak specihcally.

The imagined setting could be the road to Canterbury, the road to Athens, the 
grounds of the patron's estates, or an extension of any Aiture viewa^'s own richly

*^They are as follows: preyere Az&zmow to Few» godWh&se Awe, The
pyieygre q/^Ewe/ye to godWkssg q^A^aydhw, The anawere q/̂ ĉ̂ wxe to E m e^ , and
The oriso(u)n qf.^rctte toMzrsgOfT q/̂ .<4rMej (KnT 2221-22, 2297-98,2349-50, and 
2373-74 respectively),

"^Subsequent illustrated versions of the Cauterhwy Ta/es portrayed not the tales, 
but the storytellers, the precedent having been established in this manuscript. Made within 
a decade or two aAa  ̂the Ellesmere, the only other manuscript with a program of 
illustrations for the CaniîerhwTy TaZes is Cambridge, Univeraty Library, MS Gg. 4. 27 (1), 
which now contains only six remaining pictures of the pilgrims at the beginnings of their 
tales, plus four rernaining pictures of the pa-soniGed Deadly Sins added to the f  arson's 
Ta/e, rein&rdng the latter's importance G?r a late medieval audience. The other miniatures 
of pilgrims and Sins have been cut out. Scott, Lafer GotWc Afünusçrÿtr 2:144, considers 
the "idea of using a sequence of mounted POgrims" as deriving Gom the Ellesmere 
Chauca^ "or 6om & similar lost manuscript." Scott incorrectly, however, distinguishes the 
Ellesmere placement of the pilgrims &om that of Gg. 4. 27 (1) when she says that the 
latter's designer *'did not understand the subtlety of placing the Pilgrims ^  thâr 
Prologues" in the Ellesmere manner (145). In no case where there is a Prologue to a tale 
in the EHesma^e is the illustration placed there; rather, it is always placed within lines of 
the titles Aere 6fgynne(A [. . . ]  announdng whose tale (not prologue) fbhows. Betsy 
Bowden, "Visual Portraits of the Canterbury Pilgrims, 149^?) To 1809," T%e E//eanere 
CAmrcer 171-204, traces early printed books and the Grst painted versions of the 
CoMferWy Th/es, all illustrated with pilgrim portraits.
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appointed space. Perhaps most interesting in the absence of a pictured setting, far which 
there was certainly room, is the preservation of an element of mystery concerning the 
identity of the illustrated Ggure. The placement of these hgures means that the storytellers, 
with the exception of the Miller, approach the text &om the unknown space beyond the 
lateral sides of the open manuscript book. This design feature, where the illustrated ûgures 
ride toward the text hom the outer margins, stresses the enigmatic nature of the pilgrims' 
origins and idmtity. Not only is the "present" setting undeGned, but the past venue exists 
only in the uncontrolled space beyond the page. There, for instance, the blood of heathens 
or Amazons may stain the earth, but it does not mark the ordered sur&ce of the

. Miscnpt.
While the pilgrim portraits visually guide the reading process, they themselves 

resist a single interpretation and are thus as dusive as Chaucer, whose own style is oftœ  
intriguingly ambiguous. The mounted Knight as lord introduces this visually embdlished 
romance, the Grst of the ongoing and open-ended sequence of tales. All that is congruent 
with his perspective regulates the experience ofhis audience for this tale and deGnes the 
attitude to be assumed toward pilgrims of lesser rank. His portrayal Games and overardies 
the reading of subsequent tales, as do the other elements of the ordinaGo. At the same 
time, the viewing audience is encouraged to become actively and rreatively engaged in 
Glling in the 'tlank" spaces and in re-visioning both the tellers and the tales Gom an 
aristocraGc viewpoint.

Recasting Sdected PUgrims for Aristocratic Family Viewing
If the Knight were the only illustrated Ggure to be raised in status, he would be out 

of place since noble lords are seldom found alone, especially within such an aristocratic 
space as that deGned by the decorated bwder. This means that some of the other pilgrims 
needed to be elevated to present a suitable inner drcle Grr this Knight in the Ellesmere 
Manuscript, thereby also providing entry into the exclusive society of the viewing 
audience.

AGer describing the small retinue of the Knight, the General Prologue turns to the 
person next in status, who happens to be the Prioress (Gg. 86). Ratha^ than depicting her 
as a woman with pretensions to the speech and manner of her social superiors, as Chaucer 
does, Ellesmere's designer has raised h a  to the level of her aspirations. Nevertheless, the 
essence of the presentation on the page beginning the f  rrore&$ s TWe is rdigious. In the

C ontrast, for example, the two-page spread illustrating the battle with the 
Amazons in a French manusaipt of Boccassio's Tesezdü now in Viama, Osterreichische 
NaGonalbibhothek, MS 2617, c. 1455, fbls. 18v-19. See Kolve, Œ oncer 409n4.
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border above the illustration, visual weight is given to the Ûoral bouquet appended to the 
bars beside one of the stanzas in her Prologue concerning the Virgin's bounty and 
anticipation of people's needs. While this sort of bouquet with two Sowers extending Som 
the main mass might seem coincidental at this point, its recurrence in other passages 
dealing with women makes it less so." This shows the designing artist's Sexibility in using 
the available vocabulary, visually as ornament, but on occasion to achieve speciSc eSects 
which support the overall presentation, in this case one possibly derived &om previous 
work on religious manuscrits, especially Marian devotions. While the Prioress as 
illustrated adds a sober religious tone, she does not, however maternal she may be as 
indicated by her tale about a child, complete a possible Amily circle with the Knight and 
his son or visually present a model for a chatelaine in the audience." Since, for similar 
reasons, the Second Nun also presents an unlikely candidate &r these purposes, the choice 
had to &H on the of Bath. By happy coinddence, it proved possible to assimilate 
details &om her narrative in order to adjust her sodal rank by the placement of her portrait 
near the tale her illustration &ames.

The Wife ofBath's gaze (Gg. 87) is directed to the line: wh* Aer
(WBT 860). The extremes of the General Prologue's description are 

modiGed in this rendering or are suppressed entirely. There Chaucer describes her 6ce as 
BooW [. . . ] u W üMûf reef/ q/"Aewe (GP 458). Instead of displaying outright bolchiess, 
her dsual portrayal shows her as goal-directed and purposeful. Her fairness is played up, 
but hw redness ofhue is modiGed to a blush on her modeled chedcs, making her portrayal 
seem consonant with that of the gweewe of her story. Her horse looks intmtly at the
line referring to the Gme of the Elf queen's reign—woMye qgo (863)—as if
to emphasize the time factor whidi is so cridcal to ha  ̂and to her tale of a magical

"See, for example, that on the K nig^'s page beside the reference to Ypolita and 
the Amazons (KnT 880-83) and on the Squire's page beside menGon of the Idng's 
beautiful daughter, Canace (SqT 33-35). On the Miller's page, fbl. 34v, there may be 
some suggesGon that a small Goral bouquet with a rosette medallion and sprouting daisies 
is used ironically beside the Miller's descripGbn of the chamber of the maid-like cleik at 
Oxford that was adorned with sweet herbs, while he himsdf was as sweet as a licence 
root (3205-07). Some irony may also be intended on the Shipman's page wha^e a rosette 
medallion occurs beside the menGon of the &ir, young monk (25-28).

"It may be that she is portrayed as a widow since her pinched winkle (GP 151), 
worn over the chin in the illustraGon, was an important feature of widows' attire until the 
sixteenth century; see Margaret Scott, ̂ 4 Füuaf q f CasAene. fcwiee/AA nwd
fÿkem * CenAfnef (London: Batsfbrd, 1986) 32, illus. 16. The illustraGon shows a 
Geestone efhgy of a widow Gom the Church of St. Mary, Sprotborough, Yoiks., now at 
Batsfbrd, made by an anonymous English sculptor worldng after 1340. The wimple is 
meGculously crimped.
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trans&rmaüon &om age to youth. The illustration portrays the WKe as a young woman, 
and she is gratuitously given a high forehead. She is we/ but her co«erc/ue^,
while elaborate, do not seem to weigh few/xww/ (GP 453-54). Her hat, while broad, is yet 
not quite as large as a AoAe/er (CMP 471); rather, it is the size of a suitable travding hat 
such as that worn, for example, by Mary in the "Flight to Egypt" in a somewhat later 
miniature now in \laina.'^

Most notably, her overt sexuality is played down: if she is Got totAec/ (GP 468), 
this is concealed by h e  closed mouth; likewise, if she is wearing scar/et ree^/ hose (GP 
456), this is concealed by he_/bot monte/ (Œ* 472), as are h e  new shoes. H e  Aÿxf /orge 
(GP 472) accentuate h e  &shionably small high waist." The use of gold far h e  belt is a 
striking addition to the portrait placing h e , like the Knight, in the same milieu of early 
fdleeith-ceituiy aristocratic &shion as that shown by the highborn lady with the high gold 
belt in "The Riding Party" (Gg. 85) and also by the one \dio picks Gowers in the ApiG 
scene of the Trèj /ÜcAej ̂ /e«r&r of Jean, Duke o fB ery ." The trappings of h e  horse are 
also gold, and hers is the only horse except the Knight's that is Gtted with gold stirrups. 
H e  horse is sleek more eluant than an omWere (GP 469). Its trappings seem to be a 
more modest, feminine version of the Knight's in its style o f gear. Its stance is also similar 
to that of the Knight's horse. Unlike the two nuns in this manuscript who ride side-saddle, 
but like the illustrated Penthesilea in Def C / e r e s s h e  sits ea/y (GP 469) astride 
her horse, suggesting an eq)«ienced traveler.̂ ^ The Wi& ofBath's small riding whip, not

"ùstardchische NaGonalbibhothek, Cod. Sa .̂ N. 2844, fbl. 124v. This miniature 
Gom the Rothschild Prayer Book, Gent-Brüger School, c. 1510, is reproduced as a post 
card available at the NaGonalbibhothdr in Vienna.

"Wide high belts were worn above the waisthne early Gfleenth-century fashion 
according to GeoGTEgan and Frances Pritcbard, Dre&r vdfcce&san&r c. 7750 - c. 7^/50, in 
Medieval Finds 6om ExcavaGons in London 3 (London: HMSO, 1991) 35. RelaGvely 
high belts had already made their appearance in the late 6)urteenth century as evident in 
the illustraGon of the Virgin in the Vernon Manusmipt on G3l. 126v.

"Chantilly, Musée Condé, MS 65, fbl. 4v. While it is unlikdy (unless the musades 
brought some knowledge of this), there is a remote possibility that it may have some 
re&rœce to the Byzantine gold marnage belt, adding an interesGng resonance in view of 
the Wife's many marriages. On an early Syrian example, see Edwin Hall,
Be/rotW . Mzd/evu/ ATarrmge am/ tbe /Enrgmo Fb» .Eyck f  Dcw6/c Portrarf (Berkeley:
U of CalifbmiaP, 1994) 21.

