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Foreword

AMES RORIMER proudly announced in his prefatory note from the June

1964 issue of The Metropolitan Museum of Art Bulletin the purchase of ‘an
object of the greatest rarity and interest, out of income from the fund estab-
lished by John D. Rockefeller, Jr., for the further enrichment of The Cloisters.
This twelfth-century walrus-ivory cross exemplifies the monumental style of
English Romanesque carving at its best, and although its scenes and other
decorative elements are minuscule, they typify the most sumptuous and skill-
ful rendition of religious subjects in one of the most accomplished periods of
art history.’

Thomas Hoving begins his article in the same Bulletin with the comment:
‘If one were to choose a single work of art of comparable scale in all the
collections of the world that would most perfectly typify the art, the history,
and the theology of the late Romanesque period in England, one could do
little better than to select the Cloisters cross. It is the spirit and essence of its
times.”

Offered first for sale in 1956 by the illusive collector and dealer Ante Topic
Mimara, the cross was studied and admired from that time to its purchase by
the Metropolitan by an array of museum functionaries on both sides of the
Atlantic. In United States several of them hoped, however briefly, that they
might land this incomparable object: in Boston, Hanns Swarzenski made a
valiant effort, while in Cleveland, William Milliken, Sherman Lee, and this
writer lost the ivory cross as well. Rorimer’s wisdom and Hoving’s tenacity
won the competition early in 1963. Today, the Cloisters Cross is, appropriately,
the centerpiece of the Cloisters Treasury in the new installation of 1988 funded
by Michel and Hélene David-Weill.

The present volume, the most recent and extensive of several detailed
studies of the cross, is the result of the vision, intelligence, and diligence of
Elizabeth C. Parker and Charles T. Little. Their efforts could not have been
sustained without the steady support of Philippe de Montebello, Director, the
careful guidance of John O’Neill and Barbara Burn at the head of our Editorial
Department, and the editorial skill of Mary Laing. Paolo Viti, formerly of
Olivetti, was of special importancd at the creation of this project. Elly Miller
of Harvey Miller Publishers, with her keen interest and endeavor, was essen-
tial in bringing the volume to its present form.

William D. Wixom
Michel David-Weill Chairman
Department of Medieval Art and The Cloisters






Authors’ Preface

HE CLOISTERS CROSS is thematically the most complex Christian object
T in The Metropolitan Museum of Art. Few works of art in any collection,
or indeed in the history of art, contain such an engaging and homogeneous
repertoire of images and text. If one could imagine compressing the compen-
dium of ideas conveyed on the facade of Chartres or the ceiling of the Sistine
Chapel onto something that can be held in one’s hand, the Cloisters Cross
accomplishes this in an unparalleled manner. Unsurpassed as a challenge to
the artist then, it remains an incomparable challenge for the viewer today.
About this work, there are still many more questions than answers, even after
a generation of scholars has sought to understand the iconographic program
of this object and the thinking behind it. It is a situation that may never be
resolved. Yet the cross has now been in the public eye for over a quarter of a
century, long enough to justify the attempt to put it in some sort of perspective.
By synthesizing much of the existing research and publishing the results of
new and, it is hoped, fruitful investigations, the present volume aims to en-
hance the understanding and appreciation of this unique work of art.

In undertaking the writing of the pages that follow, the authors have
divided the responsibility for various aspects of this presentation. Charles T.
Little introduces the Cloisters Cross first in terms of the sophistication of its
material and the complexity of its construction, and he reviews the sequence
of scholarly contributions in order to characterize the state of research regard-
ing the cross at this time. He treats a figure of the crucified Christ—the Oslo
corpus—no longer associated with the Cloisters Cross, at greater length in a
separate appendix. His second chapter is a systematic analysis of the imagery
and inscriptions on each side of the cross and through comparisons, he estab-
lishes a context and at the same time highlights exceptional aspects of both
style and iconography. Elizabeth C. Parker’s analysis in the third chapter of
the history of crosses in general as liturgical objects seeks to specify the ways
the Cloisters Cross might actually have been used. In the following chapter,
she discusses the liturgical context for the images on the cross and also the
inscriptions (fully transcribed in Appendix I), some of which are drawn di-
rectly from the offices of Holy Week and Easter, others that had become
associated with the liturgy through the tradition of exegesis that began with
the early Church Fathers. The fifth chapter represents her attempt to identify
some of the components of an intellectual setting that could account for the
theological sophistication of the program. The sixth chapter is devoted to her
reassessment of Bury St. Edmunds as a center of monastic scholarship and
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artistic achievement capable of producing the Cloisters Cross. This mono-
graph concludes with Charles Little’s overview of the place of cross, regardless
of its provenance, in English Romanesque art. In our attempts to address the
principal features of the cross in some depth and to introduce new perspec-
tives on it, it is our strongest hope that this study can serve as the stimulus
for further investigations and interpretations of this astonishing object.

