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The Tumuli at Sé Girdan

A Preliminary Report

OSCAR WHITE MUSCARELLA

Associate Curator of Ancient Near Eastern Art, The Metropolitan Museum of Art

ON AucusT 25, 1936, Sir Aurel Stein completed a six-
day excavation on the mound called Dinkha Tepe,
situated in the Ushnu valley in northwestern Iran, and
moved his camp about three miles to the east across the
Gadar River to a location near the modern village of
Cheshmé Gol. There he examined ‘“‘a curious succes-
sion of conical mounds stretching in a straight line at
short intervals, known as Seh Gird.” Stein first thought
that the mounds might be “a series of burial tumuli.”
After examining them and finding them to be com-
posed of a hard gravel, the same type of soil found in the
adjacent area, he concluded that they were “natural.”!
The mounds were, therefore, not excavated, and Stein
moved his camp to another area.?

In the summer of 1966, the writer and Robert H.
Dyson, Jr., accompanied by several members of the

1. Sir Aurel Stein, Old Routes of Western Iran (London, 1940)
pp- 376 ff.

2. Stein, Old Routes, p. 377. An old landlord from Cheshmé Gél
told us that he remembered ““a fat elderly American” (i.e. someone
who spoke English) who came to the area with an Indian and his
wife about 30 years ago after excavating at Dinkha. He also claimed
that the Indian found two vessels in one of the tumuli. It would
seem that these vessels must actually have come from one of the
tepes sounded in the area by Stein (e.g. Stein, Old Routes, p. 377).
Tumuli G and H show unmistakable signs of having been ex-
cavated to a limited extent, and they are probably the ones tested
by Stein. However, two or three other tumuli also show signs of
excavation, infra.

3. Tumulus K, the eleventh recorded in 1968, was recognized

Hasanlu Project excavating at Dinkha Tepe, visited
the mounds and concluded that they were in fact
tumuli and not natural formations. At that time nine
tumuli were counted; in 1968 a total of eleven were
recorded.?

The tumuli lie about five kilometers east of Dinkha
Tepe and may be seen with the naked eye from that
mound. They were built about one kilometer below
and west of the foothills that form the eastern boundary
of the valley. The most important site recognized in the
immediate area is a recently discovered Urartian city
located at a place in the same foothills now called
Qalatgah, just slightly to the northeast (Figure 1).*
That site is known today in the area for a pair of
magnificent springs that gush from the rocks and ir-
rigate the fields below. All the tumuli are clearly

as a tumulus by Christopher Hamlin while he was planning the
site.

4. Qalatgah means “place of the fortress.” The site was first
visited by the author, Agha Z. Rahmatian, and two members of
the staff, Christopher and Carol Hamlin, on August 31, 1968. We
were guided by a local landlord who promised to show us the place
where an inscribed stele was allegedly found in 1967. A major
stretch of Urartian-type walls, Toprakkale-type pottery (highly
polished red ware), and Iron III Iranian sherds were discovered.
A second trip a week later led to the discovery of an Urartian in-
scription on a building stone and an Urartian stone stamp-
cylinder seal. Collectively, the evidence suggests that Qalatgah is
an Urartian site.
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FIGURE I

Tumuli I, E, and F, before excavation, right to
left. Qalatgah lies to the left of and above the
cluster of trees in the right background

visible from Qalatgah and also from the modern
Nagadeh—Ushnu road, which passes just below at the
base of the hills. The village of Cheshmé Gél lies about
half a kilometer to the northwest of the tumuli.

In 1968 the Hasanlu Project, under the joint
sponsorship of the University Museum of the University
of Pennsylvania and The Metropolitan Museum of

FIGURE 2
Plan of Sé Girdan showing Tumuli A to H. Four
tumuli, A, G, D, and E, have been planned
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Art, began a second campaign at Dinkha Tepe.* Per-
mission was generously granted by the Iranian Depart-
ment of Antiquities to conduct a sondage at Sé Girdan.
The aim of the sondage was to study the tumuli: the
way they were constructed, the type of tombs they con-
tained, and any evidence as to their date or the identity
of the people who built them. No Iranian tumuli of the
type found at Sé Girdan have hitherto been excavated
or published. Any information provided by the son-
dage was certain, therefore, to be of some significance
and interest in the study of the ancient history of Iran.

The area of the necropolis was first surveyed, and
four tumuli were measured; the short time at our
disposal precluded the measurement of the other seven
tumuli. The letters A to K were assigned to the tumuli
for the purpose of field identification; as they were
selected for excavation, Roman numerals were as-
signed. Seven of the tumuli lie roughly in a straight line
oriented northwest—southeast, extending over a dis-
tance of 600 meters (Figure 2). The four other tumuli
lie to the north and northeast in no apparent order.
Tumulus I (i) is 750 meters northeast of Tumulus H;
Tumulus K is isolated about one kilometer east of
Tumulus I (i), just off the modern road. A large, a
medium, and a small tumulus were chosen for exami-
nation. In two of these tumuli, IT and III (D and A),
tombs were discovered and recorded, while in the
other, I (C), excavation had to be suspended before a
tomb could be located.

The main problem faced by the excavators was that
the area surrounding each tumulus was part of a
cultivated pea field. The excavated earth from all three

5. For a report on the first campaign, see R. H. Dyson, Jr.,
“Dinkha Tepe,” in “Survey of Excavations in Iran During 1965-
66, Iran 5 (1967) pp. 136 fI.; Oscar White Muscarella, ‘“Excava-
tions at Dinkha Tepe, 1966, The Metropolitan Museum of Art
Bulletin 25 (1966) pp. 16 ff.

The 1968 campaign was codirected by the author and Professor
Robert H. Dyson, Jr. The author directed the work at Sé Girdan.
He was ably assisted by Mr. Christopher L. Hamlin, who planned
the site and contoured Tumuli I, II, III, and E; Mrs. Carol
Hamlin, who excavated and planned Tumulus IT; Miss Elizabeth
Stone, who contoured Tumulus I1T; and Mr. Arthur Smith, who
was the photographer. Agha Z. Rahmatian was our most coopera-
tive inspector, who helped us in many ways. Agha Nozar Supheri
was, as always, our right hand in all matters. Our foreman, Beshir,
deserves much credit and thanks for his intelligence, honesty, and
help, both to his Kurdish- and Turkish-speaking workers and to
the excavation staff; through his endeavors we were able to ac-
complish much work in little time.



FIGURE 3

Tumulus II, partially excavated, in the fore-
ground; Tumulus I in the background. Note the
pea field and the dumps

tumuli had, therefore, to be deposited on their periph-
eries and on the unexcavated sections (Figures 3, 4).
Moreover, because the pea field encroached on the
tumuli, we were in no instance able to excavate the
original outer border.

TUMULUS I

This is the largest tumulus at Sé Girdan (Figures 1,
2, 5): its height is 8.25 meters; its diameter, limited by
an irrigation ditch and the pea field, measures about
60-65 meters. Figures 6, 7, 11 show the present border
of the tumulus and the pea field. The tumulus was
divided into quadrants using compass directions as
dividing lines. The northwest quadrant was further
subdivided into two sections, and the southern section
was excavated. While excavation progressed in the
main cut, four narrow test trenches were excavated
around the tumulus (Figure 5).

The upper part of the tumulus fill was composed of
a mixture of gravel and earth, characterized by masses
of small pebbles (1 in Figure 7). Below this level the
fill was composed of hard and firmly packed clay in
combination with small pebbles, but not in the same

FIGURE 4
Tumulus I1, during excavation, and Tumulus E.
Cheshmé Gol may be seen in the upper right
background. Photograph taken from the top of
Tumulus I

quantity as in the upper level (2 in Figure 7). After we
reached this level, which continued until we suspended
digging, work proceeded very slowly.® A color change
was noticed in the clay at a certain point, and there was
also a lens of clay, but otherwise nothing distinctive
about the density and composition of the clay could be
detected (2A, 2B, and 2C in Figure 7). The color change
may represent only different sources for the clay.
After some days of digging, vertical cleavages were
noticed in the north-south scarp; the faces of some of
these cleavages had a southeast, others a northeast,
orientation penetrating into the undug scarp. At first it
was assumed that these cleavages represented the dry-
ing and cracking of the clay in the sun, but soon other
cleavages were noticed in the surface of the clay in the
main cut. Work ceased for several days while these
cleavage lines were cleaned and recorded. It was soon
evident in the main cut that a series of roughly con-
centric circular units were present (Figures 7, 8, g, 10),
and moreover, the cleavages joined neatly with some

6. Each of the four strong pickmen found it necessary to strike
the clay four to six times before a section could be removed. The
clay seems to have been packed in while still wet.



of the vertical ones in the north-south scarp. Other
cleavage lines were noticed in addition to the circular
ones: longitudinal lines that divided the circular units
into partitioned sections. Some of these partition-
cleavage lines also joined neatly with some in the
north—south scarp, thus explaining the different angles
observed there for the vertical cleavages. Examination
of the cleavages showed that there was a grain pattern
on all the faces cleaned, indicating that wood fences,
stockade-like, had at one time served to contain the
clay and left their impressions upon it.

Valuable information is thereby supplied to us relat-
ing to the techniques employed in the erection of the
tumulus. The builders first established roughly circular

FIGURE 6
Section of test trench 1, Tumulus I

FIGURE 7
i Tumulus Fill
East-west section of the northwest
~ Virgin Soil
quadrant, Tumulus I -
0 1

FIGURE 5 Plan of Tumulus I

areas by means of wood fencing, and they subsequently
subdivided these areas into irregular sections by means
of wood partitions. After the spaces so divided were
filled with clay, it would seem that all wood fences and
partitions were removed, as no traces of such wood
(other than the imprints) were found. Except for the
change of color recognized in the scarp, no horizontal
lines were visible; moreover, the vertical cleavages in
the scarp uniformly pass through the area of the color
change. We must, therefore, assume either that the
fences and partitions were fairly high or that they were

Gravel, Earth
Clay
Cleavages
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FIGURE 8

Circular cleavages in the
surface of the main cut,
Tumulus I. Photograph taken
from the top center of the
tumulus

FIGURE g

Cleavages in the east-west
section and on the surface of the
main cut, Tumulus I



FIGURE 10
Plan of cleavages in the main cut, Tumulus I

continuously raised after a given amount and level of
clay had been deposited. We do not know at this stage
of the excavation whether or not the cleavage lines
continue to the base of the tumulus.

A long trench was dug extending from the outer
limit of the main cut to a point slightly beyond the
present periphery of the base of the tumulus (Figures
5, 7). In this trench a neatly laid and compact sloping
layer of small stones, I to § cm. in diameter, was en-
countered at irregular depths of from 40 to 60 cm. be-
low the surface. The stone layer was only one or two
courses thick and extended from a point near the
present base up the slope for a length of 10.5 meters,
ending in an irregular line. At a depth of about 40 cm.
below the lower edge of the stones another layer of

FIGURE I1
Stone revetment as seen in test trench 1, Tumulus
I, looking down the slope with the pea field in the
background

neatly laid small stones was encountered, this time,
however, laid horizontally (Figure 7, lower right);
where it begins and ends could not be established.
Each of the four test trenches excavated around the
tumulus yielded the same layer of small stones sloping
up the sides (Figures 5, 6, 11). The depth of the stones
was irregular within each trench and also with respect
to the other trenches, and the length of the sloping
stone layer in each trench was not uniform. Gaps in the
stones of test trench 4 could be explained either as the
result of stone robbing (though there is no evidence of
this on the surface), or by assuming that the builders
began to run out of stones when they reached this part
of the tumulus and proceeded to pile the stones at
random. In one of the four test trenches, number 3, a

Il
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Datum center peg: 4 107 cm

horizontal course of stones was found below the sloping
course.

It is certain, therefore, that Tumulus I was encircled
by a sloping revetment of small stones neatly laid be-
low the surface of the tumulus but at an irregular
height. This revetment was apparently built with the
view to further protecting the tomb, already covered
with a mass of hard clay. The form of the tumulus
ultimately desired apparently did not develop until the
time when this revetment was covered with gravel, the
last stage in the construction.

Although we did not discover a tomb, it may be safe
to conclude, on the evidence collected from Tumuli 11
and III (infra), that it exists in the southwest quadrant
and that it will be away from the center of the tumulus.

TUMULUS II

This is the smallest of the tumuli excavated in 1968,
being about 47 cm. in height and about 14 meters in
preserved diameter (Figures 3, 4). The mound was
divided into quadrants, and the southwest one chosen
for initial excavation. The surface of the tumulus
showed remains of recent hearths, but no other features
that might suggest disturbance were noticed.

The fill was very shallow and was composed of gravel
and gray-brown earth. At a depth of from 10 cm. to 30
cm., at different parts of the quadrant, portions of a
circular pile of rubble stones 10 cm. to 30 cm. in diame-
ter were uncovered. In two areas there were gaps in the
rock pile, and below the larger gap we encountered the
top of a well-built stone wall and a section of another;
this turned out to be the tomb. At this stage the rock
pile was completely excavated (Figure 12). It consists
of a round mound of stones several courses thick at the

FIGURE 12
Plan of Tumulus IT showing the tomb area
and the rock pile overlay
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center and diminishing to one or two courses at the
edges. The center of the rock pile was not under the
center of the tumulus but was actually some meters to
the west. The tomb was placed at the center of the rock
pile.

Gaps in the rock pile noticed early in the excavation
made it evident that the tomb had been plundered:
one gap in the southwest area seems to indicate an
abortive attempt; the large gap in the area directly
over the tomb represents a successful one. The stones
scattered in this area, and extending beyond the rock
pile, at a higher level, represent debris from the rob-
bers’ trench, which was apparently dug from the east.
This trench was subsequently refilled with the same
gravel and earth that covers the rest of the tumulus.
There was no evidence of the robbers’ trench in the
north—south balk despite the fact that there is a break
in the line of stones. This could indicate that the
robbing occurred soon after the completion of the
tumulus and that the refill had consolidated with the
undisturbed fill in the course of time. Nothing on the
surface of the tumulus gave any hint that plundering
had occurred, which further suggests that the robbery
took place in antiquity. Several of the other tumuli in
the necropolis (I, III, F, G, and H) have noticeable
hollow depressions that indicate relatively recent at-
tempts at excavation. The depressions in two of these,
F and G, represent the soundings of Stein, according to
some local inhabitants.

In the excavation of the tomb, the rubble stones of
the overlying rock pile were removed, and the south
and east tomb walls were freed from earth and rubble.
The tomb (Figures 13-16) is built of neatly cut large
flat stones, set into a thick mud mortar layer. The same
mud used in the mortar was also applied as a plaster to
the outside walls of the tomb. The walls form a rectan-
gular structure one stone thick and about 1.5 meters by
3.1 meters. Around the top (except on the robbed south
side) the flat stones are bordered by additional large
flat stones, which are themselves bordered by rubble
stones. On the three sides not disturbed by the robbers,
the depth of the tomb is preserved fully to a height of
1.2 meters. There is no evidence to suggest of what
material the roof was constructed.’

7. A wood roof could have been employed over the stone tomb,

cf. M. Gimbutas, Bronze Age Cultures in Central and Eastern Europe
(The Hague, 1965) p. 284.
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Below the walls to a depth of about one meter the
tomb was filled with rubble stones mixed with gravel
and earth. Either these stones were thrown in by the
robbers or they fell in from the disturbed pile above.
Under this rubble fill, a layer of well-packed pebbles
and some fist-sized stones were encountered, apparent-

FIGURE 13
Tomb of Tumulus IT during excavation

FIGURE 14
Tomb of Tumulus II after excavation
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Slab Floor
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FIGURE 15 Plan of the tomb, Tumulus IT (Datum: +107)

FIGURE 16 Sections of the tomb, north and west walls, Tumulus I




ly representing a deliberate packing. Among the
pebbles were two thin lenses of fine gray ash whose
origin remains a mystery. Under the packing was the
tomb floor proper, constructed of large flat stones of the
same type used in the walls. The center of the tomb
floor contained no slabs but only a smooth and hard
gravel surface spotted with red stains, samples of which
were collected. A test trench dug 25 cm. into this sur-
face demonstrated that it was virgin soil. It may well
be that the pebble packing rather than the partially
slabbed floor served as the surface on which the dead
person was placed, and that the slabs were missing in
the original tomb construction.

Attempts were made to find out whether a tomb pit
had been dug, but no evidence of one was found. Sec-
tions were cut at both the north and south ends of the
tomb area, and no pit lines could be recognized. The
present surface of the valley is 2 meters above the stone
floor of the tomb, and it would indeed be possible to
assume that a pit had been dug for the tomb. Perhaps,
since the gravel used as fill was of very much the same
consistency as the neighboring virgin soil, the outlines
of the pit have been obscured.

The contents of the tomb consisted of a few small
bone fragments in very poor condition, found in the
northwest corner at a depth of 40 cm. from the top of
the wall, and a small, nondescript disc-shaped shell
bead. A small, coarse sherd was found below the rock
pile overlying the northeast corner of the tomb, but it
unfortunately yields no information.

Three sherds, each incised with part of a triangle,
were found in three areas of the tumulus fill, in each
case just beyond the circular rock pile. We will return
to a discussion of these sherds shortly.

It may be seen from the plans and photographs that
Tumulus IT has not been completely excavated. It
would therefore be premature to arrive at a negative
conclusion concerning the presence of a circular stone
revetment, as was excavated in both Tumulus I and
Tumulus ITI. The tomb area and the overlying circular
rock pile have been cleared, but not the outer areas of
the tumulus. Perhaps during a future season conditions
in the pea field will allow a test trench to be dug in a
search for a revetment.

16

TUMULUS III

Tumulus IIT was selected for excavation because it
represents a medium-sized example, being 3 meters in
height and about 35 meters in preserved diameter
(Figure 17). Whereas Tumuli I and II were ap-
parently never cultivated, Tumulus III had been
plowed and therefore blended into the surrounding pea
field. After the tumulus was divided into quadrants,
the southeast section was. decided upon for initial
excavation. The fill throughout was solid clay mixed
with a few pebbles. Aside from the upper area, which
had been softened by plowing, this clay was quite hard
and compactly laid down. No horizontal lines were
visible in the balk, nor were there any cleavages such as
those recognized in Tumulus I (Figure 18).

Approximately 50 cm. below the surface around the
outer perimeter of the tumulus, a section of a sloping
ring of rubble stones one or two courses thick and of
varying sizes was uncovered (Figures 18, 19, 20). The
ring is about 5.75 to 6 meters in width (measured
horizontally) and seems to have served as a revetment.
Although many stones are missing as a result of plow-
ing, there is no evidence of plundering. A test trench
was cut into the north slope of the tumulus (Figure 17)
and a sloping stone surface thereby uncovered, indicat-
ing that the revetment encircled the tumulus in the
same manner as recorded in Tumulus I.

Some 2.5 meters below the center of the tumulus a
small section of a rubble rock pile was encountered.
The outer border of the pile was one stone thick, and
the pile increased in depth toward its center, thus
forming a low mound; the outer edge, which was
curved, indicated that the pile was round in form (Fig-
ures 19, 21). The rock pile rested on a well-made floor
of clay, smooth and hard, only part of which could be
cleared. Since it was evident that the center of the rock
pile was located in the southwest quadrant, a trench
extension was made in that direction; another exten-
sion was made to the north to expose more of the rock
pile and to allow extra room for excavating the tomb.

A hollow dome in the clay over a depression in the
stones 1.1 meters deep indicated clearly that the rock
pile had collapsed into the tomb chamber. When this
area was cleared, the top of a grave pit completely
filled with fallen rubble stones was revealed. Powdery
remains and small fragments of wood, which apparent-



Excavated Areas

FIGURE 17 Plan of Tumulus I1I

FIGURE 18 East—west section of the southeast quadrant, Tumulus III
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FIGURE 20

The excavated southeast quadrant of Tumulus
IIT with the outer stone revetment in the fore-
ground and the inner rock pile just above it in the
center

ly belonged to the now decayed roof, were also re-
covered mixed with the rubble. No rubble stones found
in the area could have served as a roof for the grave
pit.

The grave pit was a neatly excavated rectangular
area 2 meters wide, 3.5 meters long, and 1.2 meters
deep. The walls sloped outward slightly and were coat-
ed with a thin mud plaster. The level gravel floor of the
pit was carefully covered with a layer of small pebbles

FIGURE 22

FIGURE 21
Inner rock pile, Tumulus ITI

to a depth of 7-8 cm. (Figure 22). Excavation into the
gravel floor showed it to be virgin soil.

On the pebble surface was found the badly crushed
skeleton of an adult male (Figures 23, 24). It lay on its
side with the head facing southeast and the legs drawn
up in a contracted position. The left arm was awkward-
ly positioned under the right arm, and the back was
twisted. The original position of the skeleton may have
been distorted by the rubble collapse, but the place-

South and west sections of the tomb pit, Tumulus III
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FIGURE 23
Plan of the tomb, Tumulus ITI

X Depth From Top: 4.10 Meters
Pebble Floor
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FIGURE 24
Skeleton on the floor of the tomb pit, Tumulus ITI
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FIGURES 25, 26, 27
Stone whetstone-scepter, Tumulus III. Iran
Bastan Museum, Tehran

ment of the arms seems surely to have been original.
All bones of the skeleton were completely covered with
a deep red color, specimens of which have been taken
for analysis.

The following objects were found on the pebble floor
beside the skeleton and clustered in an area to the west
and northwest of the head (Figures 23, 24):

1. A perfectly preserved whetstone-like object ter-
minating in a feline’s head. The stone is finely grained
and very smooth so that if it is a whetstone it does not
appear to have been used ; perhaps it served as a baton
or scepter. Length 37 cm., diameter 3.2 cm. (Figures
25, 26, 27).

2. A very fragmentary silver drinking vessel, the
metal of which was in excellent condition when found
(Figure 28 for a reconstructed drawing; Figure 23, 2 in
plan).

3. A bronze knife blade with the remains of a plait-
ed material adhering to one side. Length 12.8 cm.,
greatest width 1.8 cm.

4. A bronze celt, also with the remains of a plaited
material adhering to one side. Both the knife and the
celt may have been resting on this material, as frag-
ments of it were recovered underneath both objects.
Length 13.4 cm., width 5.1-3.5 cm. (Figure 29).

5. Two long silver rods, very fragmentary. They
were made by rolling silver plate in the manner of a
scroll.

6. Many small beads of gold, stone, and paste. They
are all plain and are round or rectangular in shape. The
beads were recovered near the right hand; none were
found near the neck (Figure 23, 6 in plan).

Picked up in the tumulus fill were a few sherds of
coarse ware, a few sherds decorated with incised wavy
lines of second-millennium type, and three small and
fragmentary human bones. All these objects could have
been inadvertently deposited along with the clay.

The building of the tumulus may be reconstructed as
follows: An area in the field was leveled and smoothed
to a neat, hard surface. Into this surface a rectangular



FIGURE 28
Reconstructed drawing of a silver vessel, Tumu-
lus III. Iran Bastan Museum, Tehran

FIGURE 29
Bronze celt blade, Tumulus III. Iran Bastan
Museum, Tehran
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pit was dug, floored with pebbles, and lined with
plaster. After the deposition of the body and of the
objects, wood beams or logs were placed over the pit,
and a carefully laid mound of stones was placed over
the closed tomb, which was kept under the center of the
rock pile. Following this stage came the laying down of
the clay, in which the center of the rock pile and tomb
were kept away from the center of the tumulus. No
stones or wood remains that might have served as a
marker for the center of the tumulus were found.® At a
certain stage, near the completion of the tumulus, a
sloping, encircling stone revetment was built. Follow-
ing this stage, more clay was dumped in order to cover
the revetment and to create the shape desired for the
tumulus. None of the evidence suggests that wood
fences or partitions were employed in the construction.

SUMMARY

Tumuli IT and III share certain features: each of
their tombs was situated away from the center of the
overlying tumulus; each tomb was built into a pit (not
absolutely certain for II); each tomb had a pebble
floor; and each tomb was covered by a mound of
rubble stones. Until a trench is cut into the outer area
of Tumulus IT, we are not in a position to conclude that
it had a stone revetment like Tumulus ITI, but this is
very probable. The major difference between the two

8. Such markers were found within some Phrygian tumuli: G.
and A. Koerte, Gordion Ergebnisse der Ausgrabung im Jahre 1900
(Jahrbuch des deutschen archiologischen Institut, Erginzungsheft V;
Berlin, 1904) p. 39; R. S. Young, “Gordion 1956: Preliminary
Report,” American Journal of Archaeology 61 (1957) p. 325 (Tumulus
P); idem, “The Gordion Campaign of 1959: Preliminary Report,”
AJA 64 (1960) p. 228 (Tumulus W).

9. The low height of Tumulus IT might have resulted to some
extent from the plundering activity, but there is no conclusive
evidence that it was ever as high as Tumulus III.

10. A fragment from the Stele of the Vultures of Eannatum,
now in the Louvre, has a scene that could represent the erection of
a tumulus over a mass burial. Two men carry earth up a ladder or
slope in order to cover a group of dead men, the defeated enemy.
The fact that they are climbing seems to preclude the suggestion
that we are witnessing a regular inhumation burial. However,
there is at present no known tumulus burial from the Mesopota-
mian area of this time, or indeed later. For a drawing of the frag-
ment and a suggestion that the scene does represent the erection of
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tumuli, aside from size, is that IT contained a well-built
stone tomb whereas III contained only a simple pit as
the grave chamber. Whether this fact may be inter-
preted as reflecting a difference in wealth between
those who were buried in the tomb or a chronological
gap between the erection of the tumuli cannot yet be
established.®
A feature Tumulus I shares with Tumulus III is the
stone revetment. With respect to the unique technique
used in the construction of Tumulus I (wood fencing),
one may presume that the relatively small size of
Tumuli IT and III precluded such an elaborate system.
Tumuli whose construction exactly parallels that of
the tumuli at Sé Girdan do not come readily to mind.
Particular features of the construction, however, are
paralleled in various areas of the ancient world, extend-
ing from England to Russia, and possibly beyond.!®
The placement of the tomb away from the center of
the tumulus is a characteristic feature of Phrygian and
Lydian tumuliin Anatolia beginning in the eighth cen-
tury B.c. and continuing for several centuries.
Phrygian tumuli excavated at Ankara, Gordion, and
Kerkenes Dagh, with rare exceptions, have a grave
chamber off-center.’ The Phrygian tumuli usually also
have a grave pit into which a tomb was placed; they
sometimes have a pebble floor; and they almost always
have either rubble stones placed around the tomb in the
pit or, more commonly, a rock pile covering the tomb
pit. In at least one Phrygian tumulus, one of those
excavated by Makridi at Ankara, there is evidence that
fences or partitions were erected to help in the orderly

a tumulus, see G. Perrot and C. Chipiez, 4 History of Art in Chaldaea
and Assyria (New York, 1884) pp. 177 fI., fig. 93.

11. Ankara: M. Schede in Archdologischer Anzeiger 1930, col.
480; T. Ozgiic and M. Akok, “Die Ausgrabungen an zwei Tumuli
auf dem Mausoleumshiigel bei Ankara,” Belleten 11 (1947) p. 59,
where the excavators’ statement that the tomb of Tumulus 1 was
directly under the “Gipfel’’ seems contradicted by fig. 5; on p. 69
they state that the tomb of Tumulus 2 was “unter der Mitte des
Hiigels . ...” Gordion: Koerte, Gordion, pp. 99, 105, 139 ff.
(Tumuli IV, II, V); the Koertes specifically state, p. 40, that the
tomb was under the center of Tumulus III, which appears to be
an exception at Gordion; R. S. Young in various preliminary
reports: AJA 61 (1957) p. 325 (Tumulus P); 4J4 64 (1960) p. 228
(Tumulus W); 4J4 62 (1958) p. 147 (Tumulus MM) ; Bulletin of
the University Museum 16 (1951) p. 11, pl. v (Tumulus G); A4r-
chaeology 3 (1950) p. 200, fig. 7 (Tumulus B); 4J4 70 (1966) pp.
267 ff. (Tumuli X and Y). Kerkenes Dagh: E. Schmidt, “Test
Excavations in the City of Kerkenes Dagh,” American Journal of
Semitic Languages 45 (1929) pp. 250 fI.



dumping of earth fill.1* In the case of this particular
example, the partition walls were constructed of stones
and were left in place as the fill rose (cf. Salamis, infra).

