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MIMIStER Of CULtUre’s statement

From a cultural perspective 1993 has undoubtedly emerged
as the year of Medieval Spain. The current celebration
of the year of Saint James in Santiago de Compostela is
the result of the important collaboration between civil
and ecclesiastical institutions, and coordination among the
autonomous regional governments.

These special collaborations have brought about the
development of a detailed program for the protection
of the Camino de Santiago, and the organization of exhi-
bitions at several locations along the Camino dedicated to
the pilgrimage, the art, and the daily and religious life of the
medieval era. These exhibitions and programs advance
the body of knowledge concerning one of the periods in
our history that has made a major contribution to our
cultural identity.

The exbibition, The Art of Medteval Spain, A.D. 5001200, at
The Metropolitan Museum of Art in New York illuminates our
medieval artistic and cultural history for an audience beyond
Spanish borders. This careful and exceptional exploration by
distinguished speaalists honors the historic roots of our patri-
mony and brings them to the attention of a broader public.
Through the considerable effort of a number of scholars and
professionals, a selection of precious objects was chosen for
inclusion in the exhibition. The participation of religious insti-
tutions, private collectors, and museums has been broad and
generous and has resulted from an understanding of the special
importance of this project. We are sure that these considerable
efforts will be rewarded with the same success that The Metro-
politan Museum of Art has enjoyed with other exhibitions of
Spanish art that it has organized in the past decade.

Carmen Alborch Bataller
Miwster of Culture



OIRECTOR'S FOREWORD

Over the last several years the Metropolitan Museum has en-
joyed a close and fruitful special relationship with the Spanish
Cultural Ministry and with the main artistic, historic, and reli-
gious institutions of Spain. As a result of these ties we were
able to mount monographic exhibitions of the great Spanish
painters Zurbarin (1987), Velizquez (1989), Goya (1989}, and
Ribera (1992). In 1992, in a departure from these explorations
of the works of a single master, the Metropolitan presented
Al-Andalus: The Art of Islamic Spain, which examined the
brilliant Islamic culture that was such a major force in the
Iberian Peninsula from 711 until 1492. Now, with The Art of
Medieval Spain, A.D. s00-1200, we complete our survey of this
turbulent and fascinating period. While the earlier exhibition
concentrated on the legacy of Spanish Islam, the present show
brings to the fore the Visigothic invasion that transformed
Roman Spain and the flowering of Christian art that culmi-
nated in the splendors of the Romanesque. These two exhibi-
tions, which encompass a most creative and formative era, set
forth the foundations of Spain as we know it today and are
thus an appropriate culmination to date of the distinguished
series of ventures on which we and our Spanish colleagues
have collaborated.

The wealth of material in this exhibition has been divided
into four main areas: Visigothic art, Islamic art, Asturian and
Mozarabic art, and Romanesque art, including that of the
Camino de Santiago, the great pilgrimage road. The chrono-
logical framework is expanded by emphasis on certain dominant
themes, such as the importance of patronage, the widespread
appropriation of forms and motifs from other European and
Mediterranean traditions, and the impact of religious reform
and the pilgrimage to Santiago de Compostela. Special weight
has been given to the internationalism so characteristic of me-
dieval Spanish art; indeed a number of works in the show
have their artistic origins outside the Iberian Peninsula.

Among the glories of this exhibition, which covers both
courtly and ecclesiastical art, is the collection of manuscripts
of the Beatus Commentary. Vibrant leaves from several Beatus

Vil

manuscripts join those recently acquired by the Metropolitan.
Also of exceptional interest are three illuminated Bibles, most
rare and precious works. Medieval graphic art in a far larger
format is seen in a singular display of Spanish wall paintings.
Such sculptural works as ivory plaques, stone capitals, and de-
votional figures show the remarkable achievement in Spain
over seven centuries.

The catalogue includes a number of important works that
were deemed too fragile to travel to New York and thus offers
an even fuller view of the art of medieval Spain than does the
exhibition itself. The scholarly essays and texts explore the broad
panorama of medieval Spain, placing its art in local, regional,
and international contexts.

This exhibition was organized at The Metropolitan Mu-
seum of Art by Charles T. Little, Curator, Department of
Medieval Art, in collaboration with John W. Williams of the
University of Pittsburgh, Jerrilynn D. Dodds of the City Uni-
versity of New York, and Serafin Moralejo, now of Harvard
University and formerly of the Universidad de Santiago.
Mahrukh Tarapor, Associate Director for Exhibitions, played
an invaluable role in the exhibition’s overall organization and
coordination, especially in Spain. For their commitment, en-
thusiasm, and professionalism, our profound thanks.

We are deeply indebted to our Spanish colleagues, most
especially those cited by Mahrukh Tarapor in her acknowledg-
ments. An exhibition of this size and complexity depends
completely on the generosity of many lenders—in this instance
churches, monasteries, museums, and private collectors. Their
magnanimity has found glorious expression in the Metropoli-
tan’s galleries. Finally I thank Plicido Arango for his warm
interest in the success of this project.

It is a pleasure to recognize the financial support of the Na-
tional Endowment for the Humanities, the National Endow-
ment for the Arts, the David H. Koch Charitable Foundation,
and the William Randolph Hearst Foundation. Transporta-
tion assistance has been provided by Iberia Airlines of Spain.

Philippe de Montebello
Director
The Metvopolitan Museum of Art
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medlieval spain, a.0.500-1200

BErRNARD F. REILLY

pain.is a land of mountains and high plains. The greater
Spart of the peninsula is a vast interior tableland more

than one thousand feet above sea level. Four major moun-
tain ranges—the Cantabrian-Pyrences, the Sierra de Guadar-
rama, the Sierra Morena, and the Sierra Nevada—run cast
and west and divide the interior into five distinct regions whose
intercourse with one another has historically been limited by
the difficult terrain. The peninsula’s topography fostered a so-
cial and cultural diversity that endures even today.

The major areas of population have always been in the ba-
sins of the five great rivers that drain the peninsula and long
furnished the easiest means of transportation and communi-
cation. Averaging more than five hundred miles long, these
are the Duero, the Tagus, the Guadiana, and the Guadalquivir,
all of which rise deep in the interior and flow west into the
Atlantic, and the Ebro which flows southeast from the moun-
tains of Asturias into the Mediterranean. The Duero and the
Tagus drop down steeply from the central plateau and so are
not navigable far from the coast itself, an important circum-
stance in the somewhat independent development of Portugal.

In historic times and as late as 1200 the population of Spain
has been sparse relative to its landmass. At roughly five mul-
lion by the latter date it was one-third that of France and half
that of Italy. Human settlement in Spain began in Paleolithic
times, but the peninsula was not integrated into a single social
or economic entity until the Roman period. Then, beginning
with the Second Punic War (218—201 B.C.), an indigenous pop-
ulation with partial overlays of Celts, Carthaginians, and Greeks
was organized and standardized by new Roman masters. The
complete pacification of the Iberian peoples took some two
hundred years, but thereafter Roman imperial domination en-
dured over four centuries.

The Romans eventually divided the peninsula, largely along
geographical features, into five provinces and built a network
of roads which bound them to the Mediterranean world. Ibe-
rian wheat, olive oil, copper, and iron moved easily by sea
throughout the Roman economic sphere. The gradual devel-
opment of a civilization based on the Roman model is evi-
dent in those monuments that still exist. Mérida in the south
has its amphitheater, Segovia in the center its aqueduct, and
La Corufa in the extreme northwest its Roman lighthouse.
All subsequent inhabitants of Spain have been marked by its
classical past.

Under the Romans a patchwork of agricultural villas was
laid down in the great river valleys. From this colonial world
Seneca and Martial, Trajan and Hadrian, and a host of lesser
figures went forth to a cosmopolitan destiny in Rome. Native
languages were gradually supplanted by Latin which would in
turn evolve into Castlian and Catalan, Galician and Portu-
guese. During the later imperial period Christianity followed
Roman rule. By the third century Iberia had its first Christian
martyrs and in the more settled fourth century was holding its
initial church councils. Only in the extreme north, behind the
Cantabrian Mountains along the Bay of Biscay, was there still
a tribal world of Asturians, Cantabrians, and Basques, almost
untouched by Roman roads, Latin, and Christianity.

The Visigothic Kingdom

The Roman Empire in the West collapsed 1n the fifth century
A.D. From 409 groups of German invaders—Alans, Suevi,
Vandals, and Visigoths—gradually made their way into Spain
from the north. The Pyrenees are a formidable barrier between
France and Spain; the passes at Roncesvalles and Somport
are, however, less than one thousand feet in altitude, and at
the Mediterranean coast there is a passage that is close to sea
level. Of these new invaders only the Suevi and the Visigoths
established stable kingdoms; the Suevi, however, were con-
quered by the latter in $85. For most purposes by the sixth
century a Visigothic Spain had superseded a Roman one.
This new Germanic realm succeeded the Roman provincial
world and continued its decline. The total number of German
invaders is estimated not to have exceeded one-half million,
and they were eventually absorbed in the native population
of about four million, whose language and religion they would
adopt. The peninsula’s economic life was not substantially
modified by the Visigoths except that old Roman villas be-
came smaller and were increasingly fortified as the fabric of
law and government shredded. Cities such as Cddiz and
Tarragona shrank to a third of their former arca and popula-
tion. The imperial trade that had sustained them was con-
tracting sharply everywhere in the Roman West. Though
troubled by frequent revolt and general disorder, Visigothic
rule endured until the Islamic conquest of 711. Under it Spain
continued to be influenced by classical survivals. The Visigothic
nobility intermarried with the late Roman provincial nobility.









of a vigorous central government guaranteed the necessary
minimum of peace essential to the recovery of both agricul-
ture and trade.

Especially notable was the Islamic improvement and exten-
sion of irrigation, practiced since Roman times. The penin-
sula is on the whole a dry world with an average annual rainfall
of about twenty inches. In classical times irrigation depended
exclusively on gravity, which limited its use to particular areas.
The Arabs introduced Middle Eastern innovations such as the
noria (waterwheel) and sagiya (geared pot-chain) to raise water
to greater heights and the ganat (underground canal) to dis-
tribute it. This technology greatly increased the area that could
be cultivated and allowed, in many places, the utilization of
the dry Mediterranean summer season to produce a second
crop (in Roman times the summer had been a dead season for
farming).

These changes were complemented by the introduction of
new crops. A strain of “dry” wheat was better able to with-
stand the rigors of the climate and could be stored for long
periods. Sorghum, originally an African crop, produced a ce-
real grain, and its cane was used for animal fodder and for
thatched roofs. Other new food crops were rice, sugarcane,
eggplant, spinach, watermelon, sweet oranges, limes, lemons,
dates, and figs. Crops needing little water such as olives and
grapes were cultivated over much larger areas than in classical
times. Iberian wheat, olive oil, timber, and ores, in addition to
dates, figs, and raisins, moved again in a trade world that reached
not only to North Africa but also to distant Egypt and Syria.

The prosperity of al-Andalus also rested on its manufac-
tures. The introduction of the cotton plant yielded much raw
material for cloth, and the cultivation of flax for linen was
greatly increased. The production of silk and the making of
paper had begun before 1200. Toledo produced fine steel for
weapons and tools, Cérdoba became famous for leather goods
and crystal wares, and Saragossa for linens. These products
did travel to the peninsula’s less-developed north and to the
Near East, but the bulk of trade was with the North African
coast, itself undergoing rapid development. Caravan routes
across the Sahara brought ivory, slaves, and gold to the south-
ern shore of the Mediterranean where they were exchanged
for the more sophisticated Iberian wares.

The growing wealth of Spain was reflected in the restora-
tion of gold coinage under the caliphs of Cérdoba and in
their maintenance of a fleet to protect their trade and coasts
and a sizable army of slaves and mercenaries. But above all it
was evident by 1000 in the revival and growth of cities such as
Cérdoba whose population had swelled to ninety thousand,
Seville to fifty-two thousand, and Saragossa and Toledo to
something like twenty-five thousand each. Al-Andalus was a
world whose political, economic, and social life, unlike that of
Visigothic or even late Roman Spain, was directed from and
focused in its cities. At their capital, Cordoba, the Iberian ca-
liphs entertained ambassadors from Tunisia, Egypt, Baghdad,

from the emperor at Byzantium, and from the northern em-
perors at Aachen and Saxony.

The high culture of this world had Arabic for its vehicle,
and untl about 1000 it remained largely based on and subor-
dinate to the Islamic civilization of the Near East. This basi-
cally religious civilization was founded in the study of the
Koran and the traditions, or badith, that supplemented the
sacred book and a Malikite school of law that applied it. All
of these were derived from the Near East. The mosques and
the caliphal court were the centers of a learning whose reli-
gious core was increasingly surrounded by ancillary disciplines
such as the study of Arabic grammar and of Greek mathemat-
ics, astronomy, medicine, and philosophy. The ancient Greek
texts were known in Arabic translations made at Damascus in
the eighth century and Baghdad in the ninth and tenth centu-
ries. Greek science was supplemented by Persian astronomy
and Hindu mathematics, again by way of translations made at
Baghdad. All of these works were accompanied by commen-
taries, expositions, and corrections written by Muslim schol-
ars in the East.

Alongside this erudite literature was the world of traditional
Arabic poetry whose themes celebrated war, the hunt, nature,
wine, and love. Both were practiced and developed by men of
religion, professional men, and courtiers alike. At court they
became a kind of playing field on which all contended for the
royal favor. Outstanding profundity, versatility, or even clever-
ness could lead to substantial gifts, preferment to high office,
and sometimes to great riches. These intellectual games first
took place at the caliphal court and later in such great palaces
as the Madinat al-Zahra’ of the caliph ‘Abd al-Rahman III
(r. g12—61) and the Madinat al-Zahira of al-Mansur (r. 978—
1002). Mature scholars did not scorn to participate, and even
caliphs tried their hand at poetic composition. One of the
latter, al-Hakam II (r. 961—-76), was reputed to have assembled
a library of some four hundred thousand volumes.

The mosque was the other center of learning for the domi-
nant culture. That at Cérdoba was constructed under ‘Abd
al-Rahman I (r. 756—88) and enlarged under ‘Abd al-Rahman
II (r. 822—52). Finally al-Hakam II modified it in the mid-tenth
century to produce the structure that dazzles today’s visitor.
The Islamic use of stone, of tile, of columns and arches, and
of ivory and gold tracery, under the influence of a different
religious inspiration, resulted in buildings whose roots were
in the Byzantine and Islamic Near East and which were with-
out precedent in Spain.

"Two subcultures—those of the dbimmi, or non-Muslim sub-
ject peoples, Christian and Jew—coexisted with the Islamic
avilization in al-Andalus. Since Islam recognized the authen-
ticity of the prior revelations of Judaism and Christianity, each
was accorded legal existence under its own religious laws and
leaders so long as the privileged position of the Muslim com-
munity was respected and special taxes paid. The Christians
who lived under Islamic rule were called Mozarabs (from Ara-









The spectacular success of Alfonso invited an Islamic riposte.
After the fall of Toledo the surviving taifas of al-Andalus ap-
pealed for help to the Murabit, a reformist and fundamentalist
Islamic sect that had been constructing an empire among the
Berber peoples in present-day Morocco and western Algeria
during the two decades before 1085. Under their leader, Yusuf
ibn Tashufin (d. 1106), the Murabit intervened and in 1086
scored a major victory over Alfonso VI at Zalaca, just north of
Badajoz. Subsequently they themselves began to annex the
Islamic taifas, beginning with Granada in 1099. Seville and
Badajoz followed in quick succession. After the death of
Rodrigo Diaz de Vivar (r. 1094—99), known as the Cid, the
Murabit overran the taifa of Valencia which he had briefly
converted into an independent principality. In 1110 they took
the zaifa of Saragossa in the northeast. Though they failed to
reclaim Toledo, the Murabit restored a rough political
equilibrium between Christian and Muslim in the peninsula.
However, Islamic al-Andalus had been reduced to a series of
provinces of a North African Berber empire. This dependence
was rarely escaped over the next century and a half.

To the north, after the death of Alfonso VI in 1109, the
kingdom of Le6n was thrown into crisis by the succession of
his daughter Urraca (r. 1o9—26). These unsettled circumstances
allowed the gradual evolution of the county of Portugal into
an independent kingdom under his grandson Afonso I Enriques
(r. 1128—85). During the same period a strong king of Aragon,
Alfonso I (r. io4—34), wrested the territories of the old taifa
of Saragossa from the Murabit and thereby turned tiny Aragon
into a Chnistian power second only to Leén.

The succession crisis in Leon ended with the accession of
Urraca’s son Alfonso VII (r. 1126—s7), and that kingdom reas-
serted its predominance in Spain. In 135 Alfonso had himself
crowned smperator (emperor) in his royal city of Leén. Al-
though the other Christian kingdoms of the peninsula admit-
ted his suzerainty, he soon had to recognize the practical
independence of Portugal and of Navarre. In addition, when
Alfonso I of Aragon was killed without a direct heir in a battle
with the Murabit in 1134, the émperor of Le6n was unable to
prevent the annexation by marriage of the now-swollen terri-
tories of Aragon by Ramén Berenguer IV (r. 131-62) of Bar-
celona. This dynastic merger of the Catalan counties of the
extreme northeast with an Aragon dominating the middle basin
of the Ebro made the resulting kingdom of Aragon-Catalonia
more than ever the premier rival to Le6n among the Christian
principalities of Spain.

The twelfth century also saw the decay of Murabit power in
North Africa and in al-Andalus. In Africa the Muwahhid, an-
other reformist and fundamentalist Islamic sect, arose in a rival
Berber tribe. They attacked the Murabit as heretics, corrupted
by the huxury and laxity of Islamic life in al-Andalus. By 1144
the newcomers were on the eve of complete success in North
Africa. Algeria was falling into their hands, Morocco was soon
to follow. North of the strait much of Islamic al-Andalus rose

in revolt against all control by the now-detested and barbarian
North African Berbers, whether Murabit or Muwahhid.

This conflict among the Muslims worked to the advantage
of the Christian powers of Spain. Western Europe was then
being summoned to a Second Crusade in the Near East, and
Pope Eugene III was persuaded to declare Spain a permissible
area of crusade. In 146 Alfonso VII took the lead, forcing
Cérdoba to recognize his suzerainty and capturing Bacza and
Ubeda in eastern Andalusia. In ri47, with the aid of contin-
gents from Navarre, Aragon-Catalonia, and Montpeltier and a
fleet from Genoa, he took Almeria, the major Mediterrancan
seaport of al-Andatus. That same year his cousin Afonso I
Enriques of Portugal took Santarém on the lower Tagus and,
with the help of a crusading fleet of Germans, Flemings, and
English, captured Lisbon with its great Atlantic harbor. In
1148 Ramon Berenguer IV successfully attacked the port of
Tarragona at the mouth of the Ebro with the aid of the Geno-
ese fleet, with some elements of the crusading fleet that had
come round from Lisbon and with other forces drawn from
Montpellier and Toulouse. In 1149 Ramén also captured the
formidable Islamic center of Lleida.

In Portugal the Muslims were driven south of the Tagus, in
Aragon the entire lower basin of the Ebro was overrun, and in
the center Le6n appropriated the whole of the upper reaches
of the Guadiana and Guadalquivir basins and the Mediterra-
nean coast about Almerfa. But the new Muwahhid power in
North Africa followed the path the Murabit had taken before
them. In 1146 they sent a small army across the strait to hold
the west of Andalusia while they busied themselves with over-
powering Tunisia. That done, in 1156 they committed major
forces to the peninsula, driving Alfonso VII out of Almeria in
1157 and clearing the upper reaches of the Guadiana and the
Guadalquivir of his forces.

As a result they restored an equilibrium between Islamic
and Christian powers in Spain for the next fifty years. During
that time al-Andalus gradually again became part of an Afri-
can empire. Though the Muwahhid realm in the peninsula
was never as extensive as that of the Murabit, by 1203 it reached
from southern Portugal through Valencia to the Balearic Ts-
lands. In the center Alfonso VII had been forced back into the
valley of the Tagus, and at his death in 1157 he divided his
kingdom into a western one of Le6n and an eastern one of
Castile. These two kingdoms maintained a defensive posture
for the next fifty years until the decisive Christian victory over
the Muwahhid at Las Navas de Tolosa in 1212.

Land of Three Religions

This sway of battle back and forth failed to impede one of the
richest cultural flowerings in Iberian history. Reduced largely
to provincial status, al-Andalus conquered its conquerors. Its
advanced agricultural practices flowed southward, enriching
northwestern Africa, and its trade with that area increased.



The distinctive architecture of palace and mosque achieved in
al-Andalus and a wide variety of more minor arts came to
grace cities such as Marrakech, Fez, and Tlemcen. The litera-
ture and learning of Islamic Spain now enriched the court of
a Murabit emir or a Muwahhid caliph. The cultural tutelage
of the peninsula by North Africa, typical of the late Roman
and Visigothic eras, was then exactly reversed.

Although the political history of the tasfa kingdoms in the
peninsula was a long train of disasters, their cultural develop-
ment was brilliant. Nor was this luster noticeably diminished
under the Murabit, although it began to fade during the
Muwahhid period. In Arabic poetry The Ring of the Dove by
Ibn Hazm (994—1064) is unsurpassed. In Alive, Son of Awake
Ibn Tufayl (1105—1185) combined religious reflection with social
observation in the most charming fashion. But certainly the
outstanding figure by any reckoning was Ibn Rushd (1126—1198)
of Cérdoba, the polymath whose works on philosophy, reli-
gion, medicine, and astronomy were received in the medieval
Christian West under his Latinized name of Averroés. At home
Ibn Rushd’s attempt to use the concepts and method of Aris-
totelian philosophy as a vehicle for the intellectual develop-
ment of the religion of the Koran aroused the opposition of
the Malikite judges, and he was exiled to Morocco by the
Muwahhid caliph Abu Yusuf (r. 1184—99).

Despite sporadic persecution which gradually worsened, the
Jewish community of al-Andalus participated fully in this cul-
tural flowering. Solomon ben Judah ibn Gabirol (d. 1070),
a Jewish theologian of Saragossa, composed love poetry of a
high order in both Arabic and Hebrew and used Arabic lyrics
in hymns for the synagogue itself. In his Guide for the Perplexed
Moses Maimonides (1135~1204) of Cérdoba attempted to de-
velop an Aristotelian form of Judaism in the fashion of Ibn
Rushd; like him, he died in exile, in Saladin’s Egypt in Moses’
case. Jewish thinkers, such as Judah Halevi (d. 1150) of To-
ledo, increasingly opposed an accommodation between Juda-
ism and Istam or Christianity; synthesizing minds such as
Maimonides’ were less and less welcome. The cultural and
scientific collaboration of Muslim and Jew suffered especially
from the contraction of Islamic Spain, by which the Jews of
Toledo, Saragossa, and Lisbon suddenly found themselves in
a Christian world. Moreover, increasing numbers of Jews moved
north into Christian territories in response to growing harsh-
ness of treatment or persecution by Islamic factions.

There they were in the midst of a society that was undergo-
ing extraordinary transformation. While al-Andalus was con-
tracting in area and population, the north was expanding.
Probably from almost the outset of the Umayyad conquest
itself, some Mozarabs had become refugees, leaving al-Andaius
for the more congenial religious and social surroundings in
the Christian north. This northward movement was particu-
larly evident in the plain north of the Duero where it helped
make Ledn the greatest of the northern kingdoms. Its effects
are visible in ecclesiastical architecture, where the older Visi-
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gothic or Asturian style gave way to the newer Mozarabic style
of, among many cxamples, San Miguel de Escalada near Leon
and Santiago de Pefialba near Ponferrada in the Bierzo. The
Mozarabic flavor is also evident in the manuscripts and their
illuminations that the refugees brought with them; these texts
—the works of the Latin church fathers, the Mass books of
the Mozarabic liturgy, and the codices of the Liber judiciorum
and the Hispania—gave intellectual substance to the rude north.
At the same time the Mozarabs brought the improved agricul-
tural practices of al-Andalus and so faid a basis for the rapid
geographical and demographic expansion of northern Spain.

But by the middle of the cleventh century the Christian
north was also feeling the impact of changes that were trans-
forming the European West beyond the Pyrenees. Most im-
mediately influential were the emergence of the Burgundian
monastery of Cluny as the center of a new Benedictine order
and the restructuring of the secular Christian church around
the Roman papacy. Ferdinand I of Le6n was a patron of the
new Cluny, and his successors continued and extended the
relationship. His son Alfonso VI, four of whose six wives were
of French extraction, collaborated with the growing papal
influence, even presiding over the substitution of the Roman
liturgy for the indigenous Mozarabic one in his domains. At
the same time in Catalonia, where a strong French influence
had endured since Carolingian times, growing sea trade linked
the area to maritime Italy. At the end of the eleventh century
Genoese and Pisan fleets were operating sporadically off the
Catalonian coast.

This growing network of political, economic, and religious
ties was further expanded by the dramatic increase in popularity
of the pilgrimage to Santiago de Compostela. Kings, prelates,
knights, merchants, artisans, and ne’er-do-wells, Frenchmen,
Germans, Englishmen, and Iralians, they came into the penin-
sula in the thousands and then the tens of thousands. The first
two archbishops of the reconquered primatial see of Toledo
were French monks; Valencia had a French bishop in 100,
and Braga one in 1096, and Lisbon an English one in 1147.

More important because of their enduring institutional pres-
ence were the string of subordinate monasteries that Cluny
established across the north from Catalonia to Galicia in the
eleventh century. In the next century monasteries were founded
by the crusading orders of Templars and Hospitallers as they
sought a base, in Spain as elsewhere in Europe, for their oper-
ations in the Levant. The Cistercians, the monastic order of
Citcaux, added another strand to these webs slightly later in
the twelfth century.

These transitions were evident in the replacement of the
Mozarabic style of church building and art by the new
Romanesque style. By 1076 this reached to the building of the
new cathedral at Santiago de Compostela. Styles of church
sculpture and of manuscript illumination were altered as well.
In the area of high culture the triumph of the new European-
izing tendency seemed almost complete, restricting the influence
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he Visigoths, the Germanic people who presided over a
distinctive artistic culture in Spain, began to take control
of the Iberian Peninsula in the mid-fifth century. This
was one of the movements that signaled the final collapse of
the Roman Empire in the West. As part of that empire, Spain
had shared in the artistic ecumenism of the Mediterranean
littoral during Rome’s hegemony. The buildings and the sculp-
ture and mosaics which adorned Iberian urban centers and
villas were scarcely distinguishable in vocabulary and technique
from those elsewhere in the empire. With the introduction of
Christianity Rome’s cultural dominance may have lost mo-
mentum, but the capital still provided the material trappings
of the cult in the peninsula in its initial stages. Fourth-century
sarcophagi are among the earliest witnesses to the peninsula’s
conversion to the new faith. Those from the first half of the
century were imported, usually from Rome. By the end of the
century, however, the empire’s collapse was marked by major
changes in the production of sarcophagi and in the models
used. The carving was taken over by local workshops; the mod-
els for both style and iconography still originated outside the
peninsula, but in centers in North Africa and the Christian
East rather than Rome." This reorientation, compounded by
the culture imported with the Muslim conquest in 711, meant
that the peninsula’s artistic language would for centuries be
dominated by an oriental character absent from that of its
European neighbors. Although there were sporadic contacts
with Rome in the late sixth and seventh century, Rome was
not the galvanizing center of authority it would be in later
centuries even after the conversion in Recared’s time (589) to
orthodoxy from Arianism, the version of Christianity the
Visigoths brought with them from the East. Symptomatic of
Rome’s marginal role was the fact that two years passed before
Pope Gregory the Great learned of this momentous event. The
shift away from Roman models and the use of local workshops
are seen in the Alcaudete sarcophagus (cat. 2), with its orien-
tal iconographies, and the sarcophagus of Ithacius (cat. 1),
an eclectic mixture of late antique patterns associated with
the East.
With the fall of Rome, Constantinople became the model
for display of political power. Such emulation made no sense,
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of course, until a Spanish state of sufficient unity and stability
had been created. Political unity was achieved under Leovigild
(r. 569—86), who had the military strength and will to control
the center of the peninsula and to subdue the Suevi of the
northwest. The latter campaign was commemorated centuries
later in one of the ivory plaques illustrating the life of the
sixth-century hermit Saint Aemilian. Leovigild’s son and suc-
cessor, Recared (r. s86—601), provided a crucial stabilizing force
when he made orthodox non-Arian Christianity the faith of
the leadership of the state, a change allowing the church to be
a full partner in the pull toward social cohesion.

Elements were borrowed from the monumental and cere-
monial language of the Roman-Byzantine Empire to express
the kingdom’s identity and authority. Thus in 78 Leovigild
founded a city, Rec6polis, naming it after his son Recared. Of
greater import were Athanagild’s choice of Toledo (s554) as his
principal residence and the city’s conversion into urbs regia,
the royal city, a stage for the pomp and rituals which symbol-
ized supreme authority and were modeled after the ceremo-
nial language of Constantinople.* Signs of royal power of the
kind associated with Roman and Byzantine emperors multi-
plied.? Unlike his predecessors, who, as Isidore of Seville re-
marked in his History of the Goths, were content to sit and
dress in the manner of their subjects, Leovigild sat on a throne
in ceremonial robes.* In another break with the past Leovigild
minted coins that did not merely replicate Roman and Byzan-
tine types but carried his own name and those of his sons.
Eventually the ceremony of accession to the throne included
anointing.’

The Visigothic metalwork which survives from before the
seventh century consists of fibulae and other articles of per-
sonal adornment or use (cat. 14—22). The literature of the
Muslims, the conquerors of the Visigothic kingdom, is filled,
however, with references to immense treasures of luxury items
said to have been encountered by the invaders; among the
works described is a golden, pearl-bedecked “Tablets of Moses”
which some have sought to trace to the treasure taken to Rome
by the emperor Titus after the sack of Jerusalem in 70.° Some
of these accounts are legendary; for example, the conquerors
are said to have found in the “Mansion of the Monarchs” in


















the increasingly uniform style of the final Visigothic century
have not produced a consensus. Without traces of a prior local
tradition that determined a path distinct from that followed
farther south, we are left with an explanation centered on
extrapeninsular forces or with one based on the assumption
that Visigothic style has been too narrowly perceived.

The influence commonly cited by those who argue for
extrapeninsular models is that of the Carolingian kingdom
north of the Pyrences. This estimation has recently been pre-
sented in a forceful and refined argument that recognizes a
strong residue of Hispanic custom and holds that Carolingian
borrowings were selective and not the result of the arrival of
Frankish masons and a wholesale transplant of an alien style.*
Certain it is that Charlemagne and his advisers had a continu-
ing interest in Spain after their unsuccessful campaign against
Saragossa. Adoptionism, the aberrant Hispanic view of the
Godhead, issued from Toledo in the last two decades of the
ninth century and sparked the opposition of a series of
Carolingian councils. Evidence of other kinds links the Asturian
and Carolingian worlds. Spoils taken from Muslims were dis-
patched north by Alfonso II (r. 791—842), the ruler who estab-
lished the Asturian capital at Oviedo in the last decade of the
eighth century. In his biography of Charlemagne, Einhard
termed Alfonso “the [Carolingian] king’s own man. Alfon-
s0’s suburban palatine basilica of San Julidn de los Prados,
popularly known as Santullano—with its soaring unencum-
bered transept and a set of murals which, if found in a church
within Charlemagne’s realm, would be the paradigmatic image
of what is meant by the “Carolingian Renaissance”—is at the
heart of the discussion of Carolingian influence on Alfonso’s
capital. Santullano’s sources remain an open question.

The argument that Asturian art developed in its own way
out of Visigothic traditions seems to be confirmed by an
Asturian chronicle which states that when Alfonso II built a
palace, churches, baths, and other buildings at Oviedo, he had
“adorned them with arches and marble columns, of gold and
silver, and as in the royal palace decorated them with various
pictures.” Moreover, “he thoroughly restored in Oviedo, in
church and palace alike, all of the ceremony of the Goths, as it
had been in Toledo** Alfonso I1 did indeed, as we know from
the surviving paintings in Santullano, decorate his buildings
with frescoes. The chronicle, however, confirms less than it
seems, for it was written in 881, in the reign of Alfonso IIT
(866—910), and perhaps imposes a later rationale on the previ-
ous era.” Whether or not there was a set of frescoes resem-
bling those of Santullano in a church or palace in Toledo, the
Santullano focus on the cross accords well with the emphasis
given the cross in Toledan ceremony before the conquest.®®
Following an elaborate liturgy staged in the basilica of Saints
Peter and Paul, the troops of the Visigothic kings, like their
imperial counterparts in the Fast, went into battle behind a
golden reliquary cross that was their standard (this may con-
ceivably have been the cross reliquary that Gregory the Great
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sent to Recared upon learning of the conversion of the Goths
from Arianism to orthodoxy in §89).”” Devotion to the cross
continued in the north after the Islamic invasion. In 737 Fifila
dedicated the first documented Asturian church to the holy
cross, and Alfonso II and his successors commissioned a series
of large gold crosses. The first of these was the Cross of the
Angels (cat. 72) whose arms tapered inward to a medallion, a
formula that has its best analogue in the eighth-century North
Ttalian Cross of Desiderius in Brescia, a work probably based
upon a Byzantine prototype. The Cross of the Angels was de-
picted in the frontispicces of many tenth-century manuscripts.

If we cannot finally confirm the sources of the paintings of
Santullano, capitals within the church’s sanctuary are actual
Visigothic spolia. Their translation was intended in all likeli-
hood to reinforce the sense of legitimate succession.*® In its
format and ornament the La Cava Bible (cat. 75) also repre-
sents a reprise of past formulas that must have been found in a
Visigothic model. With its technical brilliance and archaic for-
mal language, the La Cava Bible is in a sense a counterpart to
the frescoes of Santullano. There is nothing in the rest of
Asturian art to suggest such a survival of the formal language
of the early Christian world.

It is hard then to imagine that in the era of Alfonso II
Toledo would not be a natural model, if not the only one, for
a new Christian capital in a peninsula whose original center
had been conquered.” The cults chosen by Alfonso for the
royal city had strong Visigothic, more especially Toledan, con-
nections. Saint Leocadia, whose relics were installed in the
palatine chapel (Cimara Santa) attached to the palace, was
the patroness of Visigothic Toledo. Her basilica, built in 618
under Cixila, had been the site of four Toledan councils, the
assemblies that effectively acted as the legislature of the king-
dom. Similarly the titular saints of Santullano, the Egyptian
Julian and Basilisa, were the objects of a Toledan cult cele-
brated with a hymn composed, appropriately enough, by the
learned bishop Julian of Toledo (d. 690). Alfonso also erected
a church to Saint Tirsus in front of his cathedral. The account
of Tirsus’s life had been an inspiration for the greatest of all of
the Visigothic cult figures, Saint Eulalia of Mérida.*

About 800 only one city rivaled Toledo as a model for an
Asturian capital: Constantinople, the great city that had vivified
Toledo’s earlier effort to register as a true capital. Julian and
Tirsus, saints important to the Visigothic church, were east-
ern martyrs with important shrines in Constantinople. When
Alfonso I1 installed twelve altars dedicated to the twelve apos-
tles in his new cathedral, he must have been inspired by the
church of the Holy Apostles that Constantine erected as his
cemetery church in his new capital at Constantinople. An annex
to Alfonso’s cathedral, the church of Saint Mary, served as the
king’s and his successors’ pantheon. The Santullano frescoes
are evocative of late antique schemes of decoration in such
eastern sites as Salonika and Damascus, the chance survivors
of what must have been a widespread phenomenon in court



settings, and therefore may be another effort to employ an
“imperial” language.*

The original imperial capital of Rome, as well as such suc-
cessors as Ravenna and Pavia, offered even more accessible
associations and a conduit for Constantinopolitan models. The
dedication of the cathedral of Oviedo to Christ the Savior
(San Salvador) evokes the Lateran basilica, the cathedral of
Rome founded by Constantine. It was in the Roman Constan-
tinian basilicas of Saint Peter and of Saint Paul that the tran-
sept was born and reached its apogee. The “innovative” stucco
window screens of Santullano have their counterpart in the
earlier Roman churches of Santa Sabina and Santa Prassede,
and the “new” idea of imposing blind arcades on apsidal walls
in Spain had a long history in Italy at such sites as Ravenna.