This project began first as a study of the cross for the 1984 exhibition in Venice
and Milan appropriately called ‘Il Re dei Confessori.” It is thanks to the invi-
tation of Paolo Viti (formerly of Olivetti) that a larger and more comprehensive
study was envisioned. The transformation of that essay into the present form
would not have been possible without the assistance of a number of individ-
uals whom we would like to thank:

The new photography by Malcolm Varon (unless otherwise credited) has
brought this remarkable object to life; the accomplished editing of the text is
the work of Mary Laing, assisted by Jayne A. Kuchna. The skillful drawings
are by Irmgard Lochner. Technical information on the cross comes from mem-
bers of the Museum’s Department of Objects Conservation: Pete Dandridge,
Michele Marincola, Jack Soultanian, Mark Wypinski.

Translations from the Latin, in Chapters 3 to 6, not otherwise credited, are
by Bernard Gilligan of Fordham University.

A number of other scholars have aided the research in many ways by respond-
ing to our countless queries with grace: John Adam, S.J., Brigitte Bedos-Rezak,
David Berger, Elizabeth A.R. Brown, Virginia Brown, Michael Camille, Ma-
deline Caviness, Robert and Carolyn Connor, Margot Fassler, Ilene Forsyth,
Danielle Gaborit-Chopin, Paula Gerson, Gail McMurray Gibson, Dorothy
Glass, Carmen Gomez-Moreno, Christopher Hohler, Thomas Hoving, Sister
Kilian Hufgard, Paul Hyams, Deborah Kahn, Arnold Klukas, Joseph Leahey,
Sara Lipton, Sabrina Longland, Elizabeth Parker McLachlan, Douglas Mac
Lean, Anne Mannion, Nigel Morgan, Florentine Miitherich, Helmut Nickel,
Ursula Nilgen, John Paoletti, Jean Preston, Kay Rorimer, Willibald Sauerlan-
der, Norman Scarfe, Pamela Sheingorn, Margaret Statham, Neil Stratford,
Michael Signer, William Voelkle, Martin Werner, Paul Williamson, William
Wixom, George Zarnecki and Grover Zinn.
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Reader’s Note

The spelling of biblical names throughout this volume

is in accordance with that used in the Douay-Rheims Bible,
except in quotations from other sources.

The spelling of the equivalent names,

using the more standard English form of

the King James version of the Bible, is listed below.

Douay-Rheims

Abdias
Aggeus
Cham
Ezechiel
Habacuc
Isaias
Jeremias
Jonas
Malachias
Micheas
Noe

Osee

Sem
Sophonias

Zacharias

King James

Obadiah
Haggai
Ham
Ezekiel
Habakkuk
Isaiah
Jeremiah
Jonah
Malachi
Micah
Noah
Hosea
Shem
Zephaniah
Zechariah
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The detail illustrations of the Cloisters Cross
reproduced in this book are generally enlarged,
except for overall views which are reduced

and ill. 97 which is actual size

COLOR PLATES

I (opposite) The Cloisters Cross

Il and III (overleaf). Front and back view of the Cross
(following pages)

IV. The Moses Medallion

V. The Lamb Medallion
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VL. The Easter Plaque




VIIL. The Good Friday Plaque




VIII. The Ascension and the Dispute




IX. Adam and Eve
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XIL. The Eagle of St John and Prophets
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Chapter 1
Introduction: The Cross and Its History

IRTUALLY UNKNOWN when it was acquired for the Cloisters

Collection of the Metropolitan Museum in 1963, the cross has
been widely recognized as a masterpiece of Romanesque art. No
other cross from the Middle Ages, or from a later period, can equal
it for richness of subject matter, complexity of form, and intellectual
content. A never-ending visual delight and source of continuous
discovery, the cross now forms the centerpiece of the Cloisters
treasury.

Made entirely of morse ivory, the traditional term for walrus tusk,
the cross stands nearly 23 inches high and has an arm span of
14V4 inches (577 x 362 mm). It is almost golden in color, with a slight
bend visible to its arms and shaft; and it is carved on the front, back,
and edges and was therefore designed to be seen in the round.
Distinctive to this double-sided Latin cross are the central medal-
lions and the arms ending in inhabited square terminals; the termi-
nal at the foot is now missing. On the front these elements are tied
together by the representation of a tree trunk with severed branches,
making the cross a Tree of Life. The terminals display scenes related
to Good Friday (on the right), Easter (on the left), and the Ascension
of Christ (at the top). Scrolls held by the figures in these and other
scenes bear quotations from the Scriptures which serve to identify
the characters and to comment on the action. Represented in the
central medallion, which is supported by wingless angels, are Moses
with the Brazen Serpent raised up on a forked stick before the
Israelites, St. Peter, St. John, Isaias, and Jeremias. Above this medal-
lion and standing over the placard, which incorporates the Hand of
God in a stylized cloud, are the high priest and Pontius Pilate de-
bating the inscription, or titulus. The presence of the titulus is evi-
dence that the cross originally possessed a corpus, which is now
lost; the ringed dots incised along the center of the tree break off
where the body of Christ would have hung on the shaft. On either
side of the shaft and on the edges of the cross are Latin couplets
engraved lengthwise in majuscules. One reads: ‘“The earth trembles,
Death defeated groans with the buried one rising./ Life has been
called, Synagogue has collapsed with great foolish effort.” The other
reads:‘Cham laughs when he sees the naked private parts of his
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CHAPTER ONE

parent./The Jews laughed at the pain of God dying.” Adam and Eve
appear at the foot of the cross clinging to the Tree of Life.