None of the Phrygian tumuli have an outer stone
revetment, and this seems to be the only important
structural difference between these tumuli and those at
Sé Girdan. Another difference is that in Phrygian
tumuli the tombs are usually constructed of wood, but
this may only reflect ecological differences between
Anatolia and western Iran.

Several Lydian tumuli excavated in the region of
Sardis also have the tomb placed off-center, a feature,
incidentally, that one may interpret as an example of
Lydia’s cultural dependence on Phrygia.’* In some
tumuli there is also a pile of rubble stones placed over
the tomb. While there is no evidence of a stone rubble
revetment in the tumuli at Sardis, the elaborate stone
wall found in the large tumulus called Karniyarik
Tepe may actually be related in some manner to the
type known at Sé Girdan.

Still another area where there are tombs placed off-
center is on the island of Cyprus at the necropolis at
Salamis, recently excavated by V. Karageorghis.!¢
One of the tumuli, called Tomb %7, is a fourth-century
B.C. cenotaph. The pyre, with its contents and covering
rock pile, was excavated intact only because it was
missed by grave robbers who had tunneled straight for
the center of the tumulus and thereby missed their
goal. In addition to these parallels with Sé Girdan, the
tomb off-center and the overlying rock pile, there is
another feature of some importance: thin stone rubble
walls were found that radiated out from the center of
the tumulus, dividing the area into sections in order to

12. H. H. von der Osten, Explorations in Central Anatolia Season of
1926, Oriental Institute Publication, V (Chicago, 1929) pp. 48 ff.,
fig. 78; M. Schede in A4 1930, cols. 479 fL., fig. 23; M. Forrer in
Mitteilungen der Deutschen Orient Gesellschaft 65 (1927) abb. 20
with caption.

13. Perrot and Chipiez, History of Art in Phrygia, Lydia, Caria, and
Lycia (New York, 1892) p. 262, fig. 159, p. 270; H. C. Butler,
Sardis, I (Leyden, 1922) p. 10; G. M. A. Hanfmann, “The Fifth
Campaign at Sardis (1962)," Bulletin of the American Schools of Orien-
tal Research 170 (1963) p. 56, fig. 39; idem, “The Ninth Campaign at
Sardis (1966),” BASOR 186 (1967) p. 39, fig. 25, pp. 42 ff.; on
p- 47 there is mention of a tumulus called Cambaz Tepe that has
a tomb placed under the center. For a brief discussion of Phrygian
influence on Lydia see Oscar White Muscarella, Phrygian Fibulae
from Gordion (London, 1967) p. 44, notes 30, 31.

14. V. Karageorghis, “Chronique des Fouilles en Chypre,”

facilitate the orderly dumping in of the earth fill. This
employment of stone partitions was also recorded in
Tumulus g of the same necropolsis.

Some European tumuli also present interesting
parallels to those at Sé Girdan. Tumuli of the second
millennium B.c. excavated in the western Ukraine, the
Baltic area, and central Europe often have a tomb pit
that is covered with a pile of rubble stones. In addition,
some have a simple stone ring encircling the tumulus
at the base.’s These stone rings do not seem to have
functioned as a revetment, as we suggested stone rings
did at Sé Girdan, but the same general idea—an en-
circling of the tumulus with stones—seems to be in
evidence. And it is this feature that particularly relates
the Sé Girdan tumuli to those known in Europe. An
important difference may be seen in the fact that it was
normal for a European tumulus to have a tomb built
directly under its center.

One tumulus known to me from England that has a
feature recognized at Sé Girdan is a long barrow at
Skendleby in Lincolnshire. Its excavation produced
evidence that upright wood posts and fences were em-
ployed in its construction. The system of partitioning,
or dividing areas into units, was also recorded.'* This
technique is the same as that employed in Tumulus I,
and, as already discussed, in tumuli from Ankara and
Cyprus.

Tumuli in the Altai area do not present direct paral-
lels with those at Sé Girdan in that many are actually
rock cairns rather than earth tumuli. The rock pile
covering the tomb pit was itself the tumulus and was
usually centered over the tomb below.!

An outer ring of stones surrounding a centrally

Bulletin de Correspondance Hellénique go (1966) p. 377 (Tomb %7);
BCH 89 (1965) p. 283 (Tomb 3, seventh century B.c.).

15. Gimbutas, Bronze Age Cultures, pp. 285, 308, 319 fI., 420,
460, figs. 190, 212, 219, 273, 301. Parenthetically I would mention
in this context the “tumulus” covering the House of Tiles at Lerna.
A circle of stones surrounded the earth mound, and a layer of
stones covered its surface. No burial was found, but the construc-
tion is certainly similar to that employed in grave tumuli: Hesperia
25 (1956) p. 150, fig. 3, pp. 165 ff,, fig. 5.

16. C. W. Phillips, “The Excavation of the Giant’s Hills Long
Barrow, Skendleby, Lincolnshire,” Archaeologia 85 (1936) pp. 60
ff.,, fig. 7 on p. 61, and pl. xxi, fig. 2.

17. M. R. Griaznov and E. A. Golomshtok, “The Pazirik
Burial at Altai,” 4J4 37 (1933) pp. 32 ff., fig. 1; K. Jettmar, Art of
the Steppes (New York, 1964) pp. 120 ff., fig. 105.
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positioned tomb is fairly common in the Caucasus
region.® These stones, however, form a simple ring and
not a revetment, and as such may be more closely
related to European tumuli. I am told that some of the
tumuli ruthlessly plundered in the Ardebil area in
recent years have an outer ring of stones like those in
the Caucasus.

The objects recovered from the rubble-filled tomb
at Sé Girdan do not yield as much information about
culture and chronology as one would wish; especially
lacking is pottery. Nevertheless, certain general com-
ments may be set down. The silver drinking vessel,
although badly crushed, can be partially reconstructed
on paper (Figure 28) and has several parallels at Ziwiye
belonging to the Iron III period, there not earlier than
the late eighth century B.c. and continuing through the
late seventh century B.c.'* The knife and celt, however,
are not distinctive enough to allow them to be placed
chronologically with any certainty.

The most important object from the tomb, and the
only one completely preserved, is the feline-headed
whetstone-scepter. The head of the feline is stylized
and simple in execution, and seems to be pre-Achae-
menid in style. Whetstones, often with detachable
metal animal heads, are known from the Achaemenian
period and earlier.20 A few whetstones of a similar but
smaller type are reported from the Minusinsk area in
Russia. These have animal heads and were made in
one piece. Tallgren states that they are difficult to
date.?* T would tentatively suggest a pre-Achaemenid

18. J. de Morgan, Mission Scientifique en Perse (Paris, 1896) p. 43,
fig. 45; H. de Morgan, “Recherches au Talyche Persan,” Déléga-
tion en Perse, Mémoires 8 (Paris, 1905) pp. 256 fI., figs. 339-342,
p. 260, fig. 346, p. 262, figs. 347, 348, etc. For similar types of
tombs in Italy see A. Minto, Marsiliana D’ Albagna (Florence, 1921)
pp. 22 ff,, 30 I, fig. 2, pl. v1.

19. T. Cuyler Young, Jr., “A Comparative Ceramic Chro-
nology for Western Iran, 1500-500 B.C.,” Iran 3 (1965) p. 60, fig. 4,
no. 10. There are examples from Ziwiye still unpublished.

20. 7000 Ans d’Art en Iran (Paris, 1961) no. 689; R. Ghirshman,
The Arts of Ancient Iran (New York, 1964) p. 67, figs. 84-86; A.
Godard, Bronzes du Luristan (Paris, 1931) pls. X1, X11, an example
from Susa and others from Luristan. In this context compare a
““door socket” made of a finely grained stone with a stylized ram’s
head at one end, found at Hasanlu, dated to the ninth century,
R. H. Dyson, “Preasures From Hasanlu . . . ,” Ilustrated London
News, Sept. 30, 1961, p. 536, fig. 12. The scepters discussed by D.
Berciu, “A Zoomorphic ‘Sceptre’ Discovered in the People’s
Republic of Bulgaria . . .,” Dacia 6 (1962) pp. 397 ff., may be relat-
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date for the whetstone-scepter found in Tumulus ITI.

The few sherds with incised triangles found in the fill
of Tumulus IT (Figure 30) may fit within the Iron III
period, perhaps late eighth to early sixth century s.c.
Painted and incised triangles were common motifs in
that period (hence Iron I1I’s original field name “Tri-
angle Ware Period”) at such sites as Hasanlu, Susa,
Ziwiye, and Zendan, and at sites in the Caucasus.??
Recently there have appeared on the antiquities mar-
ket vessels with incised triangular decoration allegedly
coming from northwest Iran (Figure g1); these also
seem to belong to the Iron III period.2

Sherds and other material found in the fill of a tumu-
lus do not date its construction except in the form of an
ante quem non date,®* that is to say, the objects may be
interpreted as either contemporary with the erection of
the tumulus (a workman scattered a pot he accidental-
ly broke) or earlier than the erection of the tumulus (the
material was inadvertantly scooped up by workers
while they gathered clay for the fill). If I am correct in
attributing the sherds to the Iron III period, then
Tumulus IT and, I would suggest, also the others are
either Iron IIT or later in date. The Sé Girdan tumuli
remind us strongly of the Phrygian and Lydian exam-
ples of the eighth through the sixth centuries B.c., the
silver vessel has Iron III parallels, and the whetstone
appears to be pre-Achaemenian in style—these three
factors do suggest that we would be on the right track
in tentatively dating the construction of the tumuli as
seventh or sixth century B.c.

ed to but are not of the same type as the one from Sé Girdan. For
this last reference I wish to thank Professor T. Sulimirski.

21. A. M. Tallgren, “Some North Eurasian Sculptures,”
Eurasia Septentrionalis Antiqua 12 (1938) p. 119, fig. 8a, b, p. 126.

22. R. Ghirshman, Village Perse-Achéménid, MDP 36 (Paris,
1954) pl. xxx1, GS. 863, pl. xxxm, GS. 3; Young, ‘“Compara-
tive Ceramic Chronology,” pp. 68 ff., p. 56, fig. 2; R. H. Dyson,
Jr., “Problems of Protohistoric Iran as Seen from Hasanlu,” Journal
of Near Eastern Studies 24 (1965) pp. 204 fI., figs. 7, 9, 10, 11, 13;
idem, “Iran, 1956,” Bull. Univ. Mus. 21 (1957) p. 36, fig. 27; W.
Kleiss and R. M. Boehmer, ‘‘Die Ausgrabungen aufdem Zendan-i-
Suleiman,” 44 1965, cols. 763 fI., figs. 74~76; J. de Morgan,
Mission Scientifigue au Caucase (Paris, 1889) p. 148, fig. 155, p. 151,
fig. 162, p. 155, fig. 170. (I am not unaware of the fact that the
sherds from Tumulus II could be second millennium in date.)

23. See also Trésors de I’ Ancien Iran, Musée Rath (Geneva, 1966)
no. 672, fig. 64. Many others are to be seen in dealers’ shops.

24. Muscarella, Phrygian Fibulae, p. 7; Karageorghis, BCH go

(1966) p. 377



FIGURE 30
Sherds from the fill of Tumulus II

A preliminary report cannot be more definite, and
C-14 samples are still to be collected and evaluated.
Another season’s work might supply the much-desired
pottery needed to arrive at a stronger conclusion. One
of the problems, in addition to chronology, that re-
quires further research is that of the location in the
Ushnu valley of the settlement occupied by the people
who buried their dead at Sé Girdan. Another related
problem, one of some importance, is concerned with
the cultural identification of the tumuli builders: were
they, for example, Medes or Scythians, or still another
people?

FIGURE 31

Vessel with incised triangular decoration, Iran,
viI-vi century B.c. The Metropolitan Museum of
Art, Rogers Fund, 66.202
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Euboean Black-figure in New York

DIETRICH von BOTHMER

Curator of Greek and Roman Art, The Metropolitan Museum of Art

PAINTED VASES continue to be the most plentiful and
the best-known class of Greek antiquities. Their very
number and their good preservation, even when broken
into fragments, present opportunities for detailed
study not afforded by bronzes, which, owing to cor-
rosion and being melted down, have so shrunk in num-
ber as to be hardly representative; marble sculptures
have suffered a similar fate. Paintings on wood or walls
have perhaps suffered most, with the result that nothing
is left of the great Greek painters except their names
and the stories of their fame.

Almost all the painted Greek vases that exist in
hundreds of collections, private and public, on all
continents, are classified, dated, and attributed with a
precision that is the envy of other disciplines. Most of
them were made in Attica, which in the sixth and fifth
centuries B.c. not only surpassed its neighbors and
rivals in sheer numerical output, but must also have
completely discouraged any profitable competition.
But this ascendancy did not come about overnight. In
the sixth century many local schools of vase-painting
flourished, of which the Corinthian, the Chalcidian,
and the Laconian are the best known. These non-
Attic schools of vase-painting owe their recognition not
so much to excavations of pottery kilns in their native
lands as to the evidence of inscriptions on the vases
themselves—all written in distinctive alphabets and
dialects—and to subsequent stylistic comparisons,
based both on shapes and the figure style. Technical

observations, such as the color and quality of the clay
and glaze, and even spectrographic analyses, have
established useful criteria that can be profitably em-
ployed.

Many other local schools, however, have not been
recognized so convincingly. The bulk of East Greek
pottery, though recognized as different from Attic,
Corinthian, Laconian, and Chalcidian, has not fared
so well. Guided chiefly by its prevalence in certain
excavated sites, much of it is attributed to the island of
Rhodes, but the role played by the great cities on the
coast of Asia Minor has not as yet emerged with any
clarity. Moreover, the diffusion of certain wares all
over the Mediterranean, owing to exportation, adds
another difficulty, and it must be remembered that
until the second quarter of the nineteenth century even
Attic vases were called Etruscan, merely because they
were first discovered in quantity in the tombs of Etruria.
Local vases that for one reason or another were never
exported are therefore easier to spot, and landlocked
Boeotia, for example, had its local pottery identified
once Boeotian sites were excavated, even though Boe-
otian vases are hardly ever inscribed. But other local
schools of vase-painting have led a rather shadowy
existence, and one of them, the Eretrian or Euboean,
should perhaps be the most rewarding among the
neglected wares.

That vases were made in Eretria, one of the principal
towns on Euboea, has been known for some time. The
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first excavations in Eretria go back to 1897,* and the
earliest publication of Eretrian vases occurred in
1go1.? Then, for almost forty years, no further work
was done on this ware until D. A. Amyx, during a year’s
stay in Greece, collected material for a dissertation on
Eretrian, which, however, has remained unpublished.
In a brief article published in 1941,* he listed fourteen
vases as surely Eretrian. There the matter rested until
John Boardman and A. D. Ure, in a series of articles,
presented much new material, proposed classifications,
and made many new attributions.*

Several of the vases now called Eretrian (or, more
cautiously, Euboean) had previously been considered
as Attic. As has long been recognized, the dependence
of Eretrian potters and painters on Attic vases tends
to put many products on the border. Only the emer-
gence of certain stylistic features can help to determine
on which side of the border these more doubtful vases
belong. Over the years, many vases in the Museum
have quietly shifted locations and are now exhibited as
Euboean or Eretrian. To present them is the aim of the
current study, and it is hoped that these newcomers
will in turn suggest other candidates, and thus help to
fill the rather spotty and partially empty canvas.

I begin with a neck-amphora: Acc. no. 06.1021.35.
A, Cat. Vente Drouot, 11—14 mai 1903, pl. 1, 4; A. Sam-
bon, Collection Canessa (Paris, 1904) pl. 1, 22; ph. R.I.
2319. On the neck, concentric circles between wriggly
lines. A, between cocks, man and young herald; B, be-
tween sirens, man with caduceus. Said to be from
Capua (Figures 1, 2). The figures between animals or
monsters on this neck-amphora were compared by
Amyx® with those on an amphora of type B at Harvard
(Figures 3, 4).¢ I take the two to be by the same hand,
a painter whom Beazley’ calls the Painter of Harvard
2271. While the shape, and even the scheme of

1. By the Greek Archaeological Service under the direction of
K. Kourouniotes.

2. M. Laurent, Arkhaiologike Ephemeris 19o1, pp. 183—187.

3. American Journal of Archaeology 45 (1941) pp. 64 fF.

4. J. Boardman, Annual of the British School at Athens 47 (1952)
pp- 148, BS4 52 (1957) pp. 1-29; A. D. Ure, BS4 55 (1960) pp.
211-217, BSA 58 (1963) pp. 14-19, Bulletin of the Institute of Classical
Studies 6 (1959) pp. 1-5, BICS 12 (1965) pp. 22-25, Journal of
Hellenic Studies 8o (1960) pp. 160~167, JHS 82 (1962) pp. 138-140.

5. AJA 46 (1942) p. 576.

6. 2271; CVA4, pl. 7, 1.
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decoration, are not without parallels in Attic black-
figure, the clay and glaze of the New York neck-
amphora are definitely not Attic. The profusion of
white details on the cocks points to Eretria. The
Harvard amphora has clusters of three dots in the
lower register of the ivy band that surmounts the panel
on the reverse. The Eretrian predilection for clusters of
dots has already been observed.® A star-rosette of eight
rays and eight dots forms a filling ornament between
the two warriors on the obverse of the Harvard
amphora. This ornament links the Harvard amphora
with a hydria in Reading,® which Mrs. Ure has already
claimed for Eretria, though Beazley had taken it to be
Attic and attributed it to the Painter of Vatican 30g.1°
More recently he has said that it is “perhaps not by the
painter himself.”’** The same star as on the Reading
vase occurs three times on the shoulder of a large
hydria in the collection of Dr. Peter Ludwig in
Aachen.’? The bull and the laver on the Aachen hydria
in turn are close to the same subject on a lekythos from
Olbia in Leningrad,'s which Mrs. Ure has independ-
ently given to a Euboean workshop.!*

Another neck-amphora that is closely connected
with the vases in New York, Harvard, Reading, and
Aachen is Boulogne 104. The palmette-lotus festoon on
the neck is, of course, dependent on the Attic formula,
save that there is a bar or ring in the upright connect-
ing each palmette and each lotus. The composition on
the obverse, a duel over the body of a fallen warrior,
flanked by a woman (or goddess) and a man on each
side, is likewise taken over from the repertory of Attic
vase-painters, but the horizontal hems of the mantles,
a little below the level of the knees, is not Attic and can
best be paralleled in the onlookers that flank the frontal
chariot on Dr. Ludwig’s hydria. The reverse of the
Boulogne neck-amphora shows two men holding

7. Paralipomena, p. 50.

8. JHS 82 (1962) p. 139.

9. 51.1.2; Archaeological Reports 1962-1963, p. 57, fig. 4.

10. ABV, p. 121, no. 5.

11. Paralipomena, p. 50.

12. R. Lullies, Griechische Kunstwerke, Sammlung Ludwig (Aachener
Kunstbldtter 37 [1968]) pp. 33—34, no. 14.

13. Archdologischer Anzeiger 1912, col. 360, fig. 50; Arkheologichni
pam’yatki URSR 47 (1958) p. 116, fig. 1.

14. JHS 82 (1962) p. 139.



FIGURES I, 2
Neck-amphora. The Metropolitan Museum of Art, Rogers Fund, 06.1021.35

FIGURES 3, 4
Details of an amphora. Fogg Art Museum, Harvard University, 2271, Haynes Bequest
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spears, between two sphinxes that avert their heads.
Among the filling ornaments are two dot-cluster
rosettes and two wedge-shaped lotuses.

Now, these lotus-wedges, tucked so neatly between
the wings and the backs of the sphinxes, filling orna-
ments in the narrow sense of the word, turn up on the
shoulder of a hydria in Manchester, found in Veii in
1842, attributed by Charlton to the Lydos-Sakonides
Group, and selected by Beazley as the namepiece of the
Atalanta Group in his chapter on ‘“Nearchos and
Others.””'®* In shape this hydria is halfway between
those with a round body and the shoulder type. In ap-
pearance it is heavy. The pictures are set in panels
without ornamental frames, save for the red and black
tongues below the junction of neck and shoulder. The

FIGURE §
Neck-amphora. Museum of Fine Arts, Boston,
13.75, gift of W. S. Bigelow
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FIGURE 6
Hydria. The Metropolitan Museum of Art,
X.21.3 (G.R. 525)

oddest feature of this hydria is the total absence of rays
above the foot, even though a zone has been left re-
served, almost as if rays were intended and then for-
gotten. Such blank zones are otherwise completely
unknown in Attic black-figure'¢ and make one wonder.
Measured against the background of Attic black-figure,
this hydria in Manchester is unorthodox in potting and
scheme of decoration and should, therefore, be accom-
modated somewhere outside Attica. The vase is very
dirty and the published illustrations are dim, but the
figures are surely by the same hand as the neck-
amphora in Boulogne, with which it shares, in addition
to the wedge-shaped lotuses, the dot-clusters.

These six vases are, if not all by the same painter, at
least related and contemporary. An unnumbered

15. G. Micali, Monumenti inediti (Florence, 1844) pl. 41;
Charlton, AJA4 48 (1944) p. 253; 4BV, p. 91, no. 3.

16. They also occur in the neck-amphorae of Beazley’s Group
of Rodin 152 (ABV, p. 591), a group now augmented by Mrs. Ure
and considered by her as Euboean (BICS 12 [1965] p. 23).



FIGURE 7
Hydria. The Metropolitan Museum of Art,
Rogers Fund, 68.11.40

FIGURE 8
Dipinto underneath the foot of the hydria shown
in Figure 7

amphora in the Louvre is less talented. Obverse and
reverse are given to an expressionless grouping of a
woman between two men. The panels are surmounted
by spade-shaped ivy leaves thatlack the character of the
ivy frames of Harvard 2271. The limp style of the
figures recurs on vases of other shapes, notably lekythoi,
that for other reasons can be associated with Eretria.
Likewise non-Attic, and probably Eretrian, is a neck-
amphora in Florence.!” Here the shape adheres less to
the Attic models, and the ornaments, while composed
of elements common in Attic black-figure, are arranged
in a distinctly non-Attic manner.!s This neck-amphora
is somewhat later than the vases mentioned above and

presupposes an acquaintance with the immediate fore-
runners of Exekias. Lastly a small neck-amphora in
Boston (Figure 5) that has already been proposed for
consideration by Amyx:* it has recently been cleaned,
and it can no longer be accepted as Attic; the drawing
of the lotuses, coupled with the liberal use of added
white, does indeed suggest Eretria as the home for this
small vase.

From amphorae we turn to hydriai. There are two
in New York: X.21.3 (G.R.525). Arthur Hoeber, The
Treasures of The Metropolitan Museum of Art (New York,
1899) p. 44 (ill.); Shapes of Greek Vases (New York,
1922) p. 11 (ill.). On the shoulder, tongues and sigmas.
On the body, youth on horseback between two men
(Figure 6).

68.11.40. On the shoulder, black and red ivy leaves.
On the body, eagle between two sphinxes. Height 22.7
cm. (Figures 7, 8).

Of these two hydriai the first was called Chalcidian
by Langlotz during his visit to New York in September
1925. Later, however, he attributed it to the workshop
of Wiirzburg 458 (Figure g).?° The other hydria is a
newcomer and has not been published or mentioned
before.

17. 3777; L. Ghali-Kahil, Les enlévements et le retour d’Héléne
(Paris, 1955) pl. 76, 1.

18. For the palmette-lotus cross compare the ornament on the
Eretrian lekane in Reading (BICS 12 [1965] pl. 3, 1).

19. 13.75. Amyx, AJA 45 (1941) p. 69, note 38.

20. Martin von Wagner-Museum der Universitit Wiirzburg (Mu-
nich, 1932) pp. 87-88, no. 458, pl. 122.
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FIGURE Q
Detail of an amphora. Martin von Wagner-
Museum der Universitit Wiirzburg, 458
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Eretrian hydriai are rather common. The earliest
imitate the round-bodied Attic type popular in the
“Tyrrhenian” group and the circle of Nearchos. Here
the figure decoration is in several zones, but consists
exclusively of animals and monsters, with ivy and
tongues as the principal ornaments.®* Next comes a
group of early shoulder-hydriai that take their inspi-
ration from Lydos and his circle. It consists of the
hydriai in Reading and Manchester, already men-
tioned, the two in Mykonos and Montpellier that
precede the former in ABV,?? the hydria in Aachen,
likewise discussed above, and a fragment in the
Louvre,?* augmented by one in Toulouse. On all six
the shoulder panel is given over to animals or monsters.
A later offshoot of this early group is less dependent on
Attic models for the shape. Its members are:

1. Leyden I 1958/1.1. On the shoulder, siren be-
tween two cocks. On the body, warrior greaving in the
company of Athena and two onlookers (man and boy).

2. Florence (no. missing). On the shoulder, siren be-
tween two cocks. On the body, woman between two
fighting warriors.

3. London market (Cat. Sotheby, June 27, 1955, no.
88). On the shoulder, siren between two cocks. On the
body, Dionysos between satyrs and maenads.

4. Athensmarket (Martinos). On theshoulder, swan
and hen. On the body, standing boy between seated
youth and seated man.

5. Athens, Pavlos Kanellopoulos. On the shoulder,
swan between two lions. On the body, youth and lion.

6. Rhodes 10593. Clara Rhodos 111 (Rhodes, 1929)
p. 183, fig. 177 and pl. 100; CVA pl. 4, 2 and pl. 5. On
the shoulder, hen between two cocks. On the body,
seated god between two winged women (Iris?). Put by
Beazley near the Painter of the Nicosia Olpe (Paralipo-
mena, p. 196).

All of these hydriai are rather small. Nos. 1-5 have a
special foot in two or more degrees. In style of drawing
nos. 1-3 go together and may be by the same hand.
The panel on the body is always framed by ivy on the

21. Once Paris, Morin-Jean (Morin-Jean, Le dessin des animaux
en Gréce [Paris, 1911] p. 121, fig. 138) ; Louvre E 694 (4BV, p. 104,
no. 128); Louvre C 11031 and C 11032.

22. ABV, p. 121, nos. 3—4.

23. C 10644; CVA 111 H e, pl. 132, 1 (without the Toulouse
fragment).
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sides. In addition, no. 6 has a floral predella of upright
buds with dots in the interstices. No. 5 has several dot-
clusters of the type associated with Eretrian.

There remain several hydriai that do not form a class
or a group but are connected by the syntax: here the
shoulder bears a floral pattern.

I. With buds or lotuses on the shoulder

1. Once Paris market, Feuardent. Running woman
between two lions. Haspels, ABL, p. 16 (there attribut-
ed to the Dolphin Group); Beazley, ABV, p. 458.

2. Heidelberg 252. CVA4, pl. 39, 1. Running boy be-
tween two men. Beazley, Paralipomena, p. 199 (there
related to the Dolphin Group).