'"Paris, Bibliothèque NaGonale, MS &. 12420, fbl. 46; rqrroduced in Sandra L. 
Hindman, C/rrMfme bb Team's "Epistre Othea," Porn/mg cW Po/rfzcr of the Ccmrt 
Ghw/gf F7 (Toronto: PonGGcal Institute of Mediaeval Studies, 1986) Gg. 81.

'̂ Blanche M. A. Ellis, "Spurs and Spur Fittings," 7heAfbbÜcw/7/orse aw77tr 
Egwÿme/rt c. 7750-c. 7450, Medieval Finds G"om ExcavaGons in London 5 (London:
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mentioned in the text, adds conqdexity and ambiguity to her illustrated portrait, 
emphasizing her attempt to control her destiny while hyecting, perhaps, a touch of humor 
far the reader who remembers her Prologue.^ This iHustratimi, unaccompanied by 
marginal glosses, dominates the page by its medial position. As Susan SchibanofThas 
shown, where there are aiy  glosses, whetha^ for her Prologue or Tale, the Ellesmere 
supports or augments the Wife ofBath's text, unlike the glosses of MS Egerton 2864 later 
in the century, which challenge it and denounce her immorality.^ WTth the intended 
audience obviously in mind, the Ellesmere scribe did not use the more conventional wofiql 
Aew in the margin, as did the Hengwrt scribe, beâde the Wi&'s discussion about g^Uility, 
but, rather, he wrote De gew(er)a$hWe^ (WBT 1109) beside this passage, pointing to the 
importance of generosity as a desired quality in people of noble rank. The Ellesmere scribe 
also added exrenyAom (WBT 1146) beside her discussion showing that a lord's son is not 
naturally 6ee of villainy, emphasizing to the highborn young reader the behavior to be 
avoided. The Wife is allowed to present herself as she would recreate herself if she could. 
By conSadon with the Fairy Queen of her tale and without the sexual innuendo accorded 
her in the text, dowi^layed also by the glosses, the WÎ& has been sufBciently elevated in 
status to provide a female countapart to the portrait of the Knight in the Ellesmere 
Manuscript, making her suitable as his partner and a model far an aristocratic &male 
reada.

The Gaieral Prologue furnishes one plgrim by way of a direct familial relationship 
to the Knight in the peson ofhis sow ayontg sgmer (79). The placement ofhis tale within 
the manuscript may have had repercussions on an audience attuned to subtle signs of 
dif&rences in social importance. Just as the Knight is given authoritative status not only by 
coming fnst in the Genaal Prologue and in the order in \\inch his tale is related, but also 
by bang illustrated Erst and accorded an enhanced status, so the s TWe itself is 
given a special distinction in the Ellesmere order. Unlike the jumbled arrangement o f the 
earlier Hengwrt manuscript, probably the result of the copyist "woddng with exemplars

HMSO, 1995) 124.

^^co le  Green, ''Variant Interpretadons," unpublished essay, U of Victoria, B.C., 
1998,14-15, develops the implications of the whip, seeing it in terms of the Wife's need 
for contrd and yet her lack of control, her use of authority being "a verbal whip."

^Susan Schibanof^ "The New Reader and Female Textuality in Two Eaiiy 
Commentaries on Chaucer," m q f CAowcer 13 (1991): 71-108.

*̂*The inymrtance of generosity as a characteristic of those in power is heavily 
supplemented by the mass of marginalia on poverty (WBT 1177-1206), not faund in 
Hengwrt, and so is possibly of more than passing relevance to the scribe or editor.
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that were arrivii% on his desk in ûagmentary harm and unpredictable sequence," as 
Pearsall speculates, the Ellesmere arrangement was 'the best that could be arrived at" 
because the same scribe, or his editors, now had time "for a more leisured scrutiny of the 
pq)ers, and a more reasoned ordering of them."^ In this reorganization. Fragment V 
(Group F), containing the f  TWe and the FrunjWm f  TWe, was placed in the center 
of the Ellesmere Manuscript, Allowing the MgrcAanf f  Tizk (whose illustration, as I will 
show, plays ofTthe Squire's portrait) in Fragment IV (Group E). That there might have 
been a special distinction in the 7a/e being placed in the exact center of the
Ellesmere is indicated by analogy with the organization of some other ûAeenth-century 
manuscript compilations, as mentioned by Seth Lerer (following the lead of Sylvia Ihiot), 
who notes that a w oit placed in the centre of a manuscript can re&act meaning backwards 
and forwards. He re&rs spedhcally to Oxford, Bodleian Library, MS Tanner 346 in which 
the attempt to Aame the compilation as Chaucerian is strengthmed by mention of 
Chaucer's name right at the middle, serving as "a central authorizing Agure.

I^ indeed, intelligent compilers at the time favored such a location as a way of 
showcasing a subject, then increased attention might be accorded to a medial illustration if 
the details warrant it. The placement of the Aagment containing, in this case, the .Sgnire s 
TWg and the fruMW/n s TWc—both self-consciously demonstrating rhetorical Anesse, a 
skill for which Chaucer himself was most admired in the AAeenth century^—supports 
those other features of the Ellesmere's presentation which combine to celebrate Chaucer's 
art. In the s ToZe, Chaucer seems to parody self-conscious rhetorical delivey whmi
he shows the Squire more concerned with style than with the story itsd:^ which he never 
gets to Anish. This rhetorical focus is enhanced by the design of the page (Ag. 88), 
w bediy the last two lines of the Squire's Prologue serve as an inscripAon, ranhnscent of 
the Latin preceding the TWe:

Haue me excused if I speke amys

^earsaD, Lr/k Ckwcer 234-35.

^Seth Lerer, "Reading Like the Squire: Chauca", Lydgate, Clanvowe, and the 
Fifteenth-Century Anthology," uW  Ærs hnqgznzMg tAe yfiUAw in Lafg-
AfgdievaZ EngZoW (Princeton: Princeton UP, 1993) 62, 69. Sylvia Huot comments on the 
organizaAon of Old French poeAc anthologies in from  fooit (Ithaca, 1987) 11-
45.

^Carl Lindahl says that in the ninety years between 1385 and 1475, next to 
"master" used 23 Ames, Chaucer is referred to as "rhetor" 14 Ames, followed by 
"eloquent" 8 Ames, revealing "an dite cultural view"; see Eamgsf G ^ g s. foAZbrrc 
AzAerw in iAg GznZlgrAwy Th/gf (Bloomington and IndianapoAs: Indiana UP, 1989) 166.
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my wyl is good and lo my tale is tbis.^

It is the same itetorical tridc of drying rhetorical accomplishment that is given visual 
prominence on the Franklin's page. The efkct of these lines at the top of the page, which 
the illustrated Squire's self-re&rendal gesture seems to eqness, was not posâble in the 
earlier Hengwrt version because there, completely out of place, the Squire's Prologue or 
Head-link comes aAer the A/ercAmn 'a TWe but be&re the FranMrn TWe. As with the 
Franklin's page in EUemnere, the ornament enhances the e@ect; in this case the entire 
upper border serves as a wavy, flourished serif for the top bar of the squared decorated 
"A" beginoing the tale, vdnle the left oblique stroke of the "A" descends into a Nourished 
vegetal scroll below the portrait of the Squire, causing his horse to junq).

The likelihood that the placement of the Squire might have had contemporary 
political relevance is reinfbrced by the details advancing the status of the illustrated Squire. 
Conhrming an awareness of the notion of centrality is the annotation set oS  ̂in this 
manuscript, by scrolls in the border just below the illustrahon: ctrcuA. This
Boethian idea o f a stable center within a circle draws attention to one of the qualities of 
the ideal ruler mentioned in Chaucer's text: Q f/os coroge as any centre stable (SqT 22).^ 
Given the addition of the illustration, a young aristocratic reader of this manuscript, 
likewise yong^eW r strong (23), might End this exemplary. With its philosophical 
underphmings recalling the Knight's speech concerning the First Mover who staMe is ancf 
eteme (KnT 3004), and within the larger context of this manuscript's successive open- 
ended borders suggesting the progression of the rdigious pilgrimage, this integrated 
design helps confer a Boethian and divine sanction to the ruling Action, which the elevated 
status of the Squire rq)resents. The interest in the qualities of a good ruler whidi this 
manuscript displays is supported, Ear exan^)le, by the expansion of Hengwrt's annotation

to (KnT 1774) beside Thesais's raninder to himself not to be
like a merdlew lion when he decides to reduce to inqnisonment the death sentence be 
fbrmedy gave to Palamon and Arcite.™ Further, in the change from the s in ^ a r to the 
plural form of the inq)erative, the intœded readership of the EBesmere is also deGned.

''In  CAancer these are lines 7-8 of the TntroducGon to the Sqmre's
Tale," but in the Ellesmere, if they were numbered, they would be lines 29-30 of

''The same annotation is present in Hmgwrt. TAe CAawcer (452 and
891n22) dtes Boethius 4.pr.6.116-29.

°̂°This follows as his compassionate response to the cries o f the weeping ladies of 
his court and to his own reasoning concerning men's natural behavior in the matter of love 
(KnT 1748-72).
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The Squire is attired in a manner which might well suit the miof gfAzt (SqT 26) of 

the young Cambyuskan ofhis tale: he has ermine leggings (or leggings embroidered to 
look like ermine), certainly not mentioned in the General Prologue description. With the 
exception of the illustration of the ambitious Merchant, the pictured Squire has the lor%est 
points on his shoes, although much of their white paint has ûaked ofTthe point, making 
this less obvious to a modem viewer/"" He wears white gloves, like the victorious Ardte 
in the Thr/e who is clothed in them on his funeral bier (KnT 2874). Not previously
noticed, but dear &om an enlargement (Gg. 89), is that the self-refermtial position ofhis 
hand displays a ring under his glove, near the top ofhis ring Gnger, carefully outlined and 
so ^sGnguishing it Grom the Gowers on his garment,. It mirrors the fadnon ofHenry V 
(Gg. 90) who is portrayed 'in  a black capp'""^ and wears one of his rings near the top of 
his rir% Gnger. The podGon of the ring near the top of the Squire's Gnger calls attention 
to it, stressing its relevance with respect to the tale which menGons a magic ring given by

dark outline (GsGnguishes his shoe Grom the leg of the horse Wiich it overlaps; 
however, it is not continued to the point, where it was not required for arGculaGon when 
the paint was intact. This sort of interrupted outlining G>r purposes of daiiGcaGon and 
emphasis is also evident on other Ggures. Conqrare, mr instance, the outline on the nght 
leg of the horse of the Canon's Yeoman on fbl. 192 where, once again, the nder's leg is 
distinguidied Gom Gœ horse's by an outline. What this suggests is that someone looked 
over all the Ggures when they were Gnished, outlining where necessary. It is one technical 
aspect implying more coGaboraGon and less separaGon of duGes than prewously 
recognized.