The wording of the titulus is an exceptional feature of this cross.
The Greek and Latin (the ‘Hebrew’ has not been definitively deci-
phered) read not as ‘Jesus of Nazareth, King of the Jews,” in accord-
ance with the Gospel accounts, but as ‘Jesus of Nazareth, King of
the Confessors.’

The back of the cross contains twelve of thirteen busts originally
on the shaft—the bust of Jonas is missing at the base—and six fuller
figures on the crossbar; all but Matthew near the base of the shaft
are Old Testament figures; each is identified by name overhead.
Their scrolls, with quotations from the Bible, function as indicators
of speech. The central medallion, supported by figures representing
two winged and two wingless angels, displays a haloed Agnus Dei
in the presence of Synagogue with her broken lance, Jeremias, St.
John, an angel, and an unidentified monk. Evangelist symbols on
the terminals frame this side of the cross: the lion of Mark (left), the
ox of Luke (right), the eagle of John (top); the fourth symbol, the
winged man-angel of Matthew, must have occupied the terminal at
the bottom.

The history of the cross is as much an enigma today as when it first
came to light on the art market in the 1950s. From the beginning it
was described as English, an attribution that has not been disputed,
and its authenticity was clearly established by early research. The
destruction of so much religious art in sixteenth-century England
as a result of the decrees of Henry VIII, followed by the Cromwellian
depredations of the seventeenth century, suggests that the cross may
have survived because it was already out of the country by the end
of the Middle Ages.

In 1955 the then owner of the cross, Ante Topic Mimara, began
offering it for sale. Topic Mimara was Yugoslav by birth and Aus-
trian by naturalization. He was living in Tangiers, Morocco, at the
time and kept his art collection in a Zurich bank vault. A collector,
restorer, and dealer for much of his life, Topic Mimara had been a
colonel in the Yugoslav Army at the end of World War II and had
headed the Yugoslav Mission for recovering works of art at the
collecting point in Munich. He was conscious of the fact that in the
cross he had a masterpiece at his disposal, and he approached a
number of museums, including the Cleveland Museum of Art, the
Museum of Fine Arts, Boston, the Metropolitan Museum in New
York, and the British Museum and the Victoria and Albert Museum
in London. From the moment Thomas Hoving—then a curatorial
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THE CROSS & ITS HISTORY

assistant at The Cloisters and later to become Director of the Met-
ropolitan Museum—Ilearned of the existence of the cross in 1960, its
acquisition became something of a personal crusade.' The British
Museum was eager to have the cross for England on the grounds
that it was a national treasure, but Treasury funds never materia-
lized because the British Government required a legal title based
upon provenance, information that Topic Mimara refused to dis-
close. Thus the Metropolitan Museum, which could draw on its own
Cloisters Fund for the substantial purchase price, became the new
owner of the cross; the vendor supplied a title of sale and guaran-
tees, but no details about the provenance of the cross before it came
into his hands. Topic Mimara died in the spring of 1987 without
ever revealing this information.

According to Hoving’s published accounts-of his ‘chase and cap-
ture” of the cross, Topic Mimara reportedly purchased it piecemeal
from a monastery in Eastern Europe because he did not have suffi-
cient funds at the time to buy it as a whole.” He is said to have
shown part of the cross to Erich Meyer, Curator of Decorative Arts
at the Kaiser Friedrich Museum in Berlin in 1938, and another piece
was examined in 1947 or 1948 by Hermann Schnitzler, Curator of
the Schniitgen Museum in Cologne.’

Hoving's colorful account of its acquisition by the Metropolitan
Museum prompted at least one intriguing, if unconfirmed, story
about the whereabouts of the cross before Topic Mimara acquired
it. Josef H. Kugler, a Hungarian immigrant to the United States,
maintained in 1986 that as a young man he had seen the cross in
the early 1930s, when it was in the possession of a local priest (who
was a friend of his grandfather) living at the Cistercian monastery
in Zirc in the Bakony Mountains. Several features of Kugler’s ac-
count lend it credibility. First, he said the cross was in three or four
pieces, a fact not generally known and not elaborated upon in Hov-
ing’s book. Second, he referred to the cross as Crucifixus maledictus,
an unusual expression which quotes the first word of the inscription
on Synagogue’s scroll in the Lamb medallion: Maledictus omnis qui
pendet in ligno (‘Cursed is every one that hangeth on a tree,” Gal.
3:13). Third, he stated that with the cross was a package of papers
indicating that it had been taken on a crusade by a soldier, who was
bringing it to Jerusalem to be blessed; the reference to a crusade was
in line with several unpublished reports circulating among art his-
torians at the time the cross was acquired.