3. Paestum. Notizie degli Scavi 1951, p. 139, fig. 4.
Youth on horseback between man and youth.

4. Louvre E 734. Running boy between youth and
man.

5. Toronto 939.10.20. Two women under one cloak
between two youths.

6. Louvre S 3999. Woman between two youths.

7. Athens 1146. Ph. A.I. NM 3748; AJ4 45 (1941)
p. 65, figs. 1—2. Gorgo.

8. Reading 51.iv.8. Cock and swan. Attributed by
Beazley to the Dolphin Group, ABV, p. 458, no. 25.

9. Reading (ex Tarporley, Marshall Brooks; Cat.
Sotheby, May 14, 1946, no. 13). Woman between two
youths. Related by Beazley to the Dolphin Group,
Paralipomena, p. 199.

II. With ivy on the shoulder

10. Taranto. Swan and panther.

11. New York. 68.11.40. Eagle between sphinxes.

12. Athens market (Roussos). Two panthers.

13. Athens, British School. BS4 58 (1963) pl. 2, 2.
Two women.

14. Stockholm 43. Warrior between two youths.

15. San Simeon 5707 (SSW 10084). Three warriors
and two youths.

III. Other patterns

16. Mykonos 1118. On the shoulder, palmette be-
tween buds. On the body, upright palmette-lotus.

17. Athens 17876. CVA III H g, pl. 17, 2—4. On the
shoulder, dots, hanging lotuses, and palmettes. On the
body, palmette-lotus cross.

18. New York. X.21.3 (described above).



19. Mykonos 1041. On the shoulder, patterns as on
no. 18. On the body, two sirens and dot-clusters.

Most of these hydriai are quite small, ranging in
height from 10.5 cm. (no. 13) to 24.3 cm. (no. 2).
Several among them are attributed or related to the
Dolphin Group (nos. 1, 2, 8, g), so named after the
leaping dolphins on the shoulders of some lekythoi. The
Dolphin Group and the Dolphin Class of lekythoi were
first assembled by Miss Haspels.?* In ABV Beazley
made several additions,?s and in his Paralipomena,?* be-
fore making further additions, Beazley acknowledges
that many of the vases in this group have now been
shown to be Euboean.

As the volume of known Euboean or Eretrian vases
grows, it will be easier to recognize different hands. For
the moment the rough groupings have to suffice, and
the distinction at present is more often between careful
and shoddy, early and late, than between painters with
fancy names. Thus the Feuardent hydria (no. 1 above)
and the sphinx hydria in New York (no. 11 above) go
together in quality and time, are by the same potter,
and may be painted by the same hand. The hydria in
Heidelberg (no. 2 above) could also be by the same
potter, but is not by the same hand. Louvre E 734 (no.
4 above) is by the same hand as the unnumbered
Louvre amphora mentioned above. The other Louvre
hydria (no. 6 above) shares some details in drawing,
notably the filling ornaments of ivy leaves, with the
hydria in Paestum (no. 3 above) and should still be
reckoned as early. The hydriai in Stockholm and San
Simeon (nos. 14 and 15 above) are quite late and
would even be accepted as poor Attic were it not for the
shape and scheme of decoration. The Toronto hydria
(no. 5above) seems to be a hasty work in the tradition of
the Heidelberg hydria (no. 2 above), but it cannot even
be attributed to the same potter. The Athens hydria
(no. 7 above) has already been put in a stylistic context
by Amyx;* it, too, is rather poor. This listing of
Eretrian hydriai could be considerably increased if the
black-figured vases now in Mykonos were published.
My own notes, taken in 1950, are not only far from

24. ABL, pp. 14-16, 28, 193-194.
25. ABV, pp. 457-458.

26. Paralipomena, p. 198.

27. AJA 45 (1941) pp. 64 ff.

complete, but also antedate my interest in, or for that
matter recognition of, what I now take to be Eretrian.

Lekythoi, as is to be expected, are very common.
There are seven representative examples in New York:

1. Joseph V. Noble Collection, lent to the Museum
(L.68.134). Deianeira shape. Hesperia Art Bulletin 42,
no. g. Attributed by Beazley to the Painter of Munich
1842 (Paralipomena, p. 197). Vintage with satyrs, a
maenad, and Dionysos (Figure 10).

FIGURE 10
Lekythos. Collection of Joseph V. Noble, Maple-
wood, New Jersey
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2. 41.162.36. Sub-Deianeira shape. CVA4, pl. 2, 15.
Attributed by Miss Haspels to the Dolphin Group
(ABL, p. 28) and recognized as Euboean by Mrs. Ure
(JHS 82 [1962] p. 140). Heraldic lions with their heads
averted, dot-clusters (Figure 11).

3. 57.12.11. Sub-Deianeira shape. Woman with
wreath between two youths (Figure 12).

4. Walter C. Baker Collection, once lent to the Mu-
seum (S.L.59.199.77). Cat. Vente Drouot, 11 juin 1925,
pl. 6, no. 1o1; Haspels, ABL, p. 29; Beazley, ABV, p.
698, addendum to p. 459, and p. 716, addendum to p.
698; A. D. Ure in JHS 80 (1960) p. 164; D. von Both-
mer, Ancient Art from New York Private Collections (New

FIGURE I1
Lekythos. The Metropolitan Museum of Art,
Rogers Fund, 41.162.36

FIGURE 12
Lekythos. The Metropolitan Museum of Art,
gift of Ernest Brummer, 57.12.11
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York, 1961) pp. 50-51, no. 195, pls. 65, 69; A. D. Ure,
JHS 82 (1962) p. 140. Young horseman between a
striding and a running youth (Figure 13).

5. Jan Mitchell Collection, lent to the Museum
(L.63.21.3). Sammlung A. Ruesch, Auktion Galerie Fischer,
Luzern, September 1-2, 1936, pl. 1, no. 2; Cat. Parke-
Bernet, April 5, 1963, no. 8. On the shoulder, hounds
chasing a hare into a trap. On the body, two women
between two mounted youths (Figures 14-17%).

6. Antony G. Lykiardopoulos Collection, lent to the
Museum (L.62.81). On the shoulder, buds. On the
body, hanging palmettes and lotuses (Figure 18).

7. 30.115.27. On the shoulder, palmette between

FIGURE 1§
Lekythos. Collection of Walter C. Baker, New
York




FIGURES 14-16
Lekythos. Collection of Mr. and Mrs. Jan Mitchell, New York

FIGURE 17
Detail of the lekythos shown in Figures 14-16

FIGURE 18
Lekythos. Collection of Antony G. Lykiardopoulos, New York
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FIGURE IQ
Lekythos. The Metropolitan Museum of Art, be-
quest of Theodore M. Davis, 30.115.27

FIGURES 20, 21
Details of the lekythos shown in Figure 19




FIGURE 22
Lekythos. New Haven, Yale University Art Gal-
lery, 1913.109, Stoddard Collection

FIGURES 23, 24
Lekythos. Hanover, Kestner Museum, 1966.21
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dot-clusters and ivy leaves. On the body, panther and
deer (Figures 19—21).

These seven lekythoi are a fair cross section of what
happens to Attic standards of shape and design in a
foreign country. To an uncritical eye, all could, and
most of them did, indeed, pass for Attic. The Deianeira
lekythos owned by Mr. Noble (no. 1 above) is by the
Painter of Munich 1842, the chief artist of the Black-
neck Class, a class to which no. 3 above also belongs.
In these two lekythoi the base is rather pinched and the
profile of the lower body is an inverted ogee, features
that can also be seen in Miss Haspels’s nos. 2, 8, and
20 (Figure 22), and in Beazley’s numbers 4, 5, and 7,
all Blacknecks, as well as in Athens 497, related by Miss
Haspels to her Blackneck Class.?® The inverted ogee is
perhaps borrowed from such Attic ¢ylinder lekythoi as
Paris, Cab. Méd. 277.2® In scheme of decoration all the
Deianeira and sub-Deianeira lekythoi by the Painter
of Munich 1842 or related to him share in the same
conventions: the picture is set in a panel surmounted by
tongues. In the more ambitious examples®® the panels
are framed on the sides and above by double lines;
others have single lines instead, as no. 1 above; and
some, like the lekythos no. 3 above, dispense with
them altogether. The Blackneck Class has, in point of
drawing, some connections with the Dolphin Group,
and it remains to be seen whether the entire class should
not be removed from Attica and assigned to Euboea.

The other sub-Deianeira lekythos in New York (no.
2 above) is in shape very close to the Attic prototypes.
Here a Euboean attribution is based exclusively on the
style of drawing. Miss Haspels had already put it with
a lekythos in Chalcis,** and Beazley?®? had seen the close
connection with the Feuardent hydria, mentioned
earlier. They are, in fact, by the same hand, and as all
three vases are part of the Dolphin Group, the stylistic
comparisons encourage us to claim the entire Dolphin
Group for Euboea. The favorite shape of this group is
the shoulder-lekythos: to the eighteen given by Miss

28. ABL, p. 27.

29. ABL, pl. 2, 2.

go. E.g., Louvre F 182 (4BL, p. 195, no. 1).
31. 569 (JHS 82 [1962] pl. 10, 1-2).

32. ABV, p. 458.

33. ABL, pp. 193-194.

34. ABV, pp. 457-458.
35. Paralipomena, p. 198.
36. ABL, p. 193.
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Haspels,*s Beazley added twenty-two in ABV3¢ and
another six in Paralipomena.®® The lekythos lent by Mr.
Lykiardopoulos (no. 6 above) is a typical example. The
bulbous buds on the shoulder, capped by a white
arching line to suggest the petals of a lotus flower, are
perhaps the most characteristic Euboean convention
for this floral ornament and have already been en-
countered on the small hydria in the Louvre discussed
earlier. This lekythos goes with nos. 8-12 in Miss
Haspels’s list*¢ and with nos. 17 and 18 in Beazley’s.3?
The shoulder ornament links this lekythos with the one
in Mr. Baker’s collection (no. 4 above), which is con-
nected by its ornament with the Dolphin Group. Most
of the lekythoi of the Group proper are devoid ofhuman
beings. Beazley has noted that the Baker lekythos is near
one formerly in the Trau collection®® that has a komos
of a woman and two boys, and I had claimed a lekythos
in Rostock®*® to be by the same hand as the Baker
lekythos; Mrs. Ure has now associated the Baker leky-
thos with a lekane in Amsterdam.¢ She later* spoke
of a group that she proposes to deal with more fully.

Mr. Mitchell’s lekythos (no. 5 above) is also related
to the Dolphin Group. The hounds on the shoulder
that pursue a hare are not too far from the shoulder
scene of the lekythos once in David M. Robinson’s col-
lection,* now added by Beazley to the Dolphin
Group,*® while the two women on the body resemble in
their odd stance the women on the lekythos from
Hermione, in Heidelberg, the name-piece of Beazley’s
Hermione Group.+¢ For the rather crude trap set up
for the hare, compare the more elaborate structure on
the lekythos Boston 08.291, the name-piece of the
Painter of Boston 08.291.4

The last lekythos in New York that I propose to as-
sign to Euboea (no. 7 above) came to the Museum in
1915 in the bequest of Theodore M. Davis, but in over
fifty years of continuous exhibition it has never been
attributed. This would be exceptional for an Attic vase,
especially a black-figured lekythos, but it begins to

37. ABV, p. 457.
38. ABYV, p. 698 (now Basle, Robert Hess).

39. ABV, p. 716; A4 1918, col. 126.

40. JHS 8o (1960) pl. 11, 3 and pl. 12, 1-3.

41. JHS 82 (1962) p. 140.

42. AJA 60 (1956) pl. 2, 8—9.

43. Paralipomena, p. 198, no. g bis.

44. ABV, p. 456, no. 1.

45. ABV, p. 92; Antike Kunst 12 (1969) pl. 4, 1~4.



make sense once we realize that the vase is not Attic.
In shape it resembles the Attic lekythoi of the Phanyllis
Class,** but the shoulder decoration—an upright
palmette between two ivy leaves—is rare in Attic:
Miss Haspels gives but six examples.4” What gives the
clew as to the probable place of origin of this lekythos
is the pair of dot-clusters on the shoulder, a pattern that
we have come to associate with Euboean vases. Also in
favor of a Euboean origin is the white T that marks the
eyebrows and the nose of the panther, a simplified
rendering of the more careful white markings encount-
ered on the neck-amphora in Boston (Figure 5). If the
lekythos in New York can be reckoned as Eretrian (or
at least Euboean), so should its mate, a lekythos
recently acquired by Hanover (Figures 23, 24), which
may count as a replica.

It would be narrow in the extreme merely to propose
some vases in New York as candidates for the ever-
growing body of Euboean without applying some of the
arguments here advanced to some other vases outside
New York and not yet considered non-Attic. In the
case of the lekythoi there are several prospects, not by
themselves forming a group:

1. New Haven, Yale University Art Gallery, 1913.
110. Haspels, ABL, p. 21, with bibliography. On the
shoulder, palmette flanked by lotuses, dot-clusters, a
panther, and a lion. On the body, Herakles and Kyk-
nos, between two onlookers. Exceptionally large
(height 32 cm.) (Figures 25-29).

2. Munich 1843 (J.1115). On the shoulder, pal-
mette, dot-cluster, two buds. On the body, eight boys.
The mouth is lost. Height, as preserved, 23.8 cm.

3. Baltimore, Walters Art Gallery, 48.201. On the
shoulder, palmette-lotus between dot-rosettes and
panthers. On the body, departure of warriors.

4. Washington, Corcoran Gallery of Art, W. A.
Clark Collection, 26.663. On the shoulder, buds. On
the body, two heraldic sphinxes, dot-rosette, and dot-
circle. The pictures are in panels (Figure 30).

5. Louvre, n.n. On the shoulder, swan between two
hens. On the body, rider between two onlookers. Proto-
cylinder; the base and foot are missing,

6. London 1927.4-12.4, from Lake Copais. On the

46. ABL, pp. 64-65; ABV, pp. 463—466.
47. ABL, pp. 17, 67.

shoulder, buds and blobs. On the body, youth mount-
ed on goat between two archers. Height 13.9 cm.

7. Athens, Agora, P. 15430. Hesperia 20 (1951) pl.
43, a, 2. On the shoulder, buds and blobs. On the body,
woman between two youths facing a similar trio.
Related by Beazley to the Dolphin Group (Paralipo-
mena, p. 199).

8. Basle Market (M.M.) Hesperia Art Bulletin 4, no.
44. On the shoulder, buds and blobs. On the body,
gorgoneion, to which are attached the protomai of a
lion and of a horse. Height 15 cm.

9. London market (Cat. Sotheby, April 29, 1963, no.
176). On the shoulder (in silhouette), hen between
hanging buds. On the body, rider between two war-
riors. Height 7% inches.

10. Zurich market (Arete). On the shoulder, up-
right ivy leaf. On the body, cock between two sphinxes.
Height 14 cm.

11. London market (Cat. Sotheby, October 18, 1965,
no. 203). On the shoulder, buds. On the body, cock (or
hen) and swan. Height 7% inches.

12. Paris, Mrs. L. V. Schneider. On the shoulder,
buds. On the body, two heraldic lions.

13. Athens market (Vitalis). On the shoulder, buds.
On the body, swan.

14. Athens market (Roussos). Replica of no. 13.

15. Athens, Pavlos Kanellopoulos. On the shoulder,
buds. On the body, two pairs of a woman and a man,
and another woman.

16. Budapest 64.15. On the shoulder, buds. On the
body, cock and panther. Assigned to the Dolphin Class
by Szildgyi. The mouth is missing. Height 9.8 cm.

Earliest of these is the proto-cylinder in the Louvre
(no. 5). In shape it imitates the proto-cylinders dec-
orated by the Painter of London B 31.4 The connec-
tion with what is now held to be Euboean is proved by
the convention of the added white details in the animals
of the shoulder. The clumsiness (as opposed to mere
haste) in the drawing of thr ugures on the body rules
out Attic. The panel-lekythos in Washington (no. 4) is
paralleled in Attic by lekythoi attributed to the Elbows
Out Painter® as far as the scheme of decoration goes.
The drip-ring on the neck, however, absent in the

48. ABL, p. 452.
49. ABV, p. 249, nos. 14-16.
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FIGURES 25-27
Lekythos. New Haven, Yale University Art Gal-
lery, 1913.110, Stoddard Collection

FIGURES 28-29
Details of the lekythos shown in Figure 25

FIGURE 30
Lekythos. Washington, D.C., W. A. Clark Col-
lection of the Corcoran Gallery of Art, A 26.663

Attic examples just cited, shows that the potter of the
Washington lekythos was inspired by other models.
The lekythoi in New Haven, Munich, and Baltimore
(nos. 1-3) are connected through the decoration of the
shoulder, which evokes the Phanyllis Class of Attic
lekythoi. The Yale lekythos (no. 1) is the most ambi-
tious; the Baltimore lekythos (no. 3) is very rustic; and
the one in Munich (no. 2) is perhaps the latest. No two
of these three are by the same hand. Nos. 6-8 share the
same ornament for the shoulder. The provenance of
no. 6 raises the possibility of a Boeotian workshop,
rather than a Euboean one, but, on the other hand, the
connection of no. 7 with the Dolphin Group again
points to Euboea. Nos. 11-14 and no. 16 are members
of the Dolphin Group. The lack of incisions on the
shoulder of no. g should be counted as a Euboean
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FIGURE 3I
Skyphos. The Metropolitan Museum of Art,
Fletcher Fund, 24.97.94

FIGURE 32
Underside of the skyphos shown in Figure 31

feature.* The treatment of the stemless bud above the
saddle of the cock on no. 10 strikes me as Euboean.
Lastly, the Kanellopoulos lekythos (no. 15): the shape
is quite unusual, with mouth, neck, and shoulder not
articulated ceramically, and the figures are very quaint.
The white petals of the buds on the shoulder and the
odd disregard for the ground line in the figures are very
Euboean.

The other shapes, as is to be expected, are not so well
represented in New York. Mrs. Ure has shown that
some lekanai only superficially resemble the typical
Boeotian vases of that shape and should be counted as
Euboean.** Among the drinking cups none has as yet
been claimed for Euboea, though such a transfer may
be proposed for Heidelberg 283 (CVA4, pl. 43, 7), Poten-
za (ph. R.I. 66.1038), once Matsch (CVA4, pl. 4, 4, 6,
and 8), and Baltimore, Walters Art Gallery, 48.222. Of
the skyphoi one particularly striking example is in New
York:

Acc. no. 24.97.94. On each side, lion and swan.
Under one handle, waterbird. On the underside of the
base, swan (Figures 31, 32). Attributed by Beazley** to
the Dolphin Group and compared with an unpublished
lekythos in the Benachi collection.?® This skyphos is of
Corinthian type, and the shape as well as the decoration
were at one time considered Corinthian.’* The ap-
pearance of a figure in the tondo on the underside of
the base is, of course, unexpected, though known from
Corinthian.®s In an Attic skyphos such a detail would
be almost incongruous: in Euboean, which did not real-
ly develop shapes and schemes of decoration but adapt-
ed what was on hand, it is less astonishing.

Similar consideration of shape and decoration
have led me to assign to Euboea a plate: Walter
Bareiss Collection, lent to the Metropolitan Museum
(L.68.145). On the rim, ivy wreath. In the tondo, Iris
above a snake (Figures 33, 34).

Though it lacks the telltale lotuses with white sepals,
so prominent on the rims of the plates in Delos and the
Louvre,®¢ in drawing the winged figure is close to the

50. See BICS 6 (1959) pp. 1 ff.

51. JHS 8o (1960) pp. 160 ff.

52. ABV, p. 459, no. 27.

53. ABV, p. 458, no. 20.

54. BMMA 20 (1925) p. 297-

55. H. Payne, Necrocorinthia (Oxford, 1931) p. 309, nos. 941—
942.

56. Put together by Boardman (BSA 52 [1957] p. 19 and pl.
6, a).



FIGURES 33, 34
Plate. Collection of Walter Bareiss,
Greenwich, Connecticut
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winged figures on the other two plates. The underside
is completely glazed, save for the base ring and a tiny
circular depression in the center. The glaze and shape
of the plate differ from the Attic examples.

This concludes, at least for the moment, the account
of Eretrian or Euboean black-figure in New York. As
a derivative art, it can never claim to rival the styles
of its more popular and more forceful neighbors, espe-
cially Corinth and Attica, but it would be unfair if
Euboean lost out on the recognition of its identity,
merely because so little of it is known and so much of
what is left is considered unimportant.’” The very
secondary character of its ceramic art poses a problem
to scholars. The small number of vases that can be
considered makes the task more arduous. But the les-
sons learned from a thorough study of Corinthian and
Attic can be applied with profit to other styles. If the
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new excavations in Eretria conducted by a team of
Greek and Swiss scholars were centered on the Eretrian
necropolis, the results of such a dig would soon establish
as a fact what up to now is largely guesswork. As
these excavations, however, move into a different,
ceramically less rewarding direction, such painstaking
gleanings as those here outlined will have to do for some
time to come.
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A Literary Aspect of the Bury

St. Edmunds Cross

SABRINA LONGLAND

Former Research Assistant, Department of Medieval Art and
The Cloisters, The Metropolitan Museum of Art

THE INTEGRATION of religious art and literature found
expression in unlimited ways during the Middle Ages.
A good example of the harmonious combination of
poetry and pictures is the beautiful ninth-century
Utrecht Psalter,! where we see the simplest of the many
ways of combination, namely the illustration, along-
side the words, of the events described in the Psalms.
A more subtle and involved fusion was the application
on works of art of particular and unusual texts chosen
for their instructive meaning. The curious Latin distich
that is carved in majuscules down the sides of the late
twelfth-century? ivory cross in the Cloisters Collection
(Figures 1, 2), belongs in this category:

CHAM RIDET DUM NUDA VIDET PUDIBUNDA PARENTIS

IUDEI RISERE DEI PENAM MOR[IENTIS]

(Cham laughed when he saw the shameful naked-
ness of his parent;

The Jews laughed at the pain of the dying God.)

This inscription is intriguing for three reasons. First,
although the ultimate source appears to be obscure,

1. Utrecht, University Library MS. 32.
2. The most plausible date is the decade 1180-1190. See
Thomas P. F. Hoving, ‘“The Bury St. Edmunds Cross,” The Metro-

the first half of the verse is recorded as having existed
in slightly altered form on a now-destroyed choir
screen of roughly the same date as the cross; this is the
only other known example of its occurrence on a work
of art. Second, the complete couplet is found, with
small changes in the wording but not in the basic
structure, in numerous medieval texts of varying date;
through most of these texts it can be traced to a single
author, who, however, still does not represent the
earliest stage of its use. The third cause for the singular
interest of the inscription lies in its content: a study of
the Christian writings from which it derived, and of the
texts that actually contain it, shows that medieval
theologians found an allegory, and also several moral
meanings, in the scene of Noah’s drunkenness to which
it alludes.

The remarkable fact that a verse extremely close to
the first line of the cross inscription once existed on the
painted choir screen, made around 1181, in the abbey
church at Bury St. Edmunds, Suffolk, has been a strong
reason for attributing the cross to that monastery.® The

politan Museum of Art Bulletin 22 (1964) pp. 317-340, especially p.

339.
3. Hoving, “Bury Cross,” p. 338.
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FIGURE I

Cross, English, probably about 1180-1190. Wal-
rus ivory, 22% x 14Y% inches. Side view from the
right, showing the first line of the Cham ridet
inscription on the shaft sides. The Metropolitan
Museum of Art, the Cloisters Collection, 63.12
and 63.127

FIGURE 2
Side view of the Cloisters cross from the left,
showing the second line of the inscription on the
shaft sides

verse, which reads “Cham dum nuda videt patris
genitalia ridet,”* is found in a manuscript written for
the Abbey of St. Edmund, which left the abbey library
at the Dissolution and is now Arundel MS. XXX in
the College of Arms, London (Figure 3). Among the
miscellaneous contents of this volume,* all copied down
in the fourteenth and fifteenth centuries, is a mass of
verses and inscriptions, which some industrious person
transcribed, probably around 1300, from decoration
schemes in various English churches. Most of these
verses were copied from stained-glass windows, altar-
pieces, tapestries, sculptures, and wall paintings in the
abbey church and the conventual buildings at Bury.
They were studied and described in detail by the late
Montague Rhodes James,® who considered that the list
of ninety Genesis subjects headed in choro et circa, found
on folios 211 verso—212 verso, represents the set of
scenes and verses that was put together for the decora-
tion of the choir screen.” Each subject in the list is
described by a leonine hexameter like the one quoted
above (Figure 3); it is the seventeenth verse in the set,
and falls between one on Noah’s vintage and one on
the Tower of Babel.®

The actual choir screen or pulpitum, almost certainly

4. “When Cham sees the naked genitals of his father he laughs.”

5. The MS. is described by W. H. Black, Catalogue of the Arundel
Manuscripts in the Library of the College of Arms (1829, privately print-
ed) pp. 44-57. Also by Antonia Gransden, ed. and trans., The
Chronicle of Bury St. Edmunds 1212-13or (London, 1964) pp.
xxxviii—xlii.

6. M. R. James, “On the Abbey Church of S. Edmund at
Bury,” Cambridge Antiquarian Society, 8vo Publications, no. 28 (1895)
pp. 126-127, 131, 186—203.

7. James, “S. Edmund at Bury,” pp. 130-132, 202.

8. Verse 16: “Vitibus insudat. Sopor ebrius inguina nudat.”
(““He toils at the vines. Drunken sleep lays bare his loins.”) Verse
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FIGURE §

Leonine hexameters, lines 12—20 of a set of ninety
verses based on Genesis. In a volume from Bury
St. Edmunds Abbey, copied about 1300. Thought

to be the “elegiac verses’ arranged by Abbot
Samson for his painted choir in 1181. College of
Arms, London, Arundel MS. XXX, detail of fol.
212 recto. By permission of the Chapter of the
College of Arms

of stone, was built by Hugo the Sacrist about 1180.?
M. R. James thought that, as well as separating the
choir from the nave, it must have extended east to en-
close the choir itself on the north and south (see below).
It was destroyed or fell into ruin, along with the church,
after the dissolution of the monastery in 1539; fortu-
nately Jocelin of Brakelond, who entered the convent
of Bury in 1173, tells us about its adornment in his
famous Chronicle. He writes: “In diebus illis chorus
noster fuit erectus, Samsone procurante, historias
picture ordinante, et versus elegiacos dictante.” (“In
those days our choir was built under the direction of
Samson, who arranged the painted stories from the
Bible and composed the elegiac verses.””)®

18: “Indicit superis bellum Babilonica turris.” (“The tower of

Babel declares war on the gods.”)

9. The rood, or crucifix, which surmounted the screen, and its
accompanying figures were also put up by Hugo. See James, ““S.
Edmund at Bury,” p. 130; also p. 153: . . . dominus Hugo sacrista

. Pulpitum in ecclesia aedificavit, magna cruce erecta, cum
imaginibus . . . Marie et S. Johannis sibi allaterantibus.” Extract
from Gesta Sacristarum (Memorials of St. Edmund’s Abbey, ed. T.
Arnold, Rolls Series (1890-1896) II, p. 289g).

10. The Chronicle of Jocelin of Brakelond, ed. & trans. H. E. Butler
(Oxford, 1949) p. 9 and note 2.
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FIGURE 4
Front view of the Cloisters cross, showing the
Terra tremit inscription on the front of the shaft

“In those days” refers to 1181, the year of vacancy
between Abbot Hugh’s death in November 1180 and
Samson’s election in late February 1182. Before be-
coming abbot at the age of forty-seven (he was born
around 1135), the energetic and forcible Samson was
the sub-sacrist, and as such was in charge of the work-
men (magister super operarios). He continued to rule the
abbey as abbot until his death in 1214; it is most likely,
therefore, that he did at least select the “elegiac verses”
that Jocelin speaks of, but whether Jocelin is correct in
saying that he actually wrote them is arguable and will
be discussed below.