"̂°As described in the record of the coUecGons ofHenry YE and Edward VI 
(1542,1547 [49]) as quoted in Oliver Millar, TWor, aW  Ewfy

m Ag Co/fecAon r^ffgr 7%g gweg» (London: Phaidon, 1963) 50, cat.
no. 6 .1 am grateful to Sue Fletcher, Kcture Library Assistant, Royal CoGecGons 
Enterprises, G r this infbrmaGon. It is possible that the short hair style H a i^  adopted was 
misunderstood and taken as a cap by the copyist (see note below). That this is likely is 
indicated by the cap-like hairstyle ofHenry who 1 ^  light brown hair in a miniature made 
during his G&Gme and showir% Hoccleve presentmg him with the Kggemgnt q f FYmcgx in 
London, British Library, MS Arundd 38, c. 1411-13, fbl. 37, reproduced in color in 
Elizabeth HaGam, ed., Tik CArowc/gf Ag IFors q f Ag .Roagf (Godalming, Surrey: 
Bramley Books, 1997) 123.

^""%ere are at least six copies of this late GAeenth- or early âxteenGi-cartury panel 
portrait ofHenry V besides the one at Eton CoGege. According to MiGar, 7%g TWw, 

aW  Ggcv̂ gzwr frcArrg^ 50, "The source of the portrait may have been a 
medal, the efB ^ of the King in Westminster Abbey (Gom which the head was stolen in 
1546) or a voGve portrait in miniature or on the scale ofliG in Wnch the King appeared as 
a donor." Ihe posiGon of Harry's open hand, shown Gom the back, also displays a rirrg on 
his GtGe Gnger and on his index Gnger, both in the usual posiGon. The aiGst would seem to 
have painted the hand in this posiGon fbr the purpose of showing oGthese rings. In the 
Squire's portrait, only one rirrg is rdevant to the story. A distirrguishirrg facial feature in 
the portrait is Henry's nose, shown sirrrilaily in Arundel 38 (see precedirrg note), which 
might be conqrared to that of the illustrated EGesmere Squire.
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the strange knight to Canace, the king's young daughter, enabling her to understand the 
language of birds (SqT 146-55). Particular attention is called to the properties of the ring 
in the marginal annotation agacent to this description: (he verAr qf fAe (fbl. 116v).
The ring's narrative importance is featured later when the per^rine Alcon tells the 
princess the heart-rending story of being jilted in love by her false mate given to /xynW  
words (SqT 560).

While the Squire's ring has ample relevance to the story alone, other features of 
the illustrated Squire allude to 6shions in excess of the description in the General 
Prologue. One such is the belt with dqrper bells hanging by chains or cords 6om it, all in 
accessorizing white (which might be intended to suggest silver, like the rowel spurs he 
wears). Such bells became ûrshionable in England after 1393-94 when Richard n, 
borrowing &om a German vogue, had two gold bells Gtted to his belt.̂ °* They reached the 
height of 6shion in the Grst third of the Gfteenth century as shown, fbr exanq)le, in the 
slightly later TyorAts owf Crrsieydle &ontispiece, where a man in a blue garment has a 
profusion of them dangling Grom an elaborate collar and 6om a belt.^^ Dangling G"om 
longer cords or chains, the illustrated Squire's are very like the rumbler beUs worn by 
Henry V in another early GAeenth-century miniature.̂ *  ̂A diGkrent view by way of social 
commentary on the &shion of suspmded bdls is that oGered in the Douce 104 manuscript 
of f  fgry f/bwrnoM in the illustration of Pride (fbl. 24), who is shown with gold rumbler 
bells. The Ellesmere portrayal, however, has no satiric edge.

The Squire's high hat, which is broad at the top and in a slightly difkrent blue 
Aom the bordw leaf nearest it, is in the same style as that of the black hat worn by Henry 
Bolingbroke (shortly to be Henry IV) in the dk TücAwe/by Jean Creton^"^ The

^^gan  and Pritchard, 336.

^"^Cambridge, Corpus Christi CoGege, MS 61, fbl. Iv.

^"^Cambridge, Corpus Christi CoGege, MS 213, fbl. 1. Jean de Galopes is shown 
presenting Henry with his transladon ('%i a rather current French hand") of Bonaventure's 
meditations on the li& of Christ and on the psalms. According to a couple of inscriptions, 
the book belonged to Henry V; see Montague Rhodes James, ZJancrpAve GaWqgue 
the Mbmwcnpty rn the ZrArary q/^Corprts CAnfA Co/kge (Cambridge:
Cambridge UP, 1912) 213-14. The chain around Henry's neck also resembles that of the 
EGesmere Squire. It is reproduced in R. B. Mowat, Henry (London: Chatto, 1919) 
&cing46.

"'̂ London, British Library, MS Harley 1319, G)ls. 30v, 53v, and 57. As stated by 
Gervase Matthew, The Court qf JücAwcJ H  (Ixrndon: Murray, 1968) 209, Creton was "a 
'valet' of Charles VI of France who had joined Richard's court in 1398, had accompanied 
him to Ireland in June 1399 and who had the Earl o f Salisbury as his patron." This work, 
which is prejudiced in Richard's 6vor, is "crowded with realistic detaG and there are
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"white embroidered insignia"^'" on the Squire's hat may be suggestive of the white swan, 
the device of the wealthy family ofHenry V  s mother, Mary de Bohun, which Henry IV 
customarily wore in the harm of a pendant /"^ The hat itself is also comparable to that with 
a gold medallion worn 1^ the second noble rider in the contemporary French manusoipt, 
"The Riding Party" (6g. 85), and the gold medallion on the hat worn by one of the parents 
in the betrothal scene in the April picture of Trëa jüchef of Jean, Duke of Berry.""
In the latter the at^acent Ggure of the prospective groom wears a red chaperon similar to 
the one with the dagged gorgets of the other rider in the "Ridh% Party," conGrming that 
both the tall hat of the Squire and the headgear of the Knight belong to the same early 
Gfleenth-century aristocratic Ashion. This suggests that the illustrator, if not actually 
inGuenced by the fashions favored by the royal court, may have been aware of a 
manuscript illustration in which these two forms of hats were likevnse paired,'" p e rh ^  a 
calendar picture of April or May showing aristocratic outdoor pleasures with which the 
Squire, o s o f  mqy (GP 92), is associated."^

The spirit of spring informs the illustration of the Squire. In the General Prologue, 
his short gown is anbroidered like a meadow w i t h ^ o n r e s  whyte oW  reedk (89- 
90); in the illustration, his short dark green houpelande is decorated with some small white 
fbur-petalled Gorets and with red-petalled Gowers with white centers. It is lined with a 
red-brown (probably silk) lining, the same color as the reins, and is edged with ermine.

attempts at portraiture." Fols. S3v and 57 are reproduced opposite 164.

^"Emmerson, "Text and Image in the Ellesmere Portraits of the Tale-Tehers" 161.

^"%allam, ed., Chrowc/es o f (Ac IFdra of the 98. On this same page
is a photograph of the Dunstable swan, now in the British Museum in London, an 
enameled version of this badge. On the evolution of badges which came to have p r^ c a l 
signiGcance, see Joan Evans, jyrftory of Jew e//^ . J JOO-7^70 (1953; London: Faber 
and Faber, 1970) 64-67. Evans points out that "John Gower the poet on his eG5^ in 
Southwark Cathedral wears [. . .] the swan pendant used by Heny in virtue of bis Grst 
wife Mary Bohun" (65).

""Musée Condé, MS 65, fbl. 4v.

^"The gold medallions worn by some of the Ggures in the betrothal scene suggest 
that perhaps this is the insignia o f a particular Amily. Jean Longnon and Raymond 
CazeGes, "Très JÜches " o f Jeo», Dwte of (1969; rpt. New York:
George Braziller, 1989) 175, speculate that the betrothal is that of the Duke's 
granddaughter. Bonne, to Charles d'Orléans (April, 1410). The betrothal takes place on 
the casde grounds outside the walled orchard gardai.

^"On the association of the spring months in calendar pictures with courGy 
activities, see Pearsall and Salter, ZondkcGpef WK/ ̂ asorw  140.
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Everything seems caught at the moment oftake-oK The Sowing sleeves of the rider (GP 
93), as well as the horse's swinging tail and sadrSe straps, accentuate the upward thrusting 
arc of the powerful horse. For the reader who approaches this tale more than once, this 
illustrated horse recalls and so anticipates the magical flying horse in the narrative which 
the Squire compares to a  steedle and associates with the mythical winged
horse Pegasus (SqT 193,207). Given the extended ekphrasis or rhetorical description in 
the narrative, and the two marginal annotations—«y the v(er)m q/^the .rteede hraa and 

e^wr/wgwer&r (SqT 115,207)—it would be difdcult for the reader, especially one as 
knowledgeable about horses as many aristocrats would be, not to linger over this 
illustration and even come back to it during the reading process. This magnihcent horse's 
eyes and ears seem intently focused on the title .Heerg brgywrgth the &gwrgrgf ta/e, as if 
prompting the narrative to b ^ in  forthwith. In relation to the rider, the proportions of this 
horse are quite large by Ellesmere standards (and more realistic to the modem eye), 
engaging the view e's particular attention. The portrait of the Squire on his horse is 
granted anple personal space fbr a verso illustration, emphasizing the rider's status. Uke 
his 6ther, the Squire ats high in the saddle, in this case displaying his straight sh^)ely 1% 
of gffgng (GP 83)."*

While the General Prologue describes him as being qfgrggf firengiAe and having 
been fomtymg m cAynacArg (84-85), this illustrated Squire scarcely looks nvgn/yyegr q/̂  
qgg (82). Certainly this weaponless youth does not call up violent battle scenes any more 
than did the Knight, although he does sit on Ins horse most elegantly (94). His serious 
Acial expression is, rather deliberately, one of irmocence. Like the quintessential squire 
and the picture of the youth in the Ages of Man iconography,"^ he does have hair with 
/«bWf cr*//g (81), recalling the miniature ofHemy IV 's coronation in which his 
adolescent son holding the sword of justice has crinqred-looking light brown hair (before

'"In  1402 Parliament attempted to restrict anyone under the rank of knight 
banneret &om wearing such wide sleeves; see Hallam, ed., 7%g CAromrc/gs q;̂  thg IFars q/̂  
rAg Tfoagf 98. Terry Jones, in Gboncgr s 29, says the Squire is executing "a 'high 
school air' known as the cnpno/g."

"*Jill Mann, CAowcgr owf AfgdSfewz/ &&zfgf jkr^ig 120, draws a comparison 
between Chaucer's Squire and the "unmarried gallant" described in Matheohis' 
LomgntaAoMf : "He sings, leaps or rides; he makes himself taller than he is. He has his hair 
often washed, curled, combed and parted. He wears wdl-soled shoes and gowns that are 
tight or Bowing."

'"See fbr example the picture of the youth combing his hair in the medallion on the 
r^eel showing the Ages ofMan in the De Lisle Psalter, London, British Library, MS 
Arundel 83, c. 1308-10,6)1. 126v.