In the early ninth century Charlemagne himself also looked
south to the imperial capitals as his own palatine complex at
Aachen took shape. Aachen was not a capital in the same sense
as Oviedo, which combined a permanent royal residence and
a see.’® With the passage of time, however, Charlemagne as-
sumed for medieval culture the roles of ideal ruler, warrior, and,
after 1165, saint. Merely by being his chosen seat, Aachen came
to have extraordinary importance in historical consciousness.
It would be anachronistic to assume such a vision of Aachen
had been formulated in Alfonso’s own era.

Oviedo yielded its role as capital to Ledn as military suc-
cesses shifted the center of gravity of Asturias farther south.
As legends heroicized Charlemagne, Alfonso II was made to
share, even in Oviedo itself, responsibility with the Frankish
ruler for the status of his capital. Thus when Pelayo of Oviedo
(bishop 1098—1120) composed the acts of a fictitious ninth-
century church council in order to justify his claim for metro-
politan status, he made Charlemagne responsible for its
convocation and stated that Charlemagne’s counselor Bishop
Theodulf of Orléans had presided over it.* The ultimate at-
tempt to exalt Charlemagne at the expense of Alfonso oc-
curred about the same time in a widely circulated fictional
account, purportedly written by Bishop Turpin of Reims. In
this telling Charlemagne, alerted in a dream by the apostle
himself, finds the tomb of Saint James at Compostela and
begins the spectacularly successful tradition of international
pilgrimage to the shrine there. In fact it was in Alfonso II’s
realm and in his reign that James’s tomb was discovered, and
it was Alfonso who built its first shrine. The discovery was
surely an event calculated to further the cause of Asturian au-
thority vis-a-vis the ancient ecclesiastical capital of Toledo and
the Roman hierarchy and the Carolingians. It is difficult to
divorce this strategy from Alfonso’s court. Alfonso would have
known Beatus, whose Commentary on the Apocalypse spread
the news that Saint James had evangelized Spain.

As it had been in previous centuries, the cultural orienta-
tion of the peninsula was essentially Mediterranean as Asturian
art took shape. When this distinctive chapter in Spanish art
closed, a fundamental alteration had taken place. The archi-
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tecture of Alfonso IIT had begun to include elements, such as
stepped crenellations and the alfiz (rectangular enframement
of arches), seen earlier on buildings in the Islamic capital of
Coérdoba. However, the cultural maturity of the Germanic,
Frankish, and Anglo-Saxon kingdoms eventually imposed a
vertical axis of orientation over the horizontal Mediterranean
axis bequeathed by the ancient world. Asturian art of the lat-
ter part of the ninth century and the early tenth already sig-
nals this shift. The Caja de las Agatas (cat. 71) of the Cimara
Santa, a gift to the cathedral from Aifonso’s son and his wife,
proudly displays on its crest an enamel plaque from the north.
For his great Cross of Victory Alfonso III abandoned the for-
mula established exactly a century earlier by Alfonso I in his
Cross of the Angels (cat. 72). The latter’s tapering arms and
central disk had been imitated in 874 by Alfonso III himself
for the cross, now lost, he gave to the shrine of Saint James at
Compostela. However, the Cross of Victory has straight arms
terminating in lobes, a design paralleled by an East Frankish
work of the second quarter of the ninth century, the Cross of
Ardennes in Nuremberg.** The vine-scroll pattern on its back
has been compared to rinceau patterns produced by the scrip-
torium of Tours.

Connections with Tours had momentous consequences for
the art of the book in Leén in the tenth century. In 906 Al-
fonso III had corresponded with the great abbey of Tours
about purchasing an “imperial crown” in its possession. Whether
then or earlier or later, illuminated manuscripts from the mo-
nastic writing shops of Tours found their way to the penin-
sula. Such examples revolutionized the peninsular concept of
the illustrated book. This change was most apparent in the
revised format that favored framed full-page pictures (rather
than unframed column-wide pictures) in copies of Beatus’s
Commentary on the Apocalypse.* The first extant example of
this new style was the copy of the Commentary made toward
the middle of the tenth century for the monastery of San Mi-
guel de Escalada (cat. 78). At the same time the tradition of
small initials employing an ancient vocabulary of vine scrolls,
fish, and birds gave way to initials that could be as tall as a
page (cat. 84) and that used interlace patterns invented earlier
in the Carolingian schools of the north.

In the illumination of these tenth-century manuscripts, the
Carolingian Frankish world had its greatest impact on Span-
ish art, despite the span of more than a century between the
creation of the Carolingian models and of their peninsular
offspring. In spite of the catalytic effect of northern Christian
book traditions, the Spanish manuscripts of the tenth century
and the monastic churches for which they were produced rep-
resent Spanish art at one of its most creative and independent
moments.

In recognition of details reflecting the Islamic art and archi-
tecture of al-Andalus, the art of the tenth century is customarily
termed “Mozarabic,” thus attributing the new style to the
Mozarabs, those Christians raised in territories under Islamic
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of

an Islamic vocabulary as an integral part of Romanesque

style first occurred in France. Spain’s widespread incorpora-
tion of Islamic motifs seemed to wait upon the sanction pro-
vided by the art of its northern neighbors. Even then in the
Islamic sphere, where the peninsula had recourse to an unlim-
ited source of inspiration, artistic orientation remained essen-
tially with the north-south, non-Mediterranean alignment set
at the turn of the millennium.
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1Islam, christianity, ano the
PROBLEM Of RELIGIOUS ART

JERRILYNN D. DoDDS

n the Middle Ages Latin Christian writers dedicated sub-
I stantial literary energy to constructing bipolar opposttions
shared the peninsula and on whom they projected an image of
cosmic alienation generated by reference to Christian dogma.
The Latin Chronicle of the Kings of Castile stated: “On our
side, Christ, God and Man. On the Moors’, the faithless and
damned apostate, Muhammad. What more is there to say?™
Such a sentiment was not uncommon; most medieval Spanish
Latin chronicles treating the intercourse of Muslims and Chris-
tians structured relationships between these two religious groups
in a similar way. The kaleidoscopic political, religious, and eth-
nic relations between Arabs, Berbers, Muwallads, Mozarabs,

between themselves and the Muslims with whom they

Basques, and Latin Christians (from Asturias, Castile, Navarre,
Aragon, Galicia, Ledn, Portugal, and Catalonia) were trans-
muted into a comfortingly reductive myth that linked Chris-
tian morality with the politics of the northern kingdoms’
conquest of the peninsula. Thus Muhammad is not just an
infidel, but 2 damned apostate, subject to Christian judgment,
an assessment that not only polarizes Muslims but also draws
them into the net of Christian control.

Contemporary scholarship concerning the Spanish Middle
Ages 1s still marked by this opposition. Scholars of the med;-
eval Iberian Peninsula study, write, and teach as representa-
tives of a culture defined by the religion of the group that
produced it. Thus scholars are defined as experts in Islamic art
of the Iberian Peninsula or as experts in Christian medieval
art. There is considerable interest in the “interchange” between
artistic traditions that are viewed as discrete; such study, how-
cver, demands “interchange” between scholars whose fields of
study are often as self-contained n the scholarly, social, and
cconomic worlds of universities and museums as are medieval
representations of “Christians” and “Moors” But, although
religious difference was often galvanized by political differ-
ence in the Middle Ages, religious ideclogy did not control all
aspects of cultural interaction, attitude, and production in Spain.
In accepting a tidy, polarized representation of Spanish Chris-
tians, we miss the complex interrefations and tensions that
make the arts of this period rich and original. The purpose of
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this essay is to mine visual representations of the early medi-
eval era on the Iberian Peninsula, not only for expressions of
the polarized model but also for evidence of different ways of
viewing the complex interrelations between the peninsula’s
diverse inhabitants.

It is often said that the early medieval period in Spain was
marked by little artistic interchange between Christians and
Muslims as artists and patrons. Typically the period is con-
trasted with the late twelfth century and after, which witnessed
the flourishing of the Mudejar culture, a tradition that exhib-
ited a high degree of interdependence between arts conven-
tionally associated with Spanish Istamic or Christian patronage
and production. The early Middle Ages are seen instead as a
time when political might eclipsed the possibility of strong
artistic interchange. It is assumed that the superior political
and cultural power of the Umayyads in al-Andalus precluded
an interest in appropriating any product of the politically and
economically weaker Spanish Christians. Christians in turn are
thought to have submitted passively to invasive attacks of
“influence” from Umayyad and then French artistic sources, a
cultural permeability which is presumably the result of their
less powerful political and economic position.

The word “influence” is perhaps too often used to charac-
terize the relationships between artistic traditions in medieval
Spain. Because it suggests exertion or action by a donor or
originator, “influence” implies that a group which is creating a
new art, and searching for models outside its own tradition,
receives artistic stimulus passively. Of course, the opposite is
true. Looking outside one’s own tradition, one’ artistic circle,
is a highly creative and courageous act. And the movements of
artistic forms across the frontier between various Spanish-Islamic
and Spanish-Christian traditions-—penetrating the social and
cultural barriers of different religions, ideologies, and politi-
cal goals—are more complex and more interesting than the
reductive notion of “influence” would suggest.

In early medieval Spain religious, linguistic, and ethnic groups
sought to create fictional pictures, visual identities that helped
simplify the complex, protean fabric of multicultural life. So,
when the Visigoths began their rule of a large Hispano-Roman















would have to have been made very soon after the pyxis to
have reflected its designs directly.” But the formal concerns
common to these objects—one from Islamic Spain and the
other two from Christian Spain—point to a wide base of shared
artistic values and complex interrelations which are worth ex-
ploring. On one hand, such intricate and elegant elaboration
of vine scrolls had a long history in pre-Islamic Spain, in both
luxury arts and monumental contexts. In fact, the luxury arts
of Muslim and Christian patrons shared a common founda-
tion in the arts of the late Roman Mediterranean, in particular
in those vegetal themes whose repeated motifs create complex
surfaces with subtle variations, which express a tension be-
tween abstraction and naturalism. On the other hand, admira-
tion for the way Islamic tradition had drawn those forms into
an elegant style with potent implications led northerners to
regard Umayyad luxury arts as worthy models for an opulent
and authoritative art. Such an unvoiced tension between par-
allel development and interchange between traditions can even
be found in reliefs from Escalada (cat. 77), which are deeply
Visigothic in character but also reflect Umayyad developments
of late Roman decorative themes.”

How did this duality resonate in a society that characterized
Islamic religion and culture as the eternal other—the earthly
military enemy and the spiritual foe of the kingdom of Christ?
On whar level were these complex interrelations understood
by the patron of the chalice and paten, Don Mendo Gongalves,
whose father had died in battle defending Santiago de
Compostela from the forces of al-Mansur—the Cordoban dic-
tator who, in turn, was the father of “Abd al-Malik, the man
who commissioned the Braga pyxis?

Wills and gifts of deed from the eleventh century document
this passage of objects from Umayyad court to northern church
treasury and the subsequent transformation of their meanings.
In Ledn an entire collection of Islamic boxes can be found in
the treasury of San Isidoro (cats. 46, 47), and among the items
enumerated in the extraordinary charter of 1063 were a num-
ber of textiles designated specifically as Islamic in manufacture.”
That the Islamic origin of the textiles is mentioned is significant:
indeed most of the boxes carry Arabic inscriptions, and in
many of the most prized textiles Koranic inscriptions are dis-
played quite boldly.’* The new Christian owners of these hux-
ury goods did not shrink from recognizing their obvious
derivation, a fact that signals their association of transcendent
craft with al-Andalus. It appears that, for many northern Chris-
tians, the sumptuous quality of the material culture of al-Andalus
supersedes any undermining political and religious associations
with Islam. Thus Islamic objects came to galvanize the reli-
gious and hegemonic aspirations of callow Christian rulers and
churchmen in a way no object of local manufacture could.
This reading was further complicated by the status of many of
these works as spoils of war.

The Braga pyxis probably came to the cathedral treasury as
a gift from a northern noble who received it as tribute or
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booty. It was no doubt consigned to the cathedral in thanks
for God’s help in military endeavors which were increasingly
sanctified by the church. But remunerative battles were not
always pious in intent. The extraordinary silver casket of
Hisham IT (cat. 38a), for instance, probably came to the cathe-
dral treasury of Girona in 1010, when Catalan mercenaries fought
in Cérdoba for Wadih, the Muslim governor of La Marca Su-
perior. The contract for military services declared that all booty
would belong to the mercenaries, and so it was probably their
donation that brought the casket to the Girona Cathedral.”
Now these spoils were captured by noble Christians—Count
Ramoén Borrel ITL of Barcelona and his brother Count Armengol
of Urgel—but their battle against Muslims in Cérdoba can
hardly be seen as a holy war. Their contract with a Muslim
governor reminds us that the political reality of alliances re-
veals an interdependence between Christians and Muslims far
more complex and interwoven than polemicists would have us
believe. The rather compromised nature of the exploit did not,
however, taint the object’s identity as a work of enormous
monetary value or as a symbol of conquest. Once it had taken
its place in the Girona cathedral treasury, Hisham II’s casket
surely became a symbol of Christian victory over Islam. Its
ostentation and the elegance of its craft were mustered to serve
the force that had appropriated it, overcome it. Its power and
sophistication accrued to the church, which domesticated it
within the sanctified enclosure of the treasury. The casket of
Hisham II thus passed from a world in which Christians and
Mushims were politically and culturally interdependent into a
church treasury where it was transformed into a visual expres-
sion of the myth of bipolar opposition between Christians
and Muslims. It thus served an ideological position most sym-
pathetic to church authority in this protean land.

The victory of the faith and its appropriation of what is
most precious of al-Andalus is particularly poignant in the
case of two reliquaries. The first is a beautiful casket of ‘Abd
al-Malik converted into a reliquary at the monastery of Leyre.
The second is a tiny heart-shaped silver niello box manufac-
tured by zasfa craftsmen, used as a reliquary in the treasury of
San Isidoro in Le6n (cat. 46). These recognizably Islamic ob-
jects held the relics of Nunila and Alodia at Leyre and Pelagius
at Leén—Mozarabic marryrs killed by Umayyad rulers in
Cordoba for blaspheming the name of the propher. The
glorification of these martyrs in boxes that exemplify Islamic
craft is possible only within a matrix of meanings that defines
the appropriation of a caliphal or taifa object as a victory over
the religious and hegemonic force of Islam.

But this stance also masked admiration for as well as open-
ness to Umayyad and #aifz material culture. It has been sug-
gested that the heart-shaped box that held the relic of Saint
Pelagtus was crafted for a Christian market.' The taste for taifa
boxes was probably widespread, and they may have been inte-
grated into the secular domestic setting of privileged classes in
the kingdom of Leén.















Today, in the twentieth century, Islam hovers at the margins
of the veneration of Saint James and of Spanish identity. On
the eve of the saint’s feast, a temporary facade is built in front
of the cathedral of Santiago and emblazoned “To the Patron
of Spain.” This facade represents a palace with arcades and
horseshoe arches covered with a skin of red and white poly-
chromy; it gives us, as it would have given Christians a thou-
sand years ago, an casily recognizable, reductive vision of
“Islam” On the stroke of midnight this vision of all that is
Istam for Christian Spain erupts in a fabulously gaudy display
of fireworks and then disappears. A visual image of Islam in
Spanish culture is controlled, trivialized, and erased: that is
perhaps whar Spanish Christians of the early Middle Ages wished
to do with that part of their identity shared with Spanish

Muslims.
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Only rural buildings survive of the architectural programs
that were sponsored and financed by the Visigothic monarchy.
Some basilicas based on the early Christian model of regions
with strong Roman roots have endured. One important ex-
ample is the church of San Juan de Bafios de Cerrato (Palencia),
which combines elements of traditional early Christian archi-
tecture and transformations and innovations characteristic of
Visigothic architecture. The dedicatory inscription in the
church of San Juan Bautista dates from 661 and invokes the
name of King Receswinth, giving evidence of courtly spon-
sorship. A crown from the treasure of Guarrazar (cat. 12) was
an offering from this king; the letters suspended from it read
RECCESVINTHUS REX OFFERET (King Receswinth gave this).
Other important churches are among the group of buildings
surviving from the Visigothic and Hispano-Visigothic epoch
—for example, Quintanilla de las Vinas (Burgos), San Pedro
de la Nave (Zamora), and San Fructuoso de Montelios (Por-
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tugal). The last building, which has a strong Roman flavor,
has been dated about 663, since the construction of the mau-
soleum is attributed to Fructuosus himself. San Pedro de la
Nave, cruciform in plan, is also dated to the middle or end of
the seventh century; it is remarkable for its successful combi-
nation of architectural elements and sculptural ornamentation.
The conjunction of architecture and sculpture 1s again nota-
ble in the church of Quintanilla de las Vifias, although there
the iconography relies on eastern Mediterranean sources.

The Visigothic kingdom of Spain in its last period, and
particularly in the time of Swintila and Receswinth, reached
the culmination of the process of acculturation and the end
of the Gothic journey. It had developed from a Roman base
and was shaped by the power and homogeneity of the Roman
world, upon which the Visigoths were able to construct a new
society.
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al-andalus. crucisle of the
MEJItERRANEAN

MARILYN JENKINS

‘[‘; he Muslim presence in Spain from the middle of the eighth
century to the close of the twelfth cannot be comprehended
as an isolated phenomenon. The often dazzling Islamic civili-
zation created in the southern part of the Iberian Peninsula
during this period can be fully understood only when it is
viewed as an integral part of a much larger picture, closely
reflecting the history of the Mediterranean basin in general
and the Maghrib in particular.

It has been stated that “the Mediterranean has always been
a unifying force for the countries that surround it; it is a com-
monplace that the spread of Greek and Roman culture de-
pended largely upon it. And yet, in studies of Islamic art, this
fact tends all too easily to be forgotten” Although this state-
ment refers specifically to Islamic metalwork, it strongly confirms
my own earlier conclusions regarding pottery production, the
jewelers” art, and glassmaking as practiced on the shores of
this important waterway.? In fact, the material culture found
in each of the many Islamic countries bordering this sea can
only be understood when viewed from this perspective, and
any study of the art of this area that is not predicated on this
unity will fail to identify the multitude of threads in the rich
cultural tapestry of the particular medieval Islamic state being
discussed and thus to fully comprehend its civilization. In other
words, Goitein’s use of the term “Mediterranean society” for
the area and period under discussion is applicable in a broader
and fuller sense than even he could have been aware of when
he coined it.

To the unity provided by this large body of water, one must
add that contributed by the Greco-Roman heritage common
to all the Islamic countries on the shores of the Mediterra-
nean. Having been the prevailing tradition in the area at the
time of the Arab conquests, many of its features were adopted
and gradually adapted in the early Islamic period for new pa-
trons. Finally, cohesion was supplied by the four basic charac-
teristics of Islamic art as well: the decorative use of calligraphy,
highly stylized vegetal forms, geometric patterns, and figural
iconography.

The art and culture that evolved in al-Andalus during these
four and a half centuries of Muslim rule that form the subject
of this essay owe a great debt to the artistic styles and tradi-
tions that developed outside the peninsula under the acgis of

Lions in the Patio de los Leones, Athambra, Granada. Carved stone.
Al-Andalus, nith century. Photo: Photo Zodiaque

earlier and contemporary caliphates and emirates ruling from
Damascus, Baghdad, and Cairo, as well as from several capital
cities in present-day Tunisia and Algeria. These influences played
a considerable role in molding the civilization of al-Andalus—in
essence they bear a large responsibility for the formation of
Islamic art in the Iberian Peninsula. This indebtedness should
not be surprising. The emirs and caliphs who ruled al-Andalus
from the middle of the eighth century to the carly eleventh
century were constantly attempting to emulate and even sur-
pass the life-styles of their ancestors in Greater Syria and the
latter’s successors in Iraq, and trade as well as family connec-
tions kept the petty kings and Berber dynasts of the eleventh
and twelfth centuries in close contact with the ruling houses
on the southern coast of the Mediterranean.

The seeds of civilization that were sown and cultivated dur-
ing these carly centuries in the region the Arabs called al-Andalus
were reaped on the peninsula long after the Muslims were
expelled. The harvest continues.

The earliest documented Arab presence in Spain occurred
in the summer of 710. The conquest of al-Andalus began the
following year, when Muslim forces fighting in the name of
the Umayyad caliphate in Damascus defeated the Visigothic
king Roderic at Cidiz, a victory of which the Umayyads must
have been very proud, as it was soon commemorated in the
fresco decoration of the royal hunting lodge, known as Qusayr
‘Amrah, in the Syrian desert.* It was not until 755, however,
that consolidation of this Muslim presence began. During that
year ‘Abd al-Rahman ibn Mu‘awiya, onc of the few princes
of the Umayyad house to survive the Abbasid conquest, ar-
rived in Spain. Governors had ruled al-Andalus in the name
of his family for almost half a century, and many of his coun-
trymen were already settled there when he arrived; it was not
long before he secured his position and established an Umayyad
emirate in Andalusia. Approximately one hundred and fifty
vears later, one of his successors, ‘Abd al-Rahman III (r. 912—61),
declared himself caliph and took the title amir al-mu’minin
(Commander of the Faithful), inaugurating in al-Andalus a
caliphate that was to last almost as long as had the emirate.

During these first three hundred years of Muslim presence
in Spain, Andalusia was ruled from Cérdoba by a house with
very strong familial ties to the Levant, which manifested them-

































Hammadids in the central Maghrib can be found. One can,
for example, compare the bronze zoomorphic vessel feet found
at al-QaPa with those found in Elvira and with the later so-
called Monzén lion.™

Ceramic production in al-Andalus during the zaifz and the
subsequent Almoravid periods also reflects a strong and direct
Hammadid influence. The technique of luster-painting on pot-
tery has been shown to have passed from al-Qal’a to Bougie
and from there to Mdlaga.*® Elsewhere I have suggested that
the black-painted and incised earthenware objects made in Zirid
Bougie inspited similar products in Andalusia; in fact, one is
tempted to consider such ware found in Spain as “imitation
luster

Within al-Andalus, a number of concentrated forces
interacted to effect the formation and influence the develop-
ment of Islamic art in the peninsula during the four and a half
centuries of Muslim rule discussed here. The culture in
Andalusia at this time was far from being, as many have long
assumed, basically an imperial Umayyad one transplanted to
Spain, with the ta#2 and Almoravid contributions minimal if
not nonexistent. On the contrary, the culture of al-Andalus
was very much a part of the coherent art-historical and polit-
cal picture presented by the Maghrib during these four hun-
dred and fifty years.

NOTES

1. Goitein (1967, p. 43) says that the term al-Maghreb was used, during the
period in question, to mean all of North Africa west of Egypt, including
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Qast al-Bahr, built between 905 and 909, consisted of a basin called al-
Bahr (sea) capable of holding 60,040 cubic meters of water and, on the
basin’s shortest side, 2 palace of four stories called al-Arus (the bride). At
atime when the dinar was equal to 4.25 grams of gold, this structure cost
232,000 dinars. The history of the Mediterranean area during the early
centuries of Islam would support a hypothesis that Qasr al-Khilafa in
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do contemporary authors. The geographer al-Idrisi (1968, p. 126), speak-
ing of Mahdia, says ships brought merchandise there in quantity and for
great sums as customers were sure to be found, and the geographer Ibn

Hawdqal (1842, p. 173) confirms that its markets were full of merchants

who were constantly arriving there.

Holod in New York 19923, pp. 42—44, for a more detailed description of

the many innovations introduced into al-Andalus by Ziryab, and p. 4s.

It has been suggested that perhaps these textiles were woven in Spain on

looms that were imported from the Abbasid capital. This author does not

agree with this suggestion on epigraphic grounds. The peculiarity found
on both of these textiles in the spelling of the demonstrative particle
hidha is seen only in western Islamic lands. If the looms were imported,
the particle would have been spelled in the classical way (Day 1954, pp.

191-94).

Buluggin took over the later of the two capital cities established in Ifriqiya

by the Fatimids, Sabra al-Mansuria, which remained the Zirid capital

until 1057, when they abandoned the city for Mahdia, which in turn re-
mained the Zirid capital until 1148 when it was captured by the Normans.

It was Buluggin ibn Ziri who also held Fez for his overlords until it was

taken by the Andalusian Umayyads in 985 during the reign of Hisham II

(r. 965—1013). Buluggin took the opportunity in 980 to order a minbar for

the mosque of the Andalusians in the city. New York 19922, pp. 249-51.

. Al-Maqgqari in Castején 196162, p. 126, and al-Nuwayri 1917-19, p. s5.

. Ettinghausen 1956, p. 269, fig. 7a-b.

. Jerusalem 1987, no. 281, color pl. 10.
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. Jenkins 1978.

. Al-Bakri 1913, p. 105.
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Fatimid poet “Ali ibn al-Tyadi. Provided with a hydraulic pleasure installa-
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the middle of a garden with colonnades of green columns. The pavilion
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the Sassanian palace called al-Khawarnag.
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quired a considerable amount of water, which had to be brought from afar.
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the KINGOOM Of asTURIAS

ACHIM ARBEITER AND SABINE NoAcCcK-HALEY

ith the fall of the Visigothic kingdom of Toledo in
W7n, the Muslims had conquered the greater part of
the Iberian Peninsula. The Christians did manage to establish
a small Christian kingdom in the north on the Cantabrian
coast, beyond a protecting range of mountains.” The chieftain
Pelayo had beaten back the Muslims in an armed encounter at
Covadonga in 719, and it was he who established the ruling
line of the new kingdom. The assertion 1n the informative
Asturian chronicles of the late ninth century that Pelayo was
of aristocratic Visigothic descent has not been verified, but
his son Féfila (r. 737—39) is known to have founded the church
of Santa Cruz in 737 in the first of the kingdom’s capitals,
Cangas de Onis. Significantly, that structure was erected above
a pagan shrine. No traces of the church survive, but an in-
scription copied before its destruction probably implies that it
was cruciform i plan.”

The eighteen-year reign of Fifila’s successor, Alfonso 1
(r. 739—57), saw the consolidation of the kingdom. Stability
permitted the construction of numerous churches—Alfonso
is for that reason called “el Catdlico™—but unforrunately these
have completely vanished. During these years the Asturians
began to stage raids on Muslim-occupied territories, attempt-
ing to recapture lands for their Christian domain. These cam-
paigns turned much of the meseta in northern Spain into a
virtually unpopulated bufter zone, its inhabitants having mi-
grated northward into the safety of the new Christian kingdom.

After moving the royal residence farther west to Pravia, the
sixth Asturian ruler, Silo (r. 774—83), erected a palace church
which he consecrated to Saint John the Evangelist (Santianes).?
This is the oldest Asturian monument of which a significant
part survives. It was laid out like a basilica with round-arched
pillar arcades, a gallery above the vestibule at the west, proba-
bly for the king’s use, a transeptlike eastern bay divided in
three by arches above half columns, and a rectangular apse
that was presumably much smaller than the one that is visible
today. The most important surviving decorative elements are
two chancel screen reliefs (cat. 63) and another relief slab with
an unusual depiction of architecture.

It was at about the same time that the monk Beatus, work-
ing in a scriptorium in the Cantabrian valley of Liébana, pro-
duced his apology against the doctrine of adoptionism and
commentaries on the Book of Daniel and the Apocalypse.*

I13

Pravia had been selected for the location of the royal resi-
dence as part of an attempt to extend Asturian influence into
Galicia. Alfonso IT (r. 791-842) moved the capital once again,
this time to Oviedo. At the direction of Fruela I (r. 757-68)
the city had been graced with the monastery of San Vicente,
a church dedicated to Santos Julidn y Basilisa, and the first San
Salvador church, but these were all destroyed in the Islamic
raids of 794 and 795. Alfonso rebuilt Oviedo into a fortified
residential city with a variety of royal structures.®

This reconstruction of Qviedo is recorded in three chronicles
—the Albeldensia, the Rotensis, and the Ad Sebastianum—that
are reworkings of earlier ones from the time of Alfonso III.
They recount the lives and achievements of the Asturian rul-
ers and are the most important source of information about
the kingdom.® They describe three adjacent basilicas that were
the city’s monumental focus: the church of San Salvador, later
a cathedral, with relics of the twelve apostles in its side altars;
the church of Santa Marfa built against it to the north, with
two side altars and the royal pantheon on its west end; and the
basilica of San Tirso, of which “the beautiful design can be
exalted by a learned writer but is even better comprehended
by seeing it oneself” Secular authority had its center in the
adjacent palace complex. The chronicles make special mention
of the interior furnishings of these churches—marble columns
(doubtless acquired as spoils), gold and silver, and paintings
like those that embellished the palace buildings. The significance
of this dazzling display is triumphantly proclaimed: Alfonso IT
“has thoroughly restored in Oviedo, in church and palace alike,
all of the ceremony of the Goths, as it had been in Toledo”
Since the old capital of Toledo now lay in Islamic territory
and moreover had forfeited its ecclesiastical primacy as a con-
sequence of the theological dispute over the true essence of
Christ (adoptionism), the capital of the expanding Christian
kingdom to the north could legitimately assume the leader-
ship of Christian Spain. Closely bound up with these ambi-
tions was the “discovery” at about this time of the tomb of
Saint James, near the Atlantic coast at what came to be called
Santiago de Compostela.”

The Asturian pre-Romanesque gave artistic expression to
the dynasty’s championing of a Visigothic resurgence. The
basilica of Santos Julidn y Basilisa (San Julidn de los Prados,
or Santullano) outside the Oviedo city walls to the northeast,


















Cross of Victory." The stance taken by the king is vividly con-
veyed by less pretentious testimonials, such as the cross relief
and inscription in the springhouse La Foncalada, which he
donated to the citizenry of his capital. The combination of
victor’s cross and triumphal motto appears again and again
throughout the tenth century and well into the eleventh, as
for example on a relief slab in Salas (cat. 65) and in various
miniatures.”

The best-preserved examples of architecture from the time
of Alfonso III lie outside Oviedo. The small basilica of San
Adriano de Tui6n to the west of the city is thought to have
been built in 891.%° It is especially important because its painted
apsc frieze of stepped battiements and lotus-flower scrolls, en-
tirely Islamic in character, is probably the oldest surviving work
of art produced by Mozarabic immigrants in the north of
Spain. At some distance to the east of Oviedo is Valdedics,
Alfonso’s country estate to which he retired after being de-
throned. All chat survives is its church of San Salvador.* An
inscription states that it was consecrated in 893 in the presence
of seven bishops, one of them the Mozarabic bishop from
Saragossa—further evidence of the ongoing relations between
Asturias and al-Andalus.

This vaulted basilica with pillar arcades follows the usual
scheme, including a gallery above the west end, but has blind
chambers above all three apses. Grooves in the floor that once
held screen slabs show clearly that the church was divided into
three sections: one for the laity, one for the officiating clergy,
and one—the easternmost bay—for attending clerics. The walls
and vaults have again become flat, continuous surfaces articu-
lated solely by wall paintings. However, a splendid portico
designed to receive the royal retinue, a separate structure added
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to the south, boasts a more complex interior organization,
with blind arcades and transverse arches. Mozarabic influence
is easily detected in its conspicuously rich sculptural ornamen-
tation; the battlements that are only painted inside the church
at Tuii6n are here realized in stone and installed as turrets on
the roof, calling to mind the crenellations atop the outside wall
of the Great Mosque of Cordoba. Also of Islamic inspiration
are the porch capitals, the ornate window grilles, and the dou-
ble and triple windows with horseshoe arches topped by a
rectangular alfiz, or decorative frame.

Among the last manifestations of Asturian art are the gold-
work of the Caja de las Agatas (cat. 71) and the architecture
of the parish churches of Santiago de Gobiendes and San
Salvador de Priesca, considerably to the east of Oviedo.** San
Salvador, consecrated in 921, was very heavily damaged in the
Spanish civil war. Its structure echoes to a certain extent that
of Santullano, and its architectural frescoes are clearly an imi-
tation of those in the earlier church, although they reveal a
loss of creative power and a decline in workmanship. In add-
ing human figures to the old cycle, the fresco decoration reaches
back to the artistic tradition fostered by Ramiro rather than
enlarging upon the Mozarabic-influenced style paramount in
the time of Alfonso III.

In northern Spain the old Hispanic liturgy continued to be
used well into the eleventh century, and for at least as long the
northern architecture offered echoes of the Visigothic Asturian
tradition. They can be seen in Asturias itself and also in Ledn
in the church of San Pelayo,” which preceded San Isidoro.
Later in that century, however, the earlier iturgy gave way to
Roman observance, and by that time we find ourselves, in the
realm of art, on the threshold of the Romanesque.
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In the church of Santa Cristina de Lena the
screen is still in situ (see p. 17), but the
original location in Santianes of the pair of
screen clements is not known. Surely they
were symmetrically placed so as to leave a
narrow passageway, perhaps the entry to the
chancel. In each of the surviving clements,
clearly a matched pair, a slab and a post are
combined—an unusual feature bur one for
which there are parallels from the Visigothic
period and in the Mozarabic San Miguel de
Escalada (cat. 77). In any case stability was
guaranteed by the flanges chipped out along
the lower edge as an afterthought, by which
the panels were anchored to the floor. Except
for the flanges, the screen elements are quite
well preserved.

The ornamentarion is only on one side and
is the same on the two. Both the post and the
slab have vertical rectangular frames, that of
the former extending farther toward the bot-
tom, since the decorated rectangle of the slab
section has a raised molding just below it.
Within the frames are decorated panels. The
reliefs of the two panels differ considerably,
providing a charming contrast in motifs and
styles: the slab has overlapping circles whose
circumferences are formed of double cord-
ing; inside the circles are rhomboids and
triangles. The narrower panel of the post
bears an undularting vine, adjacent to which
are upside-down, outlined bunches of grapes
and leaves alternating with trefoil-like blos-
soms(?) and tendrils. At the top the vine ends
with a leaf in the shape of a heart and
tendrils. The geometric design of the slab’s
panel, carefully execured in chip carving, fills
its entire surface, while in the botanical de-
sign of the post the motifs stand our against
a definite flat background. With these botani-
cal motifs the artist has managed only a
schemaric, inorganic approximation of older
designs; he was nort even concerned that the
bunches of grapes point upward, a feature
that has led a number of modern writers to
position the pieces wrong side up,* even
though their proper orientation can be ascer-
tained from similar works in the Visigothic
Quintanilla de las Vinas and the Mozarabic
San Miguel de Escalada (cat. 77).

Both relief morifs are familiar from the
later Visigothic period: the geometric one
was used at Segobriga; the botanical one
appears on a screen pillar from San Juan de
Banos, for cxample.® The same is true of the
two relief techniques employed, chip carving
and high relief. They are found side by side
in the church of San Pedro de la Nave, which
was built in 711, not long before the Arab
conquest. Some scholars have maintained
that the pair under discussion are in fact
recycled Visigothic work,” though more re-
cently others have raised the possibility that
they were created specifically for Santianes.®
















































altar slab in San Miguel,” and accordingly one
assumcs that the stone was covered with a
tablecloth of white linen like those mentioned
in inventories of the tenth and eleventh
centuries. Antependiums, either embroidered
or woven of colored threads, were also hung
in front of the altar.®

Manuscript illuminations reveal that the
pier was still the most common type of aitar
support in the ninth and tenth centurics.
Piers decorated with blind horseshoe arches
have survived from that period in the churches
of San Pedro de Rocas (Orense) and San
Martin de Tours, Luco (Alava).® When the
entire interior of the church at Escalada was
excavated, a rectangular base for a pier, dating
from the first Mozarabic phase of the
structure, was discovered beneath the floor of
the central apse. However, from the second
phase—namely the structure dedicated in
o13—a flat rectangular depression was found,
which suggests that the surviving altar slab
was supported by a bigger block of stone
—and presumably those of the side apses
were as well. Three examples of large altar
blocks from Asturias survive, one from the
church of San Julidn de los Prados, or
Santullano (from the time of Alfonso II
[r. 791-842]), one from Mount Naranco
(Ramiro I}, and one from the church of San
Salvador de Valdedids (Alfonso III [r. 866—
910]). These represent the entire span of the
ninth century. The four holes in the corners
of the rectangular depression at Escalada,
which the excavators interpret as the locations
of four legs, could possibly be connected
to the documented restoration of the main
altar in 1126."° SN-H

1. /& has become E throughout.