M. R. James believed that the Arundel verses did
accompany Samson’s paintings and that they decorat-
ed the north and south outer wall of the extended
choir screen (or more aptly, the choir enclosure), form-
ing a backing to the choir stalls. Further, he was
“inclined to believe’ that the verses do represent Sam-
son’s work, despite the fact that they are leonine hex-
ameters, whereas Jocelin calls them, ‘““elegiac verses.”

In addition to describing an elegiac couplet (a
dactylic hexameter and a pentameter), the term elegiac
can also be used to refer to verses that are mournful in
character (from the Greek elegos, “mournful poem”),
or to mean simply “poetic.” It is doubtful whether
Jocelin the chronicler, who was a delightful but some-
what naive writer and storyteller rather than a great
scholar, was using the word in any strict sense beyond
meaning poetic verses of a serious nature. These the
Arundel verses certainly are, describing ninety subjects
from the Book of Genesis that adorned the most sacred
part of the church, the choir. We can thus accept them
as Jocelin’s “‘elegiac verses.”” The important question
remains. Would Samson (or anyone) have composed
them and the cross distich as well ? It should be men-
tioned at this point that there is another couplet with
the same meter and rhyme scheme!* inscribed in
majuscules down the front of the Cloisters cross (Figure

4):

11. Dactylic hexameters with two-syllabled internal and tail
rhymes. The tail rhyme was a strictly medieval practice; both it
and the internal rhyme of two syllables were used from the eleventh
century onward.

e VY P
TERRA TREMIT MORS VICTA GEMIT SURGENTE

ol - -

SEPULTO
R I R
VITA CLUIT SYNAGOGA RUIT MOLIMINE STULT[O].
(Earth trembles, and defeated death moans as He

that was buried arises;

Life hears herself called while the Synagogue falls

by its own foolish efforts.)12

Both couplets were obviously either composed or
chosen by the same man:
- A= o= -

CHAM RIDET DUM NUDA VIDET PUDIBUNDA PARENTIS

uul—uul——

—=|==|-v v|--| -

IUDEI RISERE DEI PENAM MOR[IENTIS].

v u|__

Whoever the author was, he used the same meter as
the monk Bernard of Morlas in his long satirical poem
De Contemptu Mundi, as well as a similar (but not
identical) triple rhyme scheme. Two famous quotations
from Bernard’s poem are:

T e N2 ISRV SRV R
Hora novissima, tempora pessima sunt, vigilemus.
R R VIV VRV [

ecce minaciter imminet arbiter ille supremus.

Urbs Syon aurea, patria lactea, cive decora.
omne cor obruis, omnibus obstruis, et cor et ora.

Bernard lived at Cluny in the time of Abbot Peter
the Venerable (died 1142), to whom he dedicated the
poem. This dedication contains several revealing com-
ments. Bernard says that he is writing in verse because
it will appeal to people more than prose, and more-
over, that rhymes are easier to remember and therefore
to learn from. He also refers to his achievement in hav-
ing composed such a long poem in such a difficult
meter, and admits that he could not have done it with-
out divine inspiration. His pride was justifiable: he had
written some three thousand dactylic hexameter lines,
which rhyme in pairs with two-syllabled end rhymes,

12. I have so far been unable to trace this inscription.
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and in which there are internal rhymes after the second
and fourth dactyls in each line—a a b, ¢ ¢ b. Bernard’s
internal rhyme differs from that on the Cloisters cross
in one important way: the feet divisions are also word
divisions, and this makes it possible to divide the one
line into three separate lines. This would never happen
in classical poetry and tends to make the reading
monotonous. The ivory-cross lines are far more clas-
sical.®

Few medieval poets besides Bernard combined
dactylic hexameters with the triple division of interior
and final rhymes. Marbod of Rennes (1035-about
1123) used the construction in a poem on the Virgin
Mary:

e B B L] Bl B

Stella maris, quae sola paris sine coniuge prolem,
e I R e

iustitiae clarum specie super omnia solem,

His younger contemporary Hildebert of Lavardin
(died 1133) is said to have used it, but sparingly. Peter
the Venerable also did in his “Rhythmus in laude
Salvatoris” ; perhaps he was copying Bernard, but the
result was even more monotonous in spite of the
dramatic content.

In the Arundel manuscript verse the order of the
words has been changed round, and genitalia, a five-
syllabled word, has been substituted for the four-syl-
labled pudibunda. To avoid incorrect scansion of the

_ v - —
verse, however, patris has been used instead of parentis:
- —I—-uul— —I— uul—uul——

Cham dum nuda videt patris genitalia ridet.

This is the only example of the verse I know of that has
patris and not parentis.

Jocelin says** that Abbot Samson “was eloquent both
in French and Latin, having regard rather to the sense
of what he had to say than to ornaments of speech,”

13. Mr. Christopher Hohler of The Courtauld Institute of Art
first drew my attention to the parallels between the meter and
rhyme of the Cluny verses and those on the ivory-cross shaft. On
Bernard of Morlas, see F. J. E. Raby, A History of Christian-Latin
Poetry, 2nd ed. (Oxford, 1966) pp. 315—-318 and notes. I am grate-
ful to Mr. Brian Cook of the British Museum for technical criticism
of the rhyme schemes that I have discussed.
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and that he “used to preach in English to the people,
but in the speech of Norfolk, where he was born and
bred...,” but that he ‘“seemed. .. tolove the active life
more than the contemplative; he had more praise for
good obedientaries than for good cloister monks; and
rarely did he approve of any man solely for his knowl-
edge of literature, unless he were also wise in worldly
affairs.”” There is more in the same vein, such as the
telling remark that Samson ““hated wordy fellows.” All
of Jocelin’s description serves to give us a picture of a
man who, although he was well educated and had a
versatile mind with erudition at his command, was not
addicted to scholarship as an end in itself. He saw fit to
concentrate on active administration rather than on
academic pursuits.?* Such an abbot was needed, since
the Abbey of St. Edmund, although greatly venerated
as the ancient shrine of a royal Saxon martyr, was
famed morefor itsmaterial wealth and kingly patronage
than for ascetic and spiritual zeal. The affairs of the
abbey demanded constant attention from its abbot,*
who was moreover a great feudal overlord managing
the whole town of Bury St. Edmunds as well as the
Liberty, an estate of eight and a half hundreds.*”
Samson would have known quite well how to com-
pose verse; poetry was studied in the monastery and
cathedral schools, and textbooks on poetical compo-
sition were in vogue by at least 1175. Even so, 2 man
such as the one Jocelin describes, when he needed a set
of verses to accompany his Genesis scenes round the
choir, might well look around for inspiration in various
books, such as miscellaneous verse collections or Bible
commentaries with marginal annotations, rather than
construct all ninety leonine hexameters from scratch.
It is unlikely that the same person wrote both
groups of verses, since the Arundel line is clearly an
imitation. There are three possibilities. One is that the
author of the Arundel rhyme (Samson) derived his line
from the cross couplet, which he had seen or knew of,
and fiddled about with the word order to fit it to his
ownscheme. An alternative is that the designers of both

14. Jocelin, p. 40.

15. David Knowles, Saints and Scholars (Cambridge, 1962) pp.
64-69, makes this point in his portrait of Samson. See also Grans-
den, Bury Chronicle, p. xiv.

16. Gransden, Bury Chronicle, pp. XXix—xxx.

17. Jocelin (Intro.) pp. xxiv—xxvi.



the choir screen and the cross had recourse toa common
text that contained the whole couplet. Strength is given
to this theory by the fact that the only two monuments
on which the verse is found are datable within the
same decade (1180-1190), the one verified as a Bury
creation, the other having certain connections with
Bury. The third possibility, which is the most feasible
on the evidence I hope to show, is that the couplet was
already in circulation by about 1180, and that it was
to be found in more than one text. The following at-
tempt to determine the extent to which it was absorbed
into the current Latin literature of the period 1180-
1190 can at best be partial.

The scene of the drunkenness of Noah and his son
Cham’s disrespect for him appears in Genesis 9: 20-27:

Coepitque Noe vir agricola exercere terram, et plan-
tavit vineam; bibensque vinum inebriatus est et
nudatus in tabernaculo suo. Quod cum vidisset Cham
pater Chanaan, verenda scilicet patris sui esse nudata,
nuntiavit duobus fratribus suis foras. At vero Sem et
Japheth pallium imposuerunt humeris patris sui:
faciesque eorum aversae erant, et patris virilia non
viderunt. Evigilans autem Noe ex vino, cum didi-
cisset quae fecerat ei filius suus minor, ait: Maledictus
Chanaan, servus servorum erit fratribus suis. Dixitque:
Benedictus Dominus Deus Sem, sit Chanaan servus
ejus. Dilatet Deus Japheth, et habitet in tabernaculis
Sem, sitque Chanaan servus ejus.*®

Noah’s drunkenness, portrayed in two to five scenes,
was an integral part of most Byzantine Old Testament
picture cycles. As such, it illustrated a sacred Bible
story and had no typological or allegorical meaning.
Some fine examples are the early sixth-century Vienna
Genesis,*? where it is shown in two scenes, the mosaics

18. “And Noe, a husbandman, began to till the ground, and
planted a vineyard. And drinking of the wine was made drunk, and
was uncovered in his tent. Which when Cham the father of
Chanaan had seen, to wit, that his father’s nakedness was un-
covered, he told it to his two brethren without. But Sem and
Japheth put a cloak upon their shoulders, and going backward
covered the nakedness of their father: and their faces were turned
away, and they saw not their father’s nakedness. And Noe awaken-
ing from the wine, when he had learned what his younger son had
done to him, he said: Cursed be Chanaan; a servant of servants
shall he be unto his brethren. And he said: Blessed be the Lord
God of Sem; be Chanaan his servant. May God enlarge Japheth,
and may he dwell in the tents of Sem; and Chanaan be his serv-
ant.” (Gen. g:20—27) All Bible passages quoted in English in this
article are from the Douay-Rheims Version (1941 ed.).

at St. Mark’s, Venice (about 1200), where it is in five,
and the twelfth-century Sicilian mosaic cycles at
Monreale and Palermo. At Monreale the accompany-
ing inscription reads: HIC OSTENDIT CAM VERENDA
PATR(1S) FR(ATR)IBUS. In the Cappella Palatina at
Palermo it is almost identical, with the addition of the
names CHAM SEM IAPHET NOE (Figure 5).2° The story is
also included in the Octateuch manuscript cycles,
where it is illustrated in four scenes. They are the
Vintage, Noah Drinking, Noah’s Drunkenness and
Cham’s Disrespect, and Noah Cursing Cham’s De-
scendants.?!

The scene of Noah and Cham occurs in several
Romanesque Genesis cycles. Two instances are in the
frescoed nave vault at Saint-Savin-sur-Gartempe in
Poitou and on one of the later panels of the bronze
doors at San Zeno, Verona (mid-twelfth century). The
painted choir enclosure at Bury belonged in this
category, of course, as the leonine verse in Arundel
XXX (Figure 3) is strictly a caption to an Old Testa-
ment scene: no typology is involved.

The prefiguration of the New Testament in the Old
was frequently referred to by the writers of the Gospels,
both in their own narratives and in the words of
Christ;?? it was also alluded to by Saint Paul.?® This
mysterious plan of fulfillment was expounded and
elaborated in an increasingly grandiose way by the
early Fathers of the Church,?* and a flood of patristic
literature resulted. The events in Genesis were con-
sidered particularly significant symbols of Christ’s life
and Passion, apart from their consequence as the
beginning of history. Beryl Smalley?* remarks that
Genesis was one of the four books on which a choice of
commentaries was usually possessed by a really good,

19. Vienna, Osterreichische Nationalbibliothek, Cod. theol.
graec. 31, fol, mi, 6.

20. Otto Demus, The Mosaics of Norman Sicily (London, 1949)
p. 67, note 175; p. 169, note 439; pls. 32 A, 102.

21. Vatican, Cod. gr. 747, eleventh century; Vatican, Cod. gr.
746, Istanbul, Seraglio Cod. 8, Smyrna, Evangelical School Cod.
A.1 (burnt 1923), all twelfth century. For ill. of the scene in the
Smyrna Octateuch see D.-C. Hesseling, Miniatures de I’ Octateuche
Grec de Smyrne in Codices Graeci et Latini, Supplementum VI (Leyden,
1909) figs. 36-37.

22. Matt. 5:17; 13:35; 27:35. Luke 21:22; 24:44.

23. Rom. 1:2. I Cor. 15:3—4. II Cor. 3:13-16.

24. Smalley, Bible in Middle Ages, chap. 1.

25. Smalley, Bible in Middle Ages, p. 38.
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FIGURE 5
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Noah’s Vintage and Drunkenness. Part of a Genesis cycle on the nave wall of Monreale Cathedral. Mosaic,

last quarter of the x11 century (Photo: Alinari)

up-to-date monastic library at the turn of the ninth cen-
tury. The idea that Noah was a type for Christ and his
son Cham a type for the Jews was developed in
Christian literature from the earliest writers onward
and soon grew into an allegory. A survey of this
development reveals a wealth of interpretations and
comments, which provided the literary background for
the emergence of the Cham ridet proverb—if it may so be
called—sometime during the second part of the twelfth
century.

The contents of the first two chapters of book 16 of
St. Augustine’s De Civitate Dei (written 413-426) dem-

26. P.L., XLI, col. 477. I have used my own translations for all
Latin passages except those acknowledged in notes 10 and 18.
For Augustine on Gen. g:20-27 the reader is referred also to
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onstrate to what lengths the Fathers took their interpre-
tations. Noah himself is considered prophetic: ‘“His
tilling of the vineyard, his drunkenness by its fruit, his
nakedness while he slept and the other events recorded
here are all heavy with prophetic meanings and shroud-
ed in mysteries.”’2¢ In chapter 2 Augustine expounds
the matter. He asks,“Who can. . . intelligently consider
these events, without recognizing them fulfilled in
Christ?” He continues by saying that Cham means
“hot” (calidus) and signifies ‘‘the tribe of heretics, hot
with the spirit of impatience. . . .”” He adds to this the
fact that hypocrites—those who call themselves

St. Augustine, The City of God against the Pagans, ed. E. M. Sanford and
W. M. Green, Loeb Classical Library (Cambridge, Mass , 1965)

V, pp. 3-15.



Christians but lead bad lives—can also be figured by
Cham, Noah’s middle son, ““for Christ’s passion, which
was indicated by that man’s nakedness, is at once
proclaimed by their hypocrite’s profession, and dis-
graced by their wicked deeds.” Further on he inter-
prets Noah’s vineyard as the house of Israel:

. . . from the very vineyard, that is, from the people of
Israel, came the flesh and blood which he took on that
he might suffer for us. He was drunken, means that he
suffered, and he was naked, that his weakness was
visible. . . . Now as to the fact that the Bible adds . . .
in his house, that is a polite way of revealing that Christ
was to suffer death on the cross at the hands of his own
people, the members of his own flesh and blood, namely
the Jews.

Augustine may have taken the idea that Noah’s
drunkenness was a foreshadowing of the Crucifixion
from St. Cyprian, because in De Doctrina Christiana he
comments on a particular passage on this subject from
the writings of Cyprian.?”

The indexes of Migne’s Patrologia Latina reveal an
abundance of references to the Noah-Cham story and
its hidden meaning, but like any other such biblical
type and allegory it cannot be given an exact chronolo-
gy and was clearly a widespread notion among the
early Christian Fathers and commentators. For
instance, it turns up with deeper, more obscure
definitions in the lyrical writings of Ephraem the
Syrian, who lived about 306-373 and appears to have
written exclusively in Syriac.

The precise words of the Vulgate text, Cham . .
nuntiavit, were soon altered to mean that he not only
announced Noah’s shame but also jeered at it. Cyprian
says denotata, which means ‘“‘point out” or ‘“mark
out.”’2® Augustine writes that “Cham . . . betrayed

27. De Doctrina Christiana, lib. 1v, cap. 21; P.L., XXXIV, col.
111. Augustine refers to, and quotes from (almost verbatim),
Cyprian’s Epistola LXIII, Ad Caeciliam de Sacramento Dominici Calicis,
part 3. Cyprian’s original text is in P.L., IV, col. 375.

28. Epistola LXIII, part g; P.L., IV, col. 375. According to
Etienne Baluze’s note on this printed by Migne (col. 376), denotata
is synonymous in this context with denudata or “revealed.”

29. De Civitate Dei, xv1, 1.

30. Dialogus cum Tryphone Judaeo, chap. 13, P.G., VI, col. 795
(from Migne’s Latin trans. of the Greek).

31. Commentarii in Genesin, 1X, P.G., LXXXVII, cols. 306-307
(from the Latin).

32. P.L., LXXXIII, col. 103.

[prodiderat] his father’s nakedness.”’#* In his celebrated
Dialogue with Trypho the Jew, which took place about
A.D. 135, Justin Martyr said, “the son who laughed
[4rriserat] at his naked father.”s® Procupius of Gaza
wrote in the early sixth century and drew on extracts
from earlier exegetes. After an exceedingly lengthy
discussion of Genesis g, he suggests that “we dwell a
little on an allegory. . . . Cham is the type of the Jewish
people who mocked [#llusit] Christ hanging from the
Cross.” st

Isidore of Seville—who was archbishop of that town
for thirty-six years (600-636)—is more specific in his
Allegoriae quaedam Sacrae Scripturae®® and his Quaestiones
in Vetus Testamentum.®® In the latter the evidence of
Augustine is very evident; in fact, certain sentences are
direct extracts.** Isidore disregarded the nuntiavit of the
Vulgate text except as an afterthought?® and wasted no
words in explaining the point: “Cham laughed
[derisit] on seeing the nakedness, which is the passion of
Christ, and the Jews mocked [subsannaverunt] on seeing
the death of Christ.”’s¢

Isidore’s writings were very influential and widely
read by other medieval authors; every monastic
library would have wanted to own copies of his works. *”
The great theologian and abbot of Fulda, Rabanus
Maurus (766 or 784-856), repeats entire passages on
the subject from Isidore’s Quaestiones in his Commentaria
in Genesim,®® and particularly in the De universo, where
he includes the sentence quoted above.* Once the idea
of the allegory took root, it was repeated and added to
in the writings of every commentator, sometimes in a
rather long and tedious way. Remigius of Auxerre said
in the early tenth century: “Cham in truth signifies the
heretics, wherefore he is well interpreted as crafty [cal-
lidus]. For the heretics are cunning, not from wisdom

33. Quaestiones in Vet. Test., In Genesin, vui, P.L., LXXXIII,
cols. 235-237.

34. Quaestiones, vi, parts 1-6, 11. The comments are based
closely on Augustine’s Contra Faustum Manichaeum, lib. xu, cap. 23,
P.L., XLII, col. 266.

35. Quaestiones, vi, part 6; P.L., LXXXIII, col. 236.

36. Quaestiones, vin, part 4; P.L., LXXXIII, col. 235.

37. The lists of surviving books known to have come from
English medieval libraries mention an Isidorus again and again.
See Ker, Medieval Libraries.

38. Lib. m, cap. 1x, P.L., CVII, col. 525.

39. De universo libri XXII, lib. n, cap. 1, P.L., CXI, col. 34.
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but from malice, because they seek to deceive the
honest people of the Church.”¢°

Out of an immense choice of twelfth-century authors,
the reader is referred particularly to Richard of St.
Victor and to Peter Comestor. Richard was a pupil of
the famous Hugh, who was director of studies at the
wealthy and intensely scholarly abbey of St. Victor in
Paris from 1133 until his death in 1141. Hugh taught
that lectio divina, the study of the Scriptures, should be
divided into three approaches: the literal or historical
and the allegorical to attain knowledge, and the
figurative to attain virtue. The Allegoriae in Vetus
Testamentum were printed in Migne under Hugh’s
name, but as a doubtful work in the Appendix; they
are now established as the work of Richard*! and
certainly reflect Hugh’s insistence on both biblical al-
legory and moral meaning. “Noah...” writes Richard,

foreshadows Christ who fulfilled the Decalogue Law.
... Unhappy Cham signifies the faithless Jewish people
who derided him, saying ‘“‘He saved others: himself he
cannot save. If he be the king of Israel, let him now
come down from the cross, and we will believe him”’ ;42
Sem is the Apostles and certain disciples and those
Jews who believed, and Japeth who covered the shame
[verenda] of his parent with a cloak indicates the people
of the Gentiles converted to the faith. . . . Wherefore
Chanaan the son of Cham shall be punished with a
curse, and thus so will the descendants of the Jews be
damned by their own curse.

The Historia Scholastica of Peter Comestor, probably
written between 1164 and 1178 while he was chancellor
of the University of Paris, rapidly became a prescribed
text for theology students and one of the most widely
read, translated, and annotated works on the Bible in
the Middle Ages. It is a sacred history condensing the
Old Testament, the Gospels, and Acts, and embel-
lished with allegorical comments and explanations. On
the account of Noah and Cham from Genesis g, Peter
does not have anything special to add to the expositions
of his predecessors and contemporaries; in fact, he says

40. Commentarius in Genesim, 1x; P.L., CXXXI, cols. 78-79.

41. Allegoriae in Vetus Testamentum, lib. 1, cap. xvm; P.L.,
CLXXV, cols. 643-644. On Richard’s authorship of the Allegoriae,
see Smalley, Bible in Middle Ages, p. 98, note 5; p. 106, note 1.

42. Matt. 27:42.

43. Historia Scholastica, Liber Genesis, cap. xxxvi; P.L.,
CXCVIII, col. 1087.
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a great deal less.** He alters, and adds to, the Vulgate
text of verse 22 : ““Sed cum Cham verenda patris vidisset
nudata, trridens, nuntiavit hoc fratribus,” and further
on explains that Cham is referred to in verse 24 as the
youngest son when in fact he was the middle one, be-
cause he is less worthy: ‘“Potest dici minor, id est
indignior.”

The anonymous scribe who copied the Historia in the
manuscript Vatican lat. 1973 in the late twelfth century
must have felt that Peter’s text needed enriching, for
he annotated it with couplets and marginal postillae. In
the bottom margin of folio 14 verso, underneath the
standard passage on Genesis g:20, is written (Fig-
ure 6):

Versiculus
Cham ridet dum membra videt detecta parentis
Judei risere dei penam patientis. 14

Apart from the ivory cross, this is the earliest example
of the complete couplet known to me, albeit membra
(“limbs”) has been substituted for pudibunda, detecta
(““‘uncovered”) for nuda, and patientis (‘‘suffering”) for
morientis ; this wording will be found to be the most usual
form of the couplet. I shall comment later on this
alteration of the wording. Since the Historia was such
an important set book in the theological schools,
lecture courses were given on it,*s and annotation of its
text was a normal development. Unfortunately the
provenance of this manuscript is not known, and it
cannot be given a more specific date than late twelfth
century. All that can be said at this point is that the
couplet was apparently known in literary circles by
that time.

By far the most remarkable discovery concerning
this Latin distich is that it forms part of the standard,
unabridged text of a particular sermon by the satirical
English writer Odo of Cheriton, who lived from about
1185 to 1247.%¢ The sermon belongs to his earliest set of
homilies, the Sermones Dominicales, or Sunday Sermons,

44. My first reference to the couplet in Vat. lat. 1973 came from
Hans Walther, Alphabetisches Verzeichnis der Versanfinge mittellateini-
scher Dichtungen (Gottingen, 1959) no. 2674. See also Codices Vaticani
Latini III, Codd. 1461-2059 (Rome, 1912) p. 381: “Historia
Scholastica cum scholiis’ (‘““with notes’’).

45. Smalley, Bible in Middle Ages, pp. 178—179, 200.

46. Friend, “Cheriton.”
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Petrus Comestor, Historia Scholastica with marginal notes. Part of a page, showing discussion of Genesis g:20—
29, and the Cham ridet couplet in the bottom margin. Copied late x11 century. Biblioteca Apostolica, Vatican

City, Vatican. lat. 1973, fol. 14 verso

which are on the Gospel readings for the temporale
calendar of the ecclesiastical year. They were finished
by Odo on December 31, 1219. It must be stressed
that although this date comes thirty years or more after
that suggested for the Cloisters cross (the decade 1180—
1190, see note 2), Odo was probably collecting material
in Paris for the sermons by 1210 or earlier (see below,
p. 59). Obviously he took the couplet from an earlier
source; the year 1219 and the name of Odo offer the

only base from which to pursue this source.*” I know
of fifteen examples of the verse in texts; nine of these
are in copies of Odo’s Sermones Dominicales. Since five
of the others are in anonymous works, including the
annotation in the Vatican Historia Scholastica described
above, and since Odo’s source has only suggested itself,

47. Samson of Bury St. Edmunds cannot be termed an author

on the basis of the Arundel XXX hexameter, as it is so clearly an
imitation.
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I am not certain exactly when and from where the first
borrowing took place. Although the Vatican manu-
script is undoubtedly the earliest of all the text
examples, it is of no help in our search for an author,
as the annotations are at present still anonymous. On
this account, the present article contains many specu-
lations and does not offer a solution to the problem. It
is important and interesting, nevertheless, to follow
these conjectures and the evidence on which they are
based, since—in addition to the intrinsic fascination of
the texts themselves—it will show how complex and
how rapid the diffusion of literary sayings, verses, and
the like really was in the Middle Ages. What is certain
is that something as small as a two-line verse is more
likely to have been disseminated through texts than
through one or even two works of art, particularly when
it appears in several texts of different natures.

It has been said of the spirited homilist Odo of
Cheriton: “The effect of his work is yet to be explored:
He is a source for the collections of exempla of the later
Middle Ages. He opens for us a new field in which to
trace the motifs of the literature of France, Spain and
England.”’#¢ It is hoped that the following exploration
of a single, specialized aspect of Odo’s earliest sermons
may contribute in a small way to this project, as well as
to the solution of the riddle of the ivory-cross inscrip-
tion. It is also hoped that light may be thrown in
general on the way in which literary motifs were passed
around from one work to another in the Middle Ages,
specifically during that great era of scholastic output,
the twelfth and thirteenth centuries.