Although there have been various efforts to verify this Hungarian
connection, they have met with no success. Nevertheless, Kugler’s
account became the basis for speculation by the historian Norman
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CHAPTER ONE

Scarfe that the cross found its way to Hungary as part of the ransom
for Richard Lionheart in 1194.* On Richard’s return from the Cru-
sades in 1192 he was captured by the Germans and held for ransom
in Diirrenstein Castle on the Danube. Samson, Abbot of Bury St.
Edmunds from 1180 to 1212, who was instrumental in raising the
ransom, went to Diirrenstein with many gifts, and contributed sig-
nificant treasures from his own abbey church for the enormous price
to be paid for Richard’s return. The exchange eventually took place
in Mainz in 1194, with the ransom money most likely consisting of
gold and silver.’

Tantalizing and suggestive as are these reports and hypotheses,
they serve to underline how little is known about the background
of the cross. The starting point at present for determining its early
history remains the object itself.

The Material of the Cross and Its Date

The Cloisters Cross is one of only three complete, or almost com-
plete, medieval ivory crosses to survive (ills. 1-6). The other two,
both connected with royalty, confirm the special character of such
objects. The oldest, before 1063, is the elephant ivory crucifix in-
scribed with the names of King Ferdinand I and Queen Sancha of
Leén and Castile, while the cross carved in morse ivory for Gunhild,
daughter of a Danish King Sven, dates from before 1074 or possibly
from the mid-twelfth century. Various descriptions from the ninth
to the thirteenth century indicate that ivory crosses were often royal
donations or the gift or property of important bishops or arch-
bishops.® The majority of the existing documents refer to English
examples, and at least one of these was distinguished by having
branches carved on it; a thirteenth-century inventory of Lincoln
Cathedral provides a tantalizingly brief record of an old ivory
‘branch’ cross with a broken foot.” The choice of such fragile material
for making a special cross reflects the fact that ivory was the very
emblem of luxury, and works in ivory were treasured in the same
way as works of gold. '

In antiquity elephant tusks were, according to Pliny, ‘very highly
prized, and from them we obtain the most costly materials for for-
ming the statues of the gods.”” They were hoarded in temples and
carried in victory processions.” Symbolic value thus became a factor
in selecting the material for works of art, an idea that persisted
throughout the Middle Ages.” Elephant tusks may also have been
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THE CROSS & ITS HISTORY

esteemed because of notions about the piety of the beasts them-
selves. Both Physiologus and medieval bestiaries moralize about the
animal’s Christian virtues, correlating ‘the holy intelligible elephant’
with Christ.” Possibly because of this correlation elephant tusks
took on a symbolic role in medieval churches, where they were
frequently hung as poignant reminders that the near-supernatural
creatures which had furnished them had a celestial character of
great authority.”

The morse ivory of which the Cloisters Cross was made was
widely used for miniature sculpture in Northern Europe during the
twelfth century, when elephant ivory was not readily available. With
the collapse of the Roman Empire, supplies from the old trade routes
became limited and people in the north turned to walrus, narwhal,
and whalebone. The value they placed on walrus ivory—according
it the same status as elephant ivory—can be ascertained from the
late ninth-century epic account of Ohthere’s voyages contained in
the Old English history of Orosius: ‘Besides surveying the country
he went there [to the north cape of Norway] principally for the
walruses, because they have very valuable bone in their teeth—they
had brought some of these teeth to the king.” It is conceivable that
walrus and narwhal tusks were thought of in the same terms as the
horn of the unicorn, which was universally held to have consider-
able prophylactic power."

Morse ivory is characterized by two distinct layers: an outer ho-
mogeneous surface and an inner layer that is marbled, translucent,
and crystalline in appearance. Its warm color, shading from creamy
yellow to gold, and irregular grain combine to give the material
richness and life. The walrus’s down-curved tusk, occurring in both
male and female, can grow up to 40 inches, or just over a meter.
Though sizeable, this is small compared to African elephant tusk.
To have acquired the near-perfect dentine needed to carve the Clois-
ters Cross in all its detail was a critical task and suggests an import-
ant gift or long-held treasure.