2. See essay by Achim Arbeiter and Sabine Noack-Haley,
this catalogue. Examples of Visigothic choirs with
three apses—signifying at least three altars—are
found in El Bovalar (Lleida), Las Tamujas (Toledo),
and Alcuéscar (Badajoz).

3. Inthe Mérida region alone there are six known piers
and capitals containing a loculus. See Cruz 1985,
pp- 219—20, figs. 189-93, 425. An especially splendid
pier, richly adorned with relief, is preserved in the
Great Mosque in Cérdoba (see Palol and Hirmer 1967,
pl. 17, below). Pagan Roman aitars were often reused
for such purposes, with an opening provided for a
reliquary casket. There is an example from as late as
the tenth century in Sao Pedro de Lourosa, near
Guarda (Portugal). The type was by no means con-
fined to the Iberian Peninsula.

4. Schiunk and Hauschild 1978, p. 63, fig. 42. The
inscription, visible in an eighteenth-century water-
color, dates it to 642.

5. Schlunk 1948, pp. 87-88. Altar slabs with broad
moldings around the edge were still known in the
early eleventh century, as, for example, in the cathedral
of Gironaz (see Palol and Hirmer 1967, pl. 54, below).

6. Schiunk 1980a, pp. 161-62.

7. The supposition that all three altars were intended
solely for the veneration of relics and that a fourth
existed for the celebration of the Mass can doubtless
be discounted.

8. Gémez-Moreno 1919, p. 335; Ifiguez Herrero 1978,
PP- 173~78, 240—48; Braun 1924, vol. 2, p. 28.

9. For Rocas, sec Gomez-Moreno 1919, pp. 9495,
pl. 36; for Luco, see Calleja and Lépez 1990. For
examples in illumination see Neuss 1931, vol. 2, pls. 43
(below: with tablecloths; some altars with piers and
four legs), 46, 53, 59 (above), 70 (left).

1o. For the excavation, see Larrén 1985, p. 117, plan 2.
Larrén considers the table legs as part of the version
from the second Mozarabic phase. For Asturian
block altars, see Schlunk 1980a, pp. 160—61. For the
general evolution of the altar table sec Braun 1924,
vol. 1, pp. 125ff.; concerning Spain see especially
PP 155, 157, 165.
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chancel screen panel

Monastery of San Miguel de Escalada (Leon), o3
Limestone

3% X 22X 0% in. (93 % $6.% 24.0N3)

Monastery of San Miguel de Escalada

Many Visigothic and Mozarabic churches
had elaborate chancel screens that divided the
nave from the choir and the clergy in the
choir from the celebrant of the Mass. No
longer in situ, four panels from the church of
San Miguel de Escalada screen are now dis-
played in the passageways leading from the
side aisles to the transept.’ Altogether, nine
of the screen panels survive, plus fragments
of one or two others. They were originally
created in pairs (the presumed counterpart to
the present panel is preserved only in frag-
ments). Their fronts are richly decorated with
reliefs, while their backs were polished smooth.
In each case the monolithic panel consists of
a“post” and a “grid” (sce the screen from San-
tianes de Pravia, cat. 64). The post is located
on the side of the panel that was unattached,
while the opposite edge was anchored with a
flange in some architectural element. From
the carefully polished surface of the panel’s
two components—the post and the grid—rises
the sharp-edged, chisel-carved relief with de-
tailed and lively designs. The compartments
of the grid pattern contain birds pecking at
bunches of grapes or their own feet (some of
these are only partially preserved at the right),
ashell, palmettes, and foliage designs, includ-
ing grapes. The post panel contains a severely
symmetrical tree with branching, many-
pointed half-leaves describing elegant curves.
Confronted birds peck at bunches of grapes
either beneath their feet or above their heads.
A small palmette inscribed in a circle crowns
the whole.

There is a delightful homogencity to the
decoration of San Miguel de Escalada as a
result of the repetition of style and motifs in
the stucco and limestone friczes that adorn
the choir area, the altars, and the capitals. On
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one of the panels there persist traces of a fine,
white chalky coating painted in polychromy.
There, the bodies of the birds, for example,
once had alternating red and green stripes, in
a manner that is somewhat related to that of
the Le6n Bible of 920 (Ledn Cathedral,
Cod. 6). Doubitless the present slab was also
painted,’ as were the friezes and capitals, on
which there are still traces of red and black. It
is only in rare instances that the chalky coat-
ing has survived the weathering of centuries,
yet all Mozarabic architectural decoration
may have once been brightly colored. This
was probably also the case with churches
from as early as the Visigothic period, though
as yet we have no proof. In Mozarabic build-
ings, however, color was chiefly displayed in
the wall paintings (see, for example, the
churches of Santiago de Pefialba and San
Cebridn de Mazote).*

The screen panels from Escalada form the
largest and latest group on the Iberian Penin-
sula In their decoration they combine
Umayyad elements with motifs found both
in Visigothic examples from the second half
of the sixth to the late seventh century and in
Byzantine parallels and their Asturian adapta-
tions.® Scroll trees are not uncommon on
Visigothic pillars;” however, the design on the
present piece, with a central trunk, is a type
that originated in al-Andalus (see, for examn-
ple, a relief piliar in Madinat al-Zahra’, with
a two-ribbed trunk emerging from a base leaf
and ending in a calyx and standing bunches
of grapes).® Filling the squares of the grid
with a variety of motifs also seems to have
been inspired by Islamic decorative practice
(see, for example, the minbar and mihrab of
the Great Mosque in Kairouan).® The grid
pattern itself was probably adopted from
Islamic models. A pierced grid can be found
in a window grille in the Great Mosque in
Cérdoba; a stucco relief grid decorates the
wall panels of a building in the eastern
Umayyad palace complex at Khirbat al-Mafjar;
and a grid with slight variations ornaments
the above-mentioned minbar at Kairouan.™
Yet there is a Byzantine precursor for the grid
as well, namely a pierced marble chancel screen
from the church of San Vitale in Ravenna,
which was produced in Constantinople.”

What distinguishes the Mozarabic treat-
ment of such motifs is the degree of abstrac-
tion (see, for example, the braided border of
the main altar of Escalada). In contrast to the
examples mentioned above the effect of the
interlacing of the grid is wholly impressionistic.

In terms of iconography these various
images are to be read as symbols of paradise.
To the faithful in the nave and the attending
clergy in the choir, the screens provided
visual testimony to the promise of the Mass
being celebrated in the sanctuary they veiled
from view. SN-H
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Bible of 960 (cat. 108), another product of
Valeranica. In the Moralia, too, there is an
Omega (fol. sor) with two figures, in this
case anonymous, that prefigure the scribal
portraits of the Bible.

The Moralia was never associated with a
canonical set of images, and the pictures
attached, chiefly as a series of frontispieces,
to this luxurious copy suggest an ad hoc
assemblage rather than the faithful copying
of a set encountered in the model for the
text. Gregory interpreted Job as a Christ
figure, and the illumination is dominated by
a christological theme. The Alpha (fol. 1v)
and Omega (fol. so1) are inspired by the text
of the Apocalypse, or Book of Revelation: “I
am the Alpha and the Omega,’ says the Lord
God, who is and who was and who is to
come, the Almighty” (1 : 8). Although penin-
sular illumination would be identified with
the Apocalypse through the Commentary by
Beatus, this is the first surviving pictorial
version of the subject produced in Spain.
The first surviving example in Spanish illumi-
nation of another subject, a Majestas Doniini,
follows the Alpha (fol. 2). The striking simi-
larity between this composition and the Ado-
ration of the Lamb in the Commentary on
the Apocalypse carried out for Escalada by
Maius (cat. 78) suggests that it was inspired
by a copy of the Beatus Commentary. The
Chi-Rho (fol. 2v) that follows enhances the
christological nature of the iconography, but
in a more traditional peninsular form than in
the Majestas Domini. The page opposite (fol.
3), on which Florentius asks to be remem-
bered in a typical scribal way, FLORENTIUS
INDIGNUM MEMORARE, also uses the compo-
sitional formula of the acrostic, or labyrinth,
which was popular in the peninsula. The full-
page peacack of folio 3v is extraordinary. Like
the page with medallions in the Bible of 920
(fol. 3v),* it can best be compared to medieval
mosaic floors, although Byzantine and Islamic
textiles were also prominent carriers of the
motif. With its traditional symbolic reference
to the Resurrection and paradise, the pea-
cock could function christologically.

The lengthy colophon of folio soov ends
with a poetic lament for the tribulations of
scribes: “A man who knows not how to write
may think this no great fear. But only try to
do it yourself and you shall learn how ardu-
ous is the writer’s task. It dims your eyes,
makes your back ache, and knits your chest
and belly together—it is a terrible ordeal for
the whole body. So, gentle reader, turn these
pages carefully and keep your finger far from
the text. For just as hail plays havoc with the
fruits of spring, so a careless reader is a bane
to books and writing™ That it was copied
word for word in the Silos Beatus (cat. 145)
may mean that some lost Valeranican Beatus

Commentary served as the model for that
work.

On the original guardian page of the
Moralia (fol. 1) 15 a small, undecorated note in
Arabic declaiming;: w3 7 ! s
(In the name of God, the merciful, the
compassionate!). Another, illegible, appears
on the last folio (fol. sorv). Although Valeranica
has been considered a Mozarabic foundation
because a monk mentioned in the colophon
of the Moralia is named Abogalebh, these
notes were probably added when the manu-
script was in the collection of Toledo
Cathedral, its home before 1869, when it
came to the Biblioteca Nacional. Arabic was
the language of Christians in Toledo until
the thirteenth century.
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1. Guilmain 1981, pp. 376—8c.

2. Leén Cathedral, Cod. 6; Gémez-Moreno 1925—26,
vol. 2, fig. 82.

3. Grabar and Nordenfalk 1957, p. 168.

LITERATURE: Torre and Longds 1935, pp. 187-93;
Williams r970; Williams 1972—74..
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BIBL1A hispalense

Andalusia, mid-1oth contury

Tempera on parchment

74X 1310, (43.8% 33 cm)

Biblioteca Nacional, Madvid (Ms. Vit. 13-1)

From a note on the final folio (375v) we know
that this Bible was originally owned by Bishop
Servandus of Ecija, who gave it to his friend
Johannes, successively bishop of Cartagena
and Coérdoba, and that Johannes presented it
1o Seville Cathedral on December 23, 988.
This date provides a terminus ante quem.
The script, in an antique format of three
columns, has sometimes been dated as carly
as the ninth century, but since the note pro-
viding the résumé of the history of the
manuscript terms Servandus auctor, it is rea-
sonable to ascribe the commissioning to him.
Thus a date for the Bible of no earlier than a
generation from the time of its deposit in
Seville seems probable.

The surviving canon table, the final one
of an original set of twelve(?), reveals that
the Bible was made at a very capable
scriptorium. Since its history points to an
origin in al-Andalus, this is an example of a
truly Mozarabic manuscript, that is, one car-
ried out by Christians living within the terri-
tory dominated by Musiims. This cultural
background is revealed by the bird and fish
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capital at the head of the Book of Daniel

(fol. zo1v). The motif is common in Chris-
tian manuscripts, but the legend on the neck
of the bird, “The Beginning of the Story

of Daniel,” is rendered in Arabic

s e I','_.j . The oriental nature of

othet elements of the ornamental vocabulary
also indicates an Islamic cultural base. Thus
the painted capitals of the canon table ar-
cades prominently display cornucopias like
those carved on Byzantine capitals and imi-
tated in mosaic in the Dome of the Rock in
Jerusalem.* They appear again in the manu-
script medium in a sura heading in a tenth-
century Koran.? The split acanthus filling the
outer columns of the arcades of our canon
table follows a pattern found in carving in the
palace of Madinat al- Zahra® outside Cérdoba.*
None of these formulas appear in contempo-
rary manuscripts copied in the Christian king-
doms of the north. Nor is there a counterpart
in the so-called Mozarabic manuscripts of the
north for the disciplined rendering of the
symbols of Luke and John seen in our Bible.
Since the ornament depended on models
from al-Andalus, it is probable that the figurcs
of the minor prophets Micheas (fol. 161),
Nahum (fol. 162v), and Zacharias (fol. 165v),
which, like the decorated initials of the manu-
script, are drawn rather than painted, were
also based on Islamic conventions. Because
no painted figures from al-Andalus survive,
this conclusion is no more than an assump-
tion. It is an assumption that, at least, is not
contradicted by the appearance of a head
outlined in red on the wall of a passage at
Madinat al-Zahra® * The Biblia Hispalense, as
our Bible is termed from its stay at Seville,
offers a unique view into the artistic culture
of Mozarabic Spain.
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. T'am grateful to James Monroe for this translation.

. Cresswell 1932, figs. 189, 178.

. Pope 1938, vol. 5, pl. 930a.

. Torres 1957, fig. 528.

- Ibid,, fig. s67. This head has virtually disappearcd. An
opposing view of the style of the prophets was
offered by Werckmeister (1963a), who maintained that
for ideologicai reasons it was deliberatcly non-Islamic
and based on Visigothic traditions. His argument was
founded in part on the perception, dating back to
A. M. Burriel (d. 1762), that the Proemia of the Minor
Prophets, Isidore’s text, were added after the original
writing and expanded to include the figures. It is not
certain that this assumption is justificd.
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LleOn and the BeGINNINGS Of the
Spanish ROMaNEsSqUE

JoHN W. WILLIAMS

thc kingdom of Leén encompassed the northwest corner
of the Iberian Peninsula. It had begun as the kingdom of
the Asturias, a narrow territory behind a range of mountains
that after the invasion served as an effective barrier to Islamic
occupation. The kingdom received its name early in the tenth
century when the capital was moved south from Oviedo to
Ledn, a city whose name reflected its origin as the headquar-
ters of a Roman legion in the first century. In the time be-
tween the mid-eleventh and the mid-twelfth century, which
saw the decisive shift of power from al-Andalus to the Chris-
tian north, Leén was the most aggressive of the Christian
states; it 1s the kingdom most responsible for bringing about
that momentous change.

The city became a much more important capital under King
Ferdinand I. His father, Sancho III (el Mayor) of Navarre
(r. 1000-1035), had fashioned an empire in the states to the
east of Ledn, including the county of Castile, which was Fer-
dinand’s legacy. In marrying Sancha, heir to the Leonese throne,
Ferdinand became king of Leén as well and ruled over the
combined kingdom of Le6n and Castile from 1038 to his death
in 106s. Emulating his father, he took steps to introduce Euro-
pean standards into his domain. Among the most visible of his
Europeanizing initiatives was an alliance forged with the great
Burgundian monastery of Cluny.' As a result of successful
military campaigns which made Islamic cities such as Seville
and Toledo his tributaries, Ferdinand and his son Alfonsc VI
(r. 1065—1109) Were able to bestow enough gold on Cluny to
pay for the erection of the huge culminating church there.?
The gift was inspired by admiration for Cluny’s spirituality,
but the Europeanizing of Leonese culture was one of its most
conspicuous resuits. In time Alfonso VI would marry Agnes,
a daughter of the duke of Aquitaine; and on her death Con-
stance, daughter of the duke of Burgundy and niece of Abbot
Hugh of Cluny and King Robert of France; and on her death
Berta, an Italian princess. It is true, of course, that Le6n was
one of the cities through which pilgrims passed on their way
to the great shrine at Santiago de Compostela and that Leonese
churches, including the palatine chapel of San Isidoro, reflected
architectural developments in sites along that route from Tou-
louse to Santiago. But Ledir's evolution as a center for artistic
patronage was most powerfully fueled by royal initiatives and
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the intention to establish a palatine complex that would func-
tion as a visible sign of sovereignty. The consequences are to
be seen in the works collected by Ferdinand and his descen-
dants in Leén or disseminated to favored foundations, often
at the instigation of female members of the royal family.

Although Leén had functioned as a capital for more than a
century before Ferdinand’s assumption of the throne, the new
king converted the city into the kind of capital that Alfonso II
had conceived for Asturias when he founded Oviedo about
800. One must assume that Ferdinand had the model of Oviedo
in mind. By marrying Sancha, he took a place in the geneal-
ogy of the Asturian kings and inherited those claims to a spe-
cial, if undefined, authority within the peninsula implicit in
the fact that the title emperor was reserved for the kings of
Asturias-Leén.? According to this neo-Gothic ideal, the king-
dom of Asturias-Leén was the legitimate successor of the Visi-
gothic kingdom of Toledo and had a special responsibility to
restore the peninsula to its original condition as a Christian
state. Ferdinand’s rejection of his original identification with
Castile in order to assume the mantle of Asturias-Leén is
confirmed in an episode in a well-informed chronicle called
the Historia Silense:

Seeking an audience with Ferdinand, Queen Sancha per-
suaded him to build a church in the cemetery of the kings
in Ledén where their bodies too should be interred in state.
Ferdinand had originally decreed that his burial would be
in Onia {in Castile], a place he had always loved; then, in
San Pedro de Arlanza [in Castile]. But since her father,
Alfonso [V of Ledn], of blessed memory, rested in Christ
in the royal cemetery of Ledn, as did her brother the
most serene king Vermudo, Queen Sancha labored hard
to the end that she and her husband might be buried
with them after death. Acceding to the petition of his
faithful wife, the king ordered builders to work assidu-
ously on this worthy ctask.*

The dedication of this new palatine church, San Isidoro,
took place on December 21, 1063, with the assistance of seven
bishops of the realm and abbots of the important Galician
and Castilian monasteries. Although the church was rebuilt in
the twelfth century, its original foundations and some of its









repeatedly been invoked in discussions of the ivories produced
under Ferdinand. In at least one case, that of the area of San
Isidoro (cat. 110), the Ottonian connection is beyond debate.
It is likely that Abbot Hugh of Cluny was the link between
Ottonian artistic resources and Leonese consumption. The im-
perial pretensions of the Leonese dynasty make it reasonable
to ask whether the dependence on Ottonian models went
beyond the practical—turning to the European culture most
richly endowed with traditions of ars sacra—to the symbolic,
attempting to appropriate imperial associations.

The Leonese dynasty was explicitly equated with the Holy
Roman one when Cluny accorded Ferdinand and Sancha, and
after them Alfonso VI (r. 1065—1109) and his queens, the same
extraordinary commemoration within the Cluniac liturgy that
the Holy Roman emperors and empresses received.® With the
urging of Abbot Hugh of Cluny and despite local opposi-
tion, Alfonso VI had seen to it that in Le6n and Castile the
standard Roman liturgy prevailed over the traditional Hispanic
one. The eager reception afforded the new artistic language in
Le6n was a like phenomenon. A shift to European styles took
place that was deliberate, rapid, and of Leonese inspiration.
Its extent may be measured by the comparison of two manu-
script illuminations: the Alpha page of the diurnal commis-
sioned in 1055 by Sancha (cat. 144, and the Alpha page of the
Beatus Commentary executed for Sancha and Ferdinand only
eight years earlier (cat. 143). Although the Alpha of the 1055
work was surcly modeled on that of the earlier manuscript,
the Mozarabic style of the Beatus Commentary had been rad-
ically emended by the addition of details which closely reflect
Gallic works north of the Pyrenees.

Another side of the imperial question is raised by the col-
lection of Islamic boxes accumulated in the treasury of San
Isidoro (cats. 44, 46, 47), even though none is recognizable in
the 1063 inventory of objects. Fine Islamic work was valued in
Ferdinand’s time, as the sumptuous Islamic textiles lining cas-
kets of the period make clear (cats. 109, 10), and it is likely
that at least some of the boxes arrived during his reign. It may
have been their primary attraction that they represented lux-
ury of the highest order, making them worthy items of royal
treasure or containers for saintly remains, but a political func-
tion as trophies, signaling the succession of their original own-
ers by Christian ones, cannot be ruled out.

The decision to establish a dynastic center at Leén had
stemmed from Queen Sancha’s initiative, and the subsequent
embellishment of the site also owed a particular debt to fe-
male members of the Leonese royal family. Urraca (d. mor),
the firstborn of Ferdinand and Sancha, took extraordinary in-
terest in her parents’ foundation. At his death Ferdinand be-
queathed dominion over the monasteries of the realm to Urraca
and her sister Elvira, who spent most of her life in Oviedo.
The Silense goes out of its way to acknowledge Urraca’s role as
donor: “All of her life [Urraca) followed her desire to adorn
sacred altars and the vestments of the clergy with gold, silver

170

and precious stones” Many extraordinary items mentioned in
the literature have disappeared, but a surviving chalice (cat.
118) testifies to both the sumptuousness and the Germanic forms
of altar furnishings commissioned by Urraca.

On the strength of her epitaph there is good reason to as-
sign Urraca a preponderant role in the expansion of the pata-
tine complex. It states that she “amplified” the church and
enriched it with gifts. The mention of amplification must be a
reference to the so-called Pantheon of the Kings, the splendid
narthex of six vaulted bays; it was once filled with dozens of
cleventh- and twelfth-century tombs of members of the Leonese
royal family, some of which are still there. Although for years
this vaulted porch was seen as the funerary chapel built by
Ferdinand to honor Sancha’s request reported in the Historia
Silense, modern scholarship tends to reject such a precocious
date and places the pantheon in the 1080s, when Alfonso VI,
Ferdinand’s son and Urraca’s brother, ruled. Even at this date,
its set of compound piers with figured capitals represents an
effort to build in a Romanesque style that is pioneering for
the peninsula.

Before her death in 1101 Urraca may also have directed work
on the large Romanesque structure that was replacing the mod-
est church of Asturian style erected by her father. In the two
public portals of San Isidoro the visitor was addressed by elab-
orate sculptural ensembles. Sculpture in the south transept
portal, which illustrates the Ascension and the Marys at the
Tomb, 1s in the style born in Toulouse and naturalized in
Spain at Santiago de Compostela. The transept and its sculp-
ture were installed by masons from Santiago in the second
decade of the twelfth century, even before the church was com-
pleted. The chief portal, called the Portal of the Lamb, opened
into the south aisle. It must have been designed and carried
out carlier than the transept and is in a style associated with
the churches of Frémista and Jaca. The capitals within again
reproduce the styles of Fromista-Jaca and Toulouse (cats. 88,
90). San Isidoro was on the pilgrimage road. Despite the fact
that royal interest and initiative gave Leon its creative frame-
work, these are the styles that were subject to continual ex-
change along the road to Santiago, making it one of the places
where Romanesque sculpture began.

Although the sculpted capitals in the Pantheon of the Kings
had no wide-ranging influence, the monastery of Sahagiin,
south of Ledn, which was highly favored by Ferdinand and
the preferred residence of Aifonso VI, did play a role in the
formation of a Romanesque sculpture style. At this site where
ancient remains were almost obliterated during the last cen-
tury, the surviving tomb of Alfonso Ansiirez (cat. 107) offers a
glimpse of the first stage of the Frémista-Jaca school. Con-
temporary with that sculpture is the first manuscript of the
Beatus Commentary illuminated in a Romanesque style; it
was made at Sahagiin in 1086 and is now in Burgo de Osma
(cat. 82). Sahagiin was under the rule of a former Cluniac
monk, Bernard, who was instrumental in recruiting French









Valencia, died on the 27th of December, 1065. Queen
Sancha then dedicated herself to God.”

It is not certain that the frescoes were installed before Alfon-
s0’s death in 1109, but it seems likely. The reign of Urraca (d.
1126), Alfonso’s daughter and his successor in 1109, was turbu-
lent. Still, her principal residence was Le6n, and the final stage
of the basilica’s construction, including the transept, must have
been undertaken in the middle of her reign. Whereas history
recorded her namesake as an extraordinary benefactress of
church treasuries, Queen Urraca acquired a reputation, de-
served or not, as a despoiler. According to the admittedly un-
sympathetic Historia Compostellana, in 1122 she “stripped the
churches throughout her kingdom of their gold and silver
and their treasures” Indeed, on one page of the Valladolid
Beatus (fol. 3r) a note states that in 1117 Queen Urraca stripped
the silver from a cross given to the monastery of Eslonza by
Elvira, daughter of Ferdinand. The Chronicon mundi by Lucas
of Tuy, who had once been a canon at San Isidoro, puts Urraca
and her husband, Alfonso I (of Aragon), el Batallador, at the
center of an aborted attempt to appropriate wholesale the
“crosses and chalices, images and reliquaries” from the trea-
sury of San Isidoro. However, the account includes a clear
reference to the chalice of Ferdinand’s daughter Urraca, which
in fact is still in place (cat. 118).” Behind these stories lies a
demand for gold and silver to fund the war between Utrraca
and her husband. Moreover, the flow of tribute gold from
Muslim princes had by then dried up.

Whether Leén continued to function as a center for ivory
carving at that time 1s not known. The pair of ivory plaques
with the Noli Me Tangere and other post-Passion scenes may
have been a gift to San Isidoro during Urraca’s reign (cat. 11s).
If the plaques are indeed examples of ivory carving still prac-
ticed in Ledn long after Ferdinand’s death, they demonstrate
that the Germanic sources that provided models for the art-
works in Ferdinand’s treasury had subsequently been replaced
by sources from Languedoc. A stylistically related ivory, al-
though of slightly later date, is the Christ in Majesty on a pax
in the Leonese treasury (cat. 113).

Urraca was succeeded in 1126 by her son Alfonso VII (d.
1157). The basilica must have been brought to completion dur-
ing his reign. Its architect, Petrus Deustamben, was buried in
a tomb which stood in the south aisle of the basilica. En-
graved on it is the image of a shrouded body with two censing
angels and an inscription stating that Petrus had “over-
built” (superedificarit) the church and had been responsible
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for a bridge, and that he was entombed by his sovereigns,
Emperor Alfonso [VII] and Sancha.** The word superedificavit
seems to refer to the vaults. An outstanding feature of the
church is the polylobed arches of Islamic inspiration at the
crossing. This is one of the earliest appearances of a motif
that would occupy a prominent place in the ornamental vo-
cabulary of architecture during the final decades of the
Romanesque era. A formal dedication of the church took place
only on March 6, 1149, when a council of the realm had drawn
together an assembly, but it is an improbably late date for the
completion of the building we see.

The situation under Alfonso VII resembled the rule of Al-
fonso VI: a reigning brother who campaigned continuously,
most often in Burgos and Toledo, and an older sister, Sancha,
who was devoted to the site at Leén. Things had changed,
however. The portable altar that is the only object we can con-
nect to Sancha® is modest in both conception and execution
compared to the furnishings commissioned by her ancestors.
In the Chronicon mundi Lucas of Tuy recounts that one day
Sancha was praying at a window of the palace’s tribune gallery
that looked directly down on the high altar of the church of
Ferdinand and Sancha. There she was visited by Saint Isidore,
who told her it was unseemly for a woman to live within the
church’s precinet.*® She therefore ceded the palace to the can-
ons, erecting another next to the church but separate from it
In other ways too the royal family lost its close attachment to
the palatine church. On occasion an object of considerable
ambition might be commissioned for San Isidoro, such as the
Bible of 1162 (cat. 150), but as its lengthy colophon reveals, the
ruler and his family had no part in the manuscript’s history.
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SERAFIN MORALEJO

thc cultural transformations that occurred in the western
kingdoms of Spain during the last third of the eleventh
century are comparable to those undergone in Great Britain
during the same period, that is, in the time following the Nor-
man conquest. We could even say that Spain came closc to
having its own 1066, if we accept the declaration in the Historia
Compostellana that Bishop Diego Peldez was dismissed in 1088
because Alfonso VI suspected him of wanting to surrender
Galicia to the Normans. We know from Wace’s Roman de Brut
that the horse William the Conqueror rode at Hastings had
been bred in Santiago, but we shall never know whether the
monarch had it in mind personally to return the steed to its
homeland.

The year 1088 also saw the beginning of construction on the
third church at Cluny, an event with manifold significance in
Spanish history. The enormous cultural and artistic debt Spain
owed to Cluny was in a sense paid with interest through financial
contributions made by the kings of Leén toward the mainte-
nance of the Burgundian abbey. It has been calculated that
half of the cost of building the church of Saint Hugh was
met by Spanish gold. Whatever such economic bloodletting
meant for the treasury of Ledn, it seems to have had its effect
on the architectural enterprises undertaken by Alfonso VI
(d. 1109) in his own kingdom. It is significant that the begin-
ning of Cluny III in 1088 coincided with an interruption or
reduction in the flow of funds for the construction of the
cathedral at Santiago de Compostela, following the discharge
and incarceration of its prelate. While the revenues of the
vacant see of Compostela were confiscated by Alfonso VI, Cluny
received a single gift of ten thousand dinars from the mon-
arch, and one of its monks, Bernard d’Auch, was elevated to
the metropolitan see of Toledo, newly restored to its former
primacy over all the churches of Spain. It is far from accurate
to present Cluny as the principal promoter of the cult of Saint
James and of pilgrimages to Santiago—at least during the
period that concerns us here.

Alfonso’s attitude toward Compostela had been very differ-
ent during the early years of his reign. His first official act after
the recovery of his kingdom in 1072 was to abolish the toll
levied on pilgrims and merchants in Santa Marfa de Autares at
the gateway to Galicia. The monarch’s patronage of the new
cathedral of Santiago, probably begun in 1073, is well corrob-
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orated. Bernard E Reilly and Fernando Lopez Alsina have
called our attention to a document that records that Alfonso
was in Compostela in December 1074 and January 1075 to
preside over a great council attended by eight bishops and the
principal magnates of his kingdom." The decision to recon-
struct the cathedral of Santiago was probably made at this
solemn gathering, as suggested by the document and by the
inscriptions accompanying images of Alfonso VI and Bishop
Diego Peldez carved on two of the capitals in the cathedral’s
Chapel of the Savior.”

The council’s purpose, according to the document, was
“the restoration of the faith of the church,” suggesting that
the council was concerned with Gregorian reform, particu-
larly the imposition of the Roman liturgy on the peninsular
kingdoms. The most recent instruction from Rome on this
subject would have been the letter sent by Gregory VII to
Alfonso VI in the spring of 1074 in which the pope pressed
the king to forsake the ancient Spanish rite and replace it with
the Roman liturgy. This demand was preceded by a short ver-
sion of the history of Spain that could not have pleased
Alfonso. The letter stated that Spain was evangelized by Saint
Paul and by seven envoys from Rome but that its faith and its
rites had subsequently been tarnished by the Priscillian and
Arian heresies as well as by invasions of Goths and Muslims.
A return to the original communion between Rome and the
Spanish churches required the abandonment of a liturgy sus-
pected of heresy.

Ecclesiastical and architectural history have often traveled
divergent roads. At the same time that it was decided to re-
construct the church of Santiago with a grandeur rare for its
time, Rome was preparing to disavow, with eloquent silence,
traditions regarding the role Saint James played in the evan-
gelization of Spain and regarding the discovery of his body at
Compostela. One is tempted to believe that the undertaking
of a new cathedral was part of the response of the king and
his court to the papal exhortation. The “restoration of the
faith of the church” required by the pope would be rooted in
Spain in the sepulcher of Saint James. This enterprise was
directed toward tradition and purity but was manifested in an
architecture that was both exotic and novel.

A possible reflection of the decision taken at the council of
1074—75 is suggested in the Historia Turpini, included in the





















Pamplona and Leén. Along with other names of French,
Aragonese, and Leonese derivation, an Esteban appears on
the list of wayfarers (viatores) —roadworkers and travelers alike
—who, according to the guidebook Liker Sancti Jacobi, were
engaged in maintaining the camino.’

A similar mobility is found among the patrons who em-
ployed these artisans. Pedro de Rodez, the prelate who com-
missioned Esteban to work at Pamplona, had come from
Saint-Pons-de-Thomieres and had been a novice at Sainte-Foy-
de-Conques. His presence in Compostela was recorded in 1105
when his friend Bishop Diego Gelmirez allowed him to con-
secrate the chapel dedicated to the martyr of Conques in the
cathedral at Compostela. About 1110 Pedro de Rodez made a
pilgrimage to the Holy Land, and five vears later he died dur-
ing a popular uprising in Toulouse, the city of his birth. The
interest this prelate evidenced in Roncesvalles has prompted
speculation that he played some role in elaborating and local-
izing the epic of Roland. Taken together, the names of the
places that mark out his career compose a vast geography of
the pilgrimage culture.

Just as Cluny had been involved in Compostela’s falt from
favor in 1088, so too was it behind the spectacular resurgence
of Compostela during the last years of the eleventh century.
Bishop Dalmacio had come from Cluny, and during his brief
tenure he was responsible for the de jure establishment of the
see of Iria-Compostela in the city of Compostela (1095) and
its exemption from dependence on any authority other than
Rome, which at that time was governed by another Cluniac,
Pope Urban II. Dalmacio consecrated the altar of Saint James
in Cluny, and Diego Gelmirez, his successor at Compostela,
knew very well that the arduous road between Rome and
Cempostela was paradoxically shortened by a detour through
the great Burgundian abbey. Gelmirez arrived there about r1o4,
secking the support and counsel of Abbot Hugh before he
made his appearance at the papal court to apply for the privi-
leges of the pallium (a vestment worn by an archbishop). In
his personal journey the stations on the caminos leading to-
ward Santiago become indistinguishable from the most im-
portant Cluniac establishments of southern and central France:
Saint-Mont, Auch, Toulouse, Moissac, Limoges. Gelmirez thus
could be said to have reconciled, avant la lettre, the opposing
theses proposed by Arthur Kingsley Porter and Jean Hubert
to explain the diffusion of French Romanesque sculpture: along
the pilgrimage routes, according to the American scholar, and
through channels that linked Cluny with its southern priories,
according to the French one.™

Twenty years later Gelmirez would evoke the designs of mon-
asteries and cathedrals he knew “beyond the pass™ to justify
his intention of donating a cloister with attached chapter rooms
to the cathedral in Compostela. His experiences as a traveler
bore immediate fruit for the work in Compostela, however,
beginning with his first visit to Rome in 1099. From Rome he
carricd ideas and models, and he found artisans to carry out his
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designs in the many hively workshops along the camino. The
ciborium and the confessio he donated to the sanctuary of
Santiago and the paradisus, or atrium, that extended across its
north facade were explicit quotations from Saint Peter’s in
Rome. The ornate decoration of the two facades of Santiago’s
transept combined the handiwork of artists and workshops
from Conques, Toulouse, Moissac, Frémista, Jaca, and Loarre;
some of the artisans subsequently took the road to Ledn and
Pamplona. Compostela thus anthologized the art of the routes
that led to it, conferring on all the distinctive stamp of a Camino
de Santiago art.

The pilgrimages to Compostela were not, of course, the
only factor in the artistic flowering along the camino. Even
without pilgrimages, the road that linked all the Hispanic
kingdoms from Aragon to Galicia to the rest of Europe would
hardly have been without importance. The dynasties ruling
those kingdoms would still have expressed their power through
ambitious architectural undertakings, and tribute paid by
Islamic kingdoms would still have financed building programs.
Cluny would still have sought the generosity of Leonese mon-
archs, and those monarchs would have pursued the spiritual
and worldly influence of the Burgundian monastic empire.
Rome would still have imposed its discipline upon the Span-
ish church, which for its part would still have been noted for
innovative architectural and iconographic programs. French
merchants, crusaders, and colonists would still have made their
way through the passes of the Pyrences, drawn by prospects
of commerce or conquest. With the frontier of Toledo not yet
secure, the economic spine of the Christian kingdoms could
only have been this road which, even withour the pilgrims,
would have been called “French?

These remarks are not intended to diminish the immense
cultural and civilizing impact of the pilgrimages honoring
Saint James; rather I want to acknowledge the pilgrimages’
catalytic effect on other important phenomena. Reconquest,
repopulation, commerce, urban rebirth, the consolidation of
the peninsula’s monarchies, and Gregorian and Cluniac re-
forms all found their stimulus in the pilgrimages, but even
beyond that the pilgrimages created an audience, a clientele, a
sphere of powerful resonance. The camino represented a priv-
ileged means of communicarion in the traffic not only of goods
and peoples but also of information. Everything that was said,
preached, sung, recounted, sculpted, or painted along the
camino—called the stvata publica, or public way—reached many
people and traveled great distances. Without the pilgrimages
Spain would still have witnessed the production of Romanesque
art, but that art would have lacked the integrity, monumental-
ity, and consistency that came from its origins on the long and
Prosperous camino.