The only way to attempt to trace the verse is to
examine all the manuscripts that contain it, to date
them, and to determine their provenance as closely as
possible. The first manuscript of the Sermones Domini-
cales to be discussed here is Paris, Bibliothéque Natio-
nale lat. 16506. It was written in the thirteenth century,

48. Friend, “Cheriton,” p. 641.

49. Friend, “Cheriton,” p. 657. B.N. lat. 16506 cannot there-
fore have been copied before 1235.

50. Walther, Versanfinge, no. 2674. The book is briefly de-
scribed by Léopold Delisle, Inventaire des manuscrits latins conservés &
la Bibliothéque Nationale sous les nos- 8823—18613 (Paris, 1863—1871)
IV, Inventaire des manuscrits de la Sorbonne conservés d la Bibliothéque
Impériale sous les nos- 15176—16718 du fonds latin (Paris, 1870) p. 63.
A detailed description is in B. Hauréau, Notices et extraits de quelques
manuscrits latins de la Bibliotheque Nationale, V (Paris, 1892) pp. 162—
171, although the couplet is not mentioned. See also Hervieux,
Fabulistes, pp. 133-135.
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FIGURE 7

Odo of Cheriton, Sermones Dominicales. Text of
the last page of the Sermon on Luke 2:42-52
(sermon 12 in this set), showing the section De
obedientia laycorum with the Cham ridet couplet:
lines g1-33. Copied xmr century, after 1235.
Bibliothéque Nationale, Paris, lat. 16506, fol.
141 recto

but not before 1235 (see below, note 49), in what is
probably an Italian hand. This script, with the excep-
tion of the first three folios, is neat and legible. The
book is a collection of sermons by different authors,
some of them anonymous, but it does include four
works by Odo: our Sermones Dominicales de tempore on
folios 123-218, the Treatise on the Passion, which was
also an early work (before or about 1219), the Sermones
de Festis (after 1225), and the Summa de Poenitentia,
which was not composed until after 1235.4°

Halfway down the left column of folio 141 recto is
the couplet (Figure 7):

Cham ridet dum membra videt detecta parentis
Iudei risere dei penas patientis.5®

The wording is identical to that of the example in
Vatican lat. 1973, excepting the variation of penas for
penam. The passage in which the couplet occurs is the
last part of the sermon for the first Sunday after
Circumcision, which in this set is the twelfth sermon,
placed between that for the Feast of the Circumcision
and that for the Epiphany. The sermon itself begins on
folio 140 recto with the words based on Luke 2:42-43,
“Cum factus esset Iesus xii annorum, ascendentibus
illis Therusalimam secundum consuetudinem diei festi,
consumatisque diebus cum redirent remansit puer
Iesus in Therusalimam et cetera.”’s* The length of the

5I. The text for the sermon is Luke 2:42-52. Because it is split
up and discussed one line at a time throughout the sermon, the
translation of the whole is given here for the reader’s easy refer-
ence: “And when he was twelve years old, they going up into
Jerusalem, according to the custom of the feast, And having ful-
filled the days, when they returned, the child Jesus remained in
Jerusalem. And his parents knew it not. And thinking that he was
in the company, they came a day’s journey and sought him among
their kinsfolks and acquaintance. And not finding him, they
returned into Jerusalem, seeking him. And it came to pass that,
after three days, they found him in the temple, sitting in the midst
of the doctors, hearing them and asking them questions. And all



~(42donbs funvinobe- cunc debit ofdin dernd (iddonl. war a9

()i

que Seen.
EEsETE =

el neabdluqus e

R rer
e e dgrem. olomibs ey cre- -
hﬁ‘ﬂn_&’fnapﬂdé’zﬁ -

57



whole sermon is 2% pages. It is divided into six sections,
the last two of which are concerned with obedience.
The second to last division is introduced by the words
“Sequitur de obedientia,”” and opens with the line “Et
erat subditus illis, suis parentibus. Unde monemur
quod simus prelatis et maioribus nostris obedientes.”
(“‘And he was subject to them, his parents. From which
we learn that we must obey our prelates and superi-
ors.”)

The sixth and last section expounds the theme of
obedience and is headed in red ink: ‘“‘de obedientia
laycorum et hys qui prelatis detrahunt” (“‘Concerning
the obedience of laymen and those who slander pre-
lates”). Here follows a translation of about half the
passage, down to and including the Cham ridet couplet
and the comments that go with it:s2

Certain laymen are disobedient to prelates and priests,
for which see Hosea [4:4]: For thy people are as they
that contradict the priests. In the Apocalypse [16:2]:
The first angel poured out his vial upon the earth. And
there fell a sore and grievous wound among men who
had the character of the beast. The beast is the devil,
the character of the beast is pride. This sign is borne by
those who, through pride, oppose the doctors of the
church who preach God’s commandments. Likewise
the character of the devil is impenitence for as much as
the spirit of the devil arrives and will not leave; as Job
says [41:15]: Their hearts shall be as hard as a smith’s
anvil so that they cannot repent. Accordingly, those
who persevere impenitent and unreformed have the
character of the devil. Very many people even die in a

that heard him were astonished at his wisdom and his answers.
And seeing him, they wondered. And his mother said to him:
Son, why hast thou done so to us? Behold thy father and I have
sought thee sorrowing. And he said to them: How is it that you
sought me? Did you not know that I must be about my father’s
business? And they understood not the word that he spoke unto
them. And he went down with them and came to Nazareth and was
subject to them. And his mother kept all these words in her heart.
And Jesus advanced in wisdom and age and grace with God and
men.”

52. “Quidam layci prelatis et sacerdotibus sunt inobedientes
de quibus Osee 4. [In some MSS. there is a reference to Amos
instead of Hosea.] Populus enim tuus sicut his qui contra dicunt
sacerdoti. In apocalypsi effudit primus angelus filiam [fialam]
suam in terram et factum est vulnus sevissimum ac pessimum in
homines qui habebant caracterem bestie. Bestia est diabolus,
caracter bestie est superbia. Hoc signaculum portant qui doctori-
bus ecclesie mandata dei praedicantibus per superbiam resistunt.
Item caracter diaboli est inpenitentiam quoniam diabolis est
spiritus vadens et non rediens. Et ut dicit Iob. Indurantur quasi
malleatores incus ut penitere non possint. Caracterem ergo diaboli
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state of hatred or envy. Or they fight God, refusing to
repent of pride and lust [luxuria]. Just so Julian the
Apostate, who throughout his life did not cease to
persecute God in his followers. When he was mortally
wounded by the soldier . . . he lay on the ground in his
own blood, and shaking his fist against God in heaven
he cast himself down, saying: Jesus, thou has con-
quered, Jesus, thou has conquered. . . . Like this are
those people who slander their prelates, and if they
perceive the shame of their shepherd, who is a spiritual
father, immediately they publish it to their brothers,
not realizing that Canaan was cursed in his children
because his father, when he saw the shame of his father
Noah, laughed and told his brothers. And the children
and deeds of such people who are the spiritual sons, and
who slander superiors, are cursed by God. Of this kind,
indeed similar, are the Jews deriding Christ. Whence is
employed: Cham laughs when he sees the uncovered
limbs of his parent; the Jews laugh at the pain of the
suffering God. Sem and Japheth deserved a blessing
because they clothed the shame. Thus God blesses
those laymen who cover up or excuse the sins of
their superiors, unless perchance they are publicly
known, seeing that the subdued ass reproved Balaam,
who is the prelate.

In the explicit of the Sermones Dominicales in Paris,
B.N. lat. 16506 (folio 218), it says: “Complectum est
hoc opus anno ab incarnatione Domini M°CCoXIXe
pridie kalendas Ianuarii a Magistro Odes ad laudem
ipsius qui est alpha et Q’’; on the same page the pro-
logue says that ‘““Ego Odo de Cirentonia, doctor eccle-
siae minimus” (“I, Odo of Cheriton, the least impor-
tant doctor of the church”), wrote the work. From this

habent qui inpenitentes et incorrigibiles perseverant. Plerique
etiam in morte de odio sive invidia vel superbia seu luxuria penitere
nolentes deum inpugnant, sicut Iulianus apostata qui cum in vita
sua deum in membris persequi non cessaret. Cum a milite . . .
letaliter esset vulneratus, iacens in terra sanguinem proprium cum
manu contra deum in altum proiecit dicens: Iesu vicisti, Iesu
vicisti. . . . Huiusmodi sunt proni ut prelatis suis detrahant, et si
viderint verenda pastoris qui est pater spiritualis, statim superbis
[ fratribus in at least seven other MSS.] suis publicant, non adver-
tentes quod maledictus est Canaan in filiis suis quia pater eius
videns verenda patris sui Noe irrisit, et fratribus nunciavit. et filii
et opera talium que [qui] sunt filii spirituales maledicti sunt a
domino qui detrahunt prelato. Huiusmodi enim similes sunt
iudeis deridentibus Christum. Unde versus Cham ridet dum
membra videt detecta parentis; Iudei risere dei penas patientis.
Sem et Iaphet quia cohoperuerunt verenda benedictionem
meruerunt. Sic layci benedicantur a domino qui peccata prela-
torum tegunt vel excusant nisi forsitan notorium fuerint [sint in
some MSS.] quoniam asinus subditus reprehendit Balaam [idest
prelatum in at least eight other MSS.].”
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we can infer that by December 31, 1219, Odo had ful-
filled the requirements for a doctorate in theology at the
University of Paris: namely, that he was about thirty-
five years old and that he had studied for a minimum of
eight years after completing his Master of Arts degree.5*

He was born sometime between 1180 and 1190 at
Cheriton near Folkestone in Kent (see Map) and was
at least twenty years old in 1210, since he is mentioned
as Magister Odo in the Pipe Roll for that year. This title
of Magister can only refer to a Master of Arts degree
at that date, but it does mean that he had a license to

53. Hastings Rashdall, The Universities of Europe in the Middle
Ages, rev. ed. by F. M. Powicke and A. B. Emden, I (Oxford, 1936)

P- 472.

teach (licentia docendi) and belonged to the guild of
masters by then. Bulaeus listed him as being at the
University of Paris in 1200, but this source cannot be
relied upon.®* Albert C. Friend has shown, however,
that Odo was studying in Paris before 1210, for he
borrowed heavily in his early works from Prévostin of
Cremona, who was chancellor of the university from
1206 to 1209, and from lecture material (later put into
the Ars Concionandi) of Peter of Capua (de Mora), who
was regent in theology from 1201 to 1219.5

We may conclude from all this that Odo must have

54. C. E. Bulaeus (Du Boulay), Historia Universitatis Parisiensis
a Carolo M. ad nostra tempora (Paris, 1665) p. 758.
55. Friend, “Cheriton,” p. 647.
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FIGURE 8

Odo of Cheriton, Sermones Dominicales. Detail of
the passage containing the Cham ridet couplet. X1
century. Bibliothéque Nationale, Paris, lat. 2593,
fol. 29 verso

worked on the Sermones Dominicales while based on
Paris, for at least eight years before 1219. Paris, B.N.
lat. 16506 was given to the library of the Sorbonne by
one of its masters before the year 1338,5¢ which suggests
that it had never left the city.

The distribution of the Sunday Sermons appears to
have been fairly rapid, for a considerable number of
thirteenth-century copies exist in libraries in France
and England, at least four each in Austria and Germa-
ny, and one each in Spain and Portugal. In some cases
there is evidence that the manuscripts have been in
these countries since the thirteenth century. Either the
Sermons introduced the Cham ridet distich to scribes in
these places, because it turns up in other texts of
contemporary or slightly later date, or it was already
known independently.

There are three other unabridged copies of the
Sermones Dominicales in the Bibliothéque Nationale:

56. “Iste liber sermonum est pauperum magistrorum domus
de Sorbonio, ex legato magistri Johannis de Gonessia, quondam
socii domus.” See Hervieux, Fabulistes, p. 135; Léopold Delisle,
Histoire générale de Paris. Le Cabinet des Manuscrits de la Bibliothéque
Nationale, 111 (Paris, 1881) p. 48: “Bibliothéque de la Sorbonne.
Catalogue général de I’année 1338.”

57. In MS. 2593 it is on fol. 29 verso; MS. 698, fol. 20 recto;
MS. 2459, fol. 49 recto. An abridged copy, Paris, B.N. lat. 12418,
does not contain the passage ‘“‘Quidam layci . . .” and consequently
does not contain the Cham ridet couplet. I have been unable to
locate the only printed edition of the Dominicales, published under
the title Flores Sermonum ac Evangeliorum Dominicalium excellentis-
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Paris, B.N. lat. 2593, 698, and 2459. All three contain
the Cham ridet couplet,? though the sermon in which it
falls is not always used for the same Sunday. The text
of the reading on the obedience and behavior of lay-
men is slightly fuller in 2593 and 2459, where a few
sentences have been added,** than in 16506, but the
wording of the Cham ridet verse is the same, except in
2593, where it reads (Figure 8):

Cham ridet dum membra videt detecta parentis.
Iudei risere penas Christi patientis.

The scribe no doubt thought Christi was more ap-
propriate than the usual dei, but he made a mistake
with the quantity of penas: the second line does not scan
correctly.

Manuscript 698 is the only one of the three with a
known provenance. It belonged to the Benedictine Ab-
bey of St. Peter at Conches in the diocese of Evreux in
Normandy (see Map) ;*® both it and 2593 were written
in the thirteenth century. The third manuscript, 2459,
was probably written in the late thirteenth, perhaps in
France; in the seventeenth century it entered the pri-
vate library of Louis XIV’s minister Colbert (died
1683).60

It is of special interest that at some point before
1219 Odo visited the Cistercian Abbey of Notre-Dame
at Bonport, situated on a branch of the River Seine
about nine miles south of Rouen in Normandy (see
Map). Like St. Peter at Conches, it belongs to the
diocese of Evreux. The house of Bonport is sure to have
aroused the curiosity of a traveling English scholar in
the early years of the thirteenth century, since it was
founded personally by Richard the Lionhearted in or
around 1190: while out hunting and trying to cross the
river he had made a vow, and after landing safely he
founded the monastery close by in fulfillment of his
promise.

simi Magistri Odonis Cancellarii Parrhisiensis, ed. F. Mathieu
Makerel or Macherel, printed in Paris, 1520, by J. Badius Ascen-
sius. Hervieux, Fabulistes, pp. 141-142, says there are sixty-five
sermons, much abridged, as is indicated by the title Flores.

58. See Hervieux, Fabulistes, pp. 141-142.

59. Opposite fol. 108 verso: “Iste liber est de abbatia de
Conchis.”

60. For B.N. lat. 698, see Ph. Lauer, Catalogue général des manu-
scrits latins, 1 (Paris, 1939) p. 243; Hervieux, Fabulistes, pp. 127
128. For 2593, see Catalogue général, 11 (1940) p. 536; Hervieux,
Fabulistes, pp. 130~132. For 2459, see Catalogue général, 11, p. 468;
Hervieux, Fabulistes, pp. 128-130.



Bonport Abbey was also a daughter house of Notre-
Dame du Val in the diocese of Paris, which ran several
houses for students from the University of Paris. We
do not know how long Odo sojourned at Bonport, but
seeing that he left his own Gospel book behind with his
name in it, together with a record of a debt owed to him
by the abbey (see below), one could hazard a guess of
several weeks at the very least. Bonport flourished dur-
ing the reigns of Philip Augustus (1180-1223) and
Saint Louis (1226-1270).

Nostra Boni Portus domus est velut omnibus ortus,
Deliciis plenus, plane redolens et amenus,
Mellifluus totus, Domino coeli bene notus;

Hic nichil est fellis, sed plurima copia mellis,

wrote the monk Geoffroy du Jardin in a poem to an-
other monk at Vaucelles. The contents of this poem and
the list of theological books originally belonging to the
abbey, which were also taken by Colbert, indicate a
well-lettered establishment.®:

It cannot be coincidence that we find the Cham ridet
couplet in an early thirteenth-century collection of
anonymous verses, compiled at the Abbey of Notre-
Dame at Lyre, Normandy. Lyre is about thirty-five
miles south of Bonport and only a few miles west of
St. Peter at Conches, where the B.N. lat. 698 copy of
Odo’s Sermones Dominicales came from (see Map). The
volume containing the verses is now MS. A. 452 in the
Bibliothéque municipale, Rouen.¢? It consists mostly
of sermons, but from folio 241 verso to 242 verso there
are 198 lines of Latin verse, nearly all in rhyming
couplets. On folio 242 verso, two-thirds of the way down
column one, and between two other couplets, is writ-
ten (Figure g):

61. On Bonport and its library, see L. Delisle, Le Cabinet des
Manuscrits, 1 (Paris, 1868) pp. 534-543. Also E. Deville, “Les
Manuscrits de I’Ancienne Bibliothéque de ’Abbaye de Bonport,”
Revue des Bibliothéques 16 (1906) pp. 319—321 ; 17 (190%7). The abbey
church, built 1200-1225, has almost disappeared, but some of the
conventual buildings remain, see reference in Friend, ‘“‘Cheri-
ton,” p. 648, note 65.

62. I owe this reference to the kind help of the Institut de
Recherche et d’Histoire des Textes, Paris, in 1965. For Rouen,
municipale A. 452, see Henri Omont, “Rouen,” in Catalogue géné-
ral des manuscrits bibliothiques publiques de France. Départements. 1
(1886) p. 131. A note on the last page of the MS. says: “Hunc

Cham ridet dum membra videt detecta parentis
Iudei risere dei penam morientis.

The first line is the same as in the annotated Historia
Scholastica and Odo’s Sunday Sermons on the Gospels;
the second has morientis instead of patientis, and penam,
like the Cloisters cross.

This book is dated twelfth-thirteenth century by
Henri Omont in the Catalogue Général. It cannot have
been copied before the 1180s, because fragments
from Peter Riga’s versified Bible, the Aurora, are
included (folio 231). There is also a passage commonly
ascribed to John of Garland on folio 241 recto; if it is
by him, the terminus post quem would be 1195-1200,
since he was born in 1180 and did not even come to
Paris until 11g5.

It seems to me that the proximity of the abbeys at
Bonport, which Odo visited, Conches, which owned a
set of his Dominicales, and Lyre, which owned a book
of miscellaneous verses containing the couplet, points
to an obvious borrowing on one side or the other. All
three abbeys belong to the diocese of Evreux. If Rouen
A. 452 dates from the early years of the thirteenth cen-
tury, Odo could have discovered the couplet and
copied it down, along with other material that he was
collecting; although many of his fables and anecdotes
are original, he was also a great borrower, particularly
of verses. This was pointed out by Léopold Hervieux in
his study of the Fables.** Or the borrowing worked the
other way round. An inmate of Lyre heard Odo’s
sermon preached in the neighborhood, or saw a copy
of it, and took the couplet down for his collection of
leonine verses. It must also be remembered that the
Paris, B.N. lat. 698 copy of the Dominicales came from
the Abbey of Conches in the diocese of Evreux, to
which diocese Bonport belonged, and that Conches it-
self is only thirty-six miles southwest of Rouen.

librum in parte scripsit et in parte scribi fecit Johannes monachus
Lirensis et indigena.” According to Omont, this Johannes proba-
bly wrote fols. 5-45 only, and the first eight lines of fol. 46 recto.
On the eve of the Revolution, the abbey of Lyre lent some its
MSS. to the abbey of Saint-Ouen in Rouen (I am grateful to
Madame Dupic, Director of the Bibliothéque municipale, Rouen,
for telling me this in 1965), and thus MS. A. 452 came to the
Bibliothéque from Saint-Ouen.

63. Fabulistes, pp. 126-127. I am most grateful to Professor
Albert C. Friend of the College of the City of New York for
telling me that the Cham ridet verse does not occur in any of Odo’s
other works.

61



HE e .
S - wﬁ;'* & .‘-:\ s
i T
=y ‘ o

Ce . 4

62



FIGURE

Part of a collection of Latin verses, compiled
probably about 12000r early xm1 century, at Lyre
Abbey, Normandy. The Cham ridet couplet is on
lines 34—35. Bibliothéque Municipale, Rouen,
MS. A. 452, fol. 242 verso

It is disappointing that in Odo’s Gospel book from
Bonport (see above, p. 61), now Paris B.N. lat. 295,%¢
the Cham ridet verse does not appear either in the inter-
linear gloss, or among the marginal notes, which must
be in Odo’s own hand, since many of them are material
that appears in the Dominicales and the Treatise on the
Passion.® In fact, there are no marginal comments at
all on Luke 2:42-52 (folios 14 recto-15 recto), except
for three short lines at the lower left of 14 verso.

Still in northern France, we now move to Reims. A
volume of miscellaneous vitae, sermons, and verses from
the chapter library of the cathedral of Notre-Dame at
Reims contains a couplet identical to the one on the
sides of the ivory cross. The book belonged to the
cathedral until the Revolution and is now MS. 1275 in
the Bibliothéque municipale, Reims. It is dated late
thirteenth century by W. Wattenbach in his detailed
description of the verses and letters in the volume.*¢

On folio 188 verso, as part of an extensive collection
of poetical works that starts on folio 129, the Cham ridet
couplet appears at the end of an eight-line stanza of
rhyming proverbs. The opening couplet is the only
other one that has an internal double rhyme (Figure
10):

Nobilitas quam non probitas regit atque tuetur,
Lapsa iacet nullique placet, quia parva videtur.
Vir bene vestitus pro vestibus esse peritus
Creditur a mille quamvis ydiota sit ille.

Si careat veste nec sit vestitus honeste,

Nullius est laudis, quamvis sciat omne quod audis.
Cham ridet, dum nuda videt pudibunda parentis:
Tudei risere dei penam morientis.

This is the only example I know of where the wording
is exactly the same as on the cross.

The source and early use of the couplet cannot be
traced simply through its existence in Odo’s Sunday
Sermons and in two miscellaneous verse collections,
which were all in northern France in the thirteenth
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FIGURE 10

Miscellaneous Latin proverbs, including the
Cham ridet couplet. Part of a large compilation of
verse, in a volume from Reims Cathedral.
Compiled late xu1 century. Bibliothéque Muni-
cipale, Reims, MS. 1275, detail of fol. 188 verso

century. But since the same coincidence occurs proba-
bly in Austria and without doubt in England, one can
place some significance on it in each case and assume
direct connections.

The verse appears to have become known in Austria
through Odo’s Sermons. The main body of Codex 1365
in the Osterreichische Nationalbibliothek, Vienna
(folios 4-48), is the Summa of the French theologian
Guilelmus Altissiodorensis, or William of Auxerre,
who died in 1231. The remainder consists of various
additions, probably in different hands, and includes a
collection of leonine verses on folios 83 verso—84 verso,
in which we find our distich (Figure 11).%” The whole
manuscript was copied in the first half of the fourteenth

64. Lauer, Catalogue général, 1, p. 106. It contains the Gospels of
St. Luke and St. John. On fol. 1: “Iste liber est magistri O[donis].
Domus Boni Portus debet magistro Odoni XVII solidos et VII
denarios de parisis. Si non venerit magister Odo, totum sit pro
anima sua.” On fol. 160 verso in a thirteenth-century hand: “Iste
liber est Boni Portus.”

65. Friend, “Cheriton,” p. 648. Deville, ‘“Manuscrits de Bon-
port,” 17 (1907) p. 134, seems to have confused the folios that do
and do not have notes marginales; he has also omitted to mention
many of these notes.

66. W. Wattenbach, ‘“Beschreibung einer Handschrift der
Stadtbibliothek zu Reims,” Neues Archiv der Gesellschaft fiir dltere
deutsche Geschichtskunde 18 (1892—1893) 16, pp. 493526, especially
p- 513. There is a reference to Wattenbach’s transcription of the
couplet in Walther, Versanfinge, no. 2674.

67. Hans Walther, Lateinische Sprichwarter und Sentenzen des Mit-
telalters in alphabetischer Anordnung, 1 (Géttingen, 1963) no. 2710.
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FIGURE 11

Part of a collection of Latin verses containing the Cham ridet couplet: column 1,
lines 7-8. In a volume from Mondsee Abbey, Upper Austria. First half of the xiv
century. Osterreichische Nationalbibliothek, Vienna, Codex 1365, fol. 83 verso



century; it originally belonged to the Benedictine Ab-
bey of St. Peter and St. Michael at Mondsee, Upper
Austria, which was abolished in 1791.%®

The collection of verses, which is described in the
Tabulae Codicum of 1864 as ‘including maxims on moral
subjects,”” begins at the top of folio 83 verso:

Non confert ulla regnum celeste gugulla®®

Ni mens sit pura non prodest regula dura.

Ante deum testis mens est non aspera vestis.
Prelati temere credunt sibi cuncta licere.

Est prelatura nunc dulcis amara futura.

Post carnis iura ligat hanc sententia dura.
Cham ridet dum membra videt detecta parentis
Tudei risere dei penas patientis.

and so on, with various other epigrams. The opening
lines, which precede the Cham ridet verse, are moralizing
proverbs directed toward complacent monks, thus:
“Any cowl [cuculla] does not get one to the heavenly
kingdom.” This suggests that the compiler of the
“poem” took the couplet from the passage in Odo’s
sermon on remiss prelates. The wording of the verse
is also the same in both, including penas for penam. Cor-
ruption of the clergy was a favorite topic with Odo,
who although not in orders himself, as a doctor ecclesiae
saw fit to instruct and censure members of the clergy
by means of numerous exempla in his writings.

There are two thirteenth-century copies of Odo’s
Sermones Dominicales in the Osterreichische National-
bibliothek: Codex 1579 and Codex 2164. I have not
been able to examine the texts of either, nor does
Hervieux say whether they contain the abridged or the
complete versions of the Sermons.”® It would be in-

68. I am grateful to Dr. Gerhard Schmidt for his kindness in
1965 in looking at Vienna, Cod. 1365 for me. On this MS. see
Michael Denis, Codices Manuscripti Theologici Bibliothecae Palatinae
Vindobonensis Latini Aliarumque occidentis linguarum (Vienna, 1793—
1799) 11, 2, cols. 1271-1274. Also Tabulae Codicum manuscriptorum
practer Graecos et Orientales in Bibliotheca Palatina Vindobonensi
Asservatorum, I (Vienna, 1864) p. 229.

69. Walther, Versanfinge, no. 11994, lists this incipit; he entitles
it ““De monachis” and gives a reference to Vienna, Cod. 1365.

70. Fabulistes, pp. 140-141. Cod. 1579 contains only the
Dominicales (192 fols.) ; Cod. 2164 has two other works not by Odo,
followed by the Dominicales on fols. 46-198 verso.

71. Listed by J.-Th. Welter, L’Exemplum dans la littérature reli-
gieuse et didactique du moyen dge (Paris, 1927) p. 129: Melk, Stifts-

teresting to know their provenance, and also that of
two other sets of the Sunday Sermons that are in the
monastery libraries at Melk and Heiligenkreuz in
Austria (see Map).?* It is not unlikely that both the
latter books have been in their present homes since the
thirteenth century. One can certainly say that the
existence in Austria of four surviving copies of the
Dominicales, all written in the thirteenth century, sug-
gests that they were known and read in Austrian
monasteries within fifty years of Odo’s death (1247).
This seems to me an obvious explanation for the oc-
currence of the Cham ridet couplet in the fourteenth-
century volume from Mondsee.

Odo certainly returned to England during the later
years of his life, for in 1232-1233 he inherited the estate
of his father, William of Cheriton ; there are subsequent
mentions of his name in the Pipe Rolls concerning a
tax debt on his property, which was not cleared up
until 1245-1246, the year before he died.

It is clear that his Sunday Sermons on the Gospels
were popular, in a modest way, in England during the
thirteenth century. There are twelve known copies at
present in English libraries, only one of which (Win-
chester College MS. 11) is as late as the fifteenth cen-
tury; from this one can guess that once there were
more. We are grateful to the ‘“‘king’s antiquary,” John
Leland (1506P-1552), for telling us in his Collectanea
that among the books he saw at the Benedictine Abbey-
of Our Lady at Tewkesbury, Gloucestershire, was an
Odonis de Siritono Sermones.’ We can assume with
reasonable justification from the following evidence
that the book Leland saw contained the Sunday
Sermons on the Gospels: A manuscript from a Welsh
cell of Tewkesbury—almost certainly the small Priory

bibliothek MS. 249; Heiligenkreuz, Stiftsbibliothek MS. 134.
There are also two copies of Odo’s Dominicales in the Bayerische
Staatsbibliothek, Munich. Cod. lat. 2637 is late thirteenth century
and contains only the Sermons; the scribe wrote his name at the
end, “Qui me scribebat Purchardus nomen habebat.” See Her-
vieux, Fabulistes, p. 136. Cod. lat. 19491 is dated thirteenth century,
see Friend, “Cheriton,” p. 657, note 10g. I have not seen the texts
of either MS., nor do I at present know their provenance.

72. Friend, “Cheriton,” p. 649, note 73, pp. 650-652.

73. Quoted in William Dugdale, Monasticon Anglicanum, 11
(London, 1849) p. 59. Leland made most of his notes on antiquities
in the libraries of English cathedrals, abbeys, etc., between 1534
and 1543. :
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of Our Lady at Cardiff, Glamorganshire—contains the
Cham ridet distich as a marginal note in a biblical poem
of approximately 682 elegiac couplets (Figure 12). This
volume is now British Museum, Royal MS. 6 B. XI. It
consists of many different theological and historical
works, which were rearranged in the fifteenth century;
the two that concern us were both written in the early
fourteenth. The first is the poem.’* At the bottom of

74. George F. Warner and Julius P. Gilson, British Museum.
Catalogue of Western Manuscripts in the Old Royal and King’s Collections,
I (London, 1921) p. 139, article 7: * ‘Biblia in versibus’ (so the later
colophon): poem . . . containing Bible history and allegoriae.
Brief prose preface‘ Ut historie veteris et novi testamenti postquam
eas didisceris memorie tue firmius inhereant . . . hoc metricum tibi
mitto compendium in quo tamquam in speculo historias breviter
comprehensas inspicere poteris.’ Begins: ‘Ante dies omnes mundi
fuit omnis in uno.’”