The date of the Cloisters Cross, undocumented as it is, has prompted
divergent positions. In the art-historical literature, reviewed below,
dates have been proposed covering a span of some 150 years, from
the mid-eleventh century to about the year 1200. With a view to
providing a scientific basis for resolving the issue, a carbon-14 test
of the material was undertaken in 1989, utilizing two samples from
the interior of the crossbar. In recent years significant advances have
been made in narrowing the parameters in carbon-14 testing of
organic material. The range of dates is still rather wide where ivory

17






5-6. The Cloisters Cross, front and back

is concerned, since it contains only a small percentage of the carbon
that is the subject of analysis. Nevertheless, the results of the test
were as startling as they were unexpected. Instead of locating the
material within the Romanesque period, two independent analyses
determined that the tusk had come from a walrus whose death had
occurred toward the end of the seventh century A.D., probably 676
according to one report and 694 according to the other.’

How can such astonishingly early dates be reconciled with the
art-historical facts? There are several possible reasons for electing
to use a piece of morse ivory that was already almost five hundred
years old. One is the practical consideration of availability: the
search for dentine of the required length and straightness could
have led the carver to material that had been treasured for years.
Another is that the very antiquity of the material must have added
to its intrinsic value, conferring on it an almost sacred aura. Al-
though the full history of the Cloisters Cross will probably never
be known, the fact that it was created from ivory of great age could
only have increased its luster for contemporaries, making it even
more a symbol of eternal authority.

19

1-2 (opposite, above). Ferdinand and Sancha cross, front and back.
Le6n, before 1063. Madrid, Museo Arqueolégico Nacional

3~4 (opposite, below). Gunhild cross, front and back.
Danish, mid 12th century (?). Copenhagen, Nationalmuseet



The Construction
and Carving of the Cross
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exploded, showing interlocking pieces,
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Fig. 3. Diagram of crossbar, back
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CHAPTER ONE

Figs. 4-5. Diagram of upper shaft, o o
front and back

The cross as it has survived is constructed of five main pieces of
ivory ingeniously interlocked (fig. 1). The horizontal arm consists of
three pieces: the crossbar—with most of the front and back central
medallions carved on it—and its two terminal plaques; each plaque
is joined to the bar by means of a separate tongue or dowel within
an interior cavity in both parts, visible in the X-ray (ill. 7). The
vertical shaft is in two pieces (ill. 8). The plaque at the top is carved
in one with the upper shaft (figs. 4, 5), which is flanged at its lower
end to fit into the hollowed core of the middle of the crossbar (figs.
2,3). The lower shaft also slots into this core by means of a tongue
at the top of the shaft, which then overlaps the flange of the upper
shaft to create a tight fit (figs. 6, 7). Holes through the central me-
dallions and the flanges of the upper and lower shafts show that at
one time these elements may have been pegged together through
the crossbar (figs. 2-7).
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THE CROSS & ITS HISTORY

8. X-ray of shaft, upper and Jower sections
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Fig. 8. Diagram of bottom ™ X s
of lower shaft, showing cavity K e

The lower vertical shaft has suffered an irregular break at the
bottom, where it shows signs of repeated repair. On the front, this
break has left the figures of Adam and Eve essentially intact, but
has truncated the last word of the inscribed couplet (STVLTIO]) and
caused the loss of Adam’s left foot and ankle and of most of his
scroll, only the first letter (A) of which remains; Eve’s left leg, which
must have been bent like Adam’s, has been lost below the thigh.
On the back the entire bust of the Old Testament prophet Jonas is
missing, below his identifying legend; a blank piece of removable
filling now occupies this space. The lower edge of the legend and
the surviving interior left edge of the shaft are clean-cut and smooth,
suggesting that the bust of Jonas was probably carved not on the
shaft but on an extension of the lower terminal.

Behind the modern fill, enough of the shaft has survived to show
that it was hollowed out at the bottom in a grooved cavity into
which the lower terminal—separately carved like the terminals of
the crossbar—must have fitted, probably by means of a substantial
rectangular extension (figs. 8, 9). This would have provided more
solid support than a detached tongue or dowel, such as secures the

Fig. 9. Reconstruction of missing terminal
and bottom of shaft, showing hypothetical
means of linkage
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AR bioalonin . fatons , 5 ._ J 1o 9. Front of the Cross, bottom of shaft,
N E*#jﬂtmm tm Adam and Eve

terminals to the crossbar. If, as seems likely, the walls of the cavity
proved too thin to withstand the stresses applied to them, it would
account in large measure for the losses to the foot of the cross. The
terminal extension would have been locked into the shaft by a dowel
running through them both; a hole concealed under Adam’s left
arm shows where the dowel emerged on the front (ill. 9). Rough
crosshatching marks what remains of the underside of the shaft,
where it met the top of the terminal.

The lower terminal, like the upper shaft, was probably flanged
below, allowing the fully assembled cross to be inserted into a base—
if used on the altar, or into a holder—if used as a processional cross.
The cross of Ferdinand and Sancha has just such a flange (ills. 1, 2),
a feature that is also consistent with the construction of medieval
metal crosses.