279
he had his hair cut short as in his later portraits) and wears wide, slashed sleeves."^ Unlike 
the portrait of the young Prince Henry, the Ellesmere Squire has no we^wns, nor are 
there symbolic floral shapes in the decorated initial or demivinet borda^ as there are on 
folio 57v concerning the god of love in the only surviving copy of Chaucer's translation of 
the JRo/wmce Rather, his serious expression resembles that of the
illustration of Langland's AAerum in the Douce 104 manuscript who, as Kathryn
Kerby-Fulton and Steven Justice have demonstrated, is depicted as a combination of 
spiritual and courtly lova^, dressed as he is in ̂ g h t hose and a red 8wal jacket, holding 
[.. . j a mirror (emblematic of self^reQectiveness)."^" If the Ellesmere Squire seems too 
modest to love so Aoote all night that he scarcely sleeps (GP 97-98), his ddicate Matures 
and deferential gaze do conhrm his courtesy as demonstrated in his attendance upon his 
Other's table (99-100). In the text ofhis tale, what the Squire admires about the mounted 
knight who enters the court is his courtesy vdndi could not be faulted even by Gawain if 
Ag wgyg cowgn (wT (96). What is perhaps most extraordinary about the
illustration of the Ellesmere Squire is that he is portrayed neither as a squire attendant 
upon a warrior nor as a lover, according to conventional iconography, but as the epitome 
of an innoceot and courteous young noble. As Greg Walker has pointed out with respect 
to Gawain's response to the Green Knight in the Pear/ Manusoipt, "courtesy does not

"^London, British Library, MS Harley 4380, fbl. 186v. This is reproduced in color 
in Elizabeth Hallam, ed.. The CArcM/c/es q f ̂  IPorf q f the Poses 94, and in Peter Earle, 
TAe oM(/ Trmes q/^^ewy F (London: Book Chib Associates, 1972) 52. Hany, about 
to become Prince of Wales, as mentioned by Peter Earle, had been knighted by his &tber 
the day before the coronation (39). Subsequently when he became Idng, Henry Eked to 
present himself to his people as 'The embodiment of justice"; see TAe CArowc/gs (above) 
123. This EEesmere visualization accords with the description of the young Prince Henry 
by one chronicla: 'he  was talla  than most men, his face 6 ir and set on a longish neck, his 
body graceful, his Embs sleoda but marvelously strong," while anotha chrornda draws 
attention to him as bang 'Tall, clean-shaver^ tigbt-Epped, sinewy and agEe, more clerical 
than military in appearance"; see Hallam, 119 and 122 respectively.

^̂ ^CHasgow, University Library, MS H unta 409, Engjish, c. 1440-1450. This is 
reproduced in color in Mgel Thorp, TAe G/ory q^ rAc Pqge. A&aKfgvo/ aw/PaKussoMce 
/ / A c n / n a f g f / G/uugow /Anvgra/yZrArory (London: Harvey MiUa,
1987) plate 10. Thorp re&rs to the "exuberant play" of the "floral demgns, chiedy of 
Lords-and-Ladies or Cuckoo Pint" on this page; see 89, cat. no. 36. For an extensive Est 
of alternate EngEsh names, including 'Kni^ts-and-Ladies" see Cecil T. Prime, Zoruk uW  
ZaüSf&r (London: Collins, 1960) 216-17. Prime observes that during the medieval paiod it 
was thought that a plant's ^rpearance revealed its uses to man; consequently, this ;Eant 
was used as an ^hrodisiac as weE as one of the ingredients in love philters (2).

^ '̂Kathryn Kerby-Fuhon and Steven Justice, "Langjandian Reading Circles and the 
Civil service in London and Dublin, 1380-1427," JV^A/gfAgvo/ ZffgroAoigj 1 (1998): 68 
and plate on the facing page &r the iEustration on fbl. 74.
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simply demarcate the battlefield, it explicitly oSers an alternative to it—a means [ . . . ]  of 
re-negotiating honor and courtliness in terms ofhis own choosing, in order that the direct, 
warrior-code challenge of the Knight might be defected and neutralized."^^ This same 
observation is appropriate to the illustrated Ellesmere Squire whose portrait models, as it 
were, an ahemative to violence and licentious sexuality. The General Prologue does 
present him as an educated son who could b o t h a n d  write (96), accomplishments 
not accorded his &ther. Courteous and literate, he is \isually presented on the Ellesmere 
page as representing the ideal young nobleman. Like the Gawain to whom he re&rs in his 
tale, accordhm to htse wordbf was Ms cheere (103). He is "stylish and polite" with a 
'̂ taste fbr 6ncy," as Seth Lere^ argues in regard to "the ways in which the Squire's 
persona and performance sh^ed the literary values of the Gfteenth centuiy."^^

Mocking Social Inferiors
While some of the pilgrhns are pictoriahy elevated in status to suit the aristocratiG 

space deGned by the Goriated borders, others are pemntted entry by neutralizing through 
satiric representation—sometimes mild but occasionally to the point of demonization— 
any threat they might pose to social power The superiority of the knightly class and Greir 
right to the privileged life are reaGGrmed, while the aspirations of other classes to wealth, 
as weU as thar claims to culturally exclusive romantic, rhetorical, and chivalric 
attainments, are Gequently mocked.

Of this there is no better demonstration than the Merchant's portrait (Gg. 91). The 
artist has exploited the potential of its placement on the page and in relation to that of the 
Squire which G)llows it in the Ellesmere order. If everything about the illustration of the 
Squire, placed at the top of the page, implies ascent, everything about the Merchant, 
placed at the bottom of the page, intphes an unseemly upward mobility. Nothing could 
inscribe his ambiGons more explicitly than his attempt to ape the Squire whose portrait 
comes next in the manuscript. Every lineament of man and horse can be viewed as a 
reGection ofhis social superior—Gom his own posture to that ofhis leaping horse. That 
the imitation is excessive, and therefore deserving of mockery, is apparent not only Gom 
his forked beard (GP 270) and his expensive Flemish beaver hat (GP 272), but also Gom 
his expression which is like that of the illustration of Covetousness in the Douce verâon o f 
frers fZbwman who looks so Mmgrily araf ho/ow (VI: 197, fbl. 27). Whereas the elegant

^^Greg Walker, "The Green Knight's ChaGenge: Heroism and Courtliness in Fitt I 
of Gowom oW  the Green AhfgM," 7%e CAowcer ̂ eWew 32.2 (1997) 120.

^ "̂Lerer, "Reading Like the Squire" 68, 59, and 58 respecGvdy.
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Squire's ensemble is restrained in color, the Merchant's red coat, slashed at the sides and 
embroidered with dowers like that of the God of Love in the jRomo» die Za

is entirely inappropriate to his position. His clothes reveal that he would like to 
become culturally assimilated with the class described in contemporary cbivahic romances, 
but he is not in any position to play such a lover since he is in debt (GP 280), and the 
almost Owning attitude of the horse reassures the aristocratic reader that all this show is 
without substance. The extremely long, thin points on the rider's feet, perhaps even longer 
than those of the Knight, not only violate aH sumptuary laws about dress but demonstrate 
how he overreaches himself Even his horse strains subserviently toward one of the leaves 
he sees in the border ornament above him.

As the connng man in the socio-political scene in the late medieval world, the 
Merchant is portrayed as young, there being nothing in the text to suggest his age even 
though his story is about a January-May m arriage.^ The nature o f the illustration 
recognizes this new farce in society without approving or allowing its unchallenged entry 
and acceptance into the space occupied by the feudal aristocracy. As Sylvia Thrupp has 
shown, the boundaries between merchants and gentlanem at this time was permeable but 
daught and complex.^ Merchants and their children could climb the social ladder by such 
means as thw  wealth allowed, not restricted 6om rising by service to the powerful (as in 
the case of Chaucer who rose through service in the royal household), by education and 
the pro&ssions, by blood relationship to those advanced in ecclesiastical ofGce, by military 
service, by taking up knighthood with all its burdens, by acquiring high positions such as 
that of mayor in urban administration, by purchaàng a country house and living the liA of 
a gentleman and, as in the case of the Wife of Bath who at least advanced her fnancial 
situation (leaving further ascent to the fantasy of her ûction), by marriage. Nor, at the 
other end, w »e those of gentle rank artirdy aloof &om the activities of trade, provided it 
(hd not involve manual labor and was in vdiolesale rather than retail engagement, oAen by 
way of silent partnerships. The practice of charging interest, which underpins capitalist

™In Chaucer's translation, lines 891-906; see CAoncer 696.

'^Stevens, "The EUesmæ Miniatures" 125-26. Stevens has noted the similarities 
between the portraits of the Merchant and the Squire. He sees the Merchant as bang 
rendered with "a spirit of joyfulness and play." The only quali&cation I would make is that 
this is how the Merchant would have liked to appear, but his avaricious 6cial aqnession 
betrays him.

^^Sylvia L. Thrupp, "Trade and Gartility," MercAanr CZoüs ofAjWrevo/
Londbn (7500-7 JOO) (Chicago: U of Chicago P, 1948) 234-87. The information in the 
following sentences is summarized from this chapter.
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growth and expansion, did not, however, gain moral acceptance easily / ^  In the Hlesmere, 
a visual response to the usurious practices of merchants, over which both dmrch and state 
claimed jurisdictional authority,^ is expressed in the illustration of the Prioress (6g. 86). 
She shrinks back disapprovingly, as if responding to the annotation in the inner margin

Afcnnn 'indecent promts' beside the main text (PrT 490-91). Her horse, exhibiting 
an atdtude that is even more severe, has seemingly dislodged the bar border with its 
decorative capital 6om its normal alignment.^ The precarious spiritual position of 
merchants is indicated in fVerf when the merchants weq) fbr joy because Truth
gives them a secret seal to the eSect that, if they used their profits fbr charitable public 
works, no devil would harm them when they died.^ That there was social fbrce to this 
conception about acquired wealth is evident in the number of contemporary merchants' 
wills which left substantial amounts to charity fbr the good of their souls. The 
illustration of the Merchant in the Douce 104 version of Langland's work shows a 
merchant, also in red, counting his coins (6)1. 102v), a fairly stereotyped image. He is 
placed not beside the line referring to those engaged in legitimate buying and selling (XXI: 
238), but a few lines further down, beside the extended list of God's gifts to various 
professions and trades, including those who have to do with numbers, whom the illustrator 
represents as a merchant rather than as a diviner (240-41). As indicated by the Douce 
illustrator on other fblios, it is the excessive concern fbr coins, implied by the number of 
them in the merchant's 1^, that perv^ts the utilization of God's giAs and therdry 
threatens Piers's eAbrts to cultivate truth.

The innovation of the Ellesmere portrayal is there6)re the more striking in havii% 
the Merchant shown, not counting his coins or even carrying a money bag (like the 
illustrated Covetousness in Douce 104), but as a parodied version of the Squire vdiose 
place in the social hierarchy he attempts to emulate and, in a sense, displace. As in the

^F or a fuller discussion see Jacques Le Gof^ "Trades and Professions as 
Represented in Medieval Confessors' Manuals," Tr/ne, IFbrA; WKf CnZArre m (Ae AAdWk 

(Chicago, 1982) 107-21.