75. Fols. 105-108, 112. Warner & Gilson, Royal and King’s Col-
lections, 1, p. 140, article 13.

76. A Norman lord, Robert Fitz Haimon (died 1107%), re-
established the monastery of Tewkesbury with lands and posses-
sions before 1102; he then gave to that abbey the following: “In
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FIGURE I2

Extract from a Biblical poem, showing the verses
on Genesis g, and the Cham ridet couplet as a
marginal note. Written probably at Cardiff
Priory, Wales, early xiv century. British Mu-
seum, London, Royal MS. 6 B. XI, detail of fol.
54 Verso

folio 54 verso, nearly running off the page, is the Cham
ridet couplet:

Cham ridet dum membra videt detecta parentis
Tudei risere dei penas patientis.

It is one of four marginal additions to the text of the
poem on Genesis and refers to lines 32—-33 in column
two:

Cham ridet patrem nudum fratres venerantur

Hic benedicantur his maledicitur hic.

(Cham laughs at his naked father, the brothers
venerate

Henceforth they are blessed, he is cursed.)

The second relevant part of B.M. Royal 6 B. XI tells
us the provenance of the manuscript: it is a chronicle
of English history from 1066 to 1268, which indicates
that the book belonged to, and presumably was written
for, a Welsh house connected with Tewkesbury Ab-
bey. Up to 1248 it is a shortened recension of the
Tewkesbury Annals; from 1246 to 1268 it is independ-
entand deals specially with the Welsh marches, Cardiff
and Llandaff.?® Since there is proof that Cardiff Priory,
which is in the diocese of Llandaff, was attached to
Tewkesbury,?¢ one can believe that the book came
from Cardiff.”” In 1404 Owen Glyndwr burnt the

Wales the parish church of St. Mary in the borough of Cardiff,
with one carucate of land; the chapel of the castle of Cardiff. . .
the tithes of all the revenues of the churches and their possessions
from Cardiff.” Extract from the second Charter of Henry I to
Tewkesbury Abbey, 1106; printed in Dugdale, Monasticon, 11, p.
66. See also Monasticon, IV, p. 632.

77. Ker, Medieval Libraries, p. 48, lists the MS. as from Cardiff
on the evidence of its contents, with a query at the end of the entry.
It came to the Royal Library after 1698 from the MS. collection of
the antiquary John Theyer of Gloucestershire (1597-1673), who
got many of his books from monastic libraries in the west of
England. Theyer Sale Catalogue, 1678, (unprinted, B.M. Royal
MS. Appendix 70) no. 48. See Warner & Gilson, Royal & King’s
Collections, 1, pp. xxvi, xxxiii, Xxxix.



FIGURE 1§
Odo of Cheriton, Sermones Dominicales. Detail of
the passage containing the Cham ridet couplet,
showing a preceding sentence different from that
in Figure 7. From West Dereham Abbey, Nor-
folk. xm century. University Library, Cam-
bridge, MS. Kk. I. 11, fol. 32 verso

town of Cardiff and the priory with it. It was never
restored, but we do know that its possessions remained
with Tewkesbury until the Dissolution.?®

From all accounts Cardiff Priory appears never to
have been more than a minor establishment or
independent of its great mother house;® domestic con-
nections, however unimportant, were thus certainly
maintained, and books like sets of sermons could have
been borrowed by the prior and his few monks. The
most that can be said is that circumstances point to a
sequence from the existence of Odo’s Sermones Domini-
cales at Tewkesbury, to the appearance of the Cham ridet
couplet in an early fourteenth-century poem written
for a small cell of Tewkesbury no further than fifty-
seven miles away, and moreover, isolated from Eng-
land (see Map). It is indeed truly remarkable that
Leland saw and mentioned Odo’s Sermons at all, be-
cause out of the library of a once great abbey he only
noted five books, including the Sermons; whether he
saw more but did not record them I do not know. The
Odonis de Siritono that he did see has long since vanished
—destroyed or hidden somewhere in obscurity. All we
know about the fate of Tewkesbury Library at the Dis-
solution is that its contents passed into the hands of one
Sir John Whittington, together with the church,
cloisters, and other of the buildings.®® Neil Ker®! lists
twelve volumes known to him that belonged to the ab-
bey, ten of which are manuscripts; none of them is
Odo’s Sermons.

There were of course copies of the Sermones Domini-
cales to be found in other English monastic libraries in

78. Dugdale, Monasticon, 11, p. 87.

79. See Austin Lane Poole, From Domesday Book to Magna Carta
1087-1216 (Oxford, 1951) p. 295, on the role of the Church in the
Anglo-Norman occupation of Wales: ‘It was a common practice
of the invaders [in this case Robert Fitz Haimon] to grant a piece
of the occupied land to a religious house in England . . . which
would then plant on this land a cell of its own with a prior and one
or two monks; e.g. Tewkesbury had a cell at Cardiff.”
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the thirteenth and early fourteenth centuries, but in
view of the remoteness of Cardiff and its dependence
on Tewkesbury, it is unlikely that the borrowing came
from any of them.

Of the five copies in England that I have seen, only
one (British Museum, Egerton MS. 28go) has the
abridged version of the sermon “Cum factus esset .
and therefore omits the homily on the obedience of lay
folk altogether. Of the other four manuscripts, one is
from West Dereham in Norfolk, one is from Fountains
Abbey in Yorkshire, and two belonged to colleges in
Oxford and Cambridge by the early 1400s, so it is pos-
sible that they had never left England.

The thirteenth-century volume from the Abbey of
Our Lady at West Dereham is now MS. K k. I.11 in
the University Library, Cambridge.®* This house was
founded in 1188 for the Premonstratensians, or “White
Canons,” as a cell of Welbeck Abbey in Notthingham-
shire, which had been established by 1154. The manu-
script cannot have been written before the early 1240s,
because it contains the Summa de Penitencia (after 1235),
the Sermones de Festis, and the Sermones Dominicales in a
revised version with cross references, which Odo
probably made toward the end of his life.®* The im-
mediate passage in which the Cham ridet verse occurs on
folio 32 verso (Figure 13) differs slightly from the text
of Paris, B.N. lat. 16506, given on page 58; in fact I
have found it so far in at least three variations.
*“. .. Cham was cursed in his children because on seeing
his father’s shame he laughed and told his brothers,
when he ought to have concealed it. Such people are

8o. H. J. L. J. Massé, The Abbey Church of Tewkesbury (London,
1911) pp. 14-15.

81. Medieval Libraries, p. 188.

82. Note on flyleaf at beginning has “Derham.” See A Catalogue
of the Manuscripts Preserved in the Library of the University of Cambridge,
III (Cambridge, 1858) p. 570. Ker, Medieval Libraries, p. 57, lists
the book as West Dereham, Odo Cheritonensis, s.xiii ?

83. Friend, “Cheriton,” p. 657.
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Odo of Cheriton, Sermones Dominicales. Passage on the Obedience of Laymen from the Sermon on Luke 2:42—
52, showing the Cham ridet couplet: lines 22—24. Middle of the xm1 century. Peterhouse College, Cambridge,

MS. 109, fol. 30 recto

cursed by God in their works. Whence the Apostle to
the Hebrews: Obey your prelates. . . .4 Indeed like
this are the Jews deriding Christ. . . .”

Either the scribe who copied the text of the Domini-
cales in Cambridge, Peterhouse MS. 109, must have

68

used his poetic imagination on folio 30 recto and given
morientis as an alternative to patientis, or he knew of the
couplet anyway and that it could be written both ways,
for he wrote the second line like this: “Iudei ridere dei
penam patientis huc morientis” (Figure 14). The book



is mid-thirteenth century, and may be English, since it
belonged to the Library of Peterhouse College, Cam-
bridge, by 1418 at the latest.®s

A similar case is Oxford, Balliol MS. 38, which is
again a thirteenth-century volume containing Odo’s
Sunday Sermons on the Gospels (folios 1-82 verso) and
other works by him. A flyleaf at the back says that the
book was given to the library of Balliol by a Master
William Lambard of that college, who is known to have
died by September 1414.%¢

The last example of the Cham ridet couplet that I have
noted in English copies of the Sermones Dominicales is in
British Museum, Arundel MS. 231, a two-volume book
that was written for the Cistercian Abbey of Our Lady
at Fountains, near Ripon in Yorkshire, in the early
fourteenth century.8” The manuscript is rather late to
belong in the present discussion, but it is interesting
because the sermons are a conflation of those of Odo of
Cheriton, Jean of Abbeville (died 1237), and Roger of
Sarum—probably he who was bishop of Bath and
Wells from 1244 to 1247. The joint sermons are entitled
“‘moral expositions” both near the beginning®¢ and in
the colophon;®® they contain continuous exempla that
are based mostly on Odo’s sermons, combined with long
theological passages taken from Jean of Abbeville and

84. Heb. 13:17: “Obedite praepositis vestris, et subiacete eis.
Ipsi enim pervigilant quasi rationem pro animabus vestris red-
dituri.” (“Obey your prelates and be subject to them. For they
watch as being to render an account of your souls.””) Cf. Paris, B.N.
lat. 2593, fol. 29 verso, col. 1, lines 28-32 (Figure 8). The same as
B.N. lat. 16506 are: B.N. lat. 698; Cambridge, Peterhouse 109;
Oxford, Balliol 38; Escorial O. II. 7 (see below for the last three).

85. It is no. 137 in the Old Catalogue of Peterhouse Library,
which was compiled in 1418; see M. R. James, A Descriptive Cata-
logue of the Manuscripts in the Library of Peterhouse (Cambridge, 1899)
Pp. 9, 126-127.

86. “Item lego istum librum aule de Balliolo ad cathenandum
in libraria,” and “Istum librum legavit Mr. Willelmus Lambard
quondam magister Collegii Ballioli Oxon’ librarie dicti Collegii
cathenandum. . . .” See R. A. B. Mynors, Catalogue of the Manu-
scripts of Balliol College, Oxford (Oxford, 1963) pp. 27—28; Lambard
is in A. B. Emden, Biographical Register of the University of Oxford to
A.D. 1500, II (Oxford, 1958) p. 1086.

87. Vol. I, fol. 1: “Liber sancte Marie de Fontibus” with
fifteenth-century pressmark. Vol. II, end: “Johannes de Munke-
gate de Eboraco clericus, procurator religiosorum virorum
dominorum Abbatis et conventus Monasterii de Fontibus, scripsit
hunc librum.” See J. A. Herbert, Catalogue of Romances in the Depart-
ment of Manuscripts in the British Museum, 111 (London, 1910, reprint
1962) pp. 57-78, for a full description of the MS. Also Ker, Medieval
Libraries, p. 88.

Roger of Sarum.*® Thus the sermon ““Cum factus esset
Thesus annorum xii . . .” is unusually long, covering
14Y; pages on folios 85 recto—g2 recto. J. A. Herbert
notes only two exempla in the sermon ;* neither of them
is connected with the Cham ridet couplet on folio g1
verso, which is in fact indicated by the word “Ex-
[emplum]” in the margin (Figure 15).

We have seen from his text (above, p. 58) that Odo
of Cheriton employed the Cham ridet couplet as part of
an exemplum or short, moralized anecdote in his sermon
on Luke 2:42-52. In some of the manuscripts the
medieval scribe has brought this point to our attention
by making a note next to the couplet in the margin.
In Paris, B.N. lat. 2593, it is named ‘‘ystoria” (Figure
8), and the story of Julian the Apostate that is told a
few lines earlier is called “Exemplum.” In Paris, B.N.
lat. 2459, it is simply described, in red ink, as ““Cham”’;
in B.M. Arundel 231 it is marked ‘“Ex[emplum]”; and
in a copy of the Dominicales in the Escorial, Cod. O. II.
7, it is entitled, inside a neatly drawn box, “Cam et
fratribus suis” (Figure 16).°* Doubtless there are other
similar notations in copies of the Sermons that I have
not seen.

G. R. Owst has pointed out®® that there seems to
have been no strong distinction to medieval homilists

88. Fol. 13: “Incipiunt morales exposiciones in evvangeliis
Dominicalibus per totum annum.”

89. Vol. II, fol. 229 verso: “Expliciunt morales exposiciones
Magistri Johannis de Abbatis villa, Magistri eciam Odonis de
Cancia, et Magistri Rogeri de Sarisbiria in unum compacte, super
evangelia dominicalia per totum annum.”

go. Herbert, Catalogue of Romances, 111, p. 58.

91. Catalogue of Romances, 111, p. 59. Fol. go verso: Devil tempts
Abbot to make new rules, so as to entrap the monks; fol. g1 : Monk
says he is dead to the world. Neither of them is in Hervieux,
Fabulistes.

92. Escorial, O. II. 7 is thirteenth century; provenance un-
known except that it may have come from the library of the Conde-
Duque de Olivares; see Guillermo Antolin, Catdlogo de los Cédices
Latinos de la Real Biblioteca del Escorial, 111 (Madrid, 1913) pp. 198—
204. It was probably copied in Spain, since Odo went there at some
point in his life; Friend, “Cheriton,” pp. 654-655. The wording
of the couplet on fol. 36 verso is the same as in the other copies of
the Dominicales that we have looked at:

Cam ridet dum membra videt detecta parentis

Tudei risere dei penas patientis.
The scribe has inserted the word Versus in red ink next to the right-
hand edge of the column, with the result that it inadvertently splits
detecta, hence de versus tecta.

93. G. R. Owst, Literature and Pulpit in Medieval England (Ox-
ford, 1966, reprint) pp. 151-152.
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Odo of Cheriton, Sermones Dominicales and Exempla. Extract from Sermon 15, showing the Cham ridet couplet,
marked out as an exemplum. From Fountains Abbey, Yorkshire. Early x1v century. British Museum, Arundel
MS. 231, vol. I, fol. g1 verso
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between ‘“‘example’” (exemplum), ‘“‘narration’ (narratio
or historia), ‘‘figure” (parabola), and other such terms,
with the exception of the “fable,” which generally dealt
with animals. We may therefore accept that the various
marginal titles for the couplet in any copy of Odo’s
Sunday Sermons were purely alternative names for the
commonest type of sermon-illustration—the exemplum.

The exemplum came into use toward the end of the
twelfth century with the growth of popular preaching,
and it soon became a typical feature of the medieval
sermon.®* It could be historical or fictitious, religious
or secular, taken from ancient or contemporary
sources.®*

This brings me to the question of where Odo found
the Cham ridet distich. Hervieux spoke of his liberal use
of verses throughout his sermons, and lamented the fact
that Odo never tells us where he took them from.*¢ The
distinctive meter and rhyme scheme of the couplet,
which are similar to those used by Bernard of Morlas at
Cluny, place its composition somewhere in the mid-
twelfth century; its appearance in altered form on the
Bury choir enclosure around 1181, but in full on the
Cloisters cross and in the Vatican Historia Scholastica,
strongly suggests that it was known to several compilers
of miscellaneous verse collections by about 1180. It does
in fact turn up in lecture material that was being
delivered to theology students at Paris at some point
between 1180 and 1206, probably from shortly after
1180 onward.

The university at Paris was flourishing by the years
1150-1170; it grew from the three schools of the col-
legiate church of Ste. Geneviéve, the abbey of canons
regular at St. Victor, and the cathedral of Notre
Dame. The theology faculty itself was well established
by the middle of the century. The basic texts after the
Bible were the Glossa Ordinaria, compiled probably by
Anselm of Laon (died 1117) and his pupils, Peter
Lombard’s Sentences, finished in 1152, and by about
1176, Petrus Comestor’s Historia Scholastica. The teach-
ing system was as follows: the master read out the text
and commented on it, while the students took notes. A

94. See Welter, L’ Exemplum, part I, chap. 2.

95. Owst, Literature & Pulpit, p. 149.

96. Hervieux, Fabulistes, pp. 123-124, 126: *“. . . C’est chez eux
[poétes latins du moyen 4ge] surtout qu’il puise les vers dont il
émaille ses sermons. Malheureusement il s’abstient d’en indiquer
la provenance. Toutefois, comme en grande partie ils sont ryth-
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FIGURE 16

Odo of Cheriton, Sermones Dominicales. Detail from
Sermon 12 of the passage containing the Cham
ridet couplet. Probably copied in Spain. x111 cen-
tury. Biblioteca del Escorial, Madrid, Cod. lat.
O. II. 7, fol. 36 verso

word must be said on these lecture notes, since Odo
very likely picked up the Cham ridet verse through this
medium: either he could have taken it directly from
the master into his own notes, or indirectly from another
student’s report (reportatio) of a lecture missed or given
at an earlier date. Beryl Smalley defines the medieval
reportatio method and discusses its place in the university
classrooms of the twelfth and thirteenth centuries, with

miques ou léonins, et quelquefois méme parés du double orne-
mentde la rime ordinaire et de la rime léonine, en un mot construits
dans les conditions particuliérement chéres aux poétes du XII®
siécle, on peut supposer que ses citations sont le plus souvent
extraites de poétes latins dont il était presque le contemporain.”
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particular reference to theology at Paris.*” A reportatio
was made by a pupil during the lecture, and although
it often needed correcting and filling in, it was not re-
worked ; this made it distinct from lecture notes, which
had to be written up, and from the straightforward
dictation of a work to a stenographer. Moreover, once
a reportatio had been approved by the master, it was
circulated; rare examples do even exist of two indi-
vidual reports of the same lecture.

A. C. Friend, the authority on Odo’s works, has
found that he probably studied under Prévostin of
Cremona and Peter of Capua; he also borrowed much
material for notes in his Gospel book (Paris, B.N. lat.
295) from the writings of Peter the Chanter, Prévostin,
and Stephen Langton.®®

Peter the Chanter (so called from his office of Cantor
at Notre-Dame) died in 1197. His best-known work is
the Verbum Abbreviatum, the only one of his writings that
has so far been printed.*® It is an ethical treatise
introduced by Peter in Chapter I with the title “Contra
superfluitatem et prolixitatem glossarum et inutilium
quaestionum” (“‘Against the superfluity and tedious
length of glosses and futile questions™). Among the
numerous instructions that he dictates on moral
questions and rules of behavior, there are certain
passages concerning the conduct of prelates and obedi-
ence, where one would hope to find material that occurs
in the final section of Odo’s Sermon on Luke 2:42-52,
in particular verse 51: “et erat subditus illis.” 1 How-
ever, there is nothing. Peter quotes frequently from the
Bible, from classical poets, and from the Church
Fathers, usually acknowledging his sources. He does
not acknowledge any contemporary sources, following
the normal medieval practice.!?!

Stephen Langton (died 1228) taught theology at
Paris for more than twenty years before 1206, when he
settled in Rome. That he was highly thought of and

97. Smalley, Bible in Middle Ages, pp. 200-208, in chap. 5,
““Masters of the Sacred Page: The Comestor, The Chanter
Stephen Langton,” pp. 196—263.

98. Friend, “Cheriton,” pp. 647-648.

99. P.L., CCV, cols. 23—370. Peter also wrote exegetical works;
Smalley, Bible in Middle Ages, p. 197, note 4, says: ‘“No compre-
hensive study of the manuscripts of the . . . Chanter’s glosses exists.”

100. Chap. rvi, “De officio praelatorum’; rvi, “Contra
negligentiam praelatorum’’; also Lvin, LIX, LX, LX1, and LXVI, all
on prelates. Chap. cxu, “De obedientia.”

101. Smalley, Bible in Middle Ages, pp. 179—180.
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renowned as a doctor both in the liberal arts and in
theology is attested to by remarks in a letter of 1207
from Innocent III to King John.102

The work by Langton in which one might expect to
find the Cham ridet couplet—his Glossa in Historiam
Scholasticam—does not contain it either in the earlier
version of before 1187, or in the later, fuller version of
1193. Nevertheless, the later Glossa does have some
specific comments on the moral lesson that Langton’s
students were intended to deduce from the scene of
Noah’s drunkenness: these comments may well have
been among the material collected by Odo for the
Cham exemplum. Langton says: “Concerning the drunk-
enness of Noah and the malediction of Cham. . . . the
brothers Sem, the eldest, and Iapheth, the youngest,
covered the shame of [their] father: from this we
learn . . . that we must not reveal the sins of [our]
prelates.’’103

This particular moral interpretation of Genesis g:
20-27 was not new: Richard of St. Victor (died 1173)
devoted a chapter to it in the Allegoriae, following his
allegorical analysis of the scene.!** He writes:

Noabh signifies the prelates, who when they govern well
are fathers of just as many sons as they are rulers of the
righteous; who when they plant the vine, build the
Church, and when they are drunk from its wine are,
full of human weakness, glorying in the progress of
their virtues and the prosperity of their rule. . . . And
when their shame is uncovered, a want of self-restraint
is revealed . . . either through any amount of osten-
tation, or through worthless wealth, or in short,
through the course of human nature. But Cham laughs
at the shame, just as the sinners [reprobi] who when
they see the excesses [caused] by weak nature of any of
the prelates tear them with wicked speeches and do not
cease to mock. But Sem, that is, the good contempla-
tives. . . and Japheth, thatis, the good active people. . .
take pains to conceal and excuse the weaknesses of the
prelates, just as when they cover up the shame of their

102. May 1207%. Printed with English trans. in Selected Letters
of Innocent III concerning England (1198-1216), ed. C. R. Cheney
and W. H. Simple (New York, 1953), p. 87.

103. “De ebrietate et maledictione Caym. . . . [venientibus]
fratribus sem maiori et iaphet minori coopuerunt verenda patris
per hoc docemur . . . peccata prelatorum non revelare.”” Paris,
B.N. lat. 14. 414 (from St. Victor, Paris), fol. 118 recto. The MS.
is listed in P. Glorieux, Répertoire des maitres en théologie a Paris au
XIIIe siécle (Paris, 1933) no. 104.

104. See above, p. 54.
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FIGURE 17

Stephen Langton, Postillae super Genesim. Extract from the allegorical exposition of
Genesis 9:20-27, showing the second line of the Cham ridet couplet. Copied x111 century.
British Museum, Royal MS. 2. E. XII, fol. 25 verso

father. . . . Noah therefore [signifies] the prelates,
Cham the sinners [reprobi], Sem and Japheth the
chosen, both active and contemplative.!°

Langton’s commentaries on the Bible were given as
lectures to the Paris theology students during the
period 1180-1200. They contain many exempla. Beryl
Smalley has pointed out with reference to the exempla
in the Old Testament commentaries, however, that
those drawn from Scripture, legend, and classical
antiquity are so numerous that they are indistinguisha-
ble from passing allusions.?*® For this reason she has
listed and identified with exempla found in other
authors (including Odo of Cheriton and Jacques de
Vitry) only those stories that are not taken from the
above three sources.

The second verse of the Cham ridet couplet does ap-
pear, however, in the text of Langton’s Postillae super

Genesim (Figure 17).'*” The commentary on Noah and
Cham covers some 2% columns: first the allegoria is dis-
cussed, then the moralitas—these two words being writ-
ten in red ink in the margin. The context in which the
verse occurs is that of the allegoria, and the text on folio
25 verso (column 1) is as follows: “. . . quod cum vidisset
Cham. Per Cham . . . medietate intelligetur iudeos
reprobos et alios reprobos post Seth. Permitti [?] vos
iudei derisere dei penam patientis. Hoc idem signi-
ficatur Helyseus a pueris derisus. . . .”

105. Allegoriae in Vetus Testamentum, Lib. 1, cap. xvi; P.L.,
CLXXV, col. 644.

106. Beryl Smalley, “Exempla in the Commentaries of Stephen
Langton,” John Rylands Library Bulletin 17 (1933) pp. 121-129,
especially p. 123 and note 1.

107. I have so far only looked at one copy of the Postillae super
Genesim: British Museum, Royal MS. 2. E. XII, fols. g recto—6o
recto (new foliation). The MS. is described briefly by Warner &
Gilson, Royal and King’s Collections, 1, pp. 64—65.
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Langton certainly wrote his Commentary on Genesis
during his professorship at Paris, which lasted from
about 1180 to 1206, the year in which he was made a
cardinal by Innocent ITI. We can be fairly sure that he
started his Old Testament glosses with Genesis, which
would mean that he probably completed at least a first
version soon after 1180 and was then using it for
lectures.*¢ The particular copy of the Postillae super
Genesim that I have used for the above quotation is dat-
ed thirteenth century, and it has been suggested that it
belonged to St. Alban’s Abbey, since there is a reference
to an owner who was a monk from nearby Watford.°®
This seems to me a rather doubtful attribution for the
manuscript’s provenance, but at any rate it was
probably copied in England. There are extant in
European libraries a considerable number of copies of
the work, and it can be presumed to have become
rapidly known once it had been used in theology
lectures.

There are undoubtedly other examples of the Cham
ridet couplet, either complete or just one line of it, to be
found in Genesis commentaries and in miscellaneous
verse collections dating from the last quarter of the
twelfth century through the thirteenth. Its occurrence
in a work by Stephen Langton, written at Paris proba-
bly shortly after 1180, is evidence enough that it was in
circulation by about that year.

It is clear, however, that Langton did not compose
the couplet. Whoever did used the harsher wording
of nuda, pudibunda, and morientis, found on the Cloisters
cross and partly in the Bury choir (nuda and genitalia).
This harsh wording would appear to have been fairly
rapidly suppressed, since in Langton’s commentary of
the 1180s patientis replaces morientis, and in the annotat-
ed Vatican Historia Scholastica of the end of the twelfth
century the words are already the gentler alternatives
found in Odo’s sermon, in the versified Bible from

108. See G. Lacombe and B. Smalley, “Studies on the Com-
mentaries of Stephen Langton,” Archives d’Histoire doctrinale et lit-
téraire du moyen dge 5 (1930) pp. 5266, especially pp. 127-131, on
the order in which he composed his Old Testament glosses. The
complicated question of whether Langton glossed the Old Testa-
ment twice is discussed here at length.

109. Warner and Gilson, Royal and King’s Collections, 1, p. 65.
At the bottom of fol. g: ““Annulae fratris Willelmi de Watford anno
primo coronacionis regis E[dJwardi” (Edward III? a.p. 1327).
Royal MS. 2. E. XII is nevertheless not in Ker, Medieval Libraries.
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Cardiff, and in the verse collection from Mondsee:
detecta, membra, and patientis. The more caustic, first
version evidently lingered or had already found its way
into some books before it could be changed, hence the
Lyre volume of the late twelfth—early thirteenth cen-
tury (Rouen MS. A. 452), which has morientis, and the
late thirteenth-century book from Reims Cathedral
(Figure 10), which has wording identical to that on the
ivory cross. The scribe of Peterhouse MS. 109 (Figure
14) was evidently aware of the harsher variant, since
he put patientis huc morientis.