The relative ease with which the cross can be dismantled makes
it that much more portable, and may well have contributed to its
survival. Apart from the major break at the foot, there are losses of
parts of the scrolls; and especially vulnerable details—the eagle’s
left leg, the Lamb’s left hind leg, the lower rim of the back medal-
lion—have gone. On the whole, however, what remains of the cross
is in remarkably good condition.
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An unusual piece of carving is seen in the middle of the crossbar,
where the upper and lower pieces of the vertical shaft meet behind
the central medallions on either side. On the back medallion a nar-
row rectangular segment has been inserted at the top (ill. 10): on it
are the head of John the Evangelist, the upper half of the angel’s
scroll, the torso of a cowled man looking down at the angel, and
parts of the two upper supporting angels on the rim of the medal-
lion. This segment is not a later replacement, as has been sug-
gested,' but an integral part of the original carving; it is consistent
in technique with the rest of the cross, and the text on the scroll is
palaeographically identical with its continuation below and with
neighboring inscriptions. The piece must have been inserted either

because the design at that point exceeded the circumference of the
- dentine available for the medallion or because the dentine was
flawed.

The warm golden tone of the ivory was probably enhanced from
the beginning by the selective application of polychromy, of which
there are still traces. Microscopic examination indicates the presence
of four distinct pigments, primarily in the backgrounds of the fig-
urative scenes and the Evangelist symbols, and in the drilled and

10. Lower shaft of the Cross seen from back and above,
showing segment inserted at top of Lamb medallion



11. Back of the Cross,
the Lamb

CHAPTER ONE

ringed dots.” An ultramarine blue was used to color the back-
grounds of the front and back terminal plaques, as well as the
prophets” niches on the vertical shaft at the back. Underlying the
blue, and possibly used as a base for it, is a red iron oxide. The
ringed dots are pigmented with malachite and vermilion, although
which underlies which is often unclear. A similar system of red and
green circles and dots is found on many early medieval caskets,
making it likely that this was part of the original decoration of the
cross.”® Indeed, all the pigments identified were available to the
Romanesque artist.

The sculptor of the Cloisters Cross had consummate mastery of his
material, combining the skills of a miniaturist with the ability to
design and execute an elaborate program on a grander scale. There
are now ninety-nine figures, including individuals seen only in part
and the symbolic creatures, carved on the two sides. The inscrip-
tions on the vertical shaft in large majuscules, on the titulus, and
on the scrolls number sixty-six. The full-length figures, ranging in
height from less than 1¥4 to 1% inches (32-45 mm), are rendered as
individuals, with distinct physiognomic features and expressive
gestures. The sculptural illusionism of these figures is achieved by
undercutting and layering the compositions to create a feeling of
spatial depth. The figures, confined within their small, controlled
spaces, convey a sense of potential movement; some engage in dia-
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12. Front of the Cross,
Virgin and Longinus from
the Good Friday plaque

logue with one another, others look out, or up, or over their imme-
diate borders; appendages and scrolls swing into space, heightening
the air of vivacity. The larger figures on the cross and the areas of
highest relief, especially the creatures, have their contours enhanced
by the elliptical stratified structure of the material cut across the
grain (ill. 11). Chisel and rasp marks are evident under magnifica-
tion throughout the cross, but most areas of relief and ground dis-
play a high surface polish. There is occasional use of a drill, as in
the patterning of the Virgin’s mantle on the Good Friday plaque
and on the shield of Longinus next to her (ill. 12), in addition to the
ringed dots already mentioned.
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CHAPTER ONE
The Missing Corpus

There are visible holes (some of them plugged) on the cross, par-
ticularly on the crossbar and lower shaft. These show where two
different sizes of corpus have been mounted. One of them, a small
bronze figure, came with the cross when it was acquired by the
Metropolitan Museum in 1963, and was mounted in place using
newly made holes on the arm under the branch motif near the
medallion and on the shaft above the original footrest, or suppeda-
neum. Wiltrud Mersmann, in her publication that year, illustrates
this corpus still attached to the cross.” It is unlikely, in fact, that a
bronze corpus would originally have been used on an ivory cross,
~and this particular figure, though it may have been based on a
Romanesque model, is of recent date and also disproportionately
small for the size of the cross.”

The hands of the original corpus must have been attached to the
crossbar at the points now marked by a lozenge-shaped depression.
The suppedaneum for such a figure would have been attached to
the lower vertical shaft about two inches above the head of Adam,
where there is now an irregular, smoothed-over area visible to the
naked eye; the X-ray clearly indicates the presence of iron pins
inside the cross at this point, either as early reinforcements or for
later attaching the suppedaneum (ill. 8).

In 1969 an exquisite morse ivory corpus in Oslo (ill. 13) was identi-
fied as being in all probability the corpus missing from the Cloisters
Cross, and for some time the two were exhibited together (ill. 14).”
On iconographic and stylistic grounds, however, the Oslo figure
now seems to be later in date than the cross. Technical consider-
ations, too, tend to rule out the hypothesis that these works of art
were originally united. (For a fuller discussion of the mounting
holes, and for an iconographic and stylistic analysis of the Oslo
corpus, the reader is referred to Appendix II.) The original corpus
for the Cloisters Cross may have functioned as a receptacle for a
relic. Several Spanish Romanesque ivory corpora have cavities in
the back for that purpose.”