^^^Thrupp, 77% AfercAant CArss 175.

^See also the indentation o f the bar border of the Chaucer illustration, fbl. 153v.

^^George Kane and E. Talbot Donaldson, eds. f  rerf f/mwnuM. B Feraon,
PwoMg fAwmon, Do-IFe//, uW  DorBeft (London: U of

London, 1975) 370-71, VII: 18-38. Merchants were not given m  absolute pardon in the 
margin of Mers's pardon because they would not keep holy days and because they swore.

^*Thrupp, 77K AfercAoMt CAz&r 174-80.
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Douce illustrations, it is not gold per se that is bad. The Ellesmere illustrator, cultivating 
an aristocratic audience, implies that the display of gold is appropriate to that estate, as 
shown in the illustration of the Knight wearing gilded spurs denoting his s ta tus , bu t  
should be restricted among the emerging middle class, never mind clergy or greedy 
peasants; a conservative attitude not unlike that of Christine de Pizan concerning the dress 
appropriate to bourgeois women. A similar conservatism is rejected in the Ellesmere 
portrayal of the Prioress who does not have the gold brooch at the end of h«" rosary as 
disclosed by Chaucer's text. The illustrated Merchant looks like a squire, but his clothes 
do not make him an aristocrat.

The unruly Miller's gold thumb, strikingly painted in the illustration (Gg. 92), calls 
attention to his dishonesty in weighing com (GP 561-62). Stout, thick-necked, drunk, 
weaponed, and œtirely lacking in courtesy, this Miller is everything the Knight and the 
Squire are not, both in the text and in the illustrations. Since his cAer/lgj (ProMLT 
3169) is a direct challenge to Knight's—he even employs the same metaphor of literary 
creation used by the Knight when he mentions the oxen m ny  pZqgA (3159)—it is 
interesting to note how the Ellesmere designer registers that oppoâtion. The unique 
placement of the dlustraüon of Robin the Miller on the inside of the gutt*  margin near the 
binding can be considered an accident of the manuscript's production process. 
Akanatively, in view of the hCller's insistence on paying back the Knight with a noWe 
story ofhis own (ProMLT 3126-27),^^ and the Act that this tale also begins with a "W," 
perhaps the illustration rehects his attempt to answer the Knight since he also approaches 
his tale;, as does the Knight, hom the top right. This positioning would inq)ly that the 
designer might also have been deliberately playing with the idea of a borda", suggested by 
one or more punning cormnents in the General Prologue as to the Miller's being ayonglere 
owf a  (560) or teller of dirty stories since Aordbr meant "a storytella", a
mocker, a minstrel w  jester." The comparison ofhis beard to that of a sowe (552) which.

^̂ %Uis, "Spurs and spur Gttings"125.

^^Christine de Pizan, .<4 Afecëewz/ IPbmuM sA/rrrw The Trewiay
Cfiy q/^Zarffes, trans. and introd. Charity Carmon Willard (New York: Bard Hall Press and 
Persen Books, 1989)189-90. She particularly warns against extravagance in dress by 
women of property who seek to "inflate" their status by wearing garments appropriate 
"fbr a gentlewoman." The attitude reflected elsewhere in Ellesmere to the subject of gold 
and the new moneyed economy is indicated in the long, extended Gouri Aes in the border 
bracketing the Latin source in the Z/Aer/wohoZarwm by Alanus de ksulis which serves as 
an annotation to the Canon Yeoman's reGecGon in his tale that everything which shines is 
not gold, and that every apple Air to the eye is not good (962-65). PL 210, col. 585.

131See also 3110-13 concerning the pilgrims' response to the K/nght 'f Tbde.
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together with his other boorish characteristics, calls up the image o f a boar (6or), and his 
playing of a bagpipe (565) might be associated m th the French Bordb», a "bagpipe [ .. .] 
or a mule." The portrayal conjures up the association of playing at hitting a mart, as in 
Awdkr or which is what the hhller does in relation to the Knight and his
story. The Miller is allowed into the aristocratic space of the page as a 6x)l or mocker 
(Aorckr), the role plaÿed by the other churls or churlish pilgrims.

Because the Miller insists on contesting the Knight's storytelling, theMoMAr'f 7o/g, 
which should have followed the Knight's according to the Host's request, is judiciously 
ddayed. The Monk's challer%e to the Knight's position is evidently more serious than the 
Miller's bawdy parody of courtly love and the whole romance genre. Exaggeradng his role 
as a narrator of tragedies, specrGcally one who tells about the 611 of those in high 
degree—hence the Knight's dk&se when he calls for an end to so much heaviness 
(ProNPT 3961)—is his attire which, in the illustration, is funereal blade 6pm head to toe 
(6g. 78). Possibly because it would have added humor to the portrait, the illustrator 
resisted the impulse to portray the Monk's shiny bald head, emphasized in the Geneal 
Prologue (198). This "blackening" of the Monk, whose narration concerning the tragic 6H 
of those in power reminds the audience that the Knight's status is not necessarily secure, 
represents a difkrent sort of portrayal, quite devoid of humor, on the part of the d esign . 
Although Lucifer is the tale's Erst example of a fall, the annotation in the space 
ruled for annotations nearly touches the base of the Monk's illustration. One of his 
greyhounds sniSs at the word fwynMc (2005), referring to the 611en angel who became 
Satan and could not escape 6om his m isay in hdl, further connecting the Monk with 
tragedies and black Satan. His fhcial expression is neutral (more evident in the original 
manuscript than in the photogr^h) and while his eyes do not seem to protrude or roH in 
his head, as described by the General Prologue (201-02), they do look at the Erst line of 
text ending in the word Tragedïe. His horse and greyhounds demonstrate the impropriety 
of dÜM» fie rs (ProHPT 3982) who 6vors hunting and worldly, rather than spiritual, 
wealth. Although it is not immediately apparent, because the black pigment on his 
clothes has been smudged, there may have been a suggestion of the gold pin under his

^S ee Laura Kendrick's discussion of this wordplay in "The Jesting Borders of 
Chaucer's ConierW y Tbies," vd/nnwAnig the Letter 217-25.

^̂ ^The absence of pets in the case of the illustration of the Prioress shows that her 
portrayal has, by contrast, no ironic overtones.

^A s it not in&equently is in this manuscript, perhaps due to damp and/or the 
placing of pages on top of each other before the bladL evidently added last, was 
completely dry.
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chin to fasten bis hood (195-97). The contrast between his sober clothes and expression 
on the one hand, and all the expensive ornamentation on his horse and hounds (even the 
very presence of the latter) undercuts somewdiat the challenge he poses to the aristocratic 
class, perhaps even confirming, by imitation, their tastes.

Presented less soberly and more in the mode of low comedy is the portrait of the 
Cook (hg. 93). As David N. DeVries ranaiks with respect to the ï^y s in which customers 
wa"e cheated, haud threatened destabilize the body politic" just as the rotten and 
unclean food sold by Roger of Ware threatened to "destabilize the body gastronomic."^^ 
DeVries also points out that "the Host's admonition specihcally links haudulent business 
practice to haudulent narrative practice " This connection makes all the more interesting 
the illustration of the Cook whose right hand ofkrs up a steaming (stinking?) plate in the 
direction of the text describing the apprentice Perkyn Revdour who was a f A o r r /

6W e (CkT 4368-69), very like the illustrated Cook himself His left hand 
carries as an attribute a large black meat hook, not mentioned in cormection with the Cook 
but declaring his identihcation with the very devil, as in the Summoner's description of the 
damned bang dawed with heshhooks (SumT 1730-31).^^ The illustration of the Cook 
conhrms for the aristocratic audience what the most obnoxious and repulsive churls look 
like—and this is one par excellence with his large thick peasant's foot so unlike the 
Knight's long, thin elegant one. This association of the illustrated Cook with the lowest 
class caters to the Ellesmere audience's sense of superiority in a way that the illustration in 
the Cambridge manuscript, showing him instead as a member of the pro&ssional middle 
class whose clothes cover his 1% does not."^ In the Ellesmere, it is impossible to igiore 
the exaggerated bloody spots illustrating the unappetizing morwo/ (GP 386) on his 
bandied  leg. He is depicted in his underpants (not mentioned in the text), ostensibly to 
present the sores, but there is a similar presentation of peasants in their "working clothes" 
in the Septanber scene for the grape harvest in the lavish TÜcAea of Jean,
Duke of Berry. One such worker in his underpants is displayed near the middle o f the 
lower third of that painting, exposing his buttocks to the viewer and showing his thick.

"^ av id  N. De Vries, "Chaucer and the Idols of the Market," Chmrcer Jtevrew
32:4 (1998): 394 and 395 respectively for my two quotations from him. See ProCkT 
4343-48 in response to the Cook's oner to tell a /rWyape.

'^Devils in medieval art are oflai portrayed with this attribute. As far as I am 
aware, the earliest western dqrictions occur in the inhuential Carolingian Utrecht Psalter, 
Utrecht, Bibhothek der Rijksuniversrteit, Cat. Cod., MS Bibl. Rhenotraiectinae, 1, Nr. 32.

"^Cambridge, University Library, MS Gg. 4. 27(1), c. 1420-30, fbl. 192v. See the 
discussion and reproduction in Kolve, Chmrccr 264-67, Eg. 126.
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hairy legs as he bends down pafbmnng his task.™ In the case of the Ellesmere Cook, the 
dirty bandage and apron draw further attention to his lack of cleanliness, signalling disease 
and moral degeneracy to medieval audiences.™ Both the calendar picture and the 
Ellesmere's rendition of the Cook show, for their respective aristocratic owners, a view of 
manual laborers that is demeaning.

The Cook's horse intensives the negative impression of the portrait. The droll 
expression of the illustrated capn/ or nag, with his head turned back and his Vont leg 
raised and curved expressvely in a manner unique within this manuscript, is per&ctly 
explained when seen as anticipating the All of the drunken Cook whose cAywocAee or 
horsemanship is ridiculed in the Prologue to the Afüncÿ/e's Tofe (65, 50).™ There the 
Manciple also charges the Cook with nightwalking (16-19),™ connecting him with thieves 
and prostitutes. This entire visual presentation would provide amusement to upper-class 
viewers conVdent of their own equestrian—and ethical—superiority. Of course, any 
laughter m i^  be tinged with some queasiness concerning the quality of the food 
prepared, on occasion, for them!