It is not impossible that Langton himself altered the
wording in the early 1180s; Deus moriens, the concept of
God actually dying, would certainly have been con-
sidered heretical. Deus patiens, the suffering God, was
a more fitting choice.
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Stained-Glass Windows from the
Carmelite Church at Boppard-am-Rhein

A Reconstruction of the Glazing Program of the North Nave

JANE HAYWARD

Associate Curator at The Cloisters, The Metropolitan Museum of Art

“NoT LONG AGO, Berlin and the Royal Institute of
Stained Glass lost, in the choir windows of the early
Carmelite church at Boppard, a national art treasure
of the first rank, the like of which will surely never again
appear. Even the highest influence of the Crown Prince
and the enthusiastic recommendation of the Minister
of Culture could not, within the space of more than
two years, persuade the government to provide the
very modest amount [of money] needed to acquire this
imposing monument of German art. They [the win-
dows] are now in Paris, which, except for England, is
the only refuge for such great works of art, the property
of Friedrich Spitzer, founder, collector, and owner of
the very famous private museum of antiquities of
Christian art. Thus, what could not be attained by
Berlin over a period of more than two years has now
been achieved by a private person.’’!

This bitter commentary of 1877 on the attitude of the
Prussian government toward its national cultural
heritage also records the last time when virtually all

1. Excerpted from Archiv fiir Kirchliche Baukunst und Kirchen-
schmuck (Berlin, 1877) II, pp. 42—43. The complete text of this and
other documents relating to the history of the Boppard windows
are published in Hans Wentzel, “Unbekannte mittelalterliche
Glasmalereien der Burrell Collection zu Glasgow (3. Teil),”
Pantheon 19 (1961) pp. 240-243.

the remains of a glazing program of unique artistic
significance were exhibited collectively. At Friedrich
Spitzer’s death, little more than a decade later, these
stained-glass windows, up until then so fortunately
preserved, were dismantled, placed on the auction
block, and sold piecemeal without, in most cases, even a
purchase record. In the years that followed, most of the
Boppard fragments changed hands many times, and
in the process their identity was forgotten. Only those
few pieces acquired for public collections survived with
an established provenance. By the twentieth century,

FIGURE I

Mary in the Ahrenkleid with Two Bishop Saints,
the upper portion of a window originally in the
Carmelite church at Boppard-am-Rhein, 1440—
1446. The Metropolitan Museum of Art, the
Cloisters Collection, 37.52.1-3 (Photo: Taylor
and Dull)

FIGURE 2

Saints Catherine, Dorothea, and Barbara, the
lower portion of the same window as Figure 1.
The Metropolitan Museum of Art, the Cloisters
Collection, 37.52.4-6
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the “national art treasure” once lost to Berlin was
virtually lost to posterity as well.

The recent rediscoveries of so much of this glass after
so long a time in so many parts of the world are, there-
fore, little short of astonishing. Renewed scholarly
interest in the Boppard glass has led to the recovery of
fragments, panels, and even parts of windows long
hidden in museum storerooms and private collections.
Archives, auction catalogues, and dealers’ records have
yielded information on the history and location of still
other pieces. The search has not always been success-
ful, for it has inevitably resulted in the revealing of
losses as well as in discoveries. Some of the glass is now
known to have been destroyed; other panels, though
presumed to exist, have still not been traced. Publi-
cation of this research hascontributed new bibliography
on windows that had hardly been mentioned in the
literature on stained glass for nearly fifty years.? These
new notices understandably stress matters of identifi-
cation,® the compilation of examples and historical
data, and the reassembly of various windows. ¢ Because
of the extensive documentation and cataloguing that

2. Among the more recent publications on the stained-glass
windows of Boppard are Hans Wentzel, “Unbekannte Glas-
malereien,” pp. 240-249; James J. Rorimer, “New Acquisitions
for The Cloisters,” The Metropolitan Museum of Art Bulletin 33
(1938) pp. 12-14 of section II of May issue; idem, The Cloisters, The
Building and the Collection of Medieval Art in Fort Tryon Park, 3rd ed.
(New York, 1963) pp. 156-158; William Wells, “Some Notes on
the Stained Glass in the Burrell Collection in the Glasgow Art
Gallery,” Journal of the British Society of Master Glasspainters 12
(1959) Pp. 277-279; idem, Stained and Painted Glass, Burrell Collection,
catalogue (Glasgow, 1965) pp. 58, 65-67, nos. 201, 202, 222, and
224; idem, Stained and Painted Heraldic Glass, Burrell Collection,
catalogue (Glasgow, 1962) pp. 60—61, no. 261; idem, ‘“‘Stained
Glass from Boppard-on-Rhine in the Burrell Collection,” Scottish
Art Review 10 (1966) pp. 22—25; Gerhard Bott, Glasmalerei um 8oo—
1900 im Hessischen Landesmuseum in Darmstadt, text volume (Frank-
furt-am-Main, in preparation) nos. 100~102, plate volume, ed.
Suzanne Beeh-Lustenberger (Frankfurt-am-Main, 1967) pls. 100~
102; Das Schniitgen- Museum, eine Auswahl, ed. Hermann Schnitzler
(Cologne, 1961) p. 58. To these published works should be added:
Diedrich Rentsch, Mitteldeutsche Glasmalerei der Hochgotik, unpub-
lished paper for a seminar in art history at the University of
Freiburg im Breisgau, 1952; Dr. Rentsch’s forthcoming volume
of the Corpus Vitrearum Medii Aevi, Germany IV, Rhineland; and a
paper I read before the College Art Association in January 1968,
“Stained Glass from the North Nave of the Carmelite Church of
Boppard-am-Rhein.”

3. Two sources have been used in the identification of most of
the Boppard glass: (1) The catalogue of the Spitzer Collection, La
Collection Spitzer, Antiquité, Moyen-Age, Renaissance, Protat Fréres,
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FIGURE 3
The Carmelite church at Boppard-am-Rhein,
view of the north wall of the north nave, begun in

1439

have resulted from these investigations, it is now pos-
sible to reassess the glazing program at Boppard and
to consider its more fundamental problems of style and
meaning, as well as the unity that is embodied in its
artistic concept.

Macon, 1891, II, pp. 73-75, nos. 19531961, and the Spitzer sale
catalogue, Catalogue des Objets d’ Art composant ’importante et précieuse
Collection Spitzer, Paris, April 17-June 16, 1893, “Vitraux,” pp.
65-66, nos. 1953-1961, “Supplément,” pp. 269-271, nos. 3349~
3369. (2) Heinrich Oidtmann, Rheinische Glasmalereien (Diisseldorf,
1912)1, pl. xvin, fig. 400; (Diisseldorf, 1921) II, figs. 418—421. In
this comprehensive and still authoritative work, the author re-
produces six half-windows from Boppard taken from previously
unpublished photographs made during the time when the glass
was undergoing restoration at the Kénigliche Institut fiir Glas-
malerei in Berlin prior to its acquisition by Spitzer.

4. Hans Wentzel, “Unbekannte Glasmalereien,” p. 244, was
the first to recognize that a number preceded by a letter, painted
upon most of the Boppard panels, could be interpreted as part of
an assembly key. According to his theory, the numbers represented
the order in which the panels were placed in the aperture, and the
letters represented the windows to which the panels belanged. The
numbers (1-42) run consecutively from the bottom to the top of
each lancet and the letters (A-E, thus far discovered) indicate to
which of five windows the panels belonged. Wentzel also believed
that these designations were added to the glass at the time, or after,
the glass was first removed from the church. Since the two panels
from the window now at The Cloisters (Figure 1, third lancet,
third and fifth registers) that were entirely remade in the nine-
teenth century bear these designations in exactly the same style of
calligraphy as that on the original pieces, it is probable that they
were inscribed on the glass at the time of its restoration in Berlin.
These numbers, therefore, while not an infallible guide to the
original order of the windows, are useful in identifying the glass
owned by Spitzer.



The Carmelite church at Boppard, now stripped of
all its medieval stained glass, is an unprepossessing
structure, severe if not ungainly in appearance, and
deprived even of the accent of a portal on its western
facade. Among the few embellishments of its exterior
are the splendidly carved, flamboyant traceries that
adorn the apertures of its north wall (Figure 3). These
great triple-light transom windows produce in the
interior of the church a zone of light that stretches more
than thirty feet from the sill level to the crowning of the
vaults. This northern portion of the church (Figure 4),
an addition to the original building, was begun in 1439
and consecrated in 1444.% The earlier structure, com-
pleted in the previous century, was a spacious single-
aisled hall church with a choir terminating in a polygo-
nal apse. Apparently the windows of the choir had
been glazed, for an account of 1856 mentions the
removal of ancient stained glass from the apse in 1847.°
It is, perhaps, this reference to the choir glass that has
led to subsequent confusion regarding the original
location in the church of those windows bought by
Friedrich Spitzer. The writers of most accounts, in-
cluding the author of the archive quoted above, have
assumed that this glass came from the choir of the
earlier portion of the church.? But the individual lights
of the choir are some six inches narrower than those of
the north nave and correspondingly narrower than
any of the panels known to have been in the Spitzer
collection. These panels, in contrast, agree in height
and width, as well as in the double disposition of the
lancets (three over three), with the dimensions and ar-
rangement of the transom windows of the north nave.
In addition, the dedication date, 1444, appears on one
of the Spitzer panels that is now in the Detroit Institute
of Arts (Figure g). The windows acquired by Friedrich
Spitzer were, therefore, those of the north nave—the

5. August Reichensperger, Vermischte Schriften iiber Christliche
Kunst (Leipzig, 1856) p. 420, discusses the north building; see also
Oidtmann, Rheinische Glasmalereien, 1, p. 288. The document re-
cording the consecration of the north building at Boppard, ap-
parently overlooked by those interested in the problem, still exists
in a copy preserved in the archives at the Trier Stadtbibliothek,
ms. 1694/328, “Des Klosters Boppart Ordinis Carmelitarum
Archivium” (no. 370) 8vo., pp. 117-119 (see Appendix B, docu-
ment quoted in full).

6. Reichensperger, Vermischte Schriften, p. 420.

7. Documents quoted in Wentzel, “Unbekannte Glas-

same windows that had first been purchased and re-
moved from the church by Count, later Prince, Piickler
in 1818.#

The series of circumstances resulting in the loss of
this stained glass by the Carmelite convent began with
the Napoleonic invasion of the Rhineland and the
ensuing secularization of the monasteries. As the
property of the town of Boppard, these windows were
removed by the count after he had agreed to pay an
insignificant purchase price and to replace the colored
glass in the church with blank glazing. According to
accounts written at the time of the Spitzer purchase,
Count Hermann Piickler acquired five windows, in-
cluding the so-called Imperial Window, which is de-
scribed at length, one with biblical scenes, a long series
of Rhenish bishops, and the Throne of Solomon.® The
count had intended to use this glass in the family
chapel of his estate at Muskau on the Polish border,
but the plans for this ambitious project were never com-
pleted. Upon his death in 1871, only one half-window
had been installed in the Piickler mortuary chapel, and
the others were still packed in cases stored on the
estate. Count Piickler-Branitz, the heir, then sent the
remaining four and one-half windows to Berlin for
restoration at the Royal Institute for Stained Glass and
subsequently sold them to Spitzer.’® Presumably,
Friedrich Spitzer at that time acquired all of the
stained glass that had existed in the north addition to
the Carmelite church at Boppard in 1818 with the
exception of the half-window that remained at Mus-
kau.

In terms of elaborateness and complexity, the glaz-
ing program of the north nave is in no way comparable
to other known cycles of decoration in Carmelite con-
vents of the fifteenth century in the Rhineland. The
geographically nearest example, the wall paintings in

malereien,” pp. 240-243. Wentzel himself, following Oidtmann,
Rheinische Glasmalereien, 1, p. 228, concludes that the windows are
those of the north building. Hermann Schmitz, Die Glasgemilde
des Kiniglichen Kunstgewerbemuseums in Berlin (Berlin, 1913) I, p. 42,
Wells, Scottish Art Review, p. 25, and others believe them to come
from the choir.

8. The documents relating to the removal of the glass are
quoted in Wentzel, “Unbekannte Glasmalereien,” pp. 240-243.

9. Archiv fiir Kirchliche Baukunst, pp. 42—43.

10. Reichensperger, Vermischte Schriften, pp. 420-421.
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Plan of the church (bays numbered in accordance
with the standard established for Corpus Vitrearum
Medii Aevi

the Carmelite church in Mainz, dating from the 1430s,
are, with the exception of a Triumph of Christ painted
in the choir vault, essentially historical or narrative
representations.!* Special circumstances, therefore,
must have prompted the highly sophisticated symbol-
ism inherent in the Boppard windows. Certainly the
unique position held by the Carmelite convent in the
fifteenth century in the town itself is relevant to the
problem of reconstructing the glazing program. Bop-
pard was one of the smaller Carmelite foundations, in
which there were seldom more than twelve regular
clergy and a handful of lay brothers. But contrary to
usual practice among the houses in the Lower German
province, its church served as the parish church for the
town, for nearby Simmern, and for other neighboring
communities.’? This meant that the Boppard pastorate
included a large congregation who supported the work
of the church and the diocese with its contributions.

8o

Whether the need for the new addition in 1439 resulted
from an increase in parish obligations or from an influx
of communicants eager to save their souls in view of an
impending outbreak of plague,'® the record of the
consecration is clearly also a plea for funds to complete
the work. This document,** dated January 6, 1444, isin
the form of a letter addressed to the archbishop of Trier
by Gerhard, titular bishop of Salona, who officiated at
the ceremony. In it the bishop states that he has
consecrated a large, newly constructed part of the
church and a new altar in honor of St. Stephen, proto-
martyr, the ten thousand martyrs, the eleven thousand
virgins, and Saints Anthony of the Holy Cross, Cather-
ine, Mary Magdalene, Felix, and Adauctus. The relics
of these saints, he continues, have been placed in the
altar. He further informs the archbishop that since the
Church is accustomed to granting forgiveness and
indulgences so that more people will seek absolution
and thus merit salvation, he has granted to those who
are penitent and who perform certain specified acts of
piety forty days of indulgence. He concludes that he has
granted the same indulgences to all those who have
provided or bequeathed of their riches for vestments
for the priests, furnishings for the altar, or the fabric as
well as the ornamentation and lighting of the building.

This latter portion of the document provides ad-
ditional information of importance to the reconstruc-
tion of the glazing program. The mention of donations
for the “fabric” or architecture indicates that though
the building was in usable condition, it was not yet fully
completed at the time of the dedication. Presumably,
also, the reference to “a new altar” meant the one in the
new nave rather than a reconsecration of the main altar

11. Alfred Stange, Deutsche Malerei der Gotik (Berlin, 1938) I1I,
pp. 138-141.

12. Heinrich Koch, Die Karmelitenkloster der Niederdeutschen
Provinz (Freiburg im Breisgau, 1889) pp. 34-37.

13. A particularly severe recurrence of the plague struck
western Germany in the years 1438-1439.

14. Trier, Stadtbibliothek, ms. 1694/328, pp. 117-119. The
document (see Appendix B) is transcribed from the only existing
copy, made at Boppard in 1694. This, together with copies of some
of the other records relating to the early foundation, survived a fire
that soon afterward destroyed the originals. The document, ad-
dressed to Archbishop Jacob (von Sierk), enumerates the feasts to
be observed, including ‘“all those feasts of the Glorious Virgin
Mary,” in order that indulgences be granted, as well as specific
furnishings required for the church.



already existing in the old choir.'® Furthermore, the
impressive list of relics placed within the altar as well as
the granting of indulgences to those who would provide
both for the furnishings and the ornamentation and
lighting of the church undoubtedly reflects an attempt
to secure major donations for the embellishment of the
new structure, including its stained-glass windows.

In its administration of a parish church, the convent
at Boppard was under the direction both of the arch-
bishop of Trier, in whose diocese it was located, and of
the provincial of the Lower German Carmelite prov-
ince at Cologne. This dual allegiance was an advantage
in the new glazing program, particularly since the
archbishop, Jacob von Sierk, was through his mother
a member of the Beyer von Boppard family, the in-
fluential imperial administrators of the district.!s Petrus
de Nova Ecclesia, the provincial at Cologne, had at-
tended the Council of Basel from 1434 on and with
other Carmilites there had defended the idea of the
Immaculate Conception of the Virgin Mary.!” In ad-
dition, the brothers attached to the convent itself dur-
ing the period of the new construction were unusually
distinguished scholars,'® drawn there, in all probability,
by its renowned library. The combination of these
unique and fortunate circumstances explains not only
why the donors were so prominent, but also why the

15. Christian von Stromberg. Denkwiirdiger und niitzlicher Rhein
Antiquarius, Mittelrhein (Coblenz, 1856) V, part 2, p. 516, states
that the new structure was begun in 1439 but that the church
was not vaulted until 1455. Therefore, considerably more than the
construction of the new nave was undertaken in this campaign.
This included a complete renovation of the west part of the original
church, including the walling-in of the original west portal (the
only original public entrance to the church), the construction of a
new organ loft and window above it, and finally, the revaulting of
the original nave. It seems obvious, therefore, that the new north
nave with its new public entrance was completed or partially
completed by 1444 and that services for the laity were conducted
there while the original church was being renovated.

16. Wilhelm Kisky, Die Domkapitel der geistlichen Kurfiirsten
(Weimar, 1906) pp. 188-18g, gives brief notations on the life of
this remarkable prelate. Educated at Heidelberg, he served as
canon at Trier, Metz, Utrecht, Wiirzburg, and Liége and as papal
chamberlain and notary before becoming archbishop of Trier in
1439. His election actually took place in 1430 by a vote of the
canons, but he was deposed by Pope Eugenius IV because of his
adherence to the Council of Basel and his support of the opposition
pope. His deposition had no effect, as he had the firm support of
the German electors and the emperor. He proved to be an able
administrator and with Nicholas of Cusa founded the University
of Trier.

plan of the new windows in the north nave was so out-
standing.

The new structure (Figure 4), built to the west of
the existing sacristy along the north wall of the older
church,® served both as an additional nave and as a
separate parish chapel with its own altar and entrances
opening directly onto the street. The old and new parts
of the nave were joined by the removal of the masonry
between the buttresses of the original north wall. In its
present, and probably original, state, the north nave
is composed of six rectangular vaulted bays. With the
exception of the bay occupying the east end of the
nave, which is shallower than the others and contains
the altar, each is lighted from the north by a triple-
lancet transom window. There is an additional double
aperture on the west wall above the door. Each of the
six individual lights within each window is comprised
of seven superimposed panels of glass, or registers, and
terminates in a trefoil arch (Figures 21—25). The east
bay has a single triple-light aperture of ten registers
(Figure 28); set higher in the wall to clear the eave line
of the adjoining sacristy. All of these windows are sur-
mounted by elaborate tracery that once contained
stained glass, but no record describing it has ever been
found. Five of the seven apertures in the north nave
are designed with a larger trefoil termination in the

17. Koch, Die Karmelitenklsster, p. 154.

18. The index of the Carmelites of the Lower German province
given in Koch, Die Karmelitenklsster, pp. 131~158, traces the move-
ments and positions of the various members of the order. See
especially pp. 137, 139, 142-143, 154-155. Some of those who
probably influenced the iconographic plan of the new windows
are worthy of mention: Petrus Tinctorus, who had served as prior
of Mainz and Cologne, was prior of Boppard from1439 to 1442. He
was succeeded at Boppard by Petrus Merboide, who had earlier
served in various capacities at Trier, Cologne, Worms, and Frank-
furt. Henricus Molitoris, lector at Boppard from 1438 to 1442, was
attached to the University of Cologne at the time of his lectorship;
he had studied at Oxford and was prior of Strasbourg before
coming to Boppard. Joannes de Casselis had studied in Cologne
and in England and received a degree in philosophy at Oxford;
he was lector at Boppard between 1437 and 1442, after which he
became magister general at Padua. Joannes de Dumo, iunior, had
studied logic and philosophy at Cologne and was informator at
Boppard in 1440. Joannes Gladeatores of Boppard had been prior
of Speyer, Frankfurt, and Boppard before returning to the last
to serve as master of the rule from 1439 to 1442.

19. Frankfurt Stadtarchiv, Karmelitenbiicher, ms. 5, “Visita-
tionsbuch des Provinzials Hermann von Neuss von 1370 bis 1388,”
copy by Seger Pawls, gives the date of the building of the new
sacristy as 1388-138q.
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FIGURES 5-8

The Visitation, Nativity, Deposition, and En-
tombment from the Tree of Jesse window from
Boppard, 1444. The Metropolitan Museum of
Art, Leland Fund, 13.64.1—4

upper central light. The exceptions are the west win-
dow and bay n VIII (see plan, Figure 4), where all
three lights culminate in cusped arches of equal size.
This difference in the design of the trefoils, in addition
to identifications made on the basis of the numbering
system inscribed on the Boppard glass by the restorers
in Berlin and the description of it contained in the
Spitzer sale catalogue and the archives, provides the
basis upon which the position and relationship of the
windows of the north nave can be reconstructed.
Only one of the original seven windows from this
glazing program still exists in its entirety. Now at The
Cloisters, it is composed of six lancets, each containing

20. Acc. nos. 37.52.1-6. Panels bear designations B 1—42,
though not all are still legible. Exhibited: Spitzer Collection, Paris,
1878-1893; Musée des Arts Décoratifs, Paris, 1936-1937. Schmitz,
Glasgemdlde in Berlin, 1, p. 43, fig. 69; Oidtmann, Rheinische Glas-
malereien, 11, pp. 274-275, figs. 419—420; Rorimer, The Cloisters,
fig. 79; Emile Molinier, “Les Vitraux,” La Collection Spitzer (Paris,
1891) III, pp. 120-125, figs. 7-9, pl. 1. Spitzer sale catalogue nos.
1953-1955 and 1959-1961.

21. Acc. no. M5g6, acquired 18g3. Panels marked C 1-7, 15—
21, 29-35. Oidtmann, Rheinische Glasmalereien, 1, pl. xvin; Schmitz,
Glasgemdlde in Berlin, 1, p. 41, fig. 67; M. Hartig, “Die hl. Elisabeth
von Thiiringen und die deutsche Kunst,” Die Christliche Kunst 27
(1930-1931) pl. 197, fig. 204. Spitzer sale catalogue nos. 3355—

3357-
22. Reg. no. 45.489, acquired 1939. Panels marked C 22-28.

Exhibited: McLellan Galleries, Glasgow, 1951. Wentzel, “Unbe-
kannte Glasmalereien,” p. 422, fig. 4; Wells, Glass, Burrell Collec-
tion, no. 222, pls. p. 65. Spitzer sale catalogue no. 3365. Ex coll.
Robert Goelet, Newport.

23. Reg. no. 45.485, acquired 1938. Panels marked E 3-7,
17-21, 31-35. Exhibited: McLellan Galleries, Glasgow, 1951.
Wentzel, “Unbekannte Glasmalereien,” p. 245, fig. 6; Wells,
“Stained Glass from Boppard,” pl. p. 23; Wells, Glass, Burrell
Collection, no. 224, pl. p. 67. Spitzer sale catalogue nos. 3352-3354,
the figure of Jesse excluded. Ex coll. William Randolph Hearst,
New York. Another panel, showing donors and their arms (Figure
25, bottom central register), may also come from this window. It is
also in the Burrell Collection and was formerly attached to those
panels in the collection from the Ten Commandments window.
Reg. no. 45.498, acquired 1948. No marking on panel. Wentzel,
“Unbekannte Glasmalereien,”” p. 243, pl. 5; Wells, Heraldic Glass,
Burrell Collection, no. 261, pl. p. 60. Not included in Spitzer sale
catalogue. Ex coll.: William Randolph Hearst, New York; Robert
Goelet.

a large single figure placed above an armorial panel or
small scene (Figures 1, 2).2° The lower half of another
window, with scenes illustrating the Ten Command-
ments, is in the Schniitgen Museum in Cologne (Fig-
ure 14),% and seven panels from the upper half have
recently been discovered in the Burrell Collection in
Glasgow (Figures 15, 31).22 All but six panels of still
another half-window are in Glasgow (Figure 10);2?
from the same window are eight panels now in the

FIGURE Q

The Three Marys Beneath the Cross, part of the
Crucifixion from the Tree of Jesse window from
Boppard, dated 1444. The Detroit Institute of
Arts
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FIGURE 10
The Resurrection, Christ before Pilate, Annunciation, Appearance to Peter, Agony in the Garden, and
Birth of the Virgin from the Tree of Jesse window from Boppard, 1444. Burrell Collection, Glasgow Art
Gallery and Museum

.
?‘

%
Z

84



Metropolitan Museum (Figures 5-8),2* three in the
Detroit Institute of Arts (Figure g),%s and four in a
private collection in Zirich (Figure 25, lower four
panels of upper left lancet),?¢ and three are still un-
located, though rumored to be in a private collection
in America (Figure 25, second register).?” The remains
of a fourth window, of great importance since it is in-
scribed with the dates of the glazing program, 1440—
1446, are now divided as follows: the De Young Mu-
seum in San Francisco has six panels (Figure 11) ;%
the Burrell Collection has twelve panels (Figures 12,
13);% a New York private collector owns three panels
showing the Virgin (Figure 22) ;% and three more, the
canopy above the Virgin, were last known to be in the
United States.? Half of a fifth window (Figure 16),%
missing only the three donor panels, was formerly in
the collection of William Randolph Hearst; it was

24. Acc. nos. 13.64.1—4. Panels marked E 22-25, 36-39, but
not all of these numbers are still legible. Exhibited: Charles
Gallery, New York, 1913. Maurice Drake, The Grosvenor Thomas
Collection of Ancient Stained Glass (New York, 1913) I, p. 44, nos.
224—227%. Spitzer sale catalogue nos. 3358 and 3360, the scenes of
St. John and Longinus and the Crucifixion excluded. Ex coll.
Roy Grosvenor Thomas, London.

25. Acc. no. 40.52, acquired 1940. Panels marked E 12-14.
Joseph L. Fischer, “Drei Siiddeutsche Glasgemilde aus der Mitte
des 15. Jahrhunderts,” Zeitschrift fiir Alte und Neue Glasmalerei
(1913) pl. opp. p. 49; Paul Frankl, “Das Passionsfenster im Berner
Miinster und der Glasmaler Hans Acker von Ulm,” Anzeiger fiir
Schweizerische Altertumskunde, NF 40 (1938) p. 242. Spitzer sale
catalogue no. 3359, last scene mentioned only. Ex coll. A. Huber,
Zurich.

26. Fischer, Leitschrift, pl. opp. p. 49; Frankl, “Das Passions-
fenster,” p. 242. Spitzer sale catalogue no. 3359, the Three Marys
excluded. Ex coll.: A. Huber; Bodmer Brothers, Ziirich.

27. Art Objects and Furnishings from the William Randolph Hearst
Collection, catalogue, Hammer Galleries, New York, 1941, p. 136,
no. 541-10. Spitzer sale catalogue nos. 3352-3354, figure of Jesse
only. Ex coll. William Randolph Hearst.

28. Wentzel, “Unbekannte Glasmalereien,” p. 244, recognized
and translated the inscription “(begon) nen in dem Jahr da man
zahlt MCCCC/XL, und in dem (Jahr) vollbracht (die) Fenster
XLVI.” (“Begun in the year reckoned as 1440, and the window
completed in the year 46”) (Figures 12, 13). The beginning of
the inscription, which should have appeared in the lancet now in
San Francisco (Figure 11), is lost, but the meaning of the surviving
part seems obvious.

29. Acquired 1934. Panels marked A 8-13. “Stained Glass,
Tapestries, Metalwork, Ceramics, Furniture and Textiles,” M. H.
De Young Museum Handbook (San Francisco, n.d.) p. 215. Spitzer
sale catalogue no. 3367. Ex coll. William Randolph Hearst.