The Historia Silense attributes the laying out of the Camino
de Santiago to a single man, Sancho I11, el Mayor, of Navarre,
although it misstates the historical circumstances that generated
such an enterprise. Closer to fact is the version in the Crinica



Najerense, where the establishment of the camino is mentioned
after an account of the expansion of Sancho’s power beyond
Navarre to Castile and Leén. It is logical that, for reasons of
strategy and government, the monarch would have wanted to
create an artery for travel and communication throughout his
domains. The existence of a single Camino de Santiago helped
achieve an ephemeral political unity, and later in the century
the consciousness of the road’s unique character fostered the
monumental urban character that still defines it. The five king-
doms that resulted from the legacy of Sancho III, el Mayor,
and his sons would by the time of Alfonso VI and Sancho
Ramirez be reduced to two. These latter monarchs and their
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followers provided the impulse for an art that had as its terri-
tory a camino withour frontiers.

NOTES

1. Reilly 1988, p. 84; Lopez Alsina 1988, pp. 410-11.

2. Moralejo 19923, pp. 212-13.

3. Reilly 1988, p. 84.

4. Moralejo, Torres, and Feo 1951, p. 456.

5. Pelayo refers to Solomon and to the protection of the mountains in his

Liber testamentorum; sce Garcia Larragueta 1962, pp. si—12.

6. Karge 1089, pp. 27—28.

7. Vizquez de Parga, Lacarra, and Uria 1948—49, vol. 2, pp. 254—ss.
8. Bishko 1980.

9. Moralejo, Torres, and Feo 1951, p. 509.
10. Porter 1923, vol. 1, pp. 171ff.; Hubert 1977, pp. 43—77, 79—86.



AR
._,_.‘__w_ﬁ._f._.._y._,,..._.,...ﬁwm.

i Bl

o d ki

v w.smh




the ROMANEsquE N catalonia

PeETER K. KLEIN

0 uring the Middle Ages Catalonia followed a course of its
own that set it apart from the Iberian Peninsula and
brought it close to the rest of Europe, especially France and
Italy. At the end of the eighth century the northern heartland
of present-day Catalonia was wrested from Islamic rule by
the Frankish troops of Charlemagne and attached to the
Carolingian Empire as Marca Hispanica, or the Spanish
marches.' While the other Christian regions of northern Spain
tended to preserve the cultural and political traditions of the
vanished Visigothic Empire in law, liturgy, literature, and art,
Catalonia was quick to adopt the standards and innovations
of mainstream Europe. By 840 the Roman-Frankish liturgy
replaced the Visigothic, or Mozarabic, one” as ties to the pa-
pacy were renewed and strengthened.? In the same century
Carolingian minuscules replaced the so-called Visigothic script.*
There were also fundamental changes in the legal and social
sphere. The Catalan counties were rapidly distributed as he-
reditary fiefdoms in accordance with the classical feudal sys-
tem of Carolingian and post-Carolingian France.’ During the
reign of Wilfred the Hirsute (r. 878—97), the first of the hered-
tary counts of Barcelona, the larger part of Old Catalonia,
notably the regions around Ripoll, Vic, and Montserrat, was
taken from the Muslims and resettled.

While the Catalan Reconquista continued with the recap-
ture of Tarragona in 1090, Tortosa in 1148, and Lleida in 1149,
political and ecclesiastical ties to France unraveled, and by 1258
Caralonia was legally independent of the French royal house.
As a result of the marriage of the count of Barcelona to the
heiress to the Aragonese throne in 1137, Catalonia, though still
legally a county, had already been incorporated into the king-
dom of Aragon.

One first encounters the name Catalonia, or Catalan, at the
beginning of the twelfth century for the region encompassing
—besides actual Spanish Catalonia—the modern French coun-
ties of Roussillon, Conflé, and Vallespir.® From about 1000 to
1200, various political, religious, and economic forces shaped
the development of Romanesque art in this region. Begin-
ning in the first half of the eleventh century Catalonia enjoyed
increased economic prosperity. The region’s relations with its
neighbors, the Islamic caliphate and its successor states to the
south and the Capetian Empire to the north—especially south-
ern France—became more cordial, and its ecclesiastical, eco-
nomic, and political ties to Rome and the Italian city-states

Abbey of Saint-Martin-du-Canigou. Photo: Photo Zodiaque

were remarkably close. In the mid-eleventh century the spirit
of religious reform took hold in Catalonia; this emanated from
southern France, not so much from the Cluniac centers like
Moissac as from the Benedictine monastery of Saint-Victor i
Marseilles and the collegiate church of Saint-Ruf in Avignon.
Finally, Catalonia’s feudal system, more highly developed than
that of the other Christian realms of northern Spain, pro-
duced a line of strong Catalan counts, abbots, and bishops,
most of them from the same families of the Catalan high no-
bility, who served as patrons and builders, especially in the
carly phase of the Catalan Romanesque.

The Early Romanesque in Catalonia

The beginnings of Romanesque architecture in Catalonia be-
long to the so-called First Romanesque, a style dating to the
late tenth century and the first half of the eleventh in a region
stretching from Dalmatia across Lombardy and northern Bur-
gundy into Catalonia.” Characteristic and easily recognizable
features of this style are: small quarry-stone masonry; blind
arcades supported by small pilasters (Lombard arches); barrel
and cruciform vaulting (first for the choir and the crypt, later
for the nave and transept as well); a drum cupola over the
crossing; and tall, freestanding bell towers. In floor plan the
dominant type is the three-aisled basilica, with or without tran-
sept. With striking frequency—a fact generally overlooked in
French and Spanish studies—these structures take the form
of stepped barrel-vaulted halls in which the center aisle, the
walls of which are without windows, is only slightly tailer
than the side aisles.®

This new architectural style most probably originated in Lom-
bardy. It was once assumed that a troop of migrant builders,
the magistri comacini, or stonecutters from Como, helped to
spread it to other European regions, but there is no mention
of such migrant Lombard builders in the documents from
this early period and a number of more recent scholars have
firmly rejected that theory.® In twelfth-century Catalonia, to be
sure, Lombard stonecutters were so ubiquitous that the desig-
nation “lambardi” was applied to all practitioners of the craft,
regardless of their origins.' Most of the important structures
of the Catalan First Romanesque can be linked to the promi-
nent abbot and bishop Oliba (971—1046), who had extensive
contacts in Italy and made repeated trips to that country.™ It is

































antependiums, then seems to have spread to the other regions
of Catalonia.

Catalan antependiums are remarkably consistent—almost
stereotypical—in format, composition, and iconography up
until the end of the Romanesque, though no two surviving
examples are exactly alike. Their rectangular front sides aver-
age a meter in height and roughly a meter to a meter and a
half in width.”” The front panel is generally divided into five
compartments: a larger center panel, usually filled with a Ma-
jestas Domini (as in the antependium from the diocese of
Urgell [cat. 169] or possibly a Majestas Mariae (as in the ante-
pendium from Avia [cat. 171]), and two to four side panels,
one above the other, frequently presenting the apostles or nar-
rative scenes. Early on, the Majestas was often replaced by the
figure of the patron saint of the particular church, in which
case the side panels were devoted to scenes from his life and
martyrdom (as in the antependium from Durrd [cat. 170]).

Saints and martyrdom scenes became increasingly prevalent
in later Cartalan antependiums from the second half of the
twelfth century.® The Majestas type of antependiums clearly
borrowed from the programs of apse paintings, though they
by no means replaced them, as has been erroneously suggested.”
In fact, in a number of cases the antependiums came from
churches that also had Romanesque wall paintings (for exam-
ple, San Climent and Santa Maria in Taiill, Esterri de Cardés,
and so on).”° This predominance of triumphal theophanies
and the simultaneous lack of Last Judgments and scenes of
Hell, both in apses and on antependiums, was surely rooted
in theology: both apses and antependiums were found in the
eastern part of the church, the direction associated by medi-
eval exegetes with epiphanies and theophanies of Christ (the
Incarnation, Resurrection, Ascension, and Second Coming),
while the western part was linked to negative events and per-
sons (the Day of Judgment, Hell, and Satan)."

After a period of superficiality and decline during the sec-
ond half of the twelfth century, panel painting experienced a
creative renewal owing to Byzantine influences that originated
in Italy and gained increasing strength above all in Roussillon
and in central Catalonia. This new style is especially clear in
the antependium of the church of Oreilla in Roussillon: the
extremely Byzantine facial types with strong contrasts and the
sharp-edged drapery folds reveal the hand of a painter of Italo-
Byzantine origin.”” Toward the end of the twelfth century the
most important Catalan master of this Italo-Byzantine group
was the painter of the antependium from San Andreu de
Valltarga (Museu d’Art de Catalunya, Barcelona).”* The panel
from Valltarga follows the traditional Catalan scheme of the
Majestas type; its glowing blues, reds, and yellows and espe-
crally its noble gestures and massive draperies of a classical-
Byzantine type herald the transition to the Gothic style. A
similar proto-Gothic style is evident in the antependium from
Santa Maria de Avia, which dares from the carly thirteenth
century.
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Romanesque panel painting in Catalonia thus developed in
the same fashion as did wall painting. Impressive works from
the beginning of the twelfth century were followed in the sec-
ond half of the century by a period of decline, which was
followed in rurn by a revitalization in the period about 1200.
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awareness of French Gothic developments by their use of
pointed arches, cross-ribbed vaulting, and compound piers,
but at the same time the two-story clevations, the unadorned
walls, the long stretches of horizontal molding above the nave
arcade, and individualized capitals, many of them figural, mark
the cathedral as a late Romanesque work. Indeed, the two
levels of windows in the dome are so nearly overwhelmed by
the columns flanking them that they become another of the
horizontal forces defining the interior. In architecture as in
sculpture, then, the tendency in Spain was to continue the
Romanesque style beyond what seemed its natural lifetime in
other countrics, or at least in France.

The exteriors of the Salamanca and Zamora cathedrals,
capped by conical roofs, punctuated by rhythmic arcades, and
adorned with decorated lanterns, spires, and aediculae, recail
more than anything else the structural and decorative treat-
ments of Aquitanian churches (although admittedly this ef-
fect is heightened by the imbricated roof tiles, which probably
represent overrestoration). It is precisely in Aquitaine that
domed churches proliferated during the height of the Roman-
esque period. Moreover, both marriage and diplomacy linked
the Spanish monarchs of Ledn and Castile with their south-
ern French counterparts. In fact, as early as 1102 Count Ray-
mond of Burgundy, who was married to Utraca, the daughter
of Alfonso V1 and Inés of Aquitaine, was asking Bishop Jérome
of Périgord to help him obtain plans for the cathedral of
Zamora."* The dynastic connections with France were renewed
throughout the century: in 1170 Alfonso VIII, grandson of
Urraca and Raymond, married Eleanor of England, daughter
of Eleanor of Aquitaine and Henry II of England.

It should also be remembered that Aquitaine sent many of
its most valiant knights and large numbers of soldiers to fight
for the Christian conquest of Spain. On a popular level, and
for clear enough reasons, the struggle in Spain was seen as
equivalent to the effort to regain the Holy Land. In fact, the
decisive campaigns of 1212 were officially recognized as a Cru-
sade by Pope Innocent III. Knights from northern Europe
who had participated in Crusades to the East came to Spain to
battle, and some stayed. Among them was Count Gaston of
Béarn, who fought under the Aragonese king Alfonso I, el
Batallador, and for his efforts was named lord of Saragossa.
Not surprisingly, military orders that had figured importantly
in the eastern Crusades participated in Spanish campaigns as
well. So great and perhaps so benighted was Alfonso I’s grati-
tude to the military orders that at his death in 1134 his will
named the orders of the Holy Sepulcher, the Hospital, and
the Temple as heirs to his kingdoms of Aragon and Navarre.
Apparently even the beneficiaries did not consider this plan
realistic; the day after Alfonso’s death the nobles of Aragon
clected his brother Ramiro II as king, and the military orders
raised no objection.

The international military orders and their local Spanish
derivatives, the orders of Alcdntara, Calatrava, and Santiago,
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established numerous monasteries and churches. In quite a
few cases, buildings connected with these orders made definite
allusions to monumental architecture of the Holy Land. For
example, the churches of Santo Sepulcro in Torres del Rio
and Vera Cruz in Segovia and the castle-church of Tomar in
Portugal, with their central plans and elaborate vaulting pat-
terns, recall buildings in the East. Other formal elements em-
ployed to suggest eastern architecture are drawn from buildings
closer to home. While Santo Sepulcro in Torres del Rio* has a
wall elevation so western in style that some scholars character-
ize it as virtually Cistercian, its intricate vaults, which in a
general way recall Holy Land buildings, much more specifically
mirror forms employed in al-Andalus. So striking is the rela-
tionship between vaults at Torres del Rio and those in the
Great Mosque at Cordoba that some scholars claim Muslim
or Mozarabic artisans produced the Torres del Rio vaults and
the lobed corbels that support them.' We know that the war-
rior knights admired much of what they conquered. This sen-
timent is particularly evident in the areas of literature and music,
where Andalusian culture played an influential role in the de-
velopment of western genres. One imagines that knights of
the military orders, finding in Spain a rich architecture that
they associated with the Holy Land and artisans skilled in its
execution, willingly appropriated the forms and employed the
artisans for building that met their own purposes.

It is therefore not surprising to find that the impact of al-
Andalus on Christian art is widespread, evident not only in
vaulting designs such as those at Torres del Rio but also in
borrowed decorative motifs, such as cusped arches and vari-
ous geometric patterns. Kufic inscriptions appear in some bunld-
ings and on precious objects like the enameled cover of the
urna of Santo Domingo de Silos of about 1170.”” But perhaps
what is most astonishing is not the fact that Islamic motifs
entered Spanish Christian art, but the limited nature of their
incursion. It cannot be said that Islamic material was rejected
because of its basis in the creed of the adversary, since there is
much evidence that Christians were receptive to broad aspects
of Islamic culture. Certainly Christian rulers were not reluc-
tant to acquire Muslim mustresses and wives or Islamic works
of art of the highest quality, many of which were placed in
church treasuries. It is rather that Islamic forms entered the
repertory of Christian art without the context of their origi-
nal devising. Islamic motifs were integrated into established
artistic systems or modes of expression, which were enriched
by this potent infusion. In fact, one might well ask whether
the Spanish resistance to a French Gothic aesthetic was based
upon the capacity of Romanesque art to develop further in
Spain than in the north, precisely because of the vitality of
new forms. It is also a fact that the proximity of the foreign,
intrusive religion and culture of Islam meant Romanesque
forms still had a role to play, expressing as they did a sense of
security, Christian tradition, and control.

Perhaps the exception to these general rules is the style that









As with the other sculptures produced by
the Gilduinus workshop, the figures are ren-
dered in high relief with an emphatic round-
ness of form. What sets the two women apart
as later works are their attenuated propor-
tions. Their rectangular heads contrast with
the strong-jawed square heads of their prede-
cessors on the Porte Miggeville of Saint-Sernin.
Their drapery has more supple folds, which
disappear gradually as their garments stretch
across their limbs, unlike the raised upward
hooks that characterize the drapery folds of
the Porte Miggeville figures and even the
figure of King Antonius from the west facade
of Saint-Sernin.’ Like those other sculptures,
the two women have large heads supported
by narrow shoulders and relatively short,
tubular arms that seem almost without bones.
Long, expressive fingers, however, demon-
strate a fine understanding of human form.
Their hair is rendered in pronounced clusters
of wavy locks; their rounded cheeks call
attention to their expressive faces; and their
garments’ hems fly away in angular, carefully
pleated folds. Drilling and deep undercut-
ting, especially around the eyes and mouths,
are used to animate facial expressions, giving
the two women and the animals they hold a
lively and assertive presence. The ferocious
lion, with its flattened flanks and sharp, an-
gular claws, is very similar to lions on capitals
still on the west facade and to others identified
as being from the cloister of Saint-Sernin.

A multitude of similarities between the
sculptures of Toulouse and Compostela be-
tween about 1080 and 1120 has led many
scholars to conclude that the Signs relief is
identical in style to many picces on the Puerta
de las Platerfas of Santiago. The motif of a
seated, cross-legged woman holding an attri-
bute or offering, such as an animal or perhaps
fruit, is found in both Compostela and Tou-
louse. At Santiago, on the Puerta de las
Platerias, for example, there is another woman
with a lion on the right embrasure of the
right doorway; in the tympanum above, the
so-called Adulterous Woman holds a skull in
her lap; and from the north facade, there is a
woman holding a bunch of grapes (cat. ¢1).
Such figures are derived from antique com-
positions like a mother goddess with a lion in
her lap or Aphrodite with a ram, but whether
they continued to share any meaning with
these ancient forms remains an open ques-
tion. Many seated figures with crossed legs,
King David, for example, may be found at
both Santiago and Saint-Sernin.

The reliefs on the Platerfas portal most
often compared with the Signs relief are the
woman with a lion and the King David. The
David lacks the puffy checks of the two
women of Toulouse, however, and the Com-
postelan artist did not use a drill to pierce
either the pupils of the eyes or the corners of

the mouth. Instead, David has fleshy lips,
more rounded arms, and a generally fuller
body. His drapery hems are more controlled
and do not fly away as do those of the

two women. The woman with a lion at
Compostela, while damaged, can be seen to
have an exaggeratedly swollen cheek and chin
and windblown hair. As she twists to look
upward, her tunic forms large teardrop folds
that emphasize her right breast. The sensu-
ous treatment of this figure is comparable to
that of the Adulterous Woman in the tympa-
num above, and the two were probably carved
by a different artist from the ones responsible
for the David and the two women of Tou-
louse. It would be difficult to affirm whether
or not the same hands were at work in both
places, but the two women have no precise
stylistic equal in Compostela.

Several explanations have been proposed
for the Signs relief. Some scholars read these
figures as signs of the zodiac according to
the Julian calendar. Another interpretation
has them representing vices. The most fre-
quently cited basis for understanding this
work is a legend of Toulouse falsely attrib-
uted to Saint Jerome, in which two virgins
give birth to a lion and a lamb, portents of
the Last Judgment. Two problems with this
explanation are that the relief’s inscription
specifies a ram, not a lamb, undoing the
christological reference, and that the carliest
recorded versions of this legend appear in the
thirteenth century, too late to be the source
for the Saint-Sernin relief.®

The two women of Saint-Sernin probably
have a significance specific to that locality,
since the composition was not repeated widely.
It has been suggested that the two women
are the Saintes Pucelles (Holy Maidens) who
buried Saint Saturninus (Sernin in French)
after his martyrdom in Toulouse and whose
cult is still celebrated in the region.” Guil-
laume de Catel, in 1633, wrote of an image of
two women placed at the side of the main
altar of Saint-Sernin, convinced that they
could only be the Saintes Puelles.® The other
possible known instance of this image oc-
curred in the nearby town of Nogaro (Gers).
Found in 1954, in the course of the laying of
telephone lines, were two matching plaques,
only onc of which was extracted from the
ground.® That relief was of a woman with a
lion in her Jap and a shortened version of the
Toulouse inscription, M LEONIS, on her halo.
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head of a youth

Church of Saint-Sernin, Tonlouse (Haute-Garonne),
o 11520

Marble

H. 7% in. (19.5cm)

The Metropolitan Museum of Art, New York; Gift of
Ella Brusnmer, in memory of Ernest Brummer, 1976
(1976.160)

This three-quarter life-size head of a youth
exemplifies the problem of the relationship
between the art of Santiago de Compostela
and Saint-Sernin, Toulouse. Originally de-
scribed as a sculpture from southern France
or northern Spain, the head was identified by
Charles T. Little as being from the sculptural
decoration of Saint-Sernin and as having
been carved by the same artist who produced
the Signs relief.* Like that piece, this frag-
ment forms part of the enormous body of
Romanesque works sharing the broadly unified
style of northern Spain and the south of
France, from which derive many attribution
problems. A careful comparison, however,
between individual works from specific sites
usually demonstrates clear differences be-
tween them.

Made of the same gray marble as the relief
depicting two women with a lion and a ram
from Toulouse (cat. 86), the sculpture repre-
sents the head of a youth with a Phrygian or
a seafarer’s cap. The cap’s pleats form a peak
over his high forehead and sweep down
toward the back of his neck, while his long,
wavy hair flows out from under the brim.
The carving rechnique, size, and style of this
youth clearly indicate that the same artist
produced both this head and the relief of the
two women. Several traits are characteristic
of his work. The figures have long faces that
are indented where the cheekbone meets the
temple to produce a head in the form of a
figure eight. Full cheeks counterbalance a
firmly set, expressive mouth with narrow,
curved lips. Most striking are the eyes. Set
under a deeply cut brow, the heavy upper lids
arch over projecting lower lids. The deeply
























are Roman columns without figural decora-
tion whose moldings adopt the same twisting
rthythm found on these fragments.

The piece exhibited here is the one that
seems to follow most faithfully the hypotheti-
cal ancient model commeon to the entire
group. This is suggested by its greater inte-
gration of the figured bands into the struc-
ture of the column shaft (its helicoidal rhythm
is echoed in the thick grapevine stalk that cuts
through the lower bands) and by the lively
chiaroscuro of its relief work, which recalls
the pictorialism of Roman sculpture from
the nuddle of the third century A.D. What is
undeniably a style with connections to Jaca
may be seen to have acquired new character-
istics that are due not so much to a process of
internal evolution as to the experience of new
models.

On another column shaft from Santiago de
Compostela, the exuberant vines inspired by
antiquity are replaced by interwoven branches
without leaves or fruit, and instead of grape-
gathering putti there are figures that, with
one exception, have no wings. These reiterate
motifs inspired by the Hadrianic sarcophagus
formerly in the church of Santa Maria de
Husillos, near Fromista (see cat. 90). In
addition to the influence of this model, there
is more plastic, concise modeling along the
lines that characterize the reliefs on the Puerta
del Cordero at the church of San Isidoro,
Leon.

Combined with these two variants from
the tradition that is common to Fromista and
Jaca, a third style, the fruit of the synthesis of
this same tradition with that of Toulouse, is
also in evidence. This eclectic inspiration can
be seen in the most richly decorated column
shaft of the series, where among the scenes
of the grape harvest—which are limited to
its lower half and include figures of a larger
scale—there is 2 putto carrying fruits in his
chlamys, whose provenance appears to be a
Four Seasons sarcophagus. On the other
hand, on the first band of its upper section,
the vegerarion adopts ornamental patterns—
volutes with birds—that are more appropri-
ate to the sumpruary arts and have clear
parallels to the nielloed rinceaux border on
the Celanova altar, in the Museo Catedralicio,
Orense. This invites the supposition that the
column shaft may reflect the production of
the goldsmith’s workshop engaged at the
time in decorating the frontal and ciborium of
the Santiago altar. The series of columns from
the Porta Francigena therefore constitutes a
remarkable stylistic intersection that permits us
to establish chronological connections or cor-
relations among the most flourishing sculpture
workshops on the pilgrimage road to Santi-
ago: Fromista, Jaca, Toulouse, Compostela,
and Leén.

The contrast between the exuberant vines

that decorate some of these column shafts
and the branches without leaves or fruits scen
on the others should also be understood
from an iconographic point of view. It is
more than likely that the bare branches allude
to the biblical theme of the devastated vine.
This is perfectly congruent with a program
centered on original sin and the promise of
redemption and with the ideals of the Gre-
gorian reform that was prevalent at the time.
The Historia Compostellana tells us that Bishop
Dalmacio and his successor Dicgo Gelmirez
tound their church to be like “an uncultivated
vine” and zealously dedicated themselves to
its regeneration. Similar statements are also
found in texts concerning other reformist
prelates of their generation, such as Saint
Gerald of Braga, Saint Peter of Bourges
(Osma), or San Ramén (Roda de Isdbena).
One of the column shafts from the same
series constitutes an exceptional case. Its veg-
ctation, without leaves or fruit, serves as a
background to episodes of an epic nature,
including what appears to be an early version
of the Tristan legend. These have been adapted
to the form and structure of the Column of
Trajan. The motif of the swooning hero
sailing in a rudderless vessel could not fail to
be of interest in a sanctuary that had received
the body of its patron saint in the same
marvelous fashion. SM
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altar support with
apostles matthew,
SIMon, and Judas

Monastery of San Paso de Antealtares, Santiago de
Compostela (La Corufia), ca. 1152

Marble

H. 45% in. (115 cm}

Fogg Avt Museum, Havrvard University Ave Museums;
Gift of the Republic of Spasn through the Museo
Arqueoligico Nacional and Arthur Kingsley Porter
(1933.100)

In the early seventeenth century, this column,
along with three similar pieces, supported the
main altar table in the monastery church of
San Paio de Antcaltares, near the cathedral of
Santiago de Compostela. The ensemble was
completed by a marble altar stone—a reuti-
lized Roman epitaph-—set into the altar table
and by a semicolumn with the following
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inscription consisting of a Latin distich: “This
column, like the inscribed altar stone above,
came here with [the body of] Saint James/
whose disciples consecrated them both, as we
believe, and with them erected his altar?
After this grouping was disassembled, one of
the columns with figures—the one, in fact,
displaying the image of Saint James the
Greater—was lost, and the various elements
were dispersed to their present locations. The
altar stone and the semicolumn stayed in the
monastery, while the three remaining columns
became part of the collection of the Museo
Arqueoldgico Nacional, Madrid; one of the
three—the present work—subsequently went
to the Fogg.

That the altar stone referred to is a reuti-
lized Roman work is perfectly consistent with
the belief that the altar of the basilica con-
secrated to Saint James by Alfonso 11 in
899 had been erected by the apostle’s disci-
ples, as reported in the Act of Consecration.
The same information appears in the Historia
Compostellana, where it refers to Bishop Gel-
mirez’s early twelfth-century reorganization
of the main chapel of the new basilica. At
that time the primitive altar was retained and
hidden beneath the Romanesque altar conse-
crated in 1105.* That was also the location
noted in the so-called Pilgrim’s Guide in the
Codex Calixtinus before 1135, which reiterates
the altar stone’s attribution to the disaiples of
Saint James, although without any reference
to the supposed arrival of it and its support
with the body of the apostle. In a different
passage of the Codex Calixtinus there is an
explicit refutation’ of a legend about the
huge stone ( pedrin) that had provided the
name (Padrdn) for the place where the body
of the apostle had miraculously appeared,
which makes it doubtful that the inscription
was on the semicolumn at that time or that
the semicolumn was being used as a support
for the altar. The same may be said of the
columns with figures, for there would scarcely
be room for them in an altar closed on three
sides and with a silver frontal on the fourth.

This is not to say that the alternative uses
proposed for these pieces as supports for the
ciborium of an altar or as part of the cloister
Gelmirez wanted to construct in 1124 deserve
any greater credence. The excess height im-
puted to them as the reason they could not
have served as support for the altar stone is
belied by the dimensions—between 39 and
49 inches (100 and 125 cm)—-of the altar of
the cathedral of Santiago and by the 40%-inch
(103 cm) height of the central altar support in
the cathedral of Orense, which is also decor-
ated with a figure in relief. The semicolumn
remaining in Antealtares as the single sup-
port for the altar table measures 45 inches
(1145 cm), excluding the portion embedded
in the base. Its height, then, is similar to that












isolated on a short end of the capital, thus
relegating the Good Thief and the Bad Thief
to each of the capital’s long sides, but their
relationship to the other scenes on the long
sides seems dubious at best. Even so, the
dramatic quality of the events depicted is
conveyed in active compositions with deep
undercutting, a rich interplay of texture and
pattern, and vivid gestures. In fact, Francisco
Iniguez has suggested—albeit with more
intuition than evidence—-that the decorated
and swathed arcades that frame some of the
scenes reflect theatrical settings that might
have accompanied the performances of mys-
tery plays.®

Based largely on the fullness of the icono-
graphic program of the Passion and on the
fact that representations of the Job stories
are very rare in Romanesque art, frequent
comparisons have been made berween the
historiated capitals from Pamplona and sculp-
ture from La Daurade in Toulouse,” where
there is both an elaborate Passion cyele and a
series of scenes from the life of Job. How-
ever, the La Daurade capitals have little stylis-
tic affinity with the Pamplona capitals, and
one should accept Kathryn Horste’s recent
suggestion that some of the thematic rela-
tionships between the two series might well
be based on common sources rather than on
direct influence.® What is particularly intri-
guing is that those capitals from La Daurade
with vegetal decoration, assigned by Horste
to the second workshop employed there,®
bear comparison with foliate examples from
Pamplona,’ even if it should be acknowl-
edged that the type of foliate basker capital
was current in many areas of Languedoc and
Aquitaine." Gaillard attempted to find sources
for the style of the Pamplona capitals within
Spanish Romancsque art, particularly in Ara-
gon," although a case can also be made to
establish the influence of the Pamplona carv-
ings on the art of that region—as, for exam-
ple, on works at Uncastillo. Stylistic parallels
between the Pamplona capitals and sculpture
from Provence, which have been ignored in
scholarly literature, are very suggestive, as can
be seen by comparing the figure styles and
stagelike architectural setrings of the Pamplona
capirals with a capital (today in the Fogg Art
Museum, Harvard University) from the clois-
ter of the cathedral of Notre-Dame-des-Doms
in Avignon, dated to the middle or third
quarter of the twelfth century. Indeed, the
rich, drilled foliage of the inhabited capital
from Pamplona described above bears compar-
ison with Provengal sculpture,' even though,
as noted, this Pamplona capital is stylistically
distinct from the more basketlike rinceaux
capitals—that is, those closer to Languedocian
and Aquitainian examples. DLS
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Two OouBle capitals

Church of Santa Maria la Real, Aguilar de Campio
(Palencia), last quarter of 12th century

Limestone(?)

Each, b. 19% 1n. (50 cm)

a. Christ the Redeemey and Angels with Instruments of
the Passion

b. Scenes from the Entombment and Resurvection of
Christ

Museo Arqueoldgico Nactonal, Madrid (0.188(a], s0.201[b])

These two double capirals, preserved in the
Museo Arqueoldgico Nacional, Madrid, orig-
inally capped engaged columns in the monas-
tic church of Santa Marfa la Real in Aguilar
de Camp6o. The capitals were part of a
group of thirty-two transterred from the
monastery to the Museo Arqueoldgico in
1851, seventeen years after the monastery’s
secularization and abandonment.” Represented
on capital (a) is the triumphant Christ the
Redeemer, showing the signs of his martyr-
dom. He is flanked by two angels on the
central face and two angels on each of the
stdes of the capital; the angel to his right and
the adjacent one on the contiguous face of
the capital hold the arms of a cross, around
which a sudarium is draped. The other angels
also hold instruments of the Passion, includ-
ing the lance, nails, and a sponge. The Three
Marys at the Tomb is the main scene on
capiral (b). The three women carry ointment
jars and confront an angel, who points to a
sarcophagus from which drapery emerges—an
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indication that the tomb has been opened
—while soldiers sleep beneath. On the right
side of the capital Mary Magdalene kneels in
front of Christ, and a tree in the background
establishes the location for the scene of the
Noli me tangere. On the left side of the
capital Christ raises one hand to reveal his
wound, which Thomas is poised to touch
and to which Christ gestures with his other
hand.

The capitals from Aguilar can be related on
the basis of style to those from Santa Marfa
de Lebanza (cat. 98).* That the only two
surviving capitals from Lebanza represent
precisely the two scenes depicted on these
Aguilar capitals must be an accident of
history. However, the unusual iconography
that connects the images of the Redeemer
at Aguilar and Lebanza is more than cir-
cumstantial—which is not to say that there
are no differences between the capitals. Al-
though the Lebanza Christ is surrounded by
the four apocalyptic beasts, which are missing
at Aguilar, at both Lebanza and Aguilar
Christ’s pose, with bent and spread knees,
suggests that he is seated, even as his splayed
feet make it appear that he 1s standing. As
Linda Seidel has pointed out, this iconog-
raphy must derive from the tympanum of
the Pértico de la Gloria at Santiago de
Compostela.* There are affinities of style
between the two capitals as well, although
certainly not sufficient to identify both works
as the product of the same workshop. Rather,
both are related to a general stylistic current
that had wide appeal in Spain in the second
half of the twelfth century. The Aguilar sculp-
ture has been compared to the tomb of Saint
Vincent in Avila;* both Lebanza and Aguilar
capitals—particularly the figures on the side
faces of the Redeemer capital and the figures
in the scenes of the Noli me tangere and the
Doubting Thomas at Aguilar—can be com-
pared to sculpture from the Cdmara Santa at
Oviedo.

Vicente Lampérez dated the capitals from
Aguilar to the middle of the twelfth century,
prior to the occupation of the monastery by
the Premonstratensians in 1162.° Given that
order’s interest in sobriety of decoration,
such a conclusion would be logical, were it
not for the fact that the other sculptures to
which the Aguilar capitals are related most
closely should be assigned a later date. An
inscription of 1185 on an abacus from Lebanza
gives it an approximate date, which corre-
sponds to Werner Goldschmidt’s daring of
the Aguilar sculpture based on the compari-
son to the Avila tomb.’ DLS

. Garcia Guinea 19612, p- 191

. Ibid., p. 189.

. Cahn and Scidel 1979, pp. 20410, figs. 213~15.

. Ibid., p. 207. Other locations in the region where a
similar subject may be seen are the tympanums at
Bascones de Valdivia {Palencia) and Tablada de Rudrén
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green pigment covers the front of the cross,
which is bordered by rexrured gilr and alter-
nating circular and oval-shaped simulated
jewels in green, red, and blue. On the reverse
side, a faded Agnus Dei decorates the center
of the cross, while a barely visible linked
scroll design in red and blue covers its re-
maining original parts. The top and the ends
of the horizontal arms of the cross have been
restored.

In the drapery, anatomy, and pose of the
body and in the features and expression of
the face, the Santa Clara crucifix bears an
uncanny similarity to the ivory Christ that
decorates a portable altar made for Gundisalvo,
bishop of Oviedo berween 1162 and 1174 (cat.
129).* On the basis of this similarity scholars
have dared the work to the second half of the
rwelfth century.?

M

1. S1mon 1984, p. 158.
2. Manzanares 1972, pls. XL1, XLIV, XLV.
3. Simon 1984, p. 158,

LITERATURE: Rorimer 1w3s, pp. 236—39, figs. 1. 2
Rorimer 1938, pp. 20~-20; Cook and Gudiol 1950, pp. 203,
38, 360 (Ag. 304 ), 303, Connoissenr 1955, pp. 17—18; Rorimer
1963, fig. 16, pp. 39—41; Cahn 1968, p. 51, Providence 1960,
pp. 1ov-10; Manzanares 1972, p. 33, figs. XL1, XLIV, XLV:
Young 1979, pp. 20-21; Simon 1984, pp. 157-8; addi-
tional citations are available in Simon 1984,
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wall paintings

Hermitage of San Baudelio de Berlanga (Soria), mid-12th
century

Fresco transferved to canvas

@, The Healing of the Man Born Blind and the Raising
of Lasarus

o5 i x 1 ft. z . (1650 x 340.3 om)

b. The Temptation of Christ

&in xoft 10in. (213.4x 2007 om)

. A Camel

asin. x 1 ft. 2 in, (165.1 x 340.3 om)

a: The Metropolitan Museum of Art, New York; Gift of
The Clowes Fund, Incorporated, and E. B. Martindale,
1959 (59.196); b: The Metropolitan Musewm of Art, New
York; The Cloisters Collection and Gift of E. B. Martin-
dale, 1961 (61.248); ¢: The Metropolitan Musewm of Art,
New York; The Cloisters Collection, 1961 (61.219)

d. The Last Supper

70% x iz ft. s¥% in. (179.1 x 380 om); and 24% x

2ft. 5% in. (62.9.x 380 com)

e. The Three Marys at the Tomb

7o x 2 ft. 8% in. (195 x 387.3 om)

d, e: The Museum of Fine Arts, Roston (27,7854, B; 27.786)
[f- An Elephant

80 x 3% 1. (205.0 % 135.3 cm)
. A Hare Humt

Avex it fi.om. (182.3x 158.1 om)

h. A Warrior

o ft. 4% in. x 517 (286.4 % 131.8 om)

[-h: The Metropolitan Musenm of Art, New York; The
Cloisters Collection; on loan to the Musco del Prado,
Madrid (57.97.5, 57.97.1, 57.97.3)
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also be found on the apostle reliefs of the
cloister of Saint-Etienne.®

Whether differences in drapery style and
figural proportions between the lid’s two
registers are duc to two different artists work-
ing together on the sarcophagus or to one
artist manipulating style to mark icono-
graphic distinctions is difficult to determine
with certainty.” Several elements, however,
point to a single artist; these include the
relationship between hair, mouth, and beard
and the carving of the eyes, which are very
much alike in both registers. Also, the swirl-
ing folds that activate the figures of the
Christ in Majesty, the Bridegroom, and the
damaged figure of the Infant in the Epiphany
strongly resemble one another. In addition,
there are groups of figures in which a gradual
transition between these two styles is marked.