Vying with the Cook in being the most revoking of the illustrated pilgrims is the 
puny Summoner (Vg. 94), with a face to scare children (GP 624-28) that also associates 
him with the devil (SumT 1622). Whereas the illustrated VHfe of Bath does not have red 
hose (corrtrary to Œ* 456), indicative of her sexuality, the lecherous Summoner does: a 
graphic example of the recasting of the pilgrims to  suit the prejudices of an aristooatic 
audience. The placement of the angry Summoner so close to the lines about the Viar who 
preached to get money for Aoofy Aorwes (SumT 1718) emphasizes the quarrel between 
them in the text. The armotaVon on the facing page: sedlef m msn&rs cn(m) dWA6(«s) 'he 
sits in ambush with the rich' (Vg. 95) may also have aSected the placement of the 
Summoner. Adjacent to the lines in the Friar's Tale concerning the Hon who sits in wait to 
slay the innocent (FrT 1657-58), this Latin aimotation gives the biblical source for the 
simile of the wickied man \\ho lies in wait to ambush the poor man, contextuahzing the

^ '̂This part of the painting (fbl. 9v) was conqileted some seventy years later near 
the end of the Vfteenth century by Jean Colombe, presumably working over the sketch by 
theLimbourgs, according to Longnon and Cazeües,
ZWe o/'Berry 178.

™Kolve, C&wcer 258.

'̂ ^̂ That the designer was Amiliar with the Manciple's Prologue is ^rparent Vom 
the fact that the Manciple is illustrated with the gourd of wine (mentioned in ProMancT 
82-83 and 91).

"^Kolve, Ckwcer 259.
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attempt of the Summoner of that tale to cheat the poor widow (FrT 1376-77).^^ The 
placement of the illustration of the Summoner, so close to the text of his tale that his 
horse's head is surrounded by it and touches it, is more comprehensible if he is viewed as 
lying in ambush, like his counterpart in the fn o r  f  TWe, in this case ready to serve the 
summons he holds.

Dominating the portrait of the Summoner is his overly large garland (GP 666) of 
red and white Sowers, the colors duplicating the red and white splotches on his 6ce. If the 
Sowery coat is inappropriate for the not-so-courtly Merchant, this garland on the head of 
the obscene Summoner is a complete travesty of the image of a courtly or divine 
personage, as found in the Th/e. There, Emily makes a arA/r/ ger/hw/ &om the
wAr/e aw / rehb Sowers she gathers (1053-54) and wears a garland of oak leaves to the 
altar o f Diana (2290); the statue of Venus is garlanded with roses (1960-61) like the God 
of Love in Chaucer's Tkwrmmi T&we (907-08); and Arcite (2175-76), like Theseus 
(1027), wears one of laurel.

Within the Srrmat of this folio, the conSguration of the Summoner visuaSy 
balances the blodc of the decorated letter "L" with its scrolling seri6 on the same 
horizontal level in Sre demivinet border as the illustration. The garlanded Summoner 
seems to have been thrust out of the bracketing vegetal scrolls on the left as if his presence 
there is inappropriate. The pimply Summoner waits to pounce, his garland serving not to 
crown him as conqueror, lover, or poet, but to camouSage his intent, whether with respect 
to young people (GP 664) or to the bribable recipients ofbis summons. The garland, 
howevw, is too obvious and therefore unlike the subtle inferences which the
perceptive reader might tease out of the visual apparatus in a Idsurely viewing and 
reviewing of the manuscript.

The portrayal of social inferiors in the Ellesmere reflects cautious negotiations by 
the designers regarding the potential threats these classes posed to its aristocratic readers. 
The ambitions of the Merchant and the wealth of the Monk are acknowledged, but their 
power is d^rsed by repdlent and revealing details, allowing these ineSectual imitators of 
their betters to be dismissed. More easily dismissed is the drunken Miller with his gold 
thumb, showing how he cheats. Also reinfbrdng prejudice that the lower classes deserve 
no better is the portrayal of the Cook as a dirty peasant; even his horse is embarrassed by 
his ladr of horsemanship. Not cmly is the Summoner revolting but, as with the others, his 
attempt to imitate aristoraatic acconqrlishments is seen to be evil, suggesting that

^̂ Ŝee T%g /(rveradb CAoncer 876 re. Jerome, who interprets the psalm image 
as a reference to the devil The Latin text follows Psalm 9.28 (10.8) of the Anr&z 
AyAfagmAr Emew&xAff in the jB/Ma 778.
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pafbrming one's job improperly and stepping out of one's rightful place in society is 
sinful. The services performed by the working class and the monastic institutions, along 
with the wealth produced by the new economy have their useful place, as long as they are 
kept within bounds. The Ellesmere presentation of some of the pilgrims representing these 
societal Arrces invites responses of revulsion, laughter, and mockery on the part of 
aristocratic \dewers, encouraging a sense of unity within thar own group and of security 
Aom external threats. Yet at the same time, the tales of Chaucer, whose own farmer 
upward mobility is not mentioned, are introduced to enrich the cultural experience of the 
aristocratic readers.

The Layout of the EHesmere Manuscript
The supatextual richness of such pages as those beginning the Knight's and 

Squire's tales is professionally designed to please the 51eanere Manuscript's aristocratic, 
or even royal, owners who might thereby lay claim to rhetorical expertise. In making the 
portrait of the Squire nobler and younger than called for by the Prologue's description, in 
picturing him as a suitable riding companion to the lordly Knight, and in re&ning the Wife 
of Bath, the artistic designer doubtless had in mind the sort of 6mily circle for whom this 
manuscript was destined. Sustaining this intaition is the layout and decoration: even the 
more vulgar pilgrims bordering the tales are introduced into the ornamental enclosure, 
which serves metaphorically as a garden of verse and also reSects the ambience of the 
aristocratic reader, in a way that reinfbrces the latter's selAperception of superiority.^^

Less certain is the exact idarthy of the intended readers. Was the Ellesmere 
Manusoipt commissioned by someone like Thomas Beaufort, Duke of Exeter, or John, 
Duke of Bedford, as a giA for a youth like John de Vere, twelfth earl of Oxford, its Arst 
recorded owner later in the century?^*' Or, in view of the suggestive visual allusions, 
perhaps including the small dragon on the bottom of faho Iv (Sg. 82), was the Ellesmere

"^Pearsall, Lr/k CAaucer 234-35.

^^See Pearsall's observations about Chaucar's iimovative way of Anding a place 
6)r the churl narrators of the Arbliaux by "making the AunAiar equation between social 
class and moral behaviour"; Lÿk C&wcgr 239.

^*%is is on the basis of a poem added to the head of the manuscript "copied by a 
hand probably trained in the third quarter of the century"; see Hanna and Edwards, 
"Rotheley, the De Vere Circle, and the Ellesmere Chaucer" 13. The Duke of Exeter 
(legitimized son of John of Gaunt) and the Duke ofBedfbrd (Henry IV 's third son) were 
the successive guardians of John de Vwe; see Hanna, "Introduction" 1.
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Manuscript made with Henry, Prince of Wales, in mind?^^ The Knight's portrait might 
then refer to Henry IV himself—also portrayed with a mustache and beard, albeit as a 
slightly younger man, holding a red rose (one of the decorative motifs in the Ellesmere) in 
the portrait now in St. James Palace"^ —or to one of the young prince's relatives or 
supporters. If such a scenario has credibility, then the book itself becomes a kind of seal^^ 
of the relationship of guarchan and young charge. The question then becomes: why are 
there not more direct signs of patronage? At present this is difScult to assess. If there was 
a perception, during the planning stages, that there might be an imminent diange of 
power, then it was the better part of discretion not to be too direct.

Or was the focus, after all, to  present an aureate Chaucer to an unidentihed, albeit 
aristocratic, posterity? The only other border creature, the more worm-Hke dragon with 
the washed-out &ce on the bottom border of the Prologue to the Cfert TWc, occurs just 
below the stanza concerning dbeA who has slain poefe (&1.
87v). Chaucer, in the voice of the Clerk, says aJ/e sAuJ we (^e (31-38). The EHesmere 
artist adds a kind of visual "Amen" by means of the backward-looking dragon who has 
also a&zyn Chaucer, implying that this manuscript was made after Chaucer's death, thereby 
beginning the process of posthumous laureation and fulfilling his own sense of planting a 
literary garden "far posterity."^*'

AH that can be said with any kind of certainty is that, given the care with which the 
text of the Ganferhwy Tokf has been hamed to provide every kind o f visual guide to 
stimulate a conservative reading of Chaucer and, considering the conscious censorship of 
overt signs of violence and sexuality in the portraits elevated in status, the EHesmere 
Manuscript presents to its readers a social vision of orderly control by a reSned and 
courteous ruHng class. Despite the absmce of holy images in this manuscript, the 
ornamental sugar-coating Haming endless passages of edi&cation in the Parson s TWe 
oSers this ruling class an aesthetics of salvation that is altogether agreeable.

'̂ ^This assumes that it may be more than a pointer for the reader to turn the page, 
being instead an indirect hint of the Welsh dragon. There is also a possibility that, ^ c e  
dragons i^pear throughout London, BritiA Library, MS Egerton 3277, a Psalter and 
Hours that was probably made for H a i^  V s mother, Mary de Bohun, as pointed out to 
me by Denise Despres, there was a &muy interest in the dragon as a deâgn element.

*̂̂ Acc. 256596; like the pand portrait of Henry V, there are a number of copies, 
including a 1618 vaaion. SeeMrHar, TWw, Anort owf Eor/y Gewgnzn Prcmrgj 49, 
cat. no. 4.

^ ^ o  use a term &om Sandra Hindman, m Parc/wnent 127.

*̂̂ See the quotation Hrom the letter by Deschamps (above).
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Condosion: From the RuthweU Crow to the EUesmere Chaucer

for example, the f  f  TWe, along with the preponderance of decorated
borders that make its content more amenable, were not included in the Ellesmere, it would 
have been a very dif&rent book. As it is, the visual and verbal components of the 
Ellesmere intimate that aitry into the new Jerusalem is the desired goal both &)r its makers 
and its audience. In the same way, evai though the times and circumstances of their 
making diSer, the individual artifacts examined in this study are all inkrmed by the 
theology of the Incarnation, most directly in the Anglo-Saxon period, but with 
reverberations even in the later medieval period. Prevailing theories aboutmaking images 
of God, especially in the form of the Trinity, as well as o f the Virgin and the saints, 
inSuenced, in each case, what was represented (or not), how, and R)r whom. The 
disjuncture between medieval and modem standards of artistic judgement is most apparent 
with req)ect to the nature of the reality that is depicted. Modem expectations that good 
"art" should rq)resent the sensuous sur&ce of the three-dimensional woMd has led too 
oAen to a dismissal of the visual elements of medieval works whose referents necessarily 
transcend the physical world. Likewise, expectations that illustrations in connection with 
vernacular works should translate words into pictures, vdndi oftm th ^  do not, has led 
6equently to the assumption that medieval artists had little, if any, understanding of the 
written words. Intimately and symbiotically connected, words, pictures, and even 
ornament encourage "ethical" readers to become spiritually transformed.

During medieval times, A)r those who bdieved in the usefulness of holy images, 
Christ, who became man, could be represented in the form of a man Even so, artists 
strained to suggest his divinity, which is also what devout viewers attempted to access. 
Christ's dual nature could be implied ahanately, as on the two mam sculpted panels o f the 
Ruthweh Cross, or sequentially, as in the inscribed runic poem 6aming the sides. In the 
late Anglo-Saxon Caedmon Manuscript, the Word, as mentioned in the text, is illustrated 
in the Genesis miniatures to suggest the involvement of all three persons of the Trinity in 
the creation, itself a materialization of the Word. The active presence of the cross-nimbed 
deity in the Caedmon miniatures aisures that the Old Testament narrative is understood in 
terms of its Christological signihcance. Scenes of heavaily harmony make the viewer privy 
to the contemplative's object o f the vision.