30. Reg. no. 45.487, acquired 1939. Panels marked A 21—29,
34-39. Exhibited: McLellan Galleries, Glasgow, 1951. Wentzel,
“Unbekannte Glasmalereien,” p. 241, figs. 2—3; Wells, Glass,
Burrell Collection, p. 58, nos. 201-202. Spitzer sale catalogue nos.
3368-3369. Ex coll. William Randolph Hearst.

destroyed by fire while in transit in 1957, but two of the
donor panels, one possibly from the upper half of the
window, are now in the Hessisches Landesmuseum in
Darmstadt (Figures 17, 18).3¢ What has been consid-
ered to be half of another window, showing the Throne
of Solomon (Figure 19),% which was retained by Count
Piickler, met an equally tragic fate when the Schloss
Park at Muskau was completely obliterated in the
bombing of 1945. Fortunately, two additional panels
that once belonged to this window have survived and
are now in Darmstadt (Figure 20).2¢ Nine additional
panels, four of which have been located, are known to
be in this country. They include three kneeling donors,
each two panels in height, and three armorials.?” Until
these panels can be examined, their location in the
glazing program can only be surmised.

With respect to its donation, the most important

31. Exhibited: Spitzer Collection, Paris, 1878-1893. Panels
marked A 16-18. Molinier, “Les Vitraux,” Spitzer, III, pl. 1;
Schmitz, Glasgemdlde in Berlin, I, p. 44, fig. 71; Oidtmann, Rhei-
nische Glasmalereien, 11, p. 275, fig. 421; Collection of Mrs. Stanley
Grafton Mortimer and Others, catalogue (New York, 1948) p. 39,
no. 162; Wells, “Stained Glass from Boppard,” pl. p. 22. Spitzer
sale catalogue no. 1957, panels 2-4. Ex coll.: Robert Goelet;
James Montlor, New York.

32. The architectural canopy belonging to the previous item.
See note 31 for publications except for Wells. Spitzer sale catalogue
no. 1957, upper part. Ex coll.: Robert Goelet; W. E. Cotter, New
York.

33. Panels marked D. Katalog der Kunstsachen und Antiquitdten des
VI bis XIX Jahrhunderts, Collection Bourgeois Fréres (Cologne, 1904)
no. 330, pl. opp. p. 68; Oidtmann, Rheinische Glasmalereien, 11, p.
274, fig. 418; Hearst Collection, catalogue (New York, 1943) p. 136,
nos. 540-7, 540-8, 540-9. Spitzer sale catalogue nos. 3349-3351.
Ex coll.: Caspar Bourgeois, Cologne; William Randolph Hearst.

34. No numbers are marked on these panels, and they do not
appear in the Spitzer catalogue. Glasmalerei im Darmstadt, 11, nos.
100-101I.

35. Schmitz, Glasgemdlde in Berlin, 1, p. 41, fig. 66; Oidtmann,
Rheinische Glasmalereien, 1, p. 232, fig. 400; Heinrich Kolb, Glas-
malereien des Mittelalters und der Renaissance (Stuttgart, 1884—1889)
pls. 58-59.

36. No numbers are marked on these panels, and they do not
appear in the Spitzer catalogue. Glasmalerei im Darmstadt, 11,
no. 102.

37. As far as is known, these panels have never been published.
They are noted in the Spitzer sale catalogue, nos. 3361-3363;
also in Collection of Mrs. Mortimer, pp. 38-40, nos. 161, 164-166.
Ex coll. Robert Goelet. Four of the panels, the donors in Spitzer
nos. 3362-3363, are now in a private collection in Detroit. The
whereabouts of the other panels, including a kneeling bishop, two
panels high, and three armorials showing dual coats of arms with
helmed crests, arms with lion supporters, and an angel supporting
three shields, are presently unknown.
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window of the series is that illustrating the Ten Com-
mandments, as it bears the imperial arms and was
probably a gift of Emperor Albrecht IT (Figure 14).%8
These insignia, which are inscribed twice on the glass,
must have been accorded a prominent position in the
church. Since the window was double with an enlarged
lobe in the upper central trefoil, it could not have been
placed either in the single aperture above the altar or in
the western bay with its smaller trilobed termination.
The only other place of importance in the nave that
would also correspond to the composition of the Im-
perial Window is the central bay (n VII) of the north
wall. It was probably in this location, therefore, that
the glass was originally set.

Inasmuch as the window given by the Piermont
family and now divided between Glasgow and San
Francisco (Figure 22) is inscribed with the dates of the
glazing program, 1440-1446, it must have been the
last of the series to be installed. According to the ac-
count of the consecration,® only a part of the new ad-
dition was completed by 1444, and that portion in-
cluded the altar. Since the inscription on this window
records that the glazing began in 1440, some of the
windows were already in place by the time of dedi-
cation. Presumably they were those in the eastern
portion of the nave in the vicinity of the altar. The
western part of the new building and the major alter-
ations to the adjacent wall of the existing church, such
as the walling-in of the main portal previously used by
the laity and, above it, the construction of the new
organ loft, must have been completed after the
consecration. The inscribed window, therefore, must
have been the one placed in the western aperture of
the new nave (bay n X). Unfortunately, the trefoil of
the upper central lancet, which would have offered
proof of location for the glass, is missing. %

If the Piermont window was originally situated in the
western bay, then the Cloisters window (Figure 23)
could only have occupied the second opening (n VIII)
on the north wall. All of its six lancets terminate in
cusped arches of equal size and would only fit the stone
moldings of the second bay of the nave. This window
is unique in another respect, for all but two of the re-
maining panels from the other Boppard windows ap-
pear to be the work of one master, while the glass of the
Cloisters window seems to be the work of a second
master (see Appendix A). Other glass from the north
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FIGURE 11
The Archangel Michael from the Piermont win-
dow from Boppard, 1440-1446. M. H. De
Young Memorial Museum, San Francisco

FIGURES 12, 13

Saint Cunibert and a Bishop Saint, with an in-
scription dating the glazing program, from the
Piermont window from Boppard, 1440-1446.
Burrell Collection, Glasgow Art Gallery and Mu-
seum

nave that was also attributable to this second hand has
since been destroyed. This was the so-called Bourgeois
window (Figure 24), which was until recently in the
Hearst collection.“t As both these windows appear to
have been of similar design, with a large single figure
in each lancet, they were probably planned as pendants
to flank the Ten Commandments on the north wall.
The remains of the window bought at the Spitzer sale
by Caspar Bourgeois, therefore, probably occupied
bay n VI.

The panels illustrating scenes from the lives of Christ
and the Virgin placed above the reclining Jesse (Fig-
ure 25),%2 one of which bears the date 1444, were

38. The left and right lancets of the upper tier are lost and are
known only from descriptions in the archives (see note g supra) and
items 3364 and 3366 in the Spitzer catalogue. The French writer
of the catalogue was obviously unaware of the subject of the
window and of the meaning of the inscriptions on each of the
panels but does mention pinnacles surmounted by musical angels.
His descriptions, therefore, do not help in the identification of the
scenes. The more detailed account in the archives mentions the
scenes of the Ten Commandments as surrounding the Virgin and
as being surmounted by architectural pinnacles with musical
angels.

39. See p. 80, supra, and note 14.

40. Also missing from this window are the two lower flanking
lancets, which contained the figures of St. George and St. Quirinus
as well as the donors, Cuno von Piermont, his wife, Margaretha von
Schénenberg, and their five children.

41. Nothing is known about the upper half of this window with
the possible exception of one of the donor panels from it now in
Darmstadt (Figure 18). The nearly complete lower half of the
window was destroyed in 1957 after it had been purchased for a
private collection in California.

42. Apart from the donor panels, one of which is possibly that
now in the Burrell Collection showing Siegfried von Gelnhausen
and his wife, the only missing parts of this window are two scenes
described in the Spitzer sale catalogue, nos. 3358 and 3360, as St.
John and Longinus and the Crucifixion.
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FIGURE 14
Saint Elizabeth of Hungary and six of the com-
mandments from the Ten Commandments win-
dow from Boppard, 1440-1446. Schniitgen Mu-
seum, Cologne

FIGURE 1§
Madonna Crowned by Angels from the Ten
Commandments window from Boppard, 1440
1446. Burrell Collection, Glasgow Art Gallery
and Museum

em
o=

%L:-

I v
&)

“‘?a‘f;‘n &-”

presumably installed soon after the dedication of the
new altar on January 6 of that year. As they were
designed to fit one of the double apertures and were
not set until four years after the glazing program had
begun, the panels were probably placed in bay n IX,
the westernmost opening in the north wall. The time
lag of two years between the installation of this and the
west window was probably due to the amount of
construction still not completed in the western part of
the church. The nine half~windows that, according to
the account contained in the archives of 1877, were
acquired by Friedrich Spitzer can therefore be re-
constructed within five double apertures on the north
and west walls of the nave. Only one half-window, the
upper portion of bay n VI, is not accounted for and,
since Piickler purchased all the glass, was already
missing at the time when he removed the glass from the
church.

The panels that once filled the other two bays, the
one above the altar on the east wall and the double
aperture (n V) adjacent to it on the north wall, present
problems in the reconstruction. The only other glass
mentioned specifically as to subject in the archival ac-
counts is the destroyed Throne of Solomon, which re-
mained at Muskau. From drawings and photographs,
such as that shown in Figure 19, it would appear that
the compositional arrangement of this window differed
perceptibly from others in the nave. Though the
dimensions and shapes of its three lancets correspond to
those of the other half-windows, its subject is icono-
graphically incomplete. According to the description
given in II Chronicles (9: 17-19), there were six steps
to Solomon’s throne. In the Boppard version, however,
only three steps are shown, and yet the design of the
support with its descending arcades clearly indicates
that more were intended. Among all the windows from
the nortn nave, the Throne of Solomon alone provides
no natural break in composition to accommodate the
tracery bar of the transom. Because of this difference
in design, the Throne of Solomon may well have been
the partial remains of the east window, the only single
aperture in the nave. Within the three lancets of this
opening, composed of ten rather than seven registers
each, the remaining steps of the throne could have been
shown.

43. Archiv fiir Kirchliche Baukunst, pp. 42—43.
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FIGURE 16

Saints James the Greater, Norbert, and Gerhart
from the Bourgeois window from Boppard, 1440—
1446. Formerly in the collection of William
Randolph Hearst (destroyed, 1957), after Bour-
geois Fréres catalogue

FIGURES 17, 18

Saints James the Greater and John and Saint
Agatha with Donors from the Bourgeois window
from Boppard, 1440-1446. Hessisches Landes-
museum, Darmstadt

Three items not mentioned in the archives butidenti-

fied in the Spitzer catalogue as from Boppard may have
some bearing upon this problem.** According to their
dimensions, each piece was composed of three panels.
A later notice describes them more fully as: ‘“Three
kneeling donors within arched niches against a back-
ground of floral trellises and tesselations.”’4s The de-
scriptions of the backgrounds are very similar to those
in the arcades of the throne supports. The dimensions
of these three pieces, moreover, correspond exactly to
those of the three missing panels in each of the lancets
of the eastern aperture. Were the Throne of Solomon,
on the contrary, to have been placed in the upper half

44. Spitzer sale catalogue, nos. 3361-3363.
45. Collection of Mrs. Mortimer, pp. 38-40, nos. 161, 164-166.

of bay n V, on the north wall, the transom, with its
cusped arches, would have created an awkward break
in the composition and a serious iconographic problem.
The few remaining pieces that, according to this
reconstruction of the glazing program, can be as-
signed to this latter bay are so fragmentary that their
original order in the window is impossible to determine.
These fragments depend for their significance upon
their relationship to the iconographic program of the
north nave. It is within this context that the theme of
this last window can be reconstructed.

A single, all-encompassing idea or theme united all
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of the stained-glass windows designed for the north
nave of the Carmelite church at Boppard. Whether
depicting figures of saints or relating biblical histories,
each bay had within it as a connecting link an image of
the Virgin Mary. It was in praise of her as “Virgin
Mother,” “Queen of Heaven,” “Instrument of Re-
demption,” and ‘“‘the Church Incorruptible and Free
from Sin’’ that the iconographic program was devised.
These themes unfolded one after another, beginning
with the Incarnation at the western end of the north
wall and progressing eastward to the altar, culminating
finally on the west wall above the door, so that the
faithful, leaving the church, carried with them the
promise of redemption in the Apocalyptic Vision. This
celebration of the Triumph of the Virgin, in the hymns

91



92

3/ ‘5
1 SR

\J
L N
SHOR ™+ OROROR

o

FIGURE IQ
Throne of Solomon window from Boppard, 1440-1446. Formerly in Muskau (destroyed, 1945), after Kolb



sung in her honor and in the litanies that recorded her
titles, was not new to the liturgy of the fifteenth century,
nor to its art. No single monastic order was more faith-
ful to the service of the Virgin or more zealous in the
promotion of her cult than were the Carmelites. The
order was dedicated to her, and the Carmelites sought
recognition and affirmation at the Council of Basel of
her singular condition as having been immaculately
conceived.

Among the strongest of the Carmelite provinces on
the continent of Europe was that of Lower Germany,
including within its borders the three powerful ec-
clesiastical electorates of the Empire. Its strength lay
in these political affiliations, for it tended to support the
emperor against a weakened papacy. It is not surpris-
ing, therefore, that the most powerful of the noble
families of these dioceses were also Domherrn of the
cathedrals, or that they should have affirmed their
support of the Carmelites through donations. The
convent at Boppard held a particularly advantageous
position at the start of its new building program. The
archbishop of Trier was of local origin, and the newly
elected Hapsburg emperor, Albrecht II, was not only
royal canon at Cologne, but also apparently interested
in the Carmelite order.%¢ The royal, noble, and ec-
clesiastical arms that emblazoned the windows at Bop-
pard attest to the effective relationships, both secular
and ecclesiastical, enjoyed by that small but not
insignificant foundation.

The formulation of the iconographic program for the
windows was, in all probability, the work of the monks
themselves. The distinguished group of monastic
scholars in residence at the convent at the time was
eminently qualified to undertake the task. Whether
the program was the work of a single monastic philoso-
pher, such as Joannes de Casselis or Henricus Molitoris,
or a combined effort,*” the results were unique not only
for stained glass but for art in general. Only one other
example of Carmelite art of the mid-fifteenth century
approaches these windows in the complexity of its
symbolism. This is the so-called Albrecht Altar, given
by Emperor Albrecht II to the Carmelite church of the

46. It was Albrecht IT who gave the altarpiece to the Carmelite
church of the Nine Choirs of Angels in Vienna. Wilhelm Suida,
Osterreichs Malerei in der eit Erzherzog Ernst des Eisernen und Konig
Albrecht 1T (Vienna, 1926) pls. ff. p. 64.

47. See note 18, supra.

FIGURE 20
Virgin from the Throne of Solomon window from

Boppard, 1440-1446. Hessisches Landesmu-
seum, Darmstadt

Nine Choirs of Angels in Vienna, and now in Kloster-
neuburg. The altar is a literal representation of the
litanies of the Virgin in sixteen scenes with the invo-
cations and responses written upon scrolls. The altar-
piece (1438-1440) is important to the Boppard prob-
lem not only as an example of Carmelite art dating
from exactly the same time as the beginning of the
glazing program and given by one of the donors of the
glass, but also as a depiction of an established litany to
the Virgin in use at the time within the order. But the
iconography of the windows at Boppard is far more
subtle and complex than that of the altar.

The cycle begins with the Tree of Jesse, assumed to
have occupied the first aperture (n IX) on the north
wall. An examination of the reconstructed arrange-

93



o
i/
N

o
X2
;|

¢

o)
5
- o g
19

.;é::ﬂ! !“;
nl ',l ﬂ]

L] !’L"L =

tiD
Y

5= ==

Sebe
e

-~

"hl WD
MO QRS S35

—
W
g2
—
o
>

L)
b
.4,

=il

;
P
:
it

s

!‘.‘ VN
3
Y A

:‘.
e
EERE e
h Io¥e14
e L ]

-
P

P
1 N
\;‘.

AERR
A
ﬁ‘\ & :

(1] 2

i
o\

\ -
4 " &

-
s
P i

s

=
7 =

— e mme————
ERESe =~

Ie
i \

D e A
-iﬁ-nm' "

=

. D BN s

T

-
.
—

S
:
Mogaa
o 2R
s TR
G o

=z
Ve -
jpis
1L
11
1]

y

,ii

P o

"

7

o

85

ST i
ROk, TR g £

S

ot 0 20

"y
£
6}?"~
o/
7
b}

pe b
"[Z g \';‘ ,"
I (N

N
o

}'3‘6%-. .3

I

%

gl TR

R ’D'iwm

o) A

@)
R

el
&% y

L ]

B

W
T P
) «
g\
)

By
e
e

¥

.
R

£
el

-
DT
% LS,

S
’Vq‘h

et
-
¢ S -

v
=4
U
«.&'

v

F i

G . G

T o B
TR "n

T ri‘—“




FIGURE 21

Reconstruction of the Ten Commandments win-
dow from Boppard with the Burrell Madonna
and the Ninth Commandment restored to their
original locations in the upper portion of window

FIGURE 22

Reconstruction of the Piermont window from
Boppard with the De Young and Burrell Saints
restored to their original locations in the upper
tier above the lost panels in the lower half of the
window

ment of the scenes (Figure 25) within the window
presents an immediate contradiction of the usual
practice in the Middle Ages. Normally a stained-glass
window is read upward from left to right, or, less
frequently, across by registers. The Tree of Jesse obeys
none of these rules, and its deviation is a direct result
of its iconographic intent. Above the lowest register,
containing portraits of the donors, Siegfried von Geln-
hausen and his wife,* the reclining figure of Jesse
stretches across the three lights of the window. On the
left and reading upward are scenes from the Passion,
beginning with the Agony in the Garden, continuing
across the top, where the Crucifixion, now in part lost,
occupied the upper three registers of all three lancets,
and then downward on the right, ending with Christ’s
Appearance to Peter. Although this arrangement is
rare in stained glass, it is not without precedent, for a
window at Zofingen in Switzerland (Figure 26), dating
from the beginning of the fifteenth century and related
by Beer to Upper Rhenish art,* has the Crucifixion
similarly placed at the top. All of the Passion scenes
in the Boppard window are set against blue back-
grounds, while the scenes from the life of Mary in the

48. This panel, formerly attached to the Madonna from the
Ten Commandments window, has been arbitrarily placed here on
the basis of its damask ground. Members of the von Gelnhausen
family were later Domherrn at Mainz.

49. Ellen J. Beer, CVMA, Switzerland 111, Die Glasmalereien der
Schweiz aus dem 14 und 15 Jahrhundert (Basel, 1965) pp. 112-114.

FIGURE 23

Reconstruction of the Cloisters window from
Boppard showing the original double-tiered ar-
rangement of the lancets
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FIGURE 24

Reconstruction of the Bourgeois window from
Boppard with the addition of panels from Darm-
stadt

center are set against red.* The shift in color not only
provides the key to the original composition but also to
its iconography, for the scenes from the life of the
Virgin, beginning with her Birth and terminating with
the Nativity, become, essentially, the trunk of the tree
that issues from Jesse.

The identification of Mary with the tree occurred as
early as the eighth century when she was described by
Paul Winfrid of Aquileia as ‘“Tree of Jesse exempt from
the knots of sin.”s! The Crucifixion at the top of the
tree in place of the more usual Christ crowned by the
seven gifts of the Holy Spirit or the Ascension (in the
case of the Bibelfenster type prevalent in Germany in the
thirteenth century) is a double reference not only to
Mary as ancestress but also to the fact that it was she
who produced the fruit of salvation, Christ, who would
redeem mankind through His sacrifice.>* Further
confirmation of the life of Mary as the tree of Jesse is
provided in the Annunciation scene (Figure 10),
where the usual vase of lilies, symbol of the Virgin’s
purity, is replaced by a small tree planted in a tub. This
symbol, though rare, is not unknown in Upper Rhenish
art.’® The tree of Jesse, habitually represented in the
stained glass of the twelfth and beginning of the
thirteenth century as an illustration of Christ’s gene-

50. The restorers in Berlin had, according to the numbering of
the scenes, reconstructed this window as a narrative cycle of the
life of Christ, placing the scenes from the life of the Virgin in the
left-hand lancet and ignoring the recumbent Jesse as the key to
the arrangement.

51. J. P. Migne, Patrologiae Cursus Completus, Series Latina (Paris,
1844-1867) XCV, p. 567.

52. On the origin of the relationship of Mary as the Tree of
Jesse and the significance of the Crucifixion as its fruit, see Mirella
d’Acona, The Iconography of the Immaculate Conception in the Middle
Ages and the Early Renaissance (New York, 1957) p. 50.

53. An Upper Rhenish painting in the Reinhart Collection in
Winterthur includes the same iconographic symbol. E. Panofsky,
Early Netherlandisk Painting (Cambridge, 1958) I, pl. 22, 50. I.
Futterer, “Zur Malerei des frithen XV Jahrhunderts im Elsass,”
Jahrbuch der Preussischen Kunstsammlungen 49 (1928) p. 187, fig. 8,
attributes this to an Italian prototype, which in all probability
accounts for the Italianate pruning of the potted tree in the fore-
ground of the scene.



FIGURE 2§

Reconstruction of the Tree of Jesse window from
Boppard with the hypothetical inclusion of the
Burrell panel showing donors and their arms in
the lowest register

alogy,*t underwent a distinct change in Germany in the
first quarter of the thirteenth century. The ancestors
seated upon the branches of the tree were replaced by
scenes from the life of Christ. Eventually, the figure of
Jesse was omitted altogether, and only the vine framing
the scenes remained as a reminder of the original
symbolism.3* By the later fourteenth century, the Bibel-
Sfenster itself had disappeared as a type. The revival of
the tree of Jesse window in Germanic art of the mid-
fifteenth century brought with it new iconographic
implications; while there was in a sense a reversion to
the thirteenth-century type, the Christological se-
quences were replaced by a life of the Virgin from her
Birth to her Coronation, as seen in a window at Vieux
Thann (Figure 27).5¢

The Jesse window at Boppard, however, must not
be construed as a forerunner of this type of Marian-
Jesse tree, for in no case do these later renditions
juxtapose scenes from the Passion. Rather, the sym-
bolism at Boppard should be considered in another
context. As “exempted from the knots of sin,” the
Virgin Mary as the tree of Jesse also implies her Im-
maculate Conception—that idea so staunchly defend-
ed by the Carmelites at the Council of Basel. When
considered from this point of view, the four scenes from
the life of the Virgin, her Birth as already exempt from
original sin and the Annunciation of the Incarnation
(Figure 10), the Visitation, or her recognition as
Mother of the Incarnate, and the Nativity of the
Incarnate (Figures 5, 6) cannot be interpreted as other
than a lineal substantiation of her immaculacy. There
is added proof that this window was meant as more
than the mere recording of the life of Christ in that the

54. Arthur Watson, The Early Iconography of the Tree of Jesse
(London, 1934) pp. 112-125.

55. On the development of the Jesse Tree and Bibelfenster, see
Oidtmann, Rheinische Glasmalereien, 1, pp. 102—108.

56. In addition to the Jesse window of 1466 at Vieux Thann,
there is the so-called Bibelfenster of 1451 in the choir of Berne
Minster, where in place of the prophets at the sides of the original
iconographic type of Jesse tree there are typological scenes. See
Luc Mojon, Das Berner Miinster (Basel, 1960) pp. 270—273.
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vine growing from Jesse’s side is restricted to the scene
in which he appears and does not proliferate into the
panels above. Thus, Mary Immaculate is here
represented as the graft of the green tree that will bear
the fruit of the Redeemer of mankind.

The theme of the next window (Figure 23), set
originally in bay n VIII, again centers about the
Virgin. On the lower level (Figure 2) are three of the
capital virgin saints of the Christian Church: Catherine
with her attributes of the sword and the wheel, Doro-
thea accompanied by the Christ Child, who presents
her with a basket of roses from the heavenly garden,
and Barbara holding her tower. In the upper level (Fig-
ure 1) St. Servatius,®” bishop of Tongres, holds the key
presented to him by the pope in recognition of his fight
against the Arian heresies, symbolized by the dragon
that he tramples beneath his feet and transfixes with
his pastoral staff. Opposite him is another bishop saint,
unidentified by attribute butin all probability St. Lam-
bert,® by virtue of the small scene at the base of the
lancet, the meaning of which will be discussed later.
In the central light is the Virgin Mary dressed in the
corn robe or Ahrenkleid (Figure 38). The origin of this
iconographic type stems from the early renditions of
the litanies of the Virgin and from the monastic poets,
who likened her to a field of grain nourishing man-
kind with the bread of life referred to in the Bible.®
The image of the Ahrenkleid is that of the young Mary
before the Annunciation and during the period of her
service in the temple. In most versions of the theme, she
is shown either in a church or before an altar.® In as-
sociation with the eucharistic implications is, once
again, a reference to her immaculate nature as the
predestined Mother of God. Early in its history, the
Ahrenkleid type became a votive symbol, which ac-
counts for the presence in the window of the prisoner
in the tower, who according to legend was visited by
the Virgin, given a wreath of roses, and promised re-
lease. The wreath of three roses, offered to the Virgin
in this window by the angel, is not only a trinitarian

57. Died 384. Mentioned by Gregory of Tours, his life was
written by Heriger, abbot of Lobbes, late tenth or early eleventh
century. Acta Sanctorum, May 3, pp. 215-216.

58. Died 705. First life written by Stephanus, bishop of Liége.
Migne, PL, CXXXII, pp. 643~660.

59. Elizabeth’s answer at the Visitation, “Blessed is the fruit of
thy womb” (Luke 1:42), and the words of Jesus, ‘I am the bread
of life” (John 6:35). On the iconography of the Ahrenkleid Madon-
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symbol but also a reference to her mercy upon man-
kind.

In all of the windows from Boppard, there is an
interrelationship of meaning among the lancets. In this
case, the three roses that branch from St. Dorothea’s
basket again suggest the trinity, repeated a second time
in the Gnadenstuhl in the small scene below her. The
“mercy seat” trinity refers back to the Ahrenkleid as a
symbol of charity. Beneath the figure of St. Servatius,
St. Michael weighing souls and trampling the symbol
of evil suggests again the bishop’s fight against heresy.
Beneath the figure of St. Lambert are two pilgrim
saints. One of them is St. James. The other is probably
St. Hubert,* who according to legend succeeded St.
Lambert as bishop of Liége when the pope was in-
formed in a dream that St. Lambert had died and that
his successor, who proved to be St. Hubert, was at that
time in Rome on a pilgrimage. Beneath the figure of
St. Catherine are the arms of the coopers’ guild, of
which she was patron, and beneath St. Barbara, the
arms of the City of Maastricht, former capital of the
diocese of Liege. Below the Virgin are the ecclesiastical
arms of the bishop of Liége, while the ‘“house marks”
in the St. Hubert scene may well be those of cloth
merchants of the same city. As to the reason for the
presence in the Carmelite church at Boppard of a win-
dow that appears to have been given by the diocese of
Liege, it must be recalled that the archbishop of Trier,
Jacob von Sierk, not only was of a Boppard family but
also had been called from Liége, where he had been a
canon until shortly before his election. Once again in
this window the immaculacy of the Virgin Mary is af-
firmed by her representation as the Madonna in the
Ahrenkleid and also by its implications as a symbol of
mercy.

In the Ten Commandments window (Figure 21), re-
constructed in bay n VII, St. Elizabeth of Hungary in
the lower tier (Figure 14) and the Virgin in the upper
central light (Figure 15) are surrounded by represen-
tations of the commandments, each identified by an

na, its origin and development as a type, see Wilhelm Molsdorf,
Christliche Symbolik der Mittelalterlichen Kunst (Leipzig, 1926) pp.
144-145, and especially Rudolf Berliner, “Zur Sinnesdeutung der
Ahrenmadonna,” Die Christliche Kunst 26 (1929-1930) pp. 97-121.
60. See Berliner, ““Zur Ahrenmadonna.” pls. pp. 101, 107.
61. Died 727. His life in Acta Sanctorum, November 1, pp. 829—
831.
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