This stylistic unity finds a parallel in the
devices used to integrate the various biblical
episodes and the two levels of the sarcopha-
gus with each other. The angels lifting
Blanca’s soul, represented as a newborn child,
up to Christ in Majesty above provide a link
between the dramatic lamentation scene on
earth and the celestial hierarchy above. Christ
as Judge on the upper level of this side 1s
echoed both visually and thematically by the
Bridegroom on the upper level of the reverse.
The parable of the Wise and Foolish Virgins,
which contrasts foresight and foolishness, is a
metaphorical presentation of the Last Judg-
ment as a wedding ritual. By 1156 the parable
had often been associated specifically with
the Last Judgment and the Resurrection of
the Dead. The themes of judgment, wisdom,
and foolishness are developed in the biblical
stories illustrated below: the Child, who per-
sonifies wisdom, receives homage from the
Three Kings; the wise king Solomon makes a
judgment between two mothers who claim
the same child; the Massacre of the Inno-
cents, commanded by the foolish king Herod,
takes place. The theme of mourning is car-
ried from one side of the lid to the other by
the mothers of the Innocents, who mourn
their death, walking away from the Massacre
in the direction of the women of the court,
who mourn Blanca’s death. The reliefs as a
whole express the grief of the court and the
expectation of Blanca’s entry into heaven.
The selection of biblical scenes in which
women are major actors indicates a desire to
devise an iconography appropriate to the
royal mother who lost her life giving birth to
a future king. EVA

1. Hlustrated in Arco 1954, pl. x; removed by Ihiguez
Almech during a restoration, for which, sec Iniguez
Almech 1968, p. 200.

2. Sandoval 1634, pp. 335—36; Bernard 1894, pp. 536—38.

3. Cook and Gudiol 1950, p. 364; Alvarez-Coca 1978,
PP- 35—36; Porter 1928, vol. 2, p. 27.

4. Iniguez Almech 1968, p. zor.

5. Porter1g923, vol. 1, p. 241.

6. Mesplé 1061, figs. 1,7, 8, 11, 15, 19, 22, 24.

7. Ifigucz Almech 1968, p. 201; Alvarez-Coca 1978,
pp. 36—39.

LITERATURE: Yepes 1617, fol. 131v; Sandoval 1634,

pp. 3012, 333—36; Carderera 1355—64, vol. 1 (111), pp. 1—3;
Bernard 1894, pp. 536—38; Madrazo 1886, pp. 633—34;
Porter 1923, vol. 1, p. 241, vol. 5, ill. 719; Porter 1928, vol. 2,
PP- 25, 27, pl. 83; Cook and Gudiol 1950, p. 364; Arco
1954, PP 1617, 125, 238—40, pl. X; Jacob 1954, pp- 84, &,
119, 197; Ifiguez Almech 1968, pp. 200-3, figs. 63—72;
Alvarez-Coca 1978, pp. 27-39, ills. pp. 29130, 33; Franz
1981, p. 82, n. 29; Castillo, Elorza, and Negro 1988,

PP 28—29, 46, s6~57, figs. 80, 81; Gomez 1988, pp. 3150,
fig. 1; Hassig 1901, pp. 14445, fig. 10.
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110 fORr the sarcophagus
Of ALfonso ansUiReZ

Church of San Benito, Sahaghin (Leon), December 8, 1093
Stone

W. 77% in. (106 cm), 4. 24 in. (61 om)

Museo Arqueoldgice Nacional, Madvrid (1932/115)

Opinions as diverse as those held by Manuel
Goémez-Moreno, Arthur Kingsley Porter, and
Georges Gaillard on the development of
Hispano-Languedocian Romanesque sculp-
ture find a relative point of agreement in this
singular piece, whose epigraphic information
removes it from a debate centered almost
exclusively on questions of chronological
precedence. These three authors coincided

in underscoring the apparent Hispanism of
the stone, even if concluding with differing
theses. For Porter and Gémez-Moreno, the
Mozarabic traces they believed they recog-
nized in its design were evidence of a funda-
mental Hispanic contribution to the definition
of Romanesque style. For Gatllard, on the
other hand, those characteristics and others,
presumably Asturian, that he pointed out
merely revealed the atavism of its still pre-
Romanesque conception.

Neither the place of its origin nor the na-
ture of thosc who devised it seems in princi-
ple the most adequate factor for justifying a
traditionalism—whether cteative or regressive
—belied by the execution itself. The young
Anstrez was the son of Count Pedro Ansurez,
one of the most influential persons of the
reign of Alfonso VI (d. i109). His name and
those of close family members appear fre-
quently in documents of the time in associa-
tion with the Cluniac implantation in Tierra
de Campos. That presence, in fact, reached
its climactic episode in Sahagtin in 1080,
when King Alfonso appointed Bernard d’Auch
head of the abbey in order to make it the
Cluny and the Saint-Denis of his kingdom.

The type of lid alone—with two sloping
sides articulated by a flat molding at the top,
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along which the epitaph is disposed—has a
clear Hispanic precedent in the lid for the
sarcophagus of Ithacius (cat. 1)—a piece as
unusual for its time as its formula was com-
mon between the eleventh and thirteenth
centuries. The scrolls that decorate the Oviedo
cover, however, are replaced in the Sahagiin
lid by a figurative program, for which relative
precedents and parallels are found only beyond
the Pyrences and in different types of pieces.
The tomb lid at Sahagtin seems, in fact, to
combine a disposition typical of sarcophagus
covers—conceived to offer an independent
visual approach to each of its sides—with an
axial composition more characteristic of tomb-
stones. Pieces of the present type are likely to
depict such motifs as the segment of starry
sky from which the Divine Hand is extended
—identified here as the dextera Christi—
blessing an Alfonso termed definctum. The
image of the deceased, apparently at the
moment of death, may then best be under-
stood as an allusion to his resurrection, and
in a funerary context the appearance of the
eagle is common as both the sign of John the
Evangelist and a symbol of the resurrection
of the flesh. After the eagle, the archangels
Michael and Gabriel are represented—while
Raphael is on the other side—all summoned
in the Ordo commendationis animae (Order to
commend the spirit) to receive the soul of
the dying man. The acrributes they carry
—cross, thurible, and book—are those of
officiating clergy in contemporaneous repre-
sentations of funerals, which establishes this
group as an carly version of the “Mass of the
Dead Performed in Heaven”—to use Erwin
Panofsky’s term—that was to be developed
in Gothic funerary imagery. Beside Raphael
are the three other evangelists shown as an-
gels carrying books, according to a formula
documented in Anglo-Saxon miniatures and
having sculptural paraliels in the Auvergne.
With their index fingers, the three angels are
pointing to the chalice in their midst, the
calix salutis perpetuae (the chalice of perpetual
bliss) of the Canon of the Mass, guarantee of
the promise contained in John 6:54: “He
who cats my flesh and drinks my blood has
cternal life, and I will raise him up at the last
day.” Despite these evident compositional
incongruities, the piece reveals a strict coher-
ence in its program, centered in the hope of
resurrection, From the stylistic point of view,
the type of massive faces, with bulging eyes
and strong chins, evokes those of corbel
brackets from the church of San Martin de
Fromista, where parallels are also found for
the elemental tubular solutions given the
treatment of the folds. Undoubtedly, the
master who carved this picce was trained in
the workshop of the Palencia church, so that
the data on the death of the young Anstirez
become a valuable point of reference for






























figures centered on Queen Sancha. There 15
no evidence that there were ever more than
the two symbols of the evangelists, the lion
of Saint Mark and the ox of Saint Luke.

The presence of scenes based on the life of
Isidore on an object dating to 1063 would
have been extraordinary. Adam and Eve ap-
peared on shrines of the Byzantine and
western worlds in the tenth and eleventh
centuries. However, the particular composi-
tions employed and the inclusion of such a
rare subject as the Robing of Adam and Eve
link the series on the San Isidoro casket to the
Genesis tradition associated with Bibles pro-
duced in the ninth century at the Gallic
monastery of Saint-Martin de Tours and with
the brenze doors of Saint Michael’s at
Hildesheim (1015) in Saxony. In style, too,
the figures of the reliquary closcly resemble
those of the Hildesheim doors. The inscrip-
tions, in a kind of Caroline script not to be
expected at this date in Ledn, are another sign
of the intervention of an artist from outside
the peninsula. The complicated vine-scroll
patterns on the pilasters dividing the scenes
and the angular interlace panels of the lid
also have counterparts in mid-century Rhenish
art.? These details point to the German for-
mation of the artist responsible for the
casket. However, peninsular assemblage is
indicated by the silks lining the reliquary.
These and the niello panels that are substi-
tuted for two of the narrative scenes are of
Islamic origin and are possibly older than the
reliquary itself.*

Pieces of two different fabrics line the
reliquary. The inside of the chest is faced
with a silk that features rows of peatl-bordered
roundels containing stylized floral motifs. Its
palette is similar to that of the Saint Pelagius
textile (cat. 109). The design—Near Eastern
in origin—harks back to Sasanian and Byz-
antine models; it is closest to an Umayyad
silk made in the factory of Ifriqiya (modern
‘Tunisia).’ The suggestion has been put for-
ward that this textile may have covered the
bicr of Saint Isidore in Seville before it was
transferred to Ledn.®

The lining of the lid is very different in
nature. Embroidered in split and couching
stitches, its design comprises rows of squares
containing various birds, quadrupeds, and
grids of circles. While this textile may not be
Islamic, it does relate in significant ways to
picces that are unquestionably Islamic. The
animals and birds are part of a repertoire
popular throughout the Islamic world. The
employment of circles and dots within circles
and the use of juxtaposed light and dark blue
are reminiscent of features found in a famous
tenth-century tapestry in Madrid.” In addi-
tion, there are other Spanish Islamic textiles
of similar technique.®

JWW/DW

1. “Historia de la Colegiata,” ms. x<I, Archivo de San
Isidoro de Ledn, quoted in Astorga 1990, pp. 43—44.

2. In tenth-century Spanish manuscripts, full-page col-
lections of portraits of rulers included portraits of the
scribes who carried out the commissions. See Silva
1984, pls. xxv, xxv1. In 1925 Gémez-Moreno (192526,
vol. 1, pp. 195—96) attributed the San Isidoro reliquary
to the same artist responsible for the Arca Santa of
Oviedo on the basis of a perceived resemblance be-
tween the two objects and darted it to about 1073,
however, he came to believe that the San Isidoro
reliquary had been a legacy of Ferdinand T's father,
Sancho el Mayor (d. 1035), who would be the king
portrayed on its cover with his four sons (Gémez-
Moreno and Vizquez de Parga 1965, p. 7).

3. See the borders of the wooden doors of Sankt Maria
im Kapitol, Cologne, in Wesenberg 1972, figs. 41—48,
for interlace with angles, and figs. 39, 40, for rinceaux
organized into lozenge shapes.

4. The panels, whose floral patterns combine repoussé
and niello, recall the Islamic casket made for Hisham
1L, for which see Cataiogue 38a.

5. Vicroria and Albert Museum, London, 1314-1888 and
T.13-1960.

6. Goémez-Moreno 1951, p. 348.

. Instituto de Valencia de Don Juan, 2071.

8. The shroud of Saint Lazarus (Musée de Cluny, Paris;
CL.21.863) and the chasuble, made in Almeria, now in
Fermo Cathedral, Italy.
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CROSS Of fErROMANO AnNO
sancha

Lebn (Leén), ca. 1063

Ivory, gold, and burnished sapphires

H. 21% in. (54.2 em)

Museo Arqueoldgico Nacional, Madrid (52.340)

This cross with a carved figure of Christ,
which was in the treasury of San Isidoro in
Le6n until 1369, is assumed to be that listed
among the gifts of Ferdinand I of Le6n and
Sancha to the palatine church of San Isidoro
on the occasion of the translation there of
the body of Saint Isidore of Seville on De-
cember 20, 1063: “et aliam [crucem|] eburneam
in similitudinem nostri redemptoris crucifixi”
(and another ivory cross with a likeness of
our Redeemer crucified).* The royal couple’s
sponsorship of the cross is confirmed by the
inscription at its foot: FREDINANDVS REX
SANCIA REGINA. The splendor of the gift was
enhanced by the addition of gold, traces of
which adhere to the crevices of its reliefs. A
cavity in Christ’s back reveals that this cross,
like the slightly later one now in the Museo
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Arqueoldgico Provincial de Ledn (cat. 114),
functioned as a reliquary, presumably for a
piece of the true cross.

Although the cross had already played a
prominent role in the liturgical arts of Spain,
this example marked a significant departure
from earlier traditions. Ivory crosses had
been produced on the peninsula in the previ-
ous century (cat. 74), but neither they nor the
gold and bejeweled Asturian predecessors
(cat. 72) included representations of the body
of the crucified Christ. By any European
measure such a cross, combining a cross and
corpus of ivory and an extensive Last Judg-
ment imagery, was extraordinary.> A Germanic
inspiration for our cross scems likely because
crucifixes displaying the body of Christ were
prominent within the treasuries of Ottonian
churches and because there is a Germanic
background detectable in the reliquary of
Saint Isidore (cat. 110), also from Leén and
the same time. Although the vocabulary of
forms is expanded here, the workmanship
resembles that of the reliquary of Saint
Pelagius and John the Baptist of 1059 in the
treasury of San Isidoro (cat. 109). The theme
of death and resurrection that dominates the
Leonese cross is carried out in a manncr
unique to it and has been associated with
Ferdinand’s own sense of decline and immi-
nent death and the inspiration of the Spanish
liturgy of death.? The theme of resurrection
is enunciated at Christ’s feet with the un-
usual, dynamic figure of Adam and at his
head with a risen Christ holding a cross.
Christ appears again at the level of the cor-
pus’s right hip as a diminutive figure still
holding the cross, in a scene that must be
taken as a somewhat unorthodox version of
the Descent into Hell. Perhaps the highly
detailed couple at Christ’s feet should be
interpreted as Adam and Eve. The borders of
the cross have numerous nude figures under-
going judgment. To the left of the crucified
Christ’s feet men and women rise out of
tombs, and on both sides of his body they
ascend or descend according to their fates. On
the faces of the cross arms nudes are inter-
twined with vines and animals, a symbolic
reference to the torments of evil. This type of
inhabited scroll-—the best analogies for which
have been found in northern Europe*—is
continued, but in more complex form, on the
reverse of the cross. That artists in Le6n had
access to exotic patterns of this kind is docu-
mented by the presence of the Scandinavian
box of walrus ivory with interlace in the
treasury of San Isidoro (cat. 121). The ico-
nography of the reverse, with the Lamb in
the center and the symbols of the evangelists
at the ends of the arms, is more traditional
than that of the front. JWwW

1. Blanco 1987, p. 170.
















































Onc unusual aspect of the iconography is
Saint Anne’s appearance in both the Annun-
ciation and the Flight into Egypt. Saint Anne
is also featured in the frescoes of the Pan-
theon of the Kings in neighboring Leén,
which are dated to abour 1120. Her depiction
there could be scen as evidence of Byzantine
influence because the cult of Saint Anne was
well established in the East; it was not wide-
spread in the West until the fourteenth cen-
tury. The fact that many of the Arca’s relics
are Byzantine in origin would seem to sup-
port this hypothesis, but the influence of
contemporaneous English interest in the
Immaculate Conception of Mary should also
be considered.

The panel on the Arca’s right side is also
arranged in two registers. In the upper regis-
ter, at the left, is the standing Christin a
mandorla supported by two angels. At the
right a cherub and seraph flank Michael
the Archangel as he battles the dragon.
Below, eight labeled apostles stand in various
attitudes. As before, an inscribed band sepa-
rates the two registers. It reads: ASCENDENS
XPS IN ALTUM CAPTIVAM DUXIT CAPTIVITATE
{Christ, ascending on high, led the prisoner
from captivity) and MICHAEL ARCANGELUS
PUGNAVIT CUM DRACONE (Michael the Arch-
angel fights the dragon). The original Kufic
border remains at the top and at the right
edge of the field. The bottom and left edge
are covered with a patterned revetment.

The casket’s lid features niclloed engraving
rather than repoussé decoration. Its Crucifixion
includes the thieves, Mary, and Saint John
and roundels containing the sun and moon.
The shrine’s rear 1s covered with a simple
geometric revetment. Since modern times
the reliquary has lacked a base, but presuma-
bly it once stood on four feet as many Ottonian
altar reliquaries do.

The Arca’s figures achieve a mature
Romanesque style, something that sets it
apart from such earlier shrines as the reli-
quary of Saint Isidore (cat. 110.), whose
figures demonstrate Ottonian influences on
Spain’s minor arts. Just what the Arca’s stylis-
tic antecedents were is difficult to surmise as
few comparable objects exist.® Gomez-Moreno
empbhasized its Mozarabic nature, but more
recently Serafin Moralejo has found convine-
ing parallels for its figures in English and
Anglo-Norman manuscripts.® Moralejo’s sug-
gestion is particularly interesting in light of
the possible English iconographic influence
mentioned above.
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1. Fernindez Conde 1971, pp. 111-18.

2. The carliest inventory of the refics was published by
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3. Gémez-Moreno 19342, pp. 125—36.

4. For document 72, see Garcia Larragucera 1962, p. 214.

5. See Reilly 1985, p. 7, n. 7; 1988, p. 85; and 1992, p. 258.

6. Williams believes that a textile altar frontal, donated
by Alfonso III to Oviedo Cathedral in 908, may have
been the source for this iconography {Williams r972—
74, P- 233, 11 41).

7. The Latin inscriptions were recorded before the ex-
plosion (Miguel Vigil 1887, p. n6).

8. Descriptions by antiquarian Ambrosio de Morales
suggest that the Arca’s closest companions would
have been those commissions, now lost, made by
Alfonso V1 ar Sahagin and by Gelmirez at Santiago
de Compostela.

9. Moralejo 1982, pp. 288—89.
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Palol and Hirmer 1967, pp. 90-91, 152, 174; Gaiffier 1968,
pp. 67—81; Manzanares 1972, pp. 20—28; Yarza 1979, p. 210,
Moralejo 1982, pp. 288—89; Reilly 1085, p. 7, n. 40; Reilly
1988, p. 8s; Moralcjo 19894, pp. 38, 47—48, n. 22; Moralejo
19g2a, p. 212, 0. 14; Reilly 1992, p. 258.
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ARCA ANtIGUA

Monastery of San Millan de la Cogolla (Logrovio), 1e60—80
Weod and silk

2% x40 X 130, (S8 X 103X 33 om)

Monasterio de Yuso, San Milldn de la Cogolla

This wooden armature of a large reliquary
shrine was made in the second half of the
cleventh century for the relics of Saint Aemilian
(San Millan), a Visigothic hermit believed to
have lived, worked miracles, and died in 574
ar the Riojan site that now bears his name. In
its original state the reliquary had a rich and
unprecedented decorative program. Each long
side featured eleven carved ivory scenes in
two registers depicting the life of the saint.
The source for this narrative was the Vita
Sanctt Aemiliani written by Saint Braulio,
bishop of Saragossa, in the seventh century.'
The reliquary’s short ends, or gables, featured
labeled portraits in ivory and precious metals
depicting the artistic, monastic, and royal
personages responsible for its creation.

The reliquary was severely damaged and
stripped of its precious metals and gems by
French troops who sacked San Millin de la
Cogolla in 1809. In the following years the
vacant monastery was plundered, and many
of the vory plaques—deemed worthless by
the troops—were also lost. Some reappeared
years later in museums throughout the world;
indeed, sixteen of the lateral and nine of the
gable ivories have since been identified. The
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most recent of these plaques to surface was
purchased by the Metropolitan Museum in
1987.%

When the monastery was resettled in 1817,
the surviving ivories were asscmbled on a
simple wooden casket within which was sealed
the reliquary’s original wooden armature. In
1931 most of these plaques were transferred
along with other monastic artifacts to the
Museo Arqueolégico Nacional in Madrid for
safekeeping. After the Spanish civil war
public outcry demanded their return to the
monastery. These cfforts culminated in 1944,
when the saint’s relics—hidden in a jar dur-
ing the civil war—were rranslated to a new
casket, which now displays most of the surviv-
ing ivories. Although some effort was made
to comply with a detailed description of the
reliquary made by Prudencio de Sandoval in
1601, the modern arrangement is an attractive
display rather than a scientific re-creation.

The original wooden armarturc of the reii-
quary was recently rediscovered, still sealed
inside its protective container. When juxta-
posed with Sandoval’s description and the
surviving ivories, the Arca Antigua—as it is
called at the site—allows scholars to generate
an accurate reconstruction of the reliquary
for the first time. Indentations madc in the
Arca’s wood to accommodate gems and
plaques are clearly visible today. Especially
nioteworthy 1s an opening in the roof—ong-
mally probably covered by a flap—that would
have allowed pilgrims closcr access to the
saint’s relics. It has been established thar this
particular spot was overlaid with depictions
of posthumous miracles taking place at San
Milldn de la Cogolla, which bear witness to
the reliquary’s function in a pilgrimage con-
text. Rediscovery of the Arca Antigua is also
of mterest to textile specialists since its inte-
rior is sheathed with a magnificent Islamic silk.?

It 1s difficult to determine a precise date for
the reliquary of Saint Aemilian as no con-
temporary documents attest to its manufac-
ture. The carliest account, De translatione
Sancti Aemuliani, written by the monastic
chronicler Fernando in the thirteenth cen-
tury, implies that the completed reliquary was
used for the second translation of Aemilian’s
relics in 1067.* This account, however, ts con-
tradicted both by internal evidence and by
biographical information known about per-
sons depicted on the reliquary’s gabled ends,
or frontispieces. It may be possible that Fer-
nando conflated two separate events or that
additional portraits were added to the reli-
quary after its use in the 1067 translation.

In cither case a date in the 1060s or 1070s
accords well with the plaques’ pre-Romanesque
attributes, which recall, to a certain extent,
those of the Leonese pre-Romanesque school.
Despite the tenth-century production of ivory
objects at the monastery of San Millan, there

































borders and edges of the diptveh are virtually
identical to the designs on the silver proces-
sional cross from San Salvador de Fuentes
(cat. 130), indicaring that both were the prod-
uct of a single workshop in Oviedo.* The
impact of northern sculpture is especially
evident in the ivories, which appear to have
been inspired by the sculpture on the west
facade of Chartres Cathedral.

1, Moralejo 1982, p. 290, A

2. Ibid., p. 290, n. 48.
3. Manzanares 197z, p. 6.

LITERATURE: Manzanares 1972, pp- 0-36, pls. 41-52
(with previous literature); Moralejo 1982, pp. 28891
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RELIQUARY CRUCIFIX

Churds of San Salvador de Fuentes (Asturins), ca. 1150~
Silver, silver gilt, and niello repoussé, over a wooden core,
with pearls, antugue intaglios, semiprecions stones, glass,
asapphive, and a garuet(?)

234 X 10 0. (801 X 48.3 em)

The Mervopolitan Muscum of Art, New York; Gift of

1. Pierponr Moyqan, 1917 (17.190.1400)
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Few Romanesque crosses present the power
of the triumphant living Christ in such com-
pelling terms as the present cross from the
church of San Salvador de Fuentes, near the
town of Villaviciosa in the Asturias region. A
repoussé inscription on the reverse, divided
among the four bars, rcads: :[IN HO|NORE :
S[AN|C[T]1 : SA/LVATORIS : SA/NCCIA :
GVIDIS/ALVI : ME: FECIT : (In honor of the
Holy Savior: Sanccia [ Sancha | Guidisalvi
had me made [or made me|). The feminine
ending of Sanccia indicates that the donor or
maker was a woman, although apparently
nothing is known abour her.

The small church of San Salvador still stands
in the remote hills some fifty miles cast of
Oviedo. Probably a royal foundation, the
church was established in the eleventh century
and dedicated cither in 1023 or 1063; part of
the present structure dates to the twelfth cen-
tury, and the rest is later. The cross remained
there until the end of the nineteenth century.

Originally conceived for processional use,
the cross is constructed on a wooden core.
Hardened wax forms underncath add stabil-
ity to the repoussé silver panels. In addition,
on cach terminal is a bar of silver-gilt pscudo-


















works from French and Spanish collections
whose place of manufacture has been de-
bated by scholars for decades. The interlacing
hybrid forms in the lower central back panel
of this casket closely relate to the decoration
on enamels created for the monastery of
Santo Domingo de Silos, especially the inter-
twining dragonlike beasts on the #ra (cat.
134) and the enameled plaque crowning the
ivory reliquary casket of Cuenca preserved in
Burgos (cat. 132).

There is no documentation for medieval
enamelers at Santo Domingo de Silos or
Burgos as there 1s for Limoges. Yet the pres-
ence of goldsmiths at Burgos can be inferred,
since the city had a royal mint in the twelfth
century. Furthermore, close political and
monastic links between the two realms argue
for the creation of enamels in Castile as in the
Limousin. Alfonso VIII of Castile and his
wife, Eleanor of England, were documented
patrons of the monastery of Santo Domingo
de Silos berween 1177 and 1202.” Limoges was
ajewel in the crown of Eleanor’s parents,
Henry IT and Eleanor of Aquitaine, who
wished to make the abbey of Grandmont,
north of Limoges, their royal necropolis.
Monastic personnel moved betwecn the two
regions. It is reasonable to suggest that gold-
smiths in monastic or royal employ might
create works for affiliated communitics, as is
ducumented to have been the case with trav-
cling goldsmiths in eleventh-century England,
for example.*

Iconographic and documentary evidence
indicate that the present casket was intended
for use in the Limousin. Christ appears at the
center front, beneath the roof plaque with
the hand of God and two angels swinging
censers. Flanking him are “Maria,” holding a
palm frond and unguent jar, and “Marcialis”
Saint Peter, holding the keys to the kingdom
of heaven, and Saint Paul, the other principal
apostle, appear on the sides. Symbols of the
four evangelists decorate the reverse. “Maria”
has often been identified in the literaturc as
the Magdalene, though it is curious that she
should be given more prominence than the
apostles. More likely she represents the Vir-
gin Mary, as on the chasse preserved at Bellac,
where she likewise holds a palm as an attri-
bute and is identified by inscription as Mary;,
Mother of God.* The clevation of Saint
Martial, the first bishop of Limoges, to a
position next to Christ, more prominent than
that of either Saint Peter or Saint Paul, is a
distinctly Limousin choice. The relics of Saint
Martial were venerated at Limogces, one of
the important stops on the pilgrimage road
to Santiago. Devotion to him iikewise existed
in Spain: his name appears in the calendars of
Silos manuscripts by at least the cleventh
century,’ and he is depicted in the twelfth-
century frescoes in the church of San Isidoro,

Le6n. Only at Limoges, however, was Saint
Martial ranked with the apostles by decree of
a church council convened there in 1031;° this
status would entitle him to the place he oc-
cupies on the present casket, paralle! to that
assumed by Saint Peter on the eucharistic
casket attributed to Master Alpais from the
collection of the Musée Municipal, Limoges.”

The casket, lacking the plague of Saint
Peter, appeared in the Laforge collection sale
in Lyons in 1868. The plaques were already
separated from their wood core when they
were seen on the art market by Molinier in
1891. The plaque with Saint Peter was re-
united with the group by the time the enam-
els were in the Hoentschel collection (after
19oo—sold to J. Pierpont Morgan, 1911). Mar-
vin Ross discovered the reliquary’s original
disposition and its provenance recorded in a
drawing made before 1864, when it belonged
to the church at Champagnat (Creuse), lo-
cated about 62 miles {100 ki) northeast of
Limoges. The church, dedicated to Saint
Martal in the ninth century, and the property
of the counts of La Marche and then of
Henry II, was probably the onginal destina-
tion of the casket that gives prominence to its
patron saint.

BDB

1. See Rueda 1591, pp. 63, 66.

2. Férotin 1897, pp. 103~25.

3. See Dodwell 182, p. 58.

4. Gauthier 1987, no. 57.

5. See Schapiro 1939, p. 96 1. 197.

6. Scc Lasteynie 1901, pp. 74—80.

7. See Wixom 1967, no. 111/35, pp. 114, 358—$9.

LITERATURE: Molinier 1891, pp. 132—33; Hildburgh
1936, pp. 5758, 77, 89, fig. 8b; Ross 1939, pp- 467-77;
New York 1954, no. 8, pl. vir; Hoffmann 1970, no. 140,
pp. 136—37; Lasko 1972, pp. 220—31, fig. 262; Gaborit-
Chopin 1983, pp. 32425 (ill.); Gauthicr 1987, no. 132,
pp. 123—24; Gauthier 1990, p. 386.
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panels from urna of
samt Oominic of siLos

Burgos or Stlos (Burgos), ca. 1150~70

a. Lid

Ewmail brun

20% X 90% X 110, (2% 203X 2.5 om)

Monastery of Santo Domingo de Silos (Burgos)

b. Front

Gilt copper, champlevé enamel, and cabechons on wood
core

BAXQ2Y%xiVein. (852234 X 3cm)

Museo de Burgos (ro0)
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Sometime after 1076 and before the begin-
ning of the thirteenth century, the body of
Saint Dominic, founder of the monastery at
Silos and venerated as its patron saint, was
moved 1o a new tomb below the altar of the
new chapel. According to the early thirteenth-
century chronicler Pedro Marin, the tomb
bore an image of Christ in Majesty and the
twelve apostles that nevertheless allowed the
stone of the underlying sarcophagus to be
seen. The enamel and émail brun friezes
preserved at Burgos and Silos were identified
by Manuel Gomez-Moreno in 1939 as surviv-
ing elements of that tomb and ar¢ known as
the #rna of Saint Domunic. By examining the
wooden supports, Gomez-Moreno determined
that the enamel panel, which had been taken
to Burgos in 1831, had once occupied the
front face of the tomb’s revetment and the
¢mail brun pancl still at Silos bad covered its
sloping roof. Through the arcading at the
bottom of the front panel, the faithful would
have been able to see the original stone
sarcophagus. Indeed, the wooden support
underlying the copper is blackened from the
burning of votive candles.

In the center of the front panel Christ
appears in majesty, set in a jeweled mandorla,
sitting on a rainbow, his feet on a footstool.
He rcsts his left hand on a book and raises his
right hand in blessing. Around him are the
symbols of the evangelists holding the books
of their gospels. Extending to the right and
left of Christ are arcades between whose
columns the twelve apostles stand, their heads
in high relief against their haloes, which are
brilliantly colored and inventively designed
so that no two are alike. From the arches
spring fictive roofs and towers syggesting the
Heavenly Jerusalem. On horizontal bands
above and below engraved with vermiculé
decoration, rectangular plaques containing
cnamcled intertwining creatures alternate
with sertings for now-missing cabochon
stones. At the panel’s left and right ends are
narrow foliate bands. The spandrels of the
open arcade at the bottom carry checkerboard
decoration.

The #rna enamels bear comparison with
others in this catalogue. The stylized birds in
the framing bands are particularly close to
decoration on the back of the casket from
Champagnat (cat. 133); the paletre and the
articulation of the drapery recall the book-cover
plaques in Paris and Madrid (cats. 1353, b).

The #rna is unusual among surviving
twelfth-century works for its extensive use of
émail brun, the medium in which the roof
panel is executed. At the center of this lid is
an image in relief of the Lamb of God in
front of a cross and inscribed in a circle of
vermiculé once set with cabochon stones. To
the left and right stand twelve nimbed figures
holding books as their attributes, positioned
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154: fol. 113. The Lamb of God presiding over the Sealing of the Elect (Apoc. 7:4-12)
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The Ripoll Bible is a complete, large-format
Bible; the text, written in three columns, is
illustrated with over three hundred predomi-
nantly full-page miniatures. Like the some-
what later Roda Bible, also from Catalonia
(cat. 158), it is one of the most richly illus-
trated Bibles of the carly Middle Ages. Espe-
cially lavish are the illustrations for the books
of Genesis, Kings, Ezekiel, Esther, Tobias,
Judith, Maccabees, and the Gospels. The
texts of both the Ripoll and Roda Bibles
correspond generally with older Spanish ver-
sions of the so-called Peregrinus and Toledo
type, although with certain Carolingian inter-
polations.® It is unusual that these scribes
should have followed distinctly Spanish mod-
els, inasmuch as the traditions of central
Europe were already making cthemselves felt
n other aspects of local culture and socicty.
The illustrations, however, are based on a
wide varicty of sources, some of them,
despite the fundamental study by Wilhelm
Neuss,” still largely unresearched.

A majority of the Ripoll Bible’s Gospel
illustrations must have derived from Byzan-
tine prototypes, presumably by way of Iealy.™
The Creation scenes, virtually identical in the
Ripoll and Roda Bibles, appear to combine
western and Byzantine Genesis cycles," thus
representing a conflated Genesis type already
seen in a different form in the Early Christian
catacomb frescoes of the Via Latina in Rome*
and further varied in the roughly contempo-
rancous Anglo-Saxon Caedmon codex" and
the southern Italian ivories of the cathedral
at Salerno.'*

The pictorial sources for other illustrations
in the Ripoll and Roda Bibles, however, are
altogether unclear. The paintings for the book
of Ezekiel are an example. The Ripoll and
Roda Bibles contain not only the oldest but
also the most extensive Ezekiel cycles from
the carly Middle Ages, vet oddly encugh they
differ considerably from each other.”

The page from the Ripoll Bible illustrated
here begins directly with the prophet’s great
vision of God (Ezek. 1:4—2:1), followed by
his being transported to Jerusalem to look
upon the abomination there (Ezek. 8:1-3)
and his return to Babylon to report ro the
congregation in captivity (Ezek. 11:24—25).
At the very bottom is a detailed description
of the abominations in the forecourts of the
temple in Jerusalem (Ezek. 8:3-9:8): at the
lower left the prophet digs through the wall
into the image chamber, into which the idol-
atrous elders swing their censers (Ezek. 8:
7-13); on the opposite side the angel sets the
prophet down in the temple’s north court,
where women sit mourning the dying fertil-
ity god Tammus, or Adonis (Ezck. 8:14).'
At the bottom center the men cower in the
inner court of the temple, turning their backs
to the shrine and worshiping the sun in the

cast (Ezek. 8:16). Inside the temple (col-
umned arcade with curtains) hover three
cherubim, while the glory of God—suggested
by intersecting rings or “wheels”—has left
the temple and hovers outside its threshold
(Ezek. 9:3). On the left, above the temple,
the angel speaks to the man with the writer’s
inkhorn, commanding him to mark the fore-
heads of the righteous (Ezek. 9:3—4). Some
of these last scenes are depicted in the Roda
Bible on a page separate from the one depict-
ing the vision of God (vol. 3, fol. 45v).”
Further analysis reveals how much the Ripoll
and Roda Bibles diverge from each other in
the arrangement and selection of the Ezekiel
scenes.

The iconography of the two agrees in
relatively few details, such as Ezekiel’s trans-
portation from his home to Jerusalem. The
differences are especially striking in the proph-
et’s vision of God, in which the two Bibles
have almost no details in common. The de-
piction from the Ripoll Bible is further dis-
tinguished by the medallion frames around
the Four Living Creatures {possibly repre-
senting the four wheels, although according
to the text these appear next to the creatures),
by the angels wearing the mandorla (they,
too, framed by medallions), by the door
above the head of the enthroned Christ
(doubtless the “open door” of Apoc. 4:1),
and by the two instances of an angel grasping
the prophet by the hand. Most of these
motifs may have been adapted from the ico-
nography of the Apocalypsc or the Christ in
Majesty, which should come as no surprise,
since the visions of God in Apocalypse 4 and
Ezekiel 1 are closely related.