The focus on the divine Author was translated into an interest not only in the 
human authors of the Bible, but in those of historical narratives seen as continuations of 
scriptural Instory. The author portrait within the letter at the beginnirg of the Caligula 
Manuscript of the jBmr functions in much the same way as does an evangelist portrait. In a



291
sense, not only do the scriptures incarnate the Word, but the words of inspired authors 
incarnate the divine intent. The metaphor of writing on parchment, used to describe Christ 
stretched on the cross, also supports this concept ofhuman conqwsition as an 
incamational experience. This is perln^s especially so in the case of the vernacular which, 
like images, makes spiritual content available to a wider and more varied audience. This 
accessibility of vernacular texts and images also makes them inherently precarious in terms 
of the concomitant lessening of Church authority. There was always a danger, too, of 
idolatry, especially among those lacking t k  true 6ith. The Grst of the Audiinleck 
miniatures makes the distinction between a lifeless pagan idol and the living presence of 
Jesus on the Christian altar. The veneration of holy icons also gave way to that of haloes, 
as implied in the miniatures that precede the rough-and-ready romances they illustrate in 
the Auchinleck.

While the images in the Vernon Manuscript are all speciGcally religious, th ^  
appeal variously to those at diSerent s t^ es of their spiritual li&, exempl%ing in this the 
distinctions made by the literati like W alta Hilton. The miniatures for the Miracles of the 
Virgin demonstrate the efhcacy of icons, vdnle those illustrating the Gospel narratives 
feature the actual Incarnation of Christ. The way the initial panel beginoing the fn c*  
CoMWfgMce is constructed invites meditation not only on the wounds of the cruciGed 
Christ, but projects a more abstract understanding of the concept of the Trinity.

The fe a r/ Manuscript illustrations, which are plain and incorporate no divine 
Ggures directly reflect a sensitivity to the contemporary issues and a distancing 6om the 
emotional extremes of afkctive piety. Serving as pre&ces and epilogues, the miniatures 
unite the separate poems by creating a meta-narraüve. This gives the impression that the 
events pictured constitute a spiritual pilgrimage in whidi the dreamer continues to 
participate until the goal, long de&rred, is reached at the very end.

The visual presmtation of the CoM/erAwy To/gj in the Ellesmere Manuscript was 
made with the new Lancastrian dynasty likely in mind. The choice to portray Grst the 
Knight, shown as a wise and noble conqueror, appears to compliment Hony IV. It also 
makes of his son the Squire, suggestive of the Aiture Henry V, a central Ggure. By means 
of illustration, border decoration, and glosses, concepts o f good government are 
advanced. Such a utopian vision of society was never 6 r  G"om vernacular enterprises. King 
AlAed, identiEed on the jewel as the earthly representative of the divine King, sought to 
create anEng/wA Christian enqnre. The Caedmon Manuscript reSects contanporaiy 
scenes, extending the history of creation to that time. Lagamon's fynt projects a Camdot 
into the future. The identiScation of Camelot with the New Jerusalem is made in the last 
of the fe w / Manuscript miniatures. The aristocratic space created by the Ellesmere demi-
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vinet border extends to imply celestial space, giving its readers some foretaste of the 
spiritual not only of penance, as implied by the annotation undedined by a border 
flourish at the top of the last folio, but of good rule.

Placed not at the beginning, the middle, or the end, the large portrait of Chaucer, 
^ o  created the rhetorical garden of verse, is nevertheless presented to his readers as a 
literary icon. These readers are assumed to be "ethical" readers in the sense that, like those 
of Ruiz's Grxx/ Zove, they will make appropriate choices about thear own
subsequent behavior. Seen in a similar context, Chaucer's last words, not just for this 
work but 6)r his other literary works that he lists, including his trawAwrow awf 
e/K&ryng'ej q f wor/dZy vawifeef and those Azk.; q/̂  GaimrerWy tMAe (Aat smmen mto 
fyaqe, indicate that, Chaucer, by revoking them, is simply making sure that the ethical 
reader will ^)proach the texts appropriatdy. AAer all, a / (Aat if wnten «  owe
dbctriw. Whether sculpted, drawn, or painted, the visual aspects of a work are also 
owe dbctrrne. These two, the verbal and the visual, interactively, mani&st the real "text" 
of illustrated English literary works.
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Figure 1. Monogram Cross. Codex Ussherianus Primus, Dublin, Trinity College, MS 
55, c. 600, fol. 149v.
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Figure 2. Decorated initial beginning Psalm 90. Cathach of Saint Columba, Dublin,
Royal Irish Academy, s.n., early seventh century, fol. 48.
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Figure 3. Christ Treading on the Beasts (mosaic). Chapel of the Archbishop at Ravenna, 
Byzantine, early sixth century.
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Figure 4. David as Warrior (precedes Psalm 101). The Durham Cassiodorus,
Cathedral Library, MS B.11.30, Hibemo-Saxon, first third of the eighth 
century, fol. 172v.
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Figure 5. Christ Treading on the Beasts (precedes Psalm 101). London, British Library, 
MS Cotton Tiberius C. VI, Anglo-Saxon, mid-eleventh century, fol. 114v.
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Figure 6. Christ Treading on the Beasts. Ruthwell Cross, Hibemo-Saxon, early in the 
second quarter of the eighth century.
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Figure 7. Mary Magdalene at the feet of Christ. Ruthwell Cross, Hibemo-Saxon, early 
in the second quarter of the eighth century.
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Figure 8. Engraving of two views of the Ruthwell Cross by G. Stephens (1866-67).
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Figure 9. Christ Treading on the Beasts (head of an ivory pastoral staff found at
Alcester). London, British Museum, Anglo-Saxon, early eleventh century.
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Figure 10. Figure initial beginning PhiHppus Presbyter’s Commentary on Job. Cambrai 
Bibüothèque Municipale, MS 470, Anglo-Saxon center on the eontinent, 
first half of the eighth century, fol. 2.



329

Figure 11. The Alfred Jewel (gold, rock crystal, enamel). Oxford, Ashmolean Museum, 
inv. no. 1836, 371, Anglo-Saxon, late ninth century.
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Figure 12. The Fuller Brooch (silver, niello). British Museum, M&LA 1952,4-4,1, 
Anglo-Saxon, late ninth century.
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MS Add. 10546, Tours, c. 840, fol. 262v.



332

I

il

mf

I

Figure 14. King Edgar offering the New Minster Charter to Christ. London, British 
Library, MS Cotton Vespasian A. viii, Winchester, 966, fol. 2.
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Figure 15. Dunstan’s self-portrait before the Incarnate Word. ‘St. Dunstan’s
classbook,’ Oxford, Bodleian Library, MS AucL F.4.32, Glastonbury, 
second half of the tenth century, fol. 1.
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Figure 16. Odbert’s self-portrait (at the bottom left of the “Q”). Saint-Bertin
(Othert/Odbert) Gospels, New York, Pierpont Morgan Library, MS 333, 
Channel School, 986-1008, fol. 51.
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Figure 19. Eadui self-portrait before St. Benedict. London, British Library, MS Arundel 
155, Anglo-Saxon, c. 1012-23, fol. 133.
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Figure 22. Abraham’s sacrifice of Isaac. Prudentius, Psychomachia, Cambridge, Corpus 
Christi College, MS 23, Anglo-Saxon, first half of the eleventh century, 
fbl. 40.
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Figure 23. Creation Scenes. Grandval Bible, London, British Library, MS Add. 10546, 
Tours, c. 840, fol. 5.
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century, page 9.
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Bodleian Library, MS Junius 11, Anglo-Saxon, first half of the eleventh
century, page 44.
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Figure 36. Beatus initial. St. Albans Psalter, Hildesheim, Library of Godehard, English, 
mid-twelfth century, page 72.



355

ti

L:Ji

ffï nniflir
,4)

00#4

f  1

# #
% 11

3  *!

«

# A4

€(#% eA W

Figure 37. Beatus initial. Oxford, Bodleian Library, MS Bodley 284, English, 
c. 1210-20, fol. 1.
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Figure 38. The Temple Opened in Heaven. Apocalypse, Oxford, Bodleian Library, MS
Douce 180, English, second half of the thirteenth century, page 41.
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Figure 39. John Writing. Apocalypse, Oxford, Bodleian Library, MS Douce 180,
second half of the thirteenth century, page 9.
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Figure 40. Matthew Paris, self-portrait before the Virgin and Child. Frontispiece, 
Historia Anglorum (  Chronica Minora), London, British Library, MS 
Royal 14.C v n , English, after 1353, fol. 6.
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Figure 41. Veronica (by Matthew Paris). Chronica Majora, Part H, Cambridge, Corpus 
Christi College, MS 16, English, mid-thirteenth century, fol. 49v.
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Figure 42. Virgin and Child, Christ crucihed, Christ in Majesty (by Matthew Paris).
Chronica Majora, Part I, Cambrdige, Corpus Christi College, MS 26, 
English, mid-thirteenth century, page 283.
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0 0 0 0 0 % #
0 |I0 |0 N ^ ^

lmMÈÉÊ#ÊhNIÊi ih Ë j XAi kW#iNNiNAlN@W#l

1

Figure 43. La3amon writing. Brut, London, British Library, MS Cotton Caligula A. ix,
English, second half of the thirteenth century, fol. 1.
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Figure 44, La3amon writing (detail). Brut, London, British Library, MS Cotton
Caligula A. ix, English, second half of the thirteenth century, fol. 1.



Figure 45. The difference between a pagan idol and a Christian icon. I>e king of Tars, The Auchinleck Manuscript, Edinburgh, 
National Library of Scotland, MS Advocates 19.2.1, English, after 1327, fol. 7.
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Figure 46. Christ. Pater Noster, The Auchinleck Manuscript, Edinburgh, National
Library of Scotland, MS Advocates 19.2.1, English, after 1327, fol. 72.