Since the Cloisters Cross is one of only three ivory double-sided
crosses to survive from the eleventh and twelfth centuries, and only
one of them—the Ferdinand and Sancha cross—still has its corpus
(ill. 1), it is impossible to determine how the sculptor of a work that
is unique in so many respects designed this all-important element.
However, a general impression may be gleaned from a North French
or Meuse Valley morse ivory crucifix, originally part of a book cover,
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\

13. Oslo corpus, ¢.1200. Oslo, Kunstindustrimuseet

where the figure of Christ is positioned high on the cross (ill. 15);
the donor, Sibylla, is identified as the wife of Thierry d’Alsace,
Count of Flanders, who died in 1163.% If Christ’s head were upright
or only slightly tilted, as it is in the Ferdinand crucifix or in other
twelfth-century representations, the central medallion would have
functioned as a halo, but its intricately carved and iconographically
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15. Crucifix from book cover.
North French or

Meuse Valley, before 1163.
Paris, Musée du Louvre

significant scene would have been largely hidden. The only way in
which the medallion could have been seen more or less in its entirety
with the corpus in place was for the head of Christ to have projected
forward. Christ’s torso and legs must in any case have concealed
from the spectator part of the Latin couplet inscribed lengthwise
down the vertical shaft.

14 (opposite). Oslo corpus attached to the Cloisters Cross,
with Caiaphas plaque positioned at foot as missing terminal 33



CHAPTEkONE
The Missing Terminal and the Caiaphas Plaque

In the course of his negotiations for the purchase of the Cloisters
Cross, Hoving learned from Topic Mimara of a discovery the latter
had made in 1930 or 1931. Reportedly Mimara had seen in a shop
in Mons, Belgium, a ‘solid square block of golden walrus ivory,
with an angel carved on one side and ‘a complicated scene with
two tiers and many figures’ on the other.* Unable to buy the piece
at the time, Mimara tried to trace it some years later after the ivory
cross, with its lower terminal missing, had come into his hands. He
returned to Mons, only to find that the shop in question had disap-
peared and the dealer, whose name he did not recall, had gone.
Armed with this information, Hoving had a scale model made of
the missing terminal of the cross, with the man-angel symbol of
Matthew represented on one side and a scene of the Harrowing of
Hell on the other. Photographs of the model were sent to European
scholars and dealers in an effort to locate such a piece,” but to date,
nothing like the ivory block that Mimara described has materialized.
In the same year in which the Metropolitan Museum acquired
the Cloisters Cross, however, a Romanesque ivory plaque of ap-
proximately the same height and width as the surviving terminals
(54 x 57 mm) came to light and was subsequently bought by the
Museum (ill. 16).” Originally the subject of the plaque was identified
as Christ before Pilate, and it was therefore thought to be themati-

16. Caiaphas plaque,

third quarter of 12th century.

New York, Metropolitan Museum of Art,
The Cloisters
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cally related to the scene on the cross of Pilate and the high priest
Caiaphas disputing the titulus. Later, the subject was established as
the appearance of Christ before Caiaphas.

Assumed at first to be the front of the missing terminal at the foot
of the cross, the plaque was exhibited as such for about ten years
(ill. 14). Tt was argued that the plaque was stylistically close to the
other figurative scenes and was nearly identical in size. Its thinness
(the plaque is only 3 mm thick) was explained as the result of its
having been sawn away from the original block at a later date. For
various reasons the idea of a connection between the plaque and
the missing terminal was eventually discarded. The plaque was then
thought by Hoving to have been one of a series of subjects on the
base that must have supported the cross, and it was accordingly
exhibited as part of such an ensemble. In the absence of any com-
pelling proof for this reconstruction, the second theory too has been
discarded.” The shallow relief, the composition, and the details of
its execution suggest that the plaque was part of a different project
and was carved by someone other than the sculptor of the cross.
However, it remains important as one of the few ivory carvings that
are stylistically comparable to the latter’s work, and it will be dis-
cussed more fully in the final chapter.

The State of the Research

The cross has deservedly been the subject of extensive research and
discussion among scholars since its existence first became public
knowledge. In 1963 the art historian Wiltrud Mersmann, who as
Topic Mimara’s wife must have had an opportunity to study the
cross over many years, published an extremely detailed study.”® Her
pioneering work included a careful description of the cross and her
iconographic analysis yielded a number of fruitful points of com-
parison with other works. She identified each of the inscriptions,
although she made little attempt to probe their significance. Her
English attribution, on both iconographic and stylistic grounds, has
been generally accepted. However, the date of the cross and a more
precise notion of its English provenance are two topics about which
there has been little agreement. Mersmann endeavored to show
links with the “Winchester style” of the eleventh century by compar-
ing the cross with manuscripts and ivories from that important
center. To her, the cross was a culmination of the Insular tradition
of monumental crosses that frequently contain rich iconographic
programs. She argued that a general prototype for the form of the
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cross could be found in the imperial cross in Vienna of around 1030
and in the ivory crosses of King Ferdinand I and Queen Sancha (ills.
1, 2), before 1063, and of Gunhild (ills. 3, 4), before 1074, replete with
programmatic inscriptions.” Mersmann rightly acknowledged the
difficulty of dating English ivories, a problem that still persists, but
her eleventh-century dating never gained a following.