It remains unclear, however, how we are to
explain that the Ezckicl iconography differs
in the two Catalonian Bibles. Do both cycles
derive from an older Spanish tradition, as we
are left to assume but can scarcely prove? Yet
the style of the miniatures and initials of the
Ripoll Bible, which reveals the hands of vari-
ous artists in addition to those of the chief
painter," is not traditionally Spanish. Derived
from neither Visigothic nor Asturian nor
Mozarabic art, these images represent instcad
a last offshoot of late Carolingian art.
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1. The incorrect attribution to Farfa was made by
Beissel (1893), pp. 29—34 (see p. 30). For criticism of
Beissel, sece Mundé 1976, p. 435.

2. Sece Neuss 1922, p. 21,

3. Already recognized by Pijodn 19n—12, pp. 479—88;
Neuss 1922, pp. 22—25.

4. Now in the Archivo de la Corona de Aragén, Barce-
lona, Ms. Riv. 151; see Neuss 1922, pp. 25—27. Mundo
(1976, p. 435) speaks of codicological and paleographic
parallels between the Ripoll Bible and other contem-
porary manuscripts from Ripoll (Archivo de Ia
Corona de Aragon, Barcelona; Ms. Riv. 52; and
Montserrat, MS. 1104—1v). Unfortunately, he fails to
identify them in any detail.

5. Neuss 1922, fig. 148; Cahn 1982, fig. 49.
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6. Gudiol 19ss, fig. 103; Delclaux 1973, color pl. p. 45.

7. Mundd 976, p. 436.

8. Berger 1803, pp. 25—26, 184; Quentin 1922, pp. 399—
400; Neuss 1922, p. 16; Fischer 1985, pp. 27, 513
Fischer 1986, p. 246.

9. Neuss 1922.

10. Ibid., pp. 128-30.

. Sherman 1981,

12. Kotzsche-Breitenbruch 1976, pp. 103—9.

13. Now at the Bodleian Library, Oxford; Ms. Junius 1,
for which see Broderick 1978, pp. 371ff.
14. Bergman 1980, pp. 42—45.

15. For the Ezekiel cvcles of the two Bibles, see Neuss

1912, pp. 203—27; Neuss 1922, pp. 87—90.
16. For this scene, sce Neuss 1912, pp. 221-22.

7. Ibid., fig. 96.

18. Neuss (1922, p. 17) claims to identify the work of
ten different painters, while Mundé (1976, p. 436)
distinguishes only four.

LITERATURE: Pijodn ron—i2; Neuss 1922, pp. 16tf;
Quentin 1922, pp. 399—400; Gudiol 1955, pp. 87-105;
Bohigas 1960, pp. 68—77; Dominguez and Ainaud 1962,
Pp- 83-84; Dodwell 1971, pp. 115—17; Mundé 1976,

Pp- 435—36; Sherman 19815 Cahn 1982, pp. 70-80, 29293,
no. 150; Dalmases and Jos¢ 1986, pp. 154—58, 261-67;
Alcoy 1987, pp. 305—15; Barcelona 1992, no. 122, p. 60.
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BIBle

Monasteries of Santa Maria de Ripoli and Sant Pere de
Rodes (Girona), mid- to late 1ith centiery

Tewnpera on parchment

18% x 12% tn. (48 x 32.5 o)

Bibliothéque Nationale, Paris (M. lat. 6; 4 vols.; 110,
179, 164, and 113 folios}

This Bible comes from the monastery library
ar Sant Pere de Rodes (San Pedro de Roda),
where it is documented beginning in the
middle of the twelfth century’ It remains a
matter of debate whether it was created in
Rodes or, like the Ripoll Bible (cat. 157), in
Ripoll. Most recent investigation has deter-
mined that the painter of the first two vol-
umes of the Roda Bible was closely associated
with the chief painter of the Ripoll Bible and
certainly came from the same workshop in
Ripoll.* Yet the painters of the last two vol-
ummes of the Roda Bible reveal stylistic paral-
lels not only with manuscripts from Ripoll*
but even more clearly with works from other
Catalonian scriptoria, such as a Moralia codex
from Vic, a homiliary in Girona, and a Gos-
pel from Cuxa.* Still more striking is the fact
that the last volume of the Roda Bible, con-
taining the text of the New Testament, bor-
rows from pictorial precedents different from
those called upon for the Ripoll Bible. The
Gospel illustrations of the Ripoll Bible are
altogether lacking, replaced in the Roda Bible
by an Apocalypse cycle not included in the
Ripoll Bible. Moreover, in contrast to all the






brightly colored pictures comparable in style
to those of the primary illustrator of the
Ripoll Bible (cat. t57). The painter of the
third volume contented himself with uncol-
ored pen drawings and was already wholly
Romanesque in style. The same is true of the
various painters of the fourth volume, the
illustrations of which were probably not
produced until near the end of the century.

The earlier chief painter of the Roda Bible
also produced the frontispiece to the Psalms,
which happens to contain a Solomon cycle
for the First Book of Kings and the two
books of Chronicles.” The narrative begins at
the top of the left-hand column with David’s
last exhortation to his son Solomon to build
a temple for the Lord (1 Chronicles 28:9—21)."*
Below follows the transport of materials for
the construction of the temple (1 Kings s5:8;
2 Chronicles 2:16—17). At the bottom is the
gathering of the elders before Solomon pre-
ceding the transfer of the ark of the cove-
nant (1 Kings 8:1—2; 2 Chronicles s:2—3). In
the center of the illustration’s main section
we see Solomon’s temple with the ark of the
covenant and the two cherubim inside (1
Kings 8:6—7; 2 Chronicles 5:7-8). Below
this is the consecration of the temple, with
animal sacrifices and Solomon extending his
arms troward heaven in prayer, just as in the
text (1 Kings 8:54—64; 2 Chronicles 7:4—7).
The bottom scene depicts the arrival before
Solomon’s throne of the queen of Sheba and
her entourage (1 Kings 10:1—2; 2 Chronicles
9:1);"* interestingly, the queen places one of
her hands in Solomon’s hand in a gesture
suggestive of the smmixtio manuum (joining
of hands) in the feudal rite of homage, prob-
ably meant to show her subordinate rank.'*
While there are textual and pictorial prece-
dents—from the Dittochaeum of the early
Christian theologian Prudentius to a Roman-
esque fresco in the cathedral at Puy”—for
combining the consecration of the temple
with the visit from the queen of Sheba, the
inclusion of the siege in the upper section of
the picture remains unclear. Surely this is not
meant to depict Solomon’s building of the
city and its fortifications (1 Kings 9:17—19; 2
Chronicles 8:2—6),' for there are no signs of
construction. It does appear to be the siege
and ultimate capture of a city, even though
the attacking knights are illogically placed
inside the walls, doubtless for lack of space.
Perhaps this is meant to be the capture of
Geser by the Egyptian king, who then be-
stowed it on his daughter, Solomon’s wife, as
a wedding gift (1 Kings 9:16—17).7
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1. See the privilege of Pope Innocent II from Decem-
ber s, 1130, on fol. 39r (Neuss 1922, p. 13). The Bible
later found its way to France by way of the duke of
Noailles, a marshal of King Louis XIV (1693), and
subsequently into the Bibliothéque Royale (1740),

which was absorbed into the present-day Bibliotheque
Nationale.

2. Contrary to the almost unanimous opinion of most
recent scholarship (Yolanda Zaluska, in Paris 1982,
p- 37; Dalmases and José 1986, pp. 157—38), I do not
believe that these two painters of the Ripoll and
Roda Bibles are one and the same person.

3. Especially to the figural initials in the Archivo de la
Corona de Aragén, Barcelona, Ms. Riv. 52. See
Neuss 1922, p. 27; Bohigas 1960, pp. 46—47; and
Klein 1972, pp. 96—97.

4. Now in the Museu Episcopal, Vic, Ms. 26; Museo
Diocesano, Girona, MS. 44; and, for the Cuxa
manuscript, Bibliothéque Municipale, Perpignan,
Ms. 1. See Klein 1972, pp. 97—59. Also see Neuss
1922, pp. 18, 27; Bohigas 1960, pp. 47, 80. For the
Cusxa manuscript, see Gudiol 1955, pp. 122-26
and figs. rio—21, and Dominguez 1962, p. 93 and
figs. 100, 101

s. See Klein 1972—74, pp. 267—72, 298—301; Cahn 1982,
Pp. 70-72.

6. Regarding the latter, see Yolanda Zaluska, in Paris
1982, p. 42.

7. Klein 1972—74, pp. 296—96. Sec also Hoegger 1975,
pp- 72—82.

8. For the Daniel illustrations of the Roda Bible, see
Neuss 1922, pp. 89—94. A thorough investigation of
the iconographic traditions and sources of medieval
Daniel cycles has yet to be undertaken.

9. Nordstrom 1965, pp. 196—205. Sec also Nordstrom
1955—57, Pp. 506—7.

1o. Yolanda Zaluska, in Paris 1982, p. 31. Sec also Bohigas
1960, pp. 68—-69.

1. For this llustration, see Neuss 1922, p. 79; Gudiol
1955, p- 90; Ferber 1976, pp. 21—43 (with many
mistaken interpretations!); Moralejo 1981, pp. 79—88;
Cahn 1982, pp. 72—74; Yolanda Zajuska, in Paris
1982, pp. 36—37; Dalmases and José 1986, p. 265.

12. Ferber (1976, p. 26), Yolanda Zaluska (Paris 1982,

p- 36) and Dalmases and José (1986, pp. 261, 265)
want to identify this image with the scene of
Solomen sending a messenger to King Hiram of
Tyre (1 Kings 5: 16; 2 Chronicles 2:2), which is
uniikely, since in contrast to the other figures of
Solomon on this side of the picture the king does
not wear a beard.

13. For this scene in the Roda Bible, see Ostoia 1972,
PP 93—94; Moralejo 1981, pp. 80—88.

14. According to Moralejo 1981, pp. 85—86. It does ap-
pear that this is a misunderstood formulation of the
gesture of the immixtio manuum, for Solomon ap-
pears to be lifting the queen by her hand (see Ostoia
1972, p. 93) instead of clasping the hand of his
subordinate as in the feudal rite. Moreover, the
queen is not depicted kneeling or even curtsying, as
one would expect, but standing, although there are
various pictorial precedents for the fatter in the
Catalonian manuscripts of the Liber Feudorum Masor
and the Liber Fendorum Ceritaniae (see Gudiol 1955,
fig. 169). For the ritual gesture of the immixtio
manzum, see Le Goff 1976, pp. 6874L.).

15. See Moralejo 1981, p. 81.

16. As Neuss 1922, p. 79, and Cahn 1982, p. 74, suspect.

17. According to Yolanda Zaluska, in Paris 1982, p. 37.

LITERATURE: Neuss 1922, pp. 10ff; Quentin 1922,

pp- 400—401; Gudiol 1955, pp. 87~91; Bohigas 1960,

pp- 68—69, 72—74; Dominguez 1962, pp. 33—84; Nordstrom
1965, pp. 196—205; Dodwell 1971, pp. n6—17; Klein 1972-74;
Delcor 1974, pp. 52—s5; Mund6 1976, pp. 435—36; Moralcjo
1981, pp. 80—88; Cahn 1982, pp. 7080, 292, nO. 148;
Yolanda Zaluska, in Paris 1982, pp. 31~43, no. 36 (with
extensive bibliography), 177—79 (Appendix); Dalmases
and José 1986, pp. 154—38, 261—67; Alcoy 1987, pp- 292—305;
Barcelona 1992, no. r.21, p. 58.
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Creation tapestry

Catalonia (?), ca. 1100

Wool and iinen on wool twiil
2ft.xi7ft. zin. (3.65x 4.7 m)
Musen de la Catedral de Givona

With Christ at the center ordering the Cre-
ation of the Universe, this monumental em-
broidery, even in its fragmentary state, presents
one of the most comprehensive images of
the medieval cosmos. Within the Wheel of
Creation five of the seven days of Creation
are depicted in unequal segments arrayed
around a young, beardless Christ. At the top
of the Wheel, the nimbed Dove hovers be-
tween the Angels of Darkness and Light,
who are flanked by the Creation of the Heav-
cns at the left and the Separation of the
Waters at the right. In the lower half of the
circle, the Creation of the Animals appears in
the center berween the Creation of Eve at the
left and Adam Naming the Animals at the
right.

Ranged along three sides of the rectangu-
lar field enclosing the Creation is a border
divided into square sections. Here, the figure
of Annus (= Year) presides at the top center,
flanked by two of the four seasons on each
side. The personification of one of the rivers
of paradise, Geon, is Jocated in the upper left
corner. To the right is the biblical figure of
Samson with a mandible; Hercules(?) isin a
corresponding position at the far right. The
surviving months, beginning with February
at the lower left corner, are depicted as
Labors. These are interrupted, at left and
right, by two medallions representing the
summer and winter solstices as figures, one
driving a quadriga and the other a biga
(partly lost) and labeled dies solis and dies
(lunae in all likelihood). The cardinal winds,
which occupy the spandrels, are represented
as nude men astride air bags blowing on
horns. A tew scenes from the Legend of the
Cross appear on the friezelike fragment along
the bottom edge. There is some question as
to whether this piece formed part of the
original embroidery. Despite certain stylistic
similarities, some scholars have argued for a
different provenance.'

Several proposals have been made regard-
ing the missing portions of this textile. The
simplest would merely add to the border the
remaining rivers of paradise and a second
biblical figure, in addition to completing the
cycle of months. The most ambitious would
almost triple the tapestry’s height: in a mirror
composition at the bottom, the Apocalyptic
Christ would reign in majesty over the end of
the world. Representations of the zodiac, the
four elements, and three biblical or heroic
figures (the Ages of Man?) would balance the
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had been part of an ensemble of figures that
constituted a tableau showing Christ’s removal
from the cross. This poignant bust-length
remnant shows the recently dead Christ; his
eyes are closed, his head has fallen to the
right, and his calm expression conveys only
the serenity of death. At the moment of
physical sacrifice depicted in this work, Christ’s
humanity more than his divine nature has
been emphasized by the artist.

The Mig-Aran Christ shares a number of
stylistic and technical features with other
Christ figures carved in the high valleys of the
Catalan Pyrenees during the twelfth century.
According to Bernd Schilicke, the method of
fastening the now-missing arms to the Mig-
Aran fragment duplicated that of the Christ
in the Isabella Stewart Gardner Museum,
Boston, and of the figures belonging to the
Depositions from Santa Maria de Taiill and
Erill Ia Vall.* Like the crucified Christ in the
Museu Frederico Mares, Barcelona, the Mig-
Aran figure’s hair is parted down the middie
and divided into three striated rolls covering
the top of the skull. Three long tresses rest on
each of his shoulders. The beard, similar to
that of the Boston Christ, is divided into
sections that swirl into elegant volutelike
spirals at the ends. A regular and empharic
pattern of curved strips separated by bold
incised lines creates the Mig-Aran torso’s
ribs, which connect to a prominent sternum
articulated with four rounded incisions. This
powertul abstract handling typifies most
twelfth-century Catalan crucified Christs,
which are perhaps best exemplified by the
Christ from the Erill fa Vall Deposition group
(cat. 164). The strong similarity berween the
figures of that work and the Mig-Aran Christ
have led a number of authors, including
Rafael Bastardes, Pierre Ponsich, and Schilicke,
to put forward the plausible suggestion that
the Mig-Aran torso was carved by a sculptor
from the atelier at Erill la Vall.?

M

. Delcor 1991, p. 184.

2. Schilicke 1975, p. z0.

3. According to Bastardes the following characteristics
are shared by the Christs made by the Erill la Vall
workshop: a triangular knee, a sharp tibia, a robust
neck with a little break, hair parted down the middle
and separated into parallel sections with three tresses
falling on each shoulder, and a sternum decorated by
incisions; also the arms are deformed (Bastardes 1980b,
p- 63, cited in Delcor 1991, p. 183).

LITERATURE: Cook and Gudiol 1950, p. 317, fig, 318;
Palol and Hirmer 1967, pp. 160—6t, pl. xxxvi1; Durliat
and Allegre 1969, p. 172, figs. 8o—91; Schilicke 1975, pp.
20-21; Bastardes 19804, p. 44; Delcor 1991, pp. 185-86;
Ponsich 1901, p. 176.
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two statues Of the
VIRGIN Aand child

Northern Spain, 12th century

a. Polychromed wood

H. 20% tn. (s2.5 om)

Museu Nacional #Art de Catalunya, Barcelona (MNAC/
MAG 65503)

b. Wood

18% 11, (48 cm)

Cathedral Treasury, Girona (10)

The wistful little sculpture from Ger (a) is
one of the most compelling of a large num-
ber of representations of the Virgin that are
found throughout Europe and particularly in
southern France and northern Spain. Like
many sculptures of this type, this onc comes
from a remote mountain village in the Catalan
Pyrenees, where it served as a cult object in a
local parochial church.!

The Christ Child, seated in the Madonna’s
lap, raises his right hand in a gesture of bene-
diction and with his left hand holds an open
book, inscribed Ego Sum (L am), on his left
knee. Both Madonna and Child are in fairly
good condition, although they are missing
either a foot, toes, or, in the case of the
Madonna, some fingers. Most of the attri-
tion has occurred in the lower half of the
sculpture, the losses attributable to the por-
table nature of these objects, which were
carried in processions during religious observ-
ances and in times of crisis.” It is almost
certain that the present polychromy, while
old, is not original. Arbitrary changes of
color in the Child’s garments and the clumsy
lettering on his book are evidence of repaint-
ing; indeed, few if any such works survive
with their original paint intact.?

The Madonna in the cathedral of Girona
(b) is slightly smaller than the Ger Madonna
and in somewhat worse condition. She has
lost her nose, her forearms, and her feet; the
Child is missing his right arm and leg, and
the original throne on which they were seated
has not survived. There is no trace of paint
on the Girona group; rather, the presence of
tiny nails and nail holes all over the surface
indicates that this sculpture was covered with
metal, probably silver,* in emulation of such
splendid cult figures as the Throne of Wisdom
statue, the golden Majesty, from Clermont-
Ferrand, dating from 946.° The Girona group
is made of boxwood, which is unusual be-
causg it is a very hard material and difficult to
carve, There are small chip or chisel marks
covering the surface that would have been hid-
den when the figures were sheathed in metal.

The enthroned Madonna reflects her role
as the Queen of Heaven. She holds the
Christ Chiid, Lord of the World, on her lap as
if he were installed on the sedes sapientiae, or
Seat of Wisdom.® Both Madonnas are shown
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frontally and convey an air of austere tran-
quillity, as if engaged in solemn religious
thoughts. In many of these sculpture groups,
the Madonna wears a crown, underscoring
her aulic qualities; indeed, the Madonna
from Ger did so originally,” and it may be
assumed that her Girona counterpart did so
as well.

The Madonna as Queen of Heaven and
Scat of Wisdom has a venerable history.
Deriving from Isaiah (6:1), the first repre-
sentations appear in third-century Early Chris-
tian art in Rome. However, the concept of
the sedes sapientiae as a cult image was solidified
only in the Carolingian period, when church
and state made a tremendous effort to con-
vert large numbers of pagans to Christianity
and to ensure their adherence to that faith.
As the pagans had often adored statues, many
of which represented a mother goddess, the
usefulness of the sculpture type was admitted
carly on by the ecclesiastical establishment. It
is known that Carolingian images of the sedes
saptentige—none of which survive or are
clearly documented—were heavily enriched
with precious metals and gems.® These glit-
tering objects soon had miraculous powers
attributed to them, and the population quickly
began to venerate them as sources of hope
and reward.

The earliest documented Throne of Wis-
dom sculpture was the aforementioned reli-
quary statue from Clermont-Ferrand.® It had
an opening in the back to hold holy relics,
which enhanced its religious power and that
of the church that housed it. By the twelfth
century, when the Madonnas from Ger and
Girona were made, the majority of these
statues were the sole cult objects in small,
often provincial churches, where luxuries such
as relics were not available. In the villages
from which these and similar Madonna stat-
ues originate, the sedes sapientine was often the
only focus toward which an unsophisticated
population directed its faith. These images
are still the proudest possession of any church
where they remain and are compelling wit-
nesses to a belief that has continued for
centurics and that even today both comforts
and sustains its followers. scs

1. Barcelona 1961, p. 10s; Cook and Gudiol 1950, p. 318,
fig. 323; Palol and Hirmer 1967, pp. 173, 489, pl. XLIX;
Durliat 1972, p. 65, fig. 89; Junyent 1970, vol. 2, pp.
27071, fig. 98.

2. Forsyth197z, p. 38.

3. Ibid.

4. Cook and Gudiol 1950, pp. 306—7, fig. 30t; Barcelona
1961, p. 195, NO. 261.

s. Forsyth 1972, p. 38.

6. Ibid., passim.

7. Barcelona 1961, p. 105.

8. Forsyth 1972, p. o1.

9. Ibid., p. 38; Cook and Gudiol 1950, p. 106.

LITERATURE: Cook and Gudiol] 1950; Barcelona 1961,
p. 105; Palol and Hirmer 1967; Junyent 1970, vol. 2, pp.
270—71; Durliat 1972; Forsyth 1972.
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majestat Batllo

Olot (Givona), mid-12th century

Polyclromed wood

Christ: 7.5 37% In, (04.X 06 M) ] Cross; 61% X 47% i,
(156 x 120 om)

Musen Nacional d’Art de Catalunya, Barcelona (MNAC!
MAC I5937)

The image of the Crucifixion showing Christ
garbed in a long tunic called a colobium has
an extensive history in the Christian visual
tradition. It probably originated in the Mid-
cast, as the carliest known example appears in
the Syriac Gospel Book written by a monk
named Rabbula in Mesopotamia in 586 and
now in the Biblioteca Medicea Laurenziana,
Florence. In medieval Catalonia sculptors
tended to represent Christ on the cross wear-
ing a long-sleeved colobium reaching to his
ankles. Over thirty examples of these large
wooden crucifixes, called mayjestats, survive.
They consistently depict Christ as still living
bur indifferent ro his human suffering; occa-
sionally, they show him crowned as king. The
Majestar Barllo, from the region of Olor near
Girona, is one of the finest and best-preserved
examples of these Caralan sculprures. Like
the majority of the others ir dares from the
twelfth century.
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Arresting in its strict frontality and immo-
bility, the Majestat Batll6 presents Christ
bearing his suffering with noble stoicism.
Although the corners of his mouth turn
down slightly, Christ’s open eyes and un-
furrowed brow create the impression of a
self-possessed impassivity that is as moving as
the vivid physical suffering portrayed in many
later Crucifixions. One striking feature of this
majestat is its well-conserved polychromy.
Christ’s colobium, in imitation of rich orien-
tal silk, is decorated with blue floral designs
surrounded by circular red frames embellished
with dots and circles. A thin belt with an
claborare interlace knot pulls the tunic in
above Christ’s hips, making the fabric above
it swell our slightly and curving the path of
its flar, wide verrical folds.

So large a number of majestars still exist
from the Caralan districts of Girona, Barce-
lona, and Lleida, and the French province of
Roussillon, that some scholars believe these
monumental crosses once hung in almosr
every First Romanesque church built in these
regions.' While this may be a slight exaggera-
tion, the majestats were the focus of an im-
portant and popular cult veneration in these
regions as early as the tenth century, accord-
ing to written sources.” They were normally
hung near the portals of the churches or
altars dedicated to the Savior. Often their
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FURTHER READING

The following works provide an introduction to
fundamental aspects of medieval Spanish art:
*Beckwith 1960, *Demus 1970, *Dodds 1990,
Dominguez 1930, Durliat 1990, Fontaine 1973 and
1977, Gaillard 19382, Gauthier 1983, Gémez-Moreno
1919 and 19344, Junyent 1960—61, *Moralejo 1985a,
*New York 1992, Nieto 1989a, *Palol and Hirmer
1967 (comprehensive selection of plates of medie-
val Spanish works), *Palol 1968a, Palol and Ripoll
1988, *Porter 1928 (useful selection of plates),
*Schapiro 1939, Schlunk and Hauschild 1978 (com-
prehensive selection of plates of Spanish works
from early Christian and Visigothic periods),
*Stokstad 1978, Sureda 1985, *Whitehill 1941,
*Williams 1977a and 1993, and Yarza 1979. Although
English-language studies make up only a small
part of the bibliography on Spanish medieval art,
they have been emphasized in this list and have
been indicared by an asterisk. Complete publica-
tion informarion is found below in Works Cited in
This Volume.
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Aachen, palatine complex at, 20, 168, 186

abacus, 218

Abadeses: Sant Joan, 190-91, 193, 317, 318

‘Abd al-Jabbar ibn Hamdis, 83

Abd al-Malik (Sayf al-Dawla), 32, 121, 148—40; casket of|
32, 96, 122, [23, 124, I31; 121, {24, 228; PYXIS of, 148—49;
cat. 73

‘Abd al-Rahman I (Umayyad emir), 5, 6,73, 74

‘Abd al-Rahman II (Umayyad emir), 6

‘Abd al-Rahman III (Umayyad caliph), 6, 73, 74, 76, 85,
99, 236

‘Abd al-Rahman ibn Dhu al-Nun (lord of Santaver), 274

‘Abd al-Rahman ibn Mu‘awiya, see ‘Abd al-Rahman [

Abu al-Hasan “Ali ibn Ta’ishsha (emir), ¢3

Abu Bakr Ya“ish ibn Muhammad ibn Ya“ish al- Asadi
(ruler), 274

Abu Ibrahim Ahmad (Aghlabid ruler), 75, 76, 103

Abutl-Hasan ibn Nafi® {Ziryab), 76, 77

Abu Sa‘d al-Tustari (counselor}, 100

Abu Yusuf (caliph), 10

Acts of the Council of Jaca, 258

Acts of Translation, 168

Adelard of Bath, it

Adoration of the Magi, relief of, 215, 287—88; cat. 141

Adrian (saint), 257; shrine of, 257; cat. 122

Ad Sebastianum, 13

adoptionism, 17, 19, 113, 123

Acmilian (saint), 13, 260, 265, 267; reliquary of, 150, 239,
247, 248, 250, 2§57, 260—66, 267, cat. 12§

Aerobindus diprych, 116

agate caskets, 20, 50, 119, 143— 45, 147, 256; cat. 71

Agnes of Aquitaine, 167

Agnes of Poitou, 255

Aguilar de Campdbo, 201; Santa Maria la Real, capitals
from, 218—19, 220, cat. g7

Alamiriya, architectural fragments from, 77; 7

Alaric II (Visigothic king), 41; Brevarium of, 41, 160

Albelda: San Martin, scriptorium ar, 160, 161

Albeldensia (chronicle), 25, u3, 138

Alcaudete, sarcophagus fragment from, 12, 46; cat. 2

Alcuéscar, 152; Santa Lucia del Trampal, frieze sculprure
from, 48

Alexander IT (pope), 226

Alfonso (abbot), 133

Alfonso I (king of Aragon), ¢l Batallador, 9, 173, 193, 203

Alfonso I (king of Asturias), 113

Alfonso I Enriques of Porrugal, o

Alfonso Il (king of Aragon), 293

Alfonso II (king of Asturias), 19, 20, 45, 13, 14, 115, 117,
144, 14743, I51, 152, 167, 168, 178, 295; Cross of the
Angels of, 19, 20, 11415, 117, 137, 138, 144, 145,
147—438, 150, 272; cat. 72.

Alfonso 111 the Great (king of Asturias), 19, 20, 113,
116~17, 119, 133, 137, 138, 142, 144, 148, 152, 168, 214,
236, 260; Cross of Victory of, 20, 119, 138, 143, 143,
147, 2§5; 118

Alfonso V (king of Ledn and Asturias), 236

Alfonso V1 (king of Leon and Castile), 8, 9, 10, 25, 33, 167,
170, 171, 173, 175, 176, 178, 179—80, 181, 183, 202, 203,
234, 259, 260, 270, 292, 294, 295, 297

Alfonso VII (king of Le6n and Castile), 9, 173, 228, 232

Alfonso VIII (king of Castile), 34, 107, 108, 203, 232, 277,
293, 304

ndex
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Alfonso IX (king of Ledn), 108

Alhambra, Granada: Partal Pool, lion in, 83; #2; Patio de
los Leones, 83; 7z

Alhambra vases, 103

“Ali ibn Ahmad al-Warraq, 104

“Ali ibn al-Iyadi, 84

“Ali ibn Yusuf ibn Tashufin (Almoravid ruler), 109

Altve, Son of Awake (Ibn Tufayl), 10

Almanius, 262

Almeria; incense burner from, 100; cat. 48; textiles from,
77,100, 244

Alodia (Mozarabic martyr), 32, 122

Alovera, Necropolis of, fibulae from, 65, 42

altar frontals, 168, 195, 260, 288, 317, 328

altar-reliquary, 178, 179; cat. 124

altar slabs, 32, 151-52; car. 76

altar support, 21415, 216; cat. 93

altars, 14950, 173, 214, 223, 247, 270, 310, 312, 324, 327

Altheus reliquary, 145

Alvarus of Cordoba, 28—29, 131

Alvito {(bishop of Leén), 179

Amador de los Rios, José, 53

Amalar of Metz, 193

Amayz, count of, 68

Anagni: Castel Sant’Elia, 308

Aneu: Santa Maria, apse painting from, 328

Anglesola, Ramén d’ (bishop), 312

animal sculpture, 81, 83, 84 72, 8o, 1, 82

Andnimo de Sabagin, 25

Angquetil (abbot of Meissac), 294

Ansiirez, Alfonso, 210, 234; sarcophagus of, 23, 160, 170,
210, 234—35; cat. 107

Ansiirez, Pedro (count), 234

Antcaltares, San Paio de, Santiago de Compostela, 2153
architectural sculpture from, 21415, 216, cats. 93, 95

antependiums, 195—06, 229, 259, 324—27; Cats. 169—71

Aqgsa Mosque, Jerusalem, soffit from, 75, 87; 7¢

Arca Antigua, 150, 239, 247, 248, 250, 257, 26066, 267;
cats. izsa—g

Arca Santa of Oviedo, 3435, 170, 178, 179, 244, 257,
259—60, 270, 205, 304, 324; Cat. 124

architectural decoration, so, 74, 75, 77, 83, 90, 103, 114, 145,
220; %, 82

architectural sculpture, 46—s50, 7475, 76, 77, 79, 83,
85—93, 113, 13338, 143, 15153, 170, 171, 187, 18889,
191-03, 199—201, 205—35, 288; 22, 74, 7679, 82, 169, 174,
I77—79, 188, 190, 191, 198201, cats. 3—8, 30—37, 61—66,
76, 77, 86—107

Arenillas de San Pelayo, 221

Arianus (bishop), 256

Arlanza, San Pedrode, 179

Arles-sur-Tech: Sainte-Marie, 189

Armengol (count of Urgel), 32, 269

Arras, 131

Ashburnham Pentateuch, 262

Astorga: Cathedral, 222; casket at, 14243, 145; sculpture
from, 221; cat. 100; statue with brooch in, 2s5;
Musco de la Catedral, 142, 221, 255; cats. 70, 100, 19

Astorga casket, 142, 236; cat. 70

Astudillo: Santa Clara, crucifix from, 222-23; cat. 102

Athalocus {bishop), 42

Athanagild (Visigothic king), 13, 41

Athens (Greece): Benaki Museum, 81; National
Archacological Museum, 85

Augurius (saint), 122

Augustine (saint), 7

Aurelius (martyr), 122

Austrasia (grave site), 62

Autun (France): Saint-Lazare, 220

Averroés (Ibn Rushd), 10, 1

35C

Avia: Santa Marta, antependium in, 196, 229, 326—-27;
cat. 171

Avignon, 199; Notre-Dame-des-Doms, 218; Saint-Ruf,
185

Avila, 24; Museo Provincial de Avila, 52; cat. 10; San
Vicente, 24; sculpture in, 199, 200; tomb of Saint
Vincent in, 218

Avila Bible, 298—99; cat. Is1

Azuqueca (grave site}, 42, 61—62

Badajoz, 8, 9; Musco Arqueoldgico Pravincial, 48; cat. 5;
pillars from, 47, 48; cat. 5

Badis (taifir king), 90; basin of, 88—90; cat. 34

Badr (princess), 93

Baetica, 15, 42; ewers made in, 51; Torredonjimeno treasure
at, 53

Baghdad, 5, 73, 75, 76; ceramics from, 102; Iraq Museum,
102

Baghdad silk, 107, 108—109

Bagues, frescoes in church at, 24, 267

Bakri, al-, 83

Balbarda, liturgical ewer from, 52; cat. 10

Baltimore: Walters Art Gallery, 69, 220, 329; cat. 99

Bamba, Santa Maria de, capitals from, 134

Bamberg: Cathedral, caskert from, 246; illuminated
manuscript in, 308

Barbara del Vallés: Santa Maria, 190

Barbastro, 193

Barberini Diptych, 49

Barcelona, 8, 11; Museo Arqueoldgico de Barcelona, 61,
63; Museu d’Art de Catalunya, 192, 194, 195, 196, 316,
320, 322, 324, 325, 327, 328; Cats. 1643, 164b, 1672,
168—71; Museo Frederico Mards, 313, 320; cat. 1612

Basil (Byzantine emperor), 24

Basilisa (saint), 19

basins, 79, 81, 83, 88—90, 92—93; 78, 7¢, 82; cats. 34, 37

Béarn: Lacommande, 26, 215

Beatitudes casket, 168, 25354, 261; cat. 17

Beatus of Li¢bana (abbot), 17, 20, 113, 124, 159; writing
by: Commentary on the Apocalypse, 17, 20, 113

Beatus Commentaries (illuminated manuscripts), 24, 29,
123, 12425, 127, 128, 143, 15360, 162, 168, 170, I71, 173,
235, 257, 267, 28990, 291—92, 293~94, 298, 300—303,
304, 308, 310; 120, cats, 78—82, 143, 145, 147, 153, 154

Bendones: Santa Maria, 114

Beni-khalled (Ifriquiya), animal sculpture from, 81; 8

Berengaria (queen of Castile), 107, 108; pillow cover of,
108; cat. 59

Berga: San Quirze de Pedret, 194

Berlanga, 228; San Baudelio, 95, 195, 223—28; cat. 103

Bermudo I (king of Asturias), 68

Bernard d’Auch (archbishop of Toledo), 151, 159, 17071,
175, 179, 180, 234, 294, 205

Bernard of Agen (archbishop), 215, 228

Bernward of Hildesheim, 268

Berta (Ttalian princess), 167

Besald: Sant Pere, 186

Bibles, 15, 19, 22, 150—51, 180—00, 229, 235—36, 244, 208—300,
101, 304, 306—9; I89; cats. 75, 108, 151, 152, 157, I58;
Bible of 920, 150, 152, 161, 162; Bible of 943, 236;
Bible of 960 (San Isidoro), 15, 122—23, 125, 127, 128,
131, 15§, 162, 235—36, 247, 289, 202, 208; 122, 126, 129,
cat. 108; Bible of 1162, 173, 236, 267—98; cat. 150;
Bible of Llcida Cathedral, 299; Bible of San Isidoro,
15, 122-23, 12§, 127, 128, 131, 235—36; 122, 126, 129; Cat. 108

Biblia Hispalense, 22, 123, 144, 162—63; cat. 85

bird fibulae, 60, 63; see also cagie fibulae



Blanca Garcés, Doia, 232, 234; lid for sarcophagus of,
232—34; cat. 106

Blasius (abbot), 264

Bobalé-Seros, 25

Bobbio, 189

Bocca della Verita, 221

Boi: Sant Joan, 195, 325

Bonfiar, 257; San Adrian, 153, 257, cat. 122

book covers, 15, 24, 247, 257, 268—6g9; cat. 128; plaques
from a, 277, 280—81; cat. 135

Book of Decisions (Liber judiciorum), 160

Book of Homilies (Smaragdus), 299, 301, 303—4; cat. Iss

Book of Sentences, The (Lombard), 304

Bordinho, Mauritius (bishop), 151

Boston: Gardner, Isabeila Stewart, Museumn, 320; Museum
of Finc Arts, 108, 264, cats. 60, 125