Figure 47. Richard at Acre. King Richard, The Auchinleck Manuscript, Edinburgh, l^ational Library of Scotland, MS Advocates w
LA19.2,1, English, after 1327, fol. 326.
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Figure 48. Reinbrun and Haslak. Reinbrun. The Auchinleck Manuscript, Edinburgh,
National Library of Scotland, MS Advocates 19.2.1, English, after 1327,
fol. 167.
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Figure 49. Beues. Sir beues of hamtoun, The Auchinleck Manuscript, Edinburgh,
National Library of Scotland, MS Advocates 19.2.1, English, after 1327,
fol. 170.
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Figure 50. The Annunciation. La estorie del Euangelie, The Vernon Manuscript,
Oxford, Bodleian Library, MS English Poetry a. 1, English, last decade of
the fourteenth century, fol. 105.
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Figure 51. The Visitation. La estorie del Euangelie, The Vemon Manuscript,
Oxford, Bodleian Library, MS English Poetry a. 1, English, last decade
of the fourteenth century, fol. 105.
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Figure 52. The angel appearing to Zacharias. La estorie del Euangelie, The Vemon
Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1, last
decade of the fourteenth century, fol. 105.
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Figure 53. The birth of John the Baptist La estorie del Euangelie, The Vemon
Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1, English,
last decade of the fourteenth century, fol. 105v.
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Figure 54. The birth of Jesus. La estorie del Euangelie, The Vemon Manuscript,
Oxford, Bodleian Library, MS English Poetry a. 1, English, last decade of
the fourteenth century, fol. 105v.
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Figure 55. The angel appearing to Joseph. La estorie del Euangelie, TheVemon
Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1,
English, last decade of the fourteenth century, fol. 105v.
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Figure 56. The angel appearing to the shepherds. La estorie del Euangelie, The Vemon
Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1,
English, last decade of the fourteenth century, fol. 105v.
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Figure 57. Historiated initial of the Trinity. The Prick of Conscience, The Vemon
Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1, English,
last decade of the fourteenth century, fol. 265.
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Figure 58. How Chartres was saved. The Miracles of Our Lady, The Vemon
Manuscript, Oxford, Bodleian Library, MS Enghsh Poetry a. 1,

English, last decade of the fourteenth century, fol. 124.
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Figure 59. The child in Paris, The Miracles of Our Lady, The Vernon Manuscript,
Oxford, Bodleian Library, MS English Poetry a. 1, English, last decade of
the fourteenth century, fol. 124v.
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Figure 60. Our Lady saves a drowned monk. The Miracles of Our Lady,
The Vemon Manuscript, Oxford, Bodleian Library, MS English Poetry a. 1,
English, last decade of the fourteenth century, fol. 126v.
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Figure 61. Our Lady heals a man with an amputated foot. The Miracles of Our Lady,
The Vemon Manuscript, Oxford, Bodleian Library, MS English
Poetry a. 1, English, last decade of the fourteenth century, fol. 125v.
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Figure 62. Our Lady saves a drowned monk. Queen Mary’s Psalter, London, British 
Library, MS Royal 2 B. VII, English, early fourteenth century, fol. 213v.
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Figure 63. The dreamer/narrator falls asleep. Pearl, London, British Library, MS Cotton

Nero A. x, Article 3, English, late fourteenth century, fol. 41
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Figure 64. Under the dark spoL Pearl, London, British Library, MS Cotton Nero A. x.
Article 3, English, late fourteenth century, fol. 41.
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Figure 65. The dreamer walks through a forest beside a stream he cannot cross.
Pearl, London, British Library, MS Cotton Nero A. x, Article 3, English,
late fourteenth century, fol. 41 v.
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Figure 66. The dreamer chastised by the Pearl Maiden across the stream.
Pearl, London, British Library, MS Cotton Nero A. x. Article 3 , English,
late fourteenth century, fol. 42.
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Figure 67. The dreamer looks across the stream at the Pearl Maiden within the New
Jerusalem. Pearl, London, British Library, MS Cotton Nero A. x,
Article 3, English, late fourteenth century, fol. 42v.
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Figure 68. Noah afloat in the Ark. Cleanness, London. British Library, MS Cotton 
Nero A. x. Article 3, Enghsh, late fourteenth century, fol. 60.
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Figure 69 Jonah cast into the whale. Patience, London, British Library, MS Cotton 
Nero A. x. Article 3, English, late fourteenth century, fol. 86.



Figure 70. Belshazzar’s feast. Cleanness, London, British Library, MS Cotton Nero
A. X, Article 3, English, late fourteenth century, fol. 60v.
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Figure 71. The Green Knight decapitated at the Yuletide feast. Sir Gawain and the
Green Knight, London, British Library, MS Cotton Nero A. x, Article 3,
English, late fourteenth century, fol. 94v.
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Figure 72. Jonah preaching in Nineveh. Patience, London, British Library, MS Cotton
Nero A. x. Article 3, English, late fourteenth century, fol. 86v.
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Figure 73. The temptation of Gawain. Sir Gawain and the Green Knight. London,
British Library, MS Cotton Nero A. x. Article 3, English, late fourteenth
century, fol. 129.
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Figure 74. Gawain seeks the Green Chapel and comes to a barrow. Sir Gawain and
the Green Knight, British Library, MS Cotton Nero A. x. Article 3,
English, late fourteenth century, fol. 129v.
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Figure 75. Detail of the Green Chapel. Sir Gawain and the Green Knight,
British Library, MS Cotton Nero A. x. Article 3, English, late fourteenth
century, fol. 129v.
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Figure 76. Gawain enters Camelot. Sir Gawain and the Green Knight, London,
British Library, MS Cotton Nero A. x. Article 3, English, late fourteenth
century, fol. 130.



395

IM4 &w4| m# OpM̂
I.Pti!'. i f  . 1 (<-'4 li'. ■>'# 

■■ ■■ -̂.v *'•• .'•*>■, I ..'iii-.ii- •■; iiij !■;'-i .i V ;j* ..■ "'iw
Ù4 faWi ùf ‘'.nhi &$»&«! 4*#-&4 i  i*!M fâKj*̂  -

• : "  s i'-' ..■■{»»;* ;i» tfii iï0Î ii.-r M ’lt '' ■ <£">U'-Si'* -:'.\t : i
.' & .N-. ,g .; 'w rSI i'oSf'JO’tj. i  'i,Ki'î.'flî îffcî 

,  V .-i;<c; (î.'i .r  Ph: ,;.■ iv  ’■t.itf'i) î>i ■«<•■ f« !il,'‘ ;;
' ■ :: ■■ ! ■ V i f  if,: }>(ir

tr/"' •  ̂ kti: t A
' ;jcf . ft M" jcrt dub An,'f

;Cft< I'J lir lt td itft  - K ib t f c  Ti-f j'i.? ;n?vnli'M ; «■'jiH ; i f «  -

fliNK WtWi A  j%»Èw( :
v‘ i ,  i  '. ; ; -Kr. ;i.Li fir i. *:lr%  l i i f

Aj A :l4' M * i(# 0&4
1, W ' l k h  W iic ,*!!» . c f  ̂ f!»in  i^ o f '.c f e ^ s r

:̂ l -, ' '■• :iv~C.Siift vt“iî'<J'{lA ÿ tfî> 
ik -A 'À l « w  Si.-«*K r  R‘ i iV S c s f t f , ! t t j t ' ; ' ! i ; ! V  it^ .i . î ' î iÿ S  

'-Î . ;i; ï  :■ - t ;  l' À.-if *»'lïï «  t f'Siiï JÜ't'&Kk ' F  ?^.u% 
' " d i * *.•?,■;.•■.  'v ''.y { i(n  flffSpit ,»tCi> !$ 0 :  ii^ii/‘ n^ i
fi-îC 4 \'f r |.-  C'rfi;4 M T  i6  iiii .i 'i F 'i t Â

'̂ i=i»i' *ïîtfw ■'nri<of * ’ÿ tlîi'tr j l  <J;îK w: ni: ftlit oiff fthni w#

3l:.. ?m P rf\ »II A '' lÿ ïÿ i A 
.i,.) tn'K "f ' Ci ' *é.V

...Vi 'irïü j' iPtf¥î fi-Àf S?*5fTtii-. 11! 'f'rfi;fei?!i
-.'iM ii'-ii.i'tf '■ '■ ■■ i(- 'f» « v ^ îi« ''-u  Mi'r i i i ’.i( i -’i ’i '

.iK iir s t  ri- * ’M d 'i) 'r i .Mf* < y  i
f::;. ivic ■■•( K; \i ! i ■' (' riC^n '-.(sr̂ Jorf

.. r t i i i - '«i; r oTtfeJi’t*.- fins'
v '- s 'ir r i iT i 'iv ï  -n x M fiK J ïinS ' î^lar MTan& 1 ■li’ î-î
■.■>:■ I ‘»'ii i !  -iV -i5T tr(;;r;!. VVi;- d n ÿ - i l l l  

/.' • • - fo i|iiiê '1 î« tf lA ’' i f a  tii t - n î?
li. ''ï ii ' lin,'fiikf .li'SK ;■•;

- rt- - : : f  -1 :1?  ÿ H Ù ’i t :  t'-: g-*' ^  'n s - i f  ( t '  '< î
f .  'V îf iO  tS îjrfT î f î * i r i i i r  rJ-.n,^'
V:' ■ .'f .li-t .:  ( ;’ -ÿ ÿ f ï>;: jffeg ' ‘ i* Pi i f

tfctf -4»éw^^^5Ït!Ï
■ ;■.., i;  lin ?ir

V • '"i f . i '(
\  ' 1". W>' Of ■.;ij ■■ ' \ . \  ' 1‘. *

■r-L
-d

■:a

Figure 77, Last folio. Canterbury Tales, San Marino, Huntington Library,
MS Ellesmere 26 C9, English, first decade of the fifteenth century, 
fol. 232v.
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Figure 78. Monk. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 169.
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Figure 79. Pardoner. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 138.



'I,:-

. .  - v . v .  V - -

398

Figure 80. Parson. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 206v.
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Figure 81. Chaucer. The Canterbury Tales, San Marino, Huntington Library,
MS Ellesmere 26 C9, English, first decade of the fourteenth century, 
fol. 232v.
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Figure 82. First folio. Canterbury Tales, San Marino, Huntington Library, MS
Ellesmere 26 C9, English, first decade of the fifteenth century, fol. Iv.
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Figure 83. Franklin. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 123 v.
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Figure 84. Knight. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 10.
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Figure 85. The Riding Party. Christine de Pizan, Epistre Othéa, London, British 
Library, MS Harley 4431, French, 1408-15, fol. 81.
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Figure 86. Prioress. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 148v.
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Figure 87. Wife of Bath. Canterbury Tales, San Marino, Huntington Library, MS
Ellesmere 26 C9, English, first decade of the fifteenth century, fol. 72.
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Figure 88. Squire. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 115v.
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Figure 89. Squire (detail). Canterbury Tales, San Marino, Huntington Library, MS
Ellesmere 26 C9, English, first decade of the fifteenth century, fol. 115v.
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Figure 90. Henry V (panel portrait). Eton College, late fifteenth or early sixteenth 
century (copy of lost original).
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Figure 91. Merchant. Canterbury Tales, San Marino, Huntington Library, MS
Ellesmere 26 C9, English, first decade of the fifteenth century, fol. 102v.
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Figure 92. Miller. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 34v.
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Figure 93. Cook. Canterbury Tales, San Marino, Huntington Library, MS Ellesmere
26 C9, English, first decade of the fifteenth century, fol. 47.
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Figure 94. Summoner. Canterbury Tales, San Marino, Huntington Library, MS
EUesmere 26 C9, English, first decade of the fifteenth century, fol. 81.
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