Bougie, 84; palace at, 81

bow fibulae, 13, 50605 cats. 14, 15

bowls, 75, 103; cat. 53

boxes: bronze, 31; vory, 23, 3, 31, 86, 98, 244, 256; cat.
121; silver, 30, 31, 32, 36, 81, 94, 97-99, 170, 240,
26556 Cats, 43, 44, 46, 120; see also caskets; pyxides

bracelets, 105, 106; cat. 56

bracteae, 105, 106, cat. §6

Braga, 10, 139, 140, 181; Cathedral, 185; Cathedral treasury,
chalice in, 3132, 37; paten in, 3132, 37; pyxis in,
31—32, 37, 96; Church of the Virgin, pyxis from, 149,
274; cat. 73; goldsmiths at, 287; Tesouro da 8¢, 148;
cat. 73

Braulio (saint), 260; writing by: Vita Sancti Aemiliani,
260, 262, 265, 267

Bremond (viscount), 187

Brescia, Cross of Desiderius from 19, 147

Brevarium (breviary) of Alaric II, 41, 160

brooch, 2s5; cat. 1g; see also fibulac

Bryn Athyn, Pennsylvania: Glencairn Museum, 141, 252;
cats. 69, 116b, 116¢

buckles and plaques, 13, 60—65, 66—68; cats. 16—22, 25, 27

Bulach (grave site), 62

Buluggin, Hammad ibn (governor of Ifrigiva), 77, 81, 84

Burgo de Osma Beatus, 140, 157, 159—60, 170, 290, 291,
204, 206, 304; Cat. 82

Burgo de Osma silk, 107, 108—9

Burgos, 121; Biblioteca Provincial, 299, 301; cat. 152;
Cathedral, 179 (illuminated manuscript in, 293);
goldsmiths at, 277; Museo de, 273, 277; cats. 132,
134b; Museo de Telas Medievales, 107; Patrimonio
Nacional, Monasterio de Santa Maria la Real de las
Huelgas, 167, 108; cats. 58, §9; urna from, 277-79;
280; cat. 134

Cabestany, 328; Saint Marie, tympanum from, 313; 192

Cabestany Master, 22, 191, 313; Foz; cat. i61b

Cadiz, 3,73

Caedmon codex, 307

Cagliari: Museo Archeologico, 99

Cairo, 73, 77, 88

Caja de las Agatas, 119; cat. 71

Calatayud, 193

Caldes de Montbui, Majestas in, 192

Calixtus IT (pope), 295

Cambridge: Fogg Art Museum, Harvard University, 214.,
218, 219, 318; Cats. 93, 98, 165

Camino de Santiago, 179, 18083, 210, 214, 221; I76; se¢ alse
Santiago de Compostela, pilgrimage route to

Cangas de Onis: Santa Cruz, 113

Canigou, Saint-Martin de, 186, 191; 184

Canosa di Puglia (Italy), crucifix in, 273

Canterbury: abbey of, 131; Cathedral: Chapel of Saint
Anscim, murals in, 327; stained-glass windows in,
229

cap, of Prince Ferdinand of Castile, 107—8; cat. 58

capitals, 15, 19, 23, 50, 85—86, 90, 92, 133~34,, 142, 145, I70,
175, 187, 188—89, 191, 199, 201, 207~9, 210—II, 216~-21,
233, 203, 314—15; I6, 176, 181, 190, 201; cats. 8, 30, 31, 61,
62, 88, 90, 96—99, 162, 163

capital and base, 91-92; cat. 36

Capua, Museo Diccesano, 99

Cardena, San Pedro de, 24; illuminated manuscripts from,
17, 24, 153, 209, 300—30I, 303, 304, 306; Cats. 152, 153

Cardena Beatus, 17, 24, 153, 299, 300301, 303, 304, Cat. 153

Cardona, 188; Sant Viceng, 187—88; 187

carpet, 61

Carrién de los Condes: Santiago, architectural sculpture
from, 199, 200, 201, 219, 221, 289, 301, 199, z0r; San
Zoilo, 210

Carrizo: Santa Mariz, 248, 250

Carrizo Christ, 244, 248-50, 252, 253, 272; Cat. 14

caskets, 20, 30, 32, 50, 81, 86, 94, 95—96, 98, 99100,
121—22, 123, 124, 131, 141—43, 168, 170, 236—3G, 240,
244, 253—54, 256, 25738, 259, 261, 267, 270, 273—77,
281, 121, 124, 128; cats. 382, 40, 41, 45, 47, 69—71, 109,
117, 123, 132, 133; se¢ also boxes

Castel (France), 6061

Castelsagrat, 66

Castel Sant’Elia, Anagni, frescoces at, 308

Castiltierra (grave site), 42; fibula from, 60

Catel, Guillaume de, 206

Celanova: San Migucl, 30; 37

Celanova altar, 214, 270

censers, 168

ccramics, 75, 79, 84, 9293, 102—3; 78; cats. 52, §3

Cerebruno (archbishop of Toledo), 219

Cerro de la Oliva, 41

Chair of Charlemagne, 310

chalices, 31-32, 37, 148—40, 168, 173, 247, 25455, 286—87;
cats. 73, 118, 140

Champagnat, casket from, 276, 277; cat. 133

champlevé enamels, 276, 277, 280, 287

chancel screen reliefs, 14, 15, 48—49, 113, 116, 134—37,
152—53; cats, 6, 63, 64,77

Channel style, 304, 306

Charilla hoard, 102

Charlemagne {Frankish king), 8, 19, 20, 124, 176, 181, 185

Charles I11 (king of Spain), 219

Chartres (France), 221; Cathedral, 271

chasse, 284

chasubles, 107, 109, 244; cat. 57

Chelas, 135

Chclles, 255

chess picce, 96; cat. 42

Chiavenna (Italy), pax made for, 255

Chicago: Art Institute, 257; cat. 122

Chindaswinth (Visigothic king), 4, 15, 133, 160

chip carving, 46, 48, 60, 64, 136, 141—42

Christ between Two Angels, relief of, 15, 49--50; cat. 7

Christ in Majesty, antependium of, 196, 324; cat. 169

Christ of Mig-Aran, 192, 273, 316, 318—20; cat. 166

Chronicon mundi (Lucas of Tuy), 173

Chronicon Silensis, 297

Cid, the, see Diaz de Vivar, Rodrigo

Citeaux (France), 10

Ciudad Rodrigo, 200

Civate (Italy), San Pictro al Monte, frescoes in, 194

Cixila, i9

Claudius (governor of Lusitania), 42

Clermont-Ferrand, 320

cloisonné technique, 62, 63, 81, 255, 329

Cluny, 10, 23, 24, 33, 167, 170, 175, 17980, 182, 209; altar of
Saint Jamecs in, 182

Cluny 11, 175

Codex Aemilianensis, 123, 124, 128, 142, 148, 159, 160—61;
123, 125, cat. 83

Codex Calixtinus, 288; Pilgrim’s Guide in, 211, 214, 215,
216, 259, 288

coffret, 274

Coimbra (Porrugal): Cathedral, 286; relicf sculpture from,
221, 222; cat. 101; Musen Nacional de Machado de
Castro, 148, 222, 286, cats. 101, 140; San Bento, 286

coins, 13, 102

Cologne, 310; Romisch-Germanisches Museum, 61, 65;
Sankt Maria im Kapitol, wooden doors of, 244

column bases, 188—89

column shafts, 23, 211, 212—14; cat. 92

Compendsum bistoriae in genealogia Christi (Peter of Poitier),
229
Constance of Burgundy, 167

Constantine the Great {Roman emperor), 19, 20, 57
Constantinople, 13, 19, 20, 50, 131, 152; Polyeuktos church, 45

351

Contra symmachum (Prudentius), 314
Copenhagen: Nationalmuseet, 246
Cordoba, 5, 6, 8, 9, 17, 20, 28, 32, 73~74, 86, 115, 131, 137,
186, 188, 236
bronze stag from, 81, 100; 80
capitals from, 13, 50, 85—86; cats. 8, 31
caskets from, 145, 274
funcrary stela from, 93; cat. 38
Great Mosque, 6, 15, 28, 30, 119, 139, 203, 26; architectural
decoration at, 103; Bab al-Wuzara’, 153; enlargements
of, 74; mihrab dome, 35; 34; pier in, 152; Saint
Stephen Doorway, 31; Visigothic capitals used in.
15; window grilles in, 76, 88, 152; 76
illuminated manuscript from, 123
incense burner from, 75, 100, 101; €at. 50
ivory workshop at, 95, 96, 150, 168
Museo Arqueoldgico Provincial, 5o, 85, 86, 87, 101, 102;
cars. 8, 31, 32, 33, 50, 52
pyxis from, 94—9s, 157; Cat. 3¢
Rusafa, al-, palace of, 74
San Vicente Cathedral, 15
Cornelld de Llobregat, 189
corpus (torso), fragment of, 192, 273, 316, 318—20; Cat. 16¢
Covadonga, 113
Creation Tapestry, 309—12; cat. 159
Crete, earrings from, 81, 79
Crinica Najerense, 183
crosier shafts, 289; portion of, 288—89; cat. 142
Crosses, 14, 19, 20, 24, 53, 54, 56—58, 147, [49—50, 168,
24446, 247, 248—50, 255, 256, 265, 271-72, 276, 281,
cats. 12d, 12f, 74, 111, 114, 130, 136; Cross of Ardennes,
30; Cross of Desiderius, 19; Cross of Oviedo, 125;
Cross of the Angels, 19, 20, 114-15, 117, 137, 138, 144,
145, 147—48, 150, 272; cat. 72; Cross of the Holy
Roman Empire, 255; Cross of Victory, 20, 119, 138,
143, 145, 147, 255; 118
CrOWnS, 14., 28, 44, §3—56, 57, §8—$9, 168 cats. 12a—c, 12¢, 12¢
crucifixes, 222—23, 27173, 322—~24; Cats. 102, 130, 131, 168
Crusades, 9, 35, 36, 203
Cudillero: El Pito, 135; cat. 64
Cuenca, 96, 274; reliquary casket from, 273, 277, 281; cat. 132
Cuxa, 191; Sant-Michel, 186, 191; capital fron, 191; 190;
scriptorium at, 190, 307

dado panel, 90-91; cat. 35

Dallas: Meadows Muscum, 63

Dalmacio (bishop), 182, 214

Damascus, s, 19, 73; Great Mosquc, 74, 88, 114

Danila, 150

Daroca, 193

Demetrius (saint), caskets of, 257—58, 270; cat. 123

Deodato (saint), 143

Deposition groups, 19293, 316—18, 320; cat. 164

Desiderius Cross, 147

De transiatione Sancti Aemislinni (Fernando), 260

Detroit Institute of Arts, 103; cat. 53

D¢ piza et miraculis sanctorum parrum emeritensinm, 43

Dhu al-Nun dynasty, of Toledo, 274

Dranium (Denia), 41

Diaz, Teresa (condesa), 180

Diaz de Vivar, Redrigo (the Cid), ¢

Diodoro (saint), 143

diptych, reliquary, 223, 27071, 272, 273; cat. 120

dishes, 75, 102—3; cat. s2; fragment of, 79; 78

Dirtochacum (Prudentius), 309

Diurnal of 1055, 23

Domagnano Treasure, 66

Dome of the Rock, Jerusalem, 87, 162

Dominic of Silos (szint), 276, 277; chalice of, 254; reliquary
casket of, 273—76, 281; cat. 132; tomb of, 24, 277: wrna
of, 276, 277-79, 280, 281, 303; cat. 134

Dominicus {abbot), 156

Dora Mayor, 210

Donation of Pedro I, copy of, 292-93; cat. 146

Donatus (abbot), 15

double window, 14, 46—47; cat. 3

Drogo Sacramentary, 220

Dubrovnik Cathedral, reliquary in, 255




Dueiias: San Isidro, 180

Dulce of Provence, 190

Dulcetus, 193

Dume: San Martinho, 139, sarcophagus from, 138—40;
cat. 67

Duratén (grave site), 42, 64, 6§

Durro: Deposition group from, 318; Santa Julita,
antependium from, 3z5; cat. 170

cagle fibulae, 60, 65—66, 329; 42; cats. 243, 24b, 24bis

€arrings, 9, 79, 81, 97, 102, 104—s; 79; CaLs. 13, 5§

Echternach, abbey of, 131

Echternach Master, 262

Echternach school, 238

Eciga (Visigothic king), 160

Eicija sarcophagus, 46

Edmund (saint), see Rich, Edmund

Einhard, 19

El Bovalar, Serés, 152, liturgical incense burner from,
$2—§3; cat. 11

El Carpio de Tajo (grave site), 42, 60

Eleanor of Aquitaine, 203, 277

Eleanor of England, 107, 108, 203, 277, 293

El Escorial: Patrimonio Nacional, 143, 157, 160; cats. 81, 83

Eligius (saint), 255

Elipandus (archbishop), 159

Elno Cathedral, 195

Elvira (daughter of Ferdinand I), 170, 173

Elvira, 82; ceramics found at, 75, 84, 102} ¥

émail brun technique, 277, 278, 281

Emerita Augusta (Mérida), 42, 43

Emeterius, 123, 128, 155, 156, 157

Ende, 128, 156

Engelramus, 261

Enthroned Virgin and Child, antependium with, 106,
229, 326—27; cat. 171

Epinosa de Henares, fibula from, 65—66, 329; cat. 24a

Epistles of Paul, Commentary on (Lombard), 229, 304~6;
cat. 156

Erill Ia Vall, Deposition group from, 192, 316—18, 320; cat.
164

Escalada: San Miguel, 10, 28, 29, 121, 138, 142, 162; 29;
altar slabs from, 151—s2; cat. 76, capitals from, 123;
chancel screen from, 135, 136, 152—$3; cat. 77; illuminated
manuscript for, 20

Escorial Beatus, 143, 157—59; 2r; cat. 81

Eslonza: San Pedro, 173, 257

Espinosa de Henares, fibula from, 65—66; cat. 24a

Estables, buckle and plaque from, 67—68; cat. 27

Estcban, 181, 182

Estella, 24, San Miguel, 303; San Pedro de la Rua,
sculprure from, 36, 199, 220; 35

Estern de Cardés, 196

Estremadura, 66

Etherius (bishop), 159

Etymalogiae (Etymologies) (Isidore of Seville), 4, 160, 168

Euderich, 67

Eudoxia, 264

Eugene (saint), casket of, 257

Eugene IIT (pope), 9, 35

Eulalia (saint), 14, 19

Eulogius of Cérdoba, 122; writings by: Lift of Mubammad,
122; Memprialts sanctorum, 122

eWers, Si, 52, 99; cats. 9a, 10

Facundus, 280

Facundus Bearus, 280—90; cat. 143

Fifila, 19, 113

Faraj, 123

Farfa Bible, 306

Felices of Bilibium (saint; San Felices), 267; reliquary of,
252, 267; cat. 127

Felicia (queen of Aragon and Navarre), 268—69

Felix (martyr ar Cordoba), 122

Felix (martyr at Girona), 53

Female Figure with Grape Clusters, relief fragment, 206,
207, 211-12; cat. 91

Ferdinand (prince of Castile), 107; cap of, 107-8; cat. 58

Ferdinand I the Great (king of Castile and Le6n), 8, 10,
22, 33, 98, 131, 132, 140, 167, 168, 170, 171, 172—73, 179,
236, 239, 240, 244 247, 253, 254, 257, 291; Beatus
commissioned by, 17, 153, 168, 170, 171, 280-90; cat.
143; Cross of, 168, 244—46, 247, 248, 256, 272; cat, 1L
prayer book of] 23, 13132, 168, 170, 238, 290—91; 131,
cat. 144

Ferdinand IT (king of Ledn), 107, 281, 207, 304

Ferdinand III (king of Castile and Leon), 108

Fermo Cathedral (Italy), z44

Fernando, 260; writing by: D¢ translatione Sancti Aemiliani,
260

Fez, 84

fibulae, 13, 42, 43, 59—60, 62, 63, 64, 65—66, 255, 329, 42;
cats. 14, 15, 24, 24b, 24 bis

Fidelis (bishop), 14

figures, ivory, 252—53; cat. 116

Firdawsi, 96; poetry by: Shan-nameh, 96

Flavionavia, 17

Florence, 100; Biblioteca Medicea Laurenziana, 322; cat.
168; Musco Nazionale del Bargello, 264, 289

Florentius, 123, 125, 127, 128, 131, I55, 161—62, 236, 289, 292

Franco, Francisco, 53

frescoes, 19—20, 24, 73, 86, 95, 114, 116, 119, 138, 144, I71,
190, 193—95, 196, 22329, 252, 254, 260, 267, 277, 281,
288, 297, 299, 308, 309, 317, 318, 328; 166, 168, 171,
193-95; cats. 103, 104

frieze sculpture, 45, 48, 77, 81

Fromista, 23, 170; San Martin, 180; architectural sculpture
from, 214, 216, 234; capitals at, 23, 9o, z10—11; K0,
cat. 9o

Fructuosus of Braga (saint), 4, 44, 122, 238, 200

Fruelal (king of Asturias), 113, 144

Fruela IT (king of Le6n), 256

Fuentidueia: San Martin, 215, capital in, 216

funerary slab, bilingual, 140; cat. 68

funerary stela, 93; cat. 38

Gades (Cidiz), 11

Galerius Maximianus {Roman emperor), 257

Garcia, Don (infante), 107; tomb of, 107

Garcia of Navarre, 201, 207

Garcia Palencia, Rafacl, 69

Garcia Sanchez I11 of Navarre, 265

Gaston of Béam (count), 203

Gauzon, 144

Gayrard, Raymond, 205, 207

Gelmirez, Diego (bishop), 23, 182, 212, 214, 260, 297

Genadio (bishop), 142

Ger, Virgin and Child statue from, 320; cat. 1672

Geraldo (saint): chalice of, 148—49; cat. 73; paten of,

148-49; cat. 73

Gerald of Braga (saint), 214

Gerard of Cremona, 11

Gerbert of Aurillac, see Sylvester IT (pope), 189

Gérticos, royal villa of, 15

Gijon, 45

Gilabertus, 23, 191, 233

Gilduinus, Bernardus, 205, 206, 267

girdle, 102; cat. 51

Girona, 8, 310

Cathedral, 19s; altar slab from, 152; Chair of Charlemagne
at, 310; Chapel of the Holy Sepulcher, altar of the
Holy Cross in, 310; cloister of, 192; cloister capitals
from, 314; sceiptorium at, 190, 307, 310; textiles in,
310; Tower of Charlemagne at, 310; Treasury,
caskets in, 32, 95; cat. 38a; Treasury, Virgin and
Child statue in, 3204 cat. 167b
Muscu de la Catedral, 94, 156, 309; cats. 38, 80, 150

Girona Bearus, 17, 22, 52, 95, 128, 155, 15657, 310; 129; Cat. 80

Gisela (empress), treasure of, 255

Gisvado (count), 257

Gobiendes: Santiago, 119

Gongalves, Don Mendo, 31, 32, 37, 148, 140

Gonzalo, Don (archdeacon), 137
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Gosiwintha, 42

Granada, 8, 9, 82; Alhambra, 83; 72, 82; Museo Nacional
de Arte Hispano-Musulmdn, 88; cat. 34

Grandmont, 277

Granista (count), 42

Gregor (abbot), 197

Gregory (abbot), 191, 201

Gregory I the Great (pope; saint}, 13, 17, 19

Gregory VII (pope). 175

griffin, bronze, 8, 100; 87

Guarrazar Treasure, 14, 43, 44, 48, §3—59, 147; cats. 12a—¢

Guelph Treasure, 255

Guide for the Perplexed (Maimonides), 10

Gundisalvo (bishop of Oviedo}, 223

Gunbhild cross, 246

Gurb, Arnaldo de (bishop of Barcelona), 108

Guterius (abbot), 304

Guzmdn family, 68

Hadina, al-, 104

Hadrian (Roman emperor), 3

Hakam I1, al- (caliphy, 6, 74, 76, 85, 86, 92, 94,103

Halevi, Judah, 10

harness pendants (or terminal for a bit), 52, 69; cat. 29

Harun al-Rashid (Abbasid caliph), 75

Haute-Loire, reliquary of Saint-Chaffre in, 230

head, 22, 313; cat. 161b

Head of an Old Testament Figure, 2215 cat. 100

Head of a Youth, 206—7; cat. 87

Henry I (king of England), 203, 277

Henry III (Holy Roman Emperor), 255

Heraclius, writing by: O the Arts of the Romans, 127

Heremengild, 42

Heérouart, Adolphe, 53

Herrera de Pisuerga (grave site), 42, 63, 65, 329

Hildesheim: Saint Michael’s, bronze doors of, 244, 262

Hisham II (Umayyad caliph), 77, 84, 87, 94, 95, 122;
casket of, 32, 81, 86, 94, 99, 100, 244; cat. 382

Hispania, 4,10

Historia Compostellana, 173, 175, 214

Historia Silense, 167, 170, 178, 182

Historia Turpini, 175--76, 181

History of the Goths (Isidore of Seville), 13

Hix: Saint-Martin, antependium from, 324

horse bit, 68—69; cat. 28

Hroswitha, 236

Huertas de Guarrazar: Guarrazar Treasure found at,
§3-59; cats. Ra-g

Huesca, 181, 292; Cathedral Archive, 292; San Pedro el
Viejo, 230

Hugh of Cluny (abbot), 167, 170, 175, 182, 20495

Husillos: Santa Maria, sarcophagus in, 210, 214

Ibn Abi Amir (chamberlain), 77

Ibn Gabirol, Sclomon ben Judah, 10

Ibn Hayyan, 85

Tbn Hazm, 10; poetry by: Ring of the Dove, The, 10

Ibn Idhari, 94

Ibn Khallikan, 8s

Ibn Rushd, see Averroés

Ton Tutayl, 10; poetry by: Alive, Soi of Awake, 10

Tldefonsus (bishop), 15

incense burners, §2--53, 75, 100—102; Cats. 11, 48—50

Inés of Aquitaine, 203

Innocent II (pope), 309

Innocent III (pope), 203

Isidore of Seville, 4, 13, 16, 17, 34, 42, 161, 162, 168, 179,
209, 212, reliquary of, 33, 77, 145, 170, 179, 236, 238,
239—44, 256, 260, 262; cat. 11o; writings by: Etymologine
(Etymologies), 4, 160,168; History of the Goths, 13;
Laus Hispaniae, 42; Liber de natuva verum, 310

Isma‘il al-Zafir ibn Dhu al-Nun (king of Toledo), 274

Istibsar, Al-, 83

Ithacius, sarcophagus of, 13, 45, 116, 234; cat. 1

ivory, sez boxes; caskets; diptych; plaques; pyxides



Jaca, 23, 170, 181, 202
Cathedral, 180, 181, 230; architectural sculpture from,
210, 211, 212, 214, 216, 267; Archive, 292; cat. 146;
capitals from, 23, 207—9, 211; 181; cat. 88; cloister,
23, 2079
Museo Diocesano, 24, 267, 297
Santa Cruz, 229, cat. 105
Santiago and Santo Domingo, 207, 208—9; cat. 38
Jaén: earrings from, sg; cat. 13; fibulae from, 329; cat.
24bis
James the Greart (apostle); zo, 175, 216; tomb (shrine) of,
Santiago de Compostela, 8, 20, 23, 113, 117, 167, 175,
179, 288
Jativa: Museo del Almudin, 92; cat. 37
Jativa basin, 79, 81, 92; 78, 79, cat. 37
Jausaq al-Khaqani, Samarra, wall paintings at, 86
Jawdhar, 94
Jerome (saint), 17; Commentary on Daniel by, illuminated
manuscripts of, 156, 280—90, 29192, 303, 308; cats. 78,
80, 143, 145, 147, 154
Jérome of Périgord (bishop), 203
Jerusalem, 13; Agsa Mosque, 75, 87; 24; Church of the
Holy Sepulcher, 35; Dome of the Rock, 87, 162
jewelry, s9—68, 79, 81, 86, 97, 102, 104~7, 255; 79; Cats.
13—-27, 51, 53, 56, 119
Jinlra’i, al-, 100
Johannes (bishop), 162
John the Baptist (saint}, reliquary of, 244, 253; cat. 109
Juan de Ortega (saint), 109; chasuble of, 109
Julian (saint), 19
Julian of Toledo (bishop), 19
Justa (saint), 179
Justinian (Byzantine emperor), 66

Kairouan, 104; Great Mosque: architectural decoration
in, 76, 79, 88, 103, 152; 76; tiles for, 75

Kamien Cathedral (Poland), casket from, 256

Kansas City: Nelson-Atkins Museum of Art, 312

Khassaki, al-, Mosque of, 102

Khayr, 123

Khirbat al-Mafjar, near Jericho, 74, 87, 88, 90, 152

Khitat (Maqrizi), 93

Khosrow I (Persian king), 96

Koran manuscripts, 103—4, 162; cat. 54

Kunigunde casket, 256

Kuwait Ciry: Dar al-Athar al-Islamiyyah, 79, 85, 104; cats.
30, 55; Sabah, al-, collection, 101

La Alberca, Murcia, 114
La Cava dei Tirreni: Biblioteca della Badia, Bible of, 15,
19, 150—$1; cat. 7§
Lacommande, Béarn, 215; capital in, 26
La Coruia, 3
La Daurade, Toulouse, 218; capitals from, 218
La Foncalada, 119
La Granja de Turufiuelo, Medellin, gold fibula from, 43; 42
La Guardia de Jaén, earrings from, so; cat. 13 '
LaGuia, 312
La Jarilla, 65
La Marca Superior, 32
Lambeth Bible, 190
Lamb of God, relief of, 221, 222; cat. 101
La Seu d’Urgell: Sant Pere, 324
Las Huelgas, 293; illuminated manuscripts at, 156, 293,
303; library of, 295, 300; sculpture at, 318; tomb at, 222
Las Huelgas Beatus, 17, 153, 156, 29394, 303; cat. 147
Las Navas de Tolosa, g, 107, 202
Las Tamujas, 152
Laus Hispaniae (Isidore of Seville), 42
Lawrence (saint), 328
Leander (bishop of Seville), 41, 42, 161
Lebanza, 218; Santa Maria, 218, 210—20, 22E; cat. o8
Le Boulou (France), 315
Lectour (France), 69
Leocadia (saint), 19

Ledn, 22—23, 121, 179, 132
Cathedral of Santa Maria, 179; Bible at, 150, 152
vory workshop at, 168, 170, 173, 236, 244, 246—53, 256,
262, 264, 273, 288; cats. 109, 11116
John the Baptist, church of, 236; sz also Leon, San
Isidoro
metalwork from, 254—ss; cat. 18
Museo Arqueoldgico Provincial, 244, 248, 250; cat. 114
Museo de Ledn, 200; cat. 89
Real Colegiata de San Isidoro, 96, 97, 98, 99, 235, 236,
239, 254, 256, 297; CALS. 41, 44, 46, 47, 108, 109, 110,
18, 121, 150
San Isidoro, 119, 167—68, 17173, 244, 291; architectural
sculpture from, 23, 20910, 211, 214, 216, 252; cat.
89; Bible of, 15, 12223, 125, 127, 128, 131, 235—36;
122, 126, 129; cat. 108; caskets and boxes in, 23, 32,
96, 98, 99, 168, 170, 240, 244, 25354, 255—56, 261;
cars. 41, 4547, 117, 120} CrOss in, 244 cat. Ii;
illuminated manuscripts for, 236, 28¢, 207—98;
cats. 108, 143, I50; interior view, 17z; library of, 247,
306; narthex of, 179, 130, Pantheon of Kings, 170,
171—72; 168 (architectural sculpture at, 171; frescoes
in, 24, [71, 173, 252, 254, 260, 277, 281, 288; 23, 166,
168, 171); Portal sculpture at, 33—34., 170; 3, 169;
Puerta del Cordero, 214; reliquaries in, 33, 34,
236—44, 252, 254, 256; Cats. 109, 110, 113, 124
textiles in, 32; Treasury of, 23, 32, 33, 34, 96, 98, 99,
170, 236, 240, 244, 252, 253, 255—56; Cals. 41, 44—47,
109—1L, 113, 120, 124
San Juan Bautista, 179
San Pelayo, 19, 236
Leovigild (Visigothic king), 12, 13, 15, 4142
Leuvina, 257
Levy, Leon, 60, 62; cats. 16, 18
Leyre, 122; casket from, 122, 123; San Salvador, 32
Liber de natura revam (Lsidore of Seville), 310
Liber Feudorum Ceritaniae, 309
Liber Fewdovum Maior, 309
Liber judiciorum, 4,10, 160
Liber Masolichinus de gestis Pisanorum ilustribus, 106
Liber Sancii Jacobr, 176, 182
Liber testamentorum, 259, 205—97, 304; cat. 149
Libro de las Estampas, 306
Liébana, scriptorium at, 113; sz¢ alse Bearus of Liébana
Ligge: Musce d’Art Religieux et d’Art Mosan, g7; cat. 43;
Saint-Jean, reliquary box from, 36, 94, 97; cat. 43
Liesse, scriptorium at, 304
Life of Muthammad (Eulogius of Cérdoba), 122
Limoges, 277; enamels from, 277, 280, 282, 284; Musée
Municipal, 277; Saint-Martial, illuminated
manuscripts from, 280, 291
Lisbon, 10
lintels, 180; 185
Lives of the Fathers of Méridn, The, 14
Lleida, 8, 9, 185, 191; Cathedral, 190, 299; Fundacié
Priblica, Institut d’Estudis llerdencs, 52; cat. n
Loarre, 208, 211; San Esteban, casket in, 257, 270; cat. 123
Lombard, Peter (bishop of Paris), 304, writings by: Book
of Sentences, The, 304; Commentary of, on the
Epistles of Paul, 229, 304-6; cat. 156
London: British Library, 291; cat. 143; British Museum,
67, 289; Victoria and Albert Museum, Trustees of,
94, 95, 96, 102, 287, 312, 328, cats, 39, 40, 51, 141, 16C
Lorca hoard, 102; cat. 51
Lorsch, 189
Louis XIV (king of France), 309
Louis the Pious, 8
Lucas of Tuy, r73; writing by: Chroenicon mundi, 173
Lucca: San Martino, 324
Luco: San Martin de Tours, altar slab from, 152
Lusitania (Roman province), 14, 43
luster-painted ware, 75, 84, 92—93, 103; 78; <at. 53
Tyons: Laforge collection, 277; Musée des Beaux-Arts, 312

Maderuelo, 105; Veracruz, wall paintings from, 225
Madinat al-Salam, 75, 76, 77; see also Baghdad

Madinat al-Zahira, 6

Madinat al-Zahra’, 6, 74, 91; architectural sculpture at, 75,
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76, 85, 86—87, 152, 162, 189; €ats. 30, 32; bronze stag
found at, 100; capitals from, 85, 86; cat. 30; caskets
from, 86, 121, 123, 274, ceramics found at, 75, 102; 7:
ivory work from, 86, 96, 121, 123, 274; panel from
dado or doorjamb at, 75, 76, 86—87; cat. 32; pyxis
from, 86; Qasr al-Khilafa at, 74, 77; relief pillar from,
152; Salén Rico, 189

Madrid: Archivo Histdrico Nactonal, 156; cat. 79; Biblioteca
Nacional, 161, 162, 289, 204, 208; cats. 84, 85, 143, 148,
151; Instituto de Valencia de Don Juan, 51, 100, 277,
280; cats. 92, 9b, 48, 135b; Museo Arqueoldgico
Nacicnal, 46, 438, 53, 57, 59, 65, 66, 67, 69, 88, 98,
149—50, 210, 211, 214, 216, 218, 240, 244, 253, 255, 26C,
265, 267, 298, 300; Cats. 2, 6, 124, 12¢, 12f] 13, 242, 24b,
26, 27, 45, 74, 97, I1L, 117, 120, 127, 153; Museo del
Prado, 53, 223, 226, 227; cat. 103; Real Academia de
Bellas Artes de San Fernando, 53; Real Academma de
la Historia, 24, 143, 257, 201, Real Armeria, 3, 68, 69;
Zabilburu y Basabe, Francisco de, collection, 300;
cat. 153

Madrona (site), 63

Maghrib, Koran from, 103—4, cat. 54

Magius, see Maius

Mahdia (Ifrigiya), 77, 81, 84; sculprure from, 77; 77

Maimonides, Moses, 10, 11; writing by: Guide for the
Perplexed, 1o

Maius (Magius), 2930, 123, 153, 155, 156, 162

Majestat Batll6, 192, 322—24; cat. 168

majestats, 322, 324; cat. 168

Mailaga, 84; bowl from, 75, 103; cat. $3; Museo Arqueoldgico
Provincial, 93; cat. 38

Mallorca, hoard from, 105—7; cat. 56

Mamelar (Porrugal): Vera Cruz, 46

Mammen style, 256

Manchester (England): Rylands, John, University Library,
301, 303; Cat. 1$4

Manresa: Santa Maria, capitals from, 314

Mansur, al-, 6, 32, 83, 95, 117, 121, 124, 188

manuscripts, illuminated, 15, 17, 20, 22, 29-30, 50, 1034,
121, 122—132, 143, 153—63, 168, 170, 180—90, 229, 23536,
244, 258, 262, 267, 280, 288, 280—309, 310, 322; I7, ZI,
29, 30, 120, 12232, 189; cats. 54, 78—8s, 108, 143—58; see
also Bibles

Mappa Claviculae, 127

Magqgqari, 8s

Magrizi, 93; writing by: Kbirar, 93

Marin, Pedro, 277

Marrakech, 88, 93

Marseilles: Saint Victor, 185, 306

Martial {saint; bishop of Limoges), 277

Martin of Braga (saint), 138, 139

Martin of Dume (saint),139; sarcophagus of, 138~40; cat.67

Martin of Tours (saint), 139

Martyrdom of Saints Julita and Quiricus, antependium
with, 325; cat. 170

Martyrdom of Saint Vincent or Saint Lawrence, stained-
glass window, 328; cat. 172

Masona (bishop), 42

Master Alpats, 277

Master of Cabestany, 313, 315; capital by, 314—15; cat. 163;
Sant Pere, Rodes, sculpture from, 22, 201, 313—14;
cat. 161

Master Mateo, 199, 200, 221

Master of $ant Climent, 190, 194-9s; fresco, from Sant
Climent, Taiill, ro4, 195; 794

Master of Santa Maria in Taiill, 194—95

Master of the Last Judgment, frescoes, from Santa Marfa
de Taill, rgs

Medellin: La Granja del Turufiuclo, 43; 42

Mediavilla: Santa Maria, Mudejar tower at, 204

Memorialis sanctorum (Eulogius of Cérdoba), 122

Mendes, Gueda, 286

Menéndez, Gundisalvo (bishop), 270; reliquary diptych
of, 223, 27071, 272, 273; cat. 129

Menendo (abbot), 297

Meérida, 14; Alcazaba’, 46; chancel screens from, 14;
double window from, 14, 46—47; cat. 3; fricze
sculpture from, 49; Museo Nacional de Arte Romano,
46, 47; Cats. 3, 4, pillars from, 14, 47, 48; cat. 4;
Roman architecture in, 3; Santa Eulalia, 15, 47;
Visigothic carving from, 14; see alse Emerita Augusta



Mig-Aran: Santa Maria, torso fragment from, 192, 273,
316, 318—20; cat. 166

mihrab panel, 76; 76

Miro Bontfill (count of Besald), (86

Misbah, 123

Moarbes, 201

Moissac (France), 185, 199, 294

Monceau-le-Neuf (France), 61

Monreale Cathedral (Sicily), mosaics at, 220

Montserrat, 185

Monza Cathedral (Italy), 53

Monzon lion, 84

Morales, Ambrosio de, 236, 237, 247, 260, 304

Moralia in Iob, 20, 135, 161—62, 236, 289, 292, 307; cat. 84

Morgan Beatus, 2930, 127, 153~55, 156, 157, 162, 289, 291,
3003 I7, 29, 30; cat. 78

Morlais: Sainte-Foy, 215

MOSAICS, 50, 64, 74, 90, (14, 145, 220

Mozarabic Chronicle of 74,16

Mughira, al-, casket of, 30, 94

Muhammad V (Nasrid king), 9o

Munich: Bayerische Nationalmuseum, 256

Munnio, 201

murals, 324, 325, 327

Mutcia, 8; La Alberca, 14

Musa ibn Nusayr, 4

Mustansirbillah, al- {caliph), 99, 100

Ndjera, 232; Santa Maria la Real, 180, 233; Pantheon of,
sarcophagus in, 232—34, 262; cat. 10b retable for, 262

Naples Cathedral, reliquary cross in, 255

Naranco, Mount, 11s, 151, 152; Basilica of Ramiro I, frieze
sculpture from, 45; Belevedere, 116; 122; Santa Maria,
nis, 116; San Miguel de Lifio, 50, 86, 113, 11516,
13435, 143} cat. 63

Nasr ibn *Alannas, al-, 82—83

Natalia (saint), 257; shrine of, 257; cat. 122

Navarra, Museo de, 216, 217; cat. 96

Navasa, 207

necklaces, 105, 106; cat. 56

New York: Ariadne Galleries, 59, 60, 63; ca1s. 14, 19, 20}
Metropolitan Museum of Art, 60, 61, 63, 66, 67, 68,
69, 101, 191, 206, 222, 250, 251, 260, 268, 271, 272, 276,
281, 282, 283, 303; cats. 17, 25, 28, 29, 49, 87, 102, 113,
128, 130, 131, 133, 136, 138; Metropolitan Museum of
Art, The Cloisters Collection, 61, 68, 215, 223, 226,
262, 288, 300, cats. 103, 125C, 142, 153; Pierpont Morgan
Library, 153, 203, 304; cats. 78, 147, 156

Nicholas (saint), 179

Niebla, 46

niello technique, 32, 36, 81, 94, 97, 98, 99, 239, 244, 255,
260, 270, 273

Nimes, 62

Noailles, duke of, 309

Nogaro, 206

Notre-Dame-des-Doms, Avignon, cloister capital from,
218

Nunila (Mozarabic martyr), 32, 122, 256

Nunilo, 143, 144

Nuremberg, Cross of Ardennes in, 20

Old Saint Peter’s, Rome, 20, 212

Oliba (bishop of Vic), 185, 186, 187, 189

Olisipo (Lisbon), 43

Oloron: Sainte-Marie, 215

Olot: Majestat Batllo from, 192, 322—24; cat. 168

Oia: San Salvador, 17¢; tomb of Don Garcia, textile
from, 107

On the Arts of the Romans (Heraclius), 127

Oporto: Sio Martinho de Cedofeita, sculpture from, 222

Ordorio I (king of Asturias), 113, 116

Ordofio IT (king of Asturias), 7

Oreiila, 196

Orense: Cathedral, altar in, 214, 270; Museo Catedralicio,
214

Oresteia sarcophagus, 210, 211, 214
Osma Beatus, see Burgo de Osma Beatus
Osormort Master, 195
Ourives, Pedro, 287
Oviedo, 19, 20, 43, 113, 116, 2L, 145, 167
Cathedral (San Salvador), 20, 113, 137, 143, 168, 178; altar
frontal in, 260; Arca Santa reliquary at, 178, 179,
259, 304, 324; cat. 124; Cimara Santa, 47, 186, 218,
259; Cimara Santa, architectural sculpture in, 199,
200, 289; 2o1; Cdmara Sanra, reliquaries in, 20, 5o,
143—45, 147, 178, 179, 250, 27071, 273, 304, 324}
cats. 71, 124, 127; Capilla del Rey Casto, sarcophagus
in, 45, 16; cat. 1; caskets and boxes given to, 256;
Crosses given to, 117, 119, 143, 145, 14748, 150; 118;
cat. 72
Cathedral Archive, 295; cat. 149
Masaveu Collection, 250; cat. 115
mezalwork from, 271, 272; cats. 129, 130
Museo Arqueoldgico Provincial, 134; cat. 63
Santa Maria, 113
San Salvador, 113, 137, 143, 178; see also Oviedo, Cathedral
San Tirso, 113, 114; 16; Cimara Santa, 114
San Vicente, 113
Santullano (San Julidn de los Prados), 19—20, 113—14,
116, 119, 138, 144, 151, 152; 18, TI4, II§; Scriptorum at,
150

Padilla, Maria de, 222

Palencia: capitals from, z20—21; cat. 99; Museo Arqueo-
logico Provincial, 133, 210; cats. 62, 90

Palermo, 157

Pallars, 193

Palma de Mallorca: Museco de Mallorca, 105; cat. 56

Pamplona, 8, 121, 131, 181, 182, 286; Cathedral, 181, 233;
cloister of, 217; capitals from, 199, 216—18, 233, 293;
cat. 96

Pamplona Bibles, 308

Pamplona casket, 32, 96, 12122, 123, 124 121, 724, 128

panel paintings, 195-96, 328

panels; marble, 75, 76, 77, 79, 8687, 00—91; cats. 32, 35;
wood, 79, 81, 91; 78

Paris: Bibliothéque Nationale, 160, 220, 262, 264, 309;
Musée de Cluny, 53, 54, 55, 56, 57, 60, 61, 62, 244
Musée du Louvre, 49, 149, 246, 247, 265, 287; cats.
74, iz; Musée National du Moyen Age, Thermes de
Cluny, 54, 55, 56, 58, 277, 280, 314, cats. 12b, 12¢, 12d,
12g, 1353, 162; Sainte-Chapelle, 186

Paschal IT (pope), 295

patens, 31—32, 37, §1—s2, 148—49, 168; cats. ob, 73

Paul (bishop), 14

Pavia, 20

paxcs (oscularoria), 247, 255; cat. 113

Pedret: Sant Quirze, 194, 197; 193

Pedret Master, 194, 195; 193

Pedro (bishop of Jaca-Huesca), 202

Pedro I (king of Aragon and Navarre}, 202, Copy of
Donation of, 292—93; cat. 146

Pedro de Osma (bishop of Burgo de Osma), 100

Pedro the Cruel (king of Castile and Lecn), 222

Peldez, Diego (bishop), 175

Pelagius (bishop), 32, 99, 209, 236, 295, 297; reliquaries of,
33, 99, 168, 170, 23639, 244, 247, 248, 253, 254; Cats.
46, 109

Pelayo (bishop of Le6n), 179

Pelayo {martyr), 137

Pelayo (Visigothic chieftain), 113

Pelayo of Oviedo (bishop), 7, 20, 178

Pefalba: Santiago, 1o, 152; capirals from, 134

Peralada: Museo del Castillo, 313; cat. 161b

Perazancas: Church of the Assumption, 221

Personification of the Month of February, relief, 212,
20I5—16; cat. 94

Pérain, Philippe, 53

Peter (prior), 219

Peter of Bourges (bishop; saint), 159, 214

Peter of Poitier, writing by: Compendium historiac in
genealogia Christi, 229

Peter the Venerable, 11
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Petrus (abbot of San Millan), 264

Petrus Deustamben, 173

Petrus of Silos (prior), 123, 125, 131, 290, 291, 292

Philip IT (king of Spain}, 236

Pilgrim’s Guide, in Codex Calixtinus, 211, 214, 215, 216,
259, 288

pillars, 14, 47—48, 187; cats. 4, §

pillow cover, 108; cat. 59

Pisa, 81

Pisa griffin, 81, 100; &

Placentia of Navarre, 263

plaques: ivory, 13, 67, 173, 246—47, 250—52, 261—69, 273; 12;
cats. 26, 112, 115, 125b—g, 126, 127, 128; enamel, for
book cover, 277, 280-81; cat. 135

Plato of Tivoli, 1t

Poitiers: Saint-Hilaire-le-Grand, frescoes in, 197

Poitou; Saint-Savin, 193

Polirone: San Benedetto, 216

Pompeii, 4

portable altars, 14950, 173, 223, 247, 270

Pravia, 113, Santianes, 17, 113, 114, 13537, 152; I14; Cats. 63, 64

prayer book of Ferdinand and Sancha, 131-32; 131; cat. 144

Priesca: San Salvador, 119

Privilegio de Ndjera, 291

processional crosses, 53, 54, 271—72; cat. 130; arms of,
5758, 149—50; cats. 12f, 74

Projecta casket, 145

Provins: Saint-Jacques, 107; Saint-Quiriace, chasuble in,
107; cat. §7

Prudentius, 309, 314; poetry by: Contra symmachum, 3i4;
writing by: Dittochaeum, 309

psalters, 262, 208—99; Psalter Commentary of 980, 124,
127--28; 124, 127, 128

Puigbo: Sant Marti, altar frontal from, 328

Puy Cathedral, fresco in, 300

pyxides, 30, 31—32, 37, 61, 86, 94—95, 96, 97, 98, 148—49,
157, 226, 274; Cars. 39, 73

Qa’im, al- {caliph), 77

Qala, al-, 83, 84

Qal’at bani Hammad, Maghrib, 82, 84; basin with
quadruped at, 83; detail of, 82; bronze vessels from, 83

Qasr al-Bahr, 84

Qasr al-Hayr al-Gharbi (Syria), 74—75; lunette from, 75;
painting from, 86; window grilles from, 7473, 87,
88; 74

Qasr al-Khilafa, 84

Quintanaornuiia, 109

Quintanilla de las Vinas: Santa Maria, 16, 44 43; relief
sculprure from, 4950, 136, 138; cat. 7

Qusayr “Amrah hunting lodge (Syria), frescoes at, 73, 86

Rabat: Bibliotheque Générale, 103, 104 cat. 54

Rabbula, 322

Raimundo (bishop), 219

Ramitro (count of Calahorra), 265

Ramire I (king of Aragon}, 230, 265

Ramiro [ (king of Asturias), 45, 50, 115, 116, 119, 151, 152

Ramiro II (king of Aragon), 203

Ramiro II (king of Ledn), 30, 133

Ramoén (saint), 214

Ramén Berenguer I the Elder, 186

Ramén Berenguer 111 (count), 190, 196

Ramén Berenguer IV, o

Ramén Borrel 1] (count of Barcelona}, 32

Raqqada, 84

Rashid, 123

Ravenna, 20, 41, 49, 50, 66; mausoleum of Theodoric, 1s;
Neon, baptistery of, 14; Sant’Apollinare in Classe,
145; San Vitale, chancel screen from, 152

Raymond of Burgundy (count), 203

Rebollo, Manuel, 2139

Recared (Visigothic king), 4, 13, 19, 41, 42, 53, 63, 6667

Receswinth (Visigothic king), 4, 15, 42, 43, 44, 54, 55, 56,
160; votive crown of, 28, §3—ss, 57, 58; cats. 12a, 12b



Recopolis, 13, 15, 415, 4

Redolfo, 261

Refoios de Basto, abbey of, 286; chalice in, 286

Reichenau, 180

relief sculpture, 23, 34, 46, 4950, 61, 77, 86, 113, 119,
137--38, 145, 189, 20§—6, 209—10, 211—12, 21§, 216, 222,
251, 287—88, 306, 312—14., 328; 77, cats. 7, 65, 66, 86, 89,
91, 95, 101, 141, 160, 161a; 52 also altar slabs; architectural
sculpture; capitals; chancel screens; frieze sculpture;
panels; pillars; sarcophagi; window grilles

reliquaries, 19, 31-32, 33, 3435, 36, 77, 81, 94, 96, 97-99,
107, 11415, 122, 143—45, 149, 151, 168, 170, 173, 178,
236—44, 24752, 255, 286, 257—66, 267, 270~ 72, 273—77,
282, 320} Cats. 41, 43, 44, 46, 70, 7L, 109, 110, 1I3—If,
122~ 25, 127, 129, 130, 132, 133; see also altars; boxes;
caskets; crosses; pyxides

repoussé technique, 57, 97, 98, 102, 142, 237, 240, 247, 256,
257, 259, 268, 270—71, 272

retables, 262, 312

Retortillo: Santa Maria, relief sculpture from, 138

Rich, Edmund (archbishop of Canterbury), 107; chasuble
of, 107; cat. 57

Rieux-Minervois {France), capitals from, 315

Ringerike style, 256

Ring of the Dove, The (Ibn Hazm), 10

Ripoll, 135, 189; Bibles from, 22, 190, 191, 192, 208, 3067,
308, 309; cats. 157, 158; Santa Maria, 186, 189, 191, 306,
313; 197, SCriptorium at, 22, 189; sculpture in, 191, 193

Ripoll Bede codex, 306

Ripoll Bible, 22, 190, 161, 192, 208, 306—7, 308, 309; cat. 157

Robert (king of France), 167

Roda Bible, 190, 192, 307—9; 18¢; cat. 158

Roderic (Visigothic king), 73

Rodes: Sant Pere, 18687, 189, 367; 187; Bible from, 190,
192, 307—9; 189; cat. 158; capitals from, 314153 cat.
163; Galilee Portal, 313, 315; relief sculprure from, 23,
191, 201, 313—14; cat. 161

Rodez, Pedro de, 182

Roland (commander), 181, 182

Roman de Brut (Wace), 175

Romanoes II (Byzantine emperor), 264

Rome, 13, 20; Biblioteca Apostolica Vaticana, 306; cat.
157; Column of Trajan, 214; Esquiline, 212, 214;
Lateran basilica, 20; Old Saint Peter’s, 20, 212; Santa
Maria in Cosmedin, Bocca della Verita in, 221; Saint
Paul, basilica of, 20; Saint Peters, basilica of, 20, 23,
182, 212; Santa Prassede, 2¢; Santa Pudenziana, apse
mosaics from, so; Santa Sabina, 20; sarcophagi im-
ported from, 13, 208; Via Latina, 307

Roncesvalles, battle of], 8, 181, 182

Rotensis, 13

Rylands Beatus, 17, 153, 156, 3C1, 302—3; cat. 154

Sa’abadah, 123

Saamasas, 135

Sabra al-Mansuria, 84

Sabra al-Mansuriyya, Ifrigiya, 82, 84; ceramics from,
75—76,102; 75

Sacramentary, 171, 2046 cat. 148

Sadaqa ibn Yusuf al-Falzhi, Abu Mansur (vizier}, 99100

Sahagtin, 23, 24, 25, 234, 260; Santos Facundo y Primitivo,
179; capital from, 133—34; cat. 62; illuminated
manuscripts from, 159—60, i70~71, 179, 229, 200—01,
20497, 304—6; cats. 82, 144, 148, 149, 156; San
Benito, sarcophagus from, 234—35; cat. 107

Saints include Sainte, Saint, San, Sant, Sant’, Santa,
Santos, Séo

San Adriano de Bofar, 153, 257; shrine at, 257; cat. 122

Saint-André-de-Soréde, 189, 191; lintel from, 189; 188;
window frame from, 189

San Andreu de Valltarga, antependium from, 196

San Cebridn de Mazote, 142, 152; capital from, 133; relief
sculpture from, 138; cat. 66

Santa Cristina de Lena, 116; 117; chancel screen relief in, 136

San Cristébal de Bager Majesta in, 192

Santa Cruz de la Serds, 269; book covers from, 24, 257,
268—69; cat. 128; Santa Marfa, 229, 230, 232; sar-
cophagus from, 22¢9-32; cat. 105

Sant Cugat del Vallés, 192; altar frontal of, 195

Saint-Denis (France), 221

Saint-Evroult-d’Ouche, 141

San Fructuoso de Montelios, 44

Saint Gall (Switzerland), 189, 247

Saint-Genis-des-Fontaines, 186, 189; lintel from, 189; 188

Saint-Germain-des-Prés, 131

Saint-Jacques, Provins, vestments in, 107

Sant Jaume de Frontaya, 188

Sant Joan ¢’Boi, murals in, 195, 325

Sant Joan de fas Abadeses: Deposition group from, 193,
317, 318; sculpture from, 190—91

San Juan de Bafios, 15, 44, 153; 14, 28; screen pillar from, 136

San Juan de Duero, 24; 2¢

San Juan de la Pedia, 2s5; capital from, 201; zor; frescoes
from lower church of, 24; 22; illuminated manuscript
from, 202—93; cat. 146

San Juan de la Pena Master, 201, 201

San Julidn de los Prados, sez Santullano

Santa Maria, Avia, antependium in, 196, 229, 326—27;
cat. 171

Santa Marfa de Bendones, 14

SantaMariade Lebanza, capitals from, 218, 21920, 221; car.
08; sculprure from, 201

Santa Maria, Manresa, capitals from, 314

Santa Maria, Mig-Aran, torso fragment from, 192, 273,
316, 318—20; cat. 166

Santa Maria, Oviedo, 13

Santa Maria de Autares, 175

Santa Maria d’Egara, Terrassa, frescocs at, 328

Santa Maria de Rosas, 186

Sainte-Marie-de-Serrabone, 190, 191

Santa Marta de Tera, portal sculpture from, 25t

Saint-Michel-de-Cuxa, 191

San Miguel, Uncastillo, sculpture from, 200

San Miguel de Lifio, 11516, chancel screen reliefs from,
113, 116, 134—3§; €at. 63; column bases at, 50, 143; wall
paintings in, 86

San Milkin de la Cogolla, 123, 150; Arca Antigua, ivory
plaque from, 13; 12; illuminated manuscripts from,
17, 24, 123—24, 12728, 132, 143, 15759, 160—61; cats.
81, 83; ivory workshop at, 13, 150, 260~61, 264, 267;
portable altar from, 149—50; processional cross from,
149—50; cat. 74; reliquaries from, 150, 239, 247, 248,
250, 257, 260—606, 267, Cats. 125a~g, 127

San Milldn de la Cogolla (de Suso), cross from, 156

Saint-Papoul (France), 315

San Pedro de la Mata, 48

San Pedro de la Nave, 16, 28, 44, 40; architectural decoration
from, 48, 50, 153; architectural sculpture from, 134,
135; 28; capitals and bases from, 15, 142; 16; windows
from, 46

San Pedro de Nora, 114

San Pedro de Rocas, altar slab from, 152

Sant Pere, Rodes, se¢ Rodes

Sant Pere de Sorpe, frescoes from, 195

Saint Petersburg: State Hermitage Museum, 116, 250, 261,
264, 265, 266; cats. 115, 125b, 125¢, 125g, 126

Saints Philip, Jude, and Bartholomew, relief of, 31z—13;
cat. 160

Sant Pong de Corbera, 188

San Romin de Hornija, capital from, 133; cat. 61

Saint Quirze de Pedret, frescoes in, 197; (Pedret Master),
1945 193

Sant Sadurni de Rotggs, antependium from, 327

San Salvador de Fuentes, reliquary crucifix from, 271—72;
cat. 130

Saint-Savin-sur-Gartempe, frescoes in, 197

Saint-Sever (France), illuminated manuscripts from,
267, 291

Salamanca, 202; Cathedral, 24, 202—3; 262; chancel screen
relief from, 48—49; cat. 6; goldsmiths at, 282; Old
Cathedral sculpture from, 282; cat. 137; San Esteban,
282; sculprure from, 282, 284, 286; cat. 137; textile
from, 107

Salamio, Manuel (bishop), 222

Salas: Biblioteca Municipal, Palacio Valdés Salas, 137; cat.
65; San Martin, relief pancls from, 36, 119, 13738,
145, cat. 65

Salerno Cachedral (Italy), ivories at, 307

Salona: Marusinac, 114
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Salonika (Greece), 195 Saint George, 114
Salpensa, altar slab from, 15t
Samarra: Jausaq al-Khaqani, 86
Sancho I Garcés (king of Navarre), 160
Sancha (queen of Ledn), 23, 98, 131, 167, 168, 170, 171,
172—73, 236, 238, 244, 247, 253, 254; Beatus com-
missioned by, 17, 153, 168, 170, 171, 289—90; cat. 143;
cross of, 168, 24.4—46, 247, 248, 256, 272; cat. 111
prayer book of, 23, 131—32, 168, 170, 238, 200—91; 131}
cat. 44
Sancha (sister of Alfonso VII), 173
Sancha, Dofia (d. 1097), 230, 232; sarcophagus of, 22032,
288, 293; cat. 10§
Sancha, Dofia (d. 1159), 247; portable altar of, 247
Sancho IT {king of Castile}, 180
Sancho III (king of Castile), 232
Sancho 1T the Great (king of Navarre), 8, 22, 33, 167, 18,
182—83, 210, 244
Sancho IV (king of Navarre), 263
Sancho V Ramirez (king of Aragon and Navarre), 181,
183, 230, 269
Sanctius (scribe and painter), 12223, 125, 127, 128, 131,
16162, 236, 292
Sandoval, Prudencio de, 260, 262, 263, 264, 265, 267
Sangiz, Petro (Pedro Sinchez; lord of Boltaiia), 292
Sangiiesa: Cathedral, sculpture from, 221; Santa Maria la
Real, facade of , 233
Santiago de Compostela, 23, 32, 117, 121, 176, 181, 182
Biblioteca Universitaria, 290; cat. 144
Cathedral, 10, 24, 36, 175, 176, 178, 179, 18081, 182, 214,
215; altar in, 214, 215, 260; architectural sculpture
from, 23, 170, 205, 206, 207, 209, 211—14., 215—16,
218, 221, 289; 22, 174, I76—78; cats. 91, 92, 94; Chape.
of the Savior, capitals in, 175; 176; cross given to, bv
Alfonso I, 117, 138, 144—43, 148; Porticode la
Gloria, 199200, 218, 219; 198, 200 (Catedral Vicja
in, 212); Porta Francigena, 212, 214, 2i5; Puerta de
Ias Platerias, 205, 206, 211, 212, 215, 216, 289; 22, 174,
177, 178; Santiago Matamoros portal (Saint James
as Moor-Slayer), 36; 36, temporary facade of, 37; 36
Musco de la Catedral, 211, 212, 215, 216; cats. 91, 92,
94, 95
pilgrimage route to (Camino de Santiago), 10, 35, 36,
97, 167, 170, 175—76, 179, 180—83, 208, 232, 251, 277,
295, 301, 176
San Paio de Antealtares, 214—15, 216; cats. 93, 9§
tomb (shrine) of Saint James the Great at, 8, 20, 23,
113, 117, 167, 175, 179, 288
Santianes, Pravia: church of, 17, 113, 114 114; architectural
sculpture from, 113; cat. 63; chancel screen relief
from, 135—37, 152; cat. 64
Santillana del Mar, cloister relicfs at, 288
Santistebdn, 67
Santo Ciliz, 255
Santullano (San Julidn de los Prados), Oviedo, 19, 20,
113—14; 18, 114, 1is; altar slab from, 152; capitals at, 19;
frescoes at, 19—20, 114, 116, 119, 138, 144, 1515 11§
Saragossa, 5, §, 9, 19, 24, 131, 163
sarcophagL 12, 13, 10, 23, 45, 46, 116, 138—40, 160, 170, 208,
210, 211, 214, 22935, 277, 288, 293; cats. 1, 2, 67, 105—7
Saturninus/Sernin (saint), 206, 207
Sayf al-Dawla, see “Abd al-Malik
Second Punic War, 3
Segga (count), 42
Segobriga, 136
Segovia, 3; San Justo, frescoes in, 288; 209; Vera Cruz, 203
Senior, 155, 136, 157
Sepilveda: San Justo, 215
Serce Limani (Turkey), shipwreck at, 96
Seros: E Bovalar, s2—53; cat. 11
Serrabone, 191; Sainte-Marie, 190, 191
Servandus of Ecija (bishop), 162
Servitanum, 15
Seud’Urgell, La: Sant Dere, 324; murals from, 195, 324
Sévignac-Theze: Saint-Pierre, 215
Seville, 8, 9, 167, 202, 239; Cathedral, illuminated
TNanuscript a, 22, 162
Shab-nameh (Firdawsi), 06
shrine of Saints Adriap and Natalia, 257; cat. 122
Sicardus of Cremona, 193
Sigena: Santa Maria, frescoes from, 24, 195, 228—29; cat. 104



Sigena Master, 195

Signs relief, 205—6, 207; cat. 86

Silo (king of Asturias), 17, 113, 135

Silos: Santo Domingo, 17, 24, 34, 125, 131, 153, 199, 200,
203, 215, 233, 239, 251, 273, 274, 27778, 280, 281, 288,
201—92, 303; [79, 200; Cals. 132, 1344, 145; architectural
sculpture at, 34, 199, 200, 215, 233, 251, 288; 179, 200;
enamels created for, 277, 303; illuminated manuscript
from, 17, 131, 153, 291—92; cat. 14s; mounts for reliquary
casket from, 273; cat. 132; tomb at, 24, 239; wraa lid
from, 27778, 280, 281; cat. 134a

Silos Beatus, 17, 123, 131, 153, 162, 289, 291—02; 120, 130; Cat. 145

Sisebutus, 123

Smaragdus (abbot of Saint-Mihiel), 303—4; Book of
Homilies by, 299, 301, 303—4; cat. 155

soffit (wooden panel), 75, 87; 2

Solsona: Cathedral, cloister sculpture at, 23; cat. 167;
Muscu Diocesa, 104

Solsona Virgin and Child, 233

Sonnica, 53, 56

stag, bronze, 81, 100} 8

stained-glass window, 328; cat. 172

statues, 282—86, 316—21; cats. 13739, 164—67

Stephen of Muret (saint), 284

Sulayman (caliph), 82

Summna (bishop}), 42

Swintila (Visigothic king), 4. 43, 44, 53, §6; votive crown
of, 53

Sylvester II (pope), 189

Tdbara, 123, 153; illuminated manuscripts from, 153—57;
cats. 78—80

Tabara Beatus, 153~57, 293, 204, 303; cat. 79

Tabérnoles: San Saturnino, 188

Talavera de la Reina, fibula from, 66, 320; cat. 24b

tapestrics, 108, 309—12; cat. 159

Tariq, 4

Tarragona, 3, 8, 18s; Cathedral, 190

Tailll: Sant Climent, 190; frescoes in, 193, 194, 195, 196, 317,
318; 194; Santa Maria, Deposition group from, 318,
320; frescocs in, 193, 19495, 196, 225, 328; 795; statue
of the Virgin from, 317, 318; car. 165

Terrassa: Santa Maria d’Egara, frescoes at, 328

Teruel: Musco de, 98

texuiles, 31, 32, 33, 43, 77, 1079, 170, 238, 239, 244, 260,
272, 309—~12; Cats, §7—60, 159

Theodolinda Treasure, 53

Theodoric (Byzantine king), 41; mausoleum of, 15

Theodosius (abbot), 53

Theodulf of Oriéans (bishop), 2o, 151

Ticinum, frescoes from, 194

Tierra de Barros, 65

Tierra de Campos, 180, 234

tiles, luster-painted, 75; 7

Tirsus (saint), 19

Titus (Roman emperor), 13

Toda, Dona, 31, 148

Toledo, 6, 10, 11, 13, 14, 19, 24, 25, 54, 57, $8, 113, 114, I38,
167, 175, 176, 179, 181, capital and base from(?), 91-92;
cat. 36; Cathedral, 19, 162, 257, 294; Cathedral Archive,
303; cat. 155; Cathedral Treasury, gilt figure in, 284-386;
cat. 139; dado panel from, 77, 79, 87, 90—91; cat. 35;
Cdmara Santa (palarine chapel at), 19; church councils
held at, 4, 42, 43, 68, 124, 135, 160, 175, 176; itluminated

manuscript from, 299, 303~4; cat. 155; “Mansion of
the Monarchs,” gold crowns tound at, 13-14; Museo
de Santa Cruz, 90; cat. 15; Museo Taller del Moro,
01, 140; <ats. 36, 68; San Clemente, illuminated
manuscript from, 203; Saint Mary, 19; San Salvador,
pier from, 15—16; 16; as taifa kingdom, 8, 9, 90, 226,
Visigothic, 14, I5, 61; votive crowns made in, 56, 59

Tomar {Portugal), 203

Toribio (saint), statue of, 253

Toro, 133

Torredonjimeno, treasure of, 43, 53, 59, 102

Torres del Rio: San Sepulcro, 203, 226; dome of , 35; 24

Tortosa, 33, 185, 191

Toulouse, 23, 61, 170; La Daurade, 218; Musée des
Augustins, 205, 209; cat. §6; on pilgrimage roure to
Santiago, 167, 181, 208; Saint-Eticnnc, 23, 191, 215,
233—34; Saint-Sernin, 23, 191, sculpture from, 2057,
209, 211, 212, 214, 216, 267; cats. 86, 87

Tours: Saint-Martin, 155, 157, 244 scriptorium at, 20, I51,
155, 157, 161, 244

Tower of Charlemagne, 310

Trajan (Roman ecmperor), 3

Trier, 131

Tudela, 24, 193, 303

Tufién: San Adriano, 119; chancel screen from, 135

Tuotilo, 247

Turin Beatus, 310

Turpin of Reims (bishop), 20, 176

Tyconius, 17; writing by: Commentary on the Apocalypse, 17

Ulfila (bishop), 42

Ulger (bishop of Angers), 278; tomb of, 278

Uncastillo, 215; Santa Maria, architectural sculpture from,
199, 200, 288; San Miguel, sculpture from, 200

Untersiebenbrunn (Austria), grave site in, 9

Unx: San Martin, sculpture from, 199

Urban II (pope), 182

Urgell: antependium of, 196, 324 cat. 169; Cathedral,
190; frescoes from, 193; Sant Pere, 195

urna, panels from, 276, 277-79, 280, 281, 303; cat. 134

Urraca (daughter of Ferdinand I), 170, 179, 248, 254, 257;
chalice of, 173, 247, 254—55; cat. 18

Urraca (queen of Ledn), 9, 173, 203, 210, 295

Urraca (queen of Navarre), 160

Valdedios, 119; San Salvador, 119, 168; 128, altar slab from,
152; relief sculpture from, 135; window grille from, 153

Valencia, 8, 9, 10; Cathedral, chalice in, 255

Valentiman I (Roman emperor), 44

Valeranica, 122, 125, 128; illuminated manuscripts from, 155,
16162, 235—36, 289, 292, 104, cats. 84, 108

Valladolid: Archivo de la Chancelleria, 150

Valladolid Beatus, 173

Valles: Sant Cugat, 192, 195; Santa Marfa de Barbar4, 190

Vatican: Sancta Sanctorum, cross from, 53

Velasco, 123

Vera Cruz, Segovia, 203

Via Latina, Rome, catacomb frescoes of |, 307

Vic, 185, 189; Museu Arqueologic-Artistic Episcopal, 192,
316, 328; cats. 164c—g; Sant Pere (Cathedral), 186,
312; altar of,, a12; retable from, 312; scriptorium at,
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190, 307; sculpture from, 312—13, 328; cat. 160; sculpture
in, 101; textile from, 230
Victor (abbot), 155
Viella: Sant Miquel, 318; cat. 166
Vienna: Schatzkammer, 255
Vigilanus, 142, 160
Vigo: Santiago, 216
Vildigernus (count), 42
Vilefia, 300
Villaveta, 315
Villefranche-de-Conflent, 191
Ville-sur-Cousance, 66 .
Vincent (saint), 236, 328; tomb of, Avila, 218
Virgen Blanca, 303
Virgen de In Vega, 282, 284; cat. 137
Virgin from an Annunciation, statue, 317, 318; cat. 165
Virgin and Child, statues of, 23, 320—21; cat. 167
Virgin and Child, gilt figures, 282—86; cats. 13739
Vita Sancri Aemiliani (Saint Braulio), 260, 262, 265, 267
Vitericus (count), 42
Volto Santo, 192, 324
votive cross, §6—57; cat, 12d
votive crowns, §3, 54, 55—56, §7, §8—s9; cats. 12c, I12€, 128

Wace, writing by: Rowman de Brut, 175

Wadih, 32

Walid I, al- (caliph), 74, 87, 88

wall paintings, see frescoes

Washingron, D.C.: Dumbarton Qaks, 96, 263; cats. 42, 125d

water fonts, see basins

Westminster Psalter, 229

White, Shelby, 60, 62; cats. 16, 18

Wilfred the Hirsute (count of Barcelona), 185

William I (William the Conqueror; king of England), 175

Winchester (England), 131; manuscript illumination from,
24, 190, 220, 299, 301, 304

Winchester Bible, 190, 229

window grilles, 7475, 76, 87-88; 7¢, 76; cat. 33

Witiza (Visigorhic king), 68, 69

Worcester Art Muscum (Massachusctts), 314, 315, 328;
cats. 163, 172

Ximena (queen of Astorga), 142

Yusuf iba Tashutin, 9, 93

Zahra’, 8s

Zalaca,

Zamora, 200; Cathedral, 24, 202, 203

Zawi ibn Ziri, 81—82

Ziri ibn Manad, 77

Ziryab, 76, 77

Ziyad ibn Aflah (vizier), 94, 95; pyxis of, 30, 9495, 157,
226; cat. 39

Zotlus (saint), 180

zoomorphic vessel, 84; 8



photoGgRaph CrReOItS

Photagraphs of catalogue works in Spain commissioned by the
Metropolitan Museum

Bruce White: cats. 1—7, 10, 11, 244, 24b, 26, 27, 34—38, 41, 4447, 50,
52, s6a—d, 61, 62, 632, 63b, 65—68, 70—72, 73a—C, 79, 80, 82, 88—92, 94,
95, 96a—d, 100, 101, 103f—h, 104—106, 108, 109, 110 {exterior and
fining of lid), 113, 114, 1153, 118—121, 123, 124, 125, 1258, 127, 129, 132,
134, 137, 139, 140, 144, 146, 149, 150, i3, 161, 164a—g, 166—171

Other photographs of coralogue works

The Photograph Studio, The Metropolitan Museum of Art: cats. 17,
25, 28, 29, 49, 87, 102, 103a—C, I115C, 125C, 128, 130, 131, 133, 136, 138, 142,
153 (two folios); Archivo Fotogrifico Oronoz, Madrid: cats. 8, 12a,
74<, 107, 111, 159; Sheldan Collins, New York: cats. 31—33, 38a, 59;
Deutsches Archidologisches Institur, Madnd: cats. 64, 76, 77; Patrick
Goetelen, Geneva: cat. 24bis; Barry Halkin, Philadelphia: cats. 69,
116b, 116¢; Marilyn Jenkins, New York: cat. s4; Charles T. Little,
New York: cats. 110 {interior), 12sb, 12se, 125g, 126; Lumen, Burgos:

cat. 152; Joseph Martin, LARA, Madrid: cats. 1ze, 13; Gordon H.
Roberton, London: cats. 30, 55; John W. Williams, Pittsburgh:
cat. 155; Juan Antonio Yeves Andrés, Madrid: cats. 9a, ob, 48, 135b.

All other photographs of objects in the exhibition were supplied by
the lenders.

Hlustrations in the essmys

These photographs were provided by: Achim Arbeiter, Madrid;
Archivo Fotografico Oronoz, Madrid; Mario Carrieri, Milan; Sheldan
Collins, New York; Jerrilyn I. Dodds, New York; Foto Pefarroya,
Jaca; Hirmer Fotoarchiv, Munich; Marilyn Jenkins, New York;
Joseph Martin, LARA, Madrid; MAS, Madrid; Detlev M. Noack,
Deutsches Archiologisches Institut, Madrid; Lorenzo Arias Piramo,
Oviedo; John Patterson, Deutsches Archiologisches Institut,
Madrid; Photo Zodiaque, La Pierre-Qui-Vire; Raghubir Singh,
London; O. K. Werkmeister, Evanston, Illinois; Bruce White, New
York; and the institutions noted in the captions.

The text of this book is set in Galliard, a face designed for
Photocomposition by the English type-designer Matthew Carter in 1979;

it is based on the sixteenth-century face Granfon, which was destgned by

Robert Granjon (1513-1589), a French type-founder who worked in

Paris and Lyons. The display type is Libva, a face created by
the Dutch type-designer Sjorrd Hendrick De Roos

7 1038; it is based on early medieval uncials.



LiBRARY 0F CONGRESS CATALOGING-IN-PUBLICATION DATA

The Art of medieval Spain, A.D. s00-1200.
p. o
An Exhibition catalog.
Includes bibliographical references and index.
ISBN o—87099—685—1. —ISBN o--87099-687-8 (pbk.). —
ISBN 0-8109—6433—3 (Abrams)
1. Art, Medieval—Spain. 2. Art, Spanish. 1. Metropolitan
Museum of Art (New York, N.Y.)
N7103.A78 1993
709’ .46'0747471—dc20 93—28791
CcIr

358



ISBN 0-8109-6433-3 (Abrams)




	0810964333_i to 175
	0810964333_176 to END