Soon after the cross was acquired by The Cloisters in 1963,
Thomas Hoving published an influential article boldly entitled ‘“The
Bury St. Edmunds Cross.”® In this study, he proposed that the cross
be localized to the once-famous English Abbey of Bury St. Edmunds,
an attribution which has dictated the direction of much of the sub-
sequent research. Hoving presented stylistic arguments in favor of
Bury: parallels between the figures on the cross and those in the
illuminations of the Bury Bible by Master Hugo (Cambridge,
Corpus Christi College, MS 2) and in later works of Bury proven-
ance. In particular, he considered what he saw as the anti-Jewish
nature of the inscriptions on the cross to reflect the repressive
policies of Abbot Samson in the 1190s. Finally, he pointed to the
unique textual coincidence of the cross titulus and the couplet on
the sides of the shaft, known apparently only at Bury. In Hoving's
view the cross should be dated 1181-90 because of the couplets. To
explain the chronological gap between the stylistic links with the
Bury Bible of around 1135 and the historical circumstances of the
time of Abbot Samson he offered the hypothesis that most of the
carvings and the inscriptions were done around 1150 and the
couplets added under Samson’s direction. Indeed, he speculated
that the abbot himself might be portrayed in the hooded figure
hovering above John and the angel in the Lamb medallion, a figure
whom Hoving saw as extending a clenched fist (ill. 105).* Hoving
promised to publish a comprehensive scholarly work on the cross,
but unfortunately this was never realized.

In a series of perceptive studies Sabrina Longland explored sev-
eral of the textual sources and the meanings of some of the more
unusual inscriptions on the cross. Her first article focused on the
rare scene of the Dispute between Pilate and the Chief Priests and
the unusual wording applied to the titulus of the cross. Tracing the
intense interest in the meaning of the titulus for Christian writers
throughout the medieval period, Longland found the expression
‘King of the Confessors’ in Latin and Greek used in Insular and
Continental manuscripts of the ninth through the thirteenth century.
For the third language on the placard she cited an instance where
runes were used to give the pictorial look of Hebrew and deliber-
ately scrambled in a secret code. The far-reaching meaning of the
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word ‘confessor’—inspired by more than one source—she con-
cluded was used as a way of excluding the Jews and commemora-
ting their faithlessness.

In a second article Longland analyzed the curious ‘Cham ridet’
distich on the sides of the shaft, which Hoving had used as an
argument for a Bury provenance for the cross. Apart from its ap-
pearance at Bury in the time of Samson, it apparently occurs in
Genesis commentaries of the late twelfth century and the thirteenth
century in France and England. Longland was unable to find any
trace of other uses of the couplet on the front of crosses. In a later
assessment of the place of the cross in English twelfth-century art,
Longland concentrated on the exceptional features of the cross, sum-
marizing her earlier studies and raising the possibility that the
walrus ivory Christ now in Oslo was the missing corpus from the
Cloisters Cross. She also maintained that the connections to Bury
St. Edmunds were inconclusive.

In “The Year 1200" exhibition at the Metropolitan Museum in 1970,
the Oslo corpus was shown actually attached to the cross (ill. 14),
as it was in London at the Victoria and Albert Museum in 1974 as
part of the exhibition ‘Ivory Carvings in Early Medieval England,
700-1200.”* Critical reviews, however, especially by Willibald Sauer-
lander, rejected this association and questioned the localization to
Bury.” In the exhibition ‘English Romanesque Art, 1066-1200" held
in 1984 at the Hayward Gallery in London, the cross and corpus
were displayed next to each other and both were dated to the second
quarter of the twelfth century.® Although the Bury Bible featured
in the exhibition, a possible relationship between it and the cross
was not elaborated upon in the catalogue.

The role of Bury has, however, figured prominently in several
other studies, beginning with Scarfe’s attribution of the cross to the
hand of Master Hugo.” Marshaling the documents of Hugo's artistic
accomplishments at Bury—in conjunction with Hoving’s stylistic
observations linking the Bible to the cross—Scarfe believed there
was sufficient evidence to assign the latter, too, to this pivotal artist
of Romanesque England. In addition, Scarfe investigated the posi-
tion of the Jews in England, pointing out that there had been marked
anti-Jewish sentiment at Bury earlier than in Samson’s time. This he
maintained set the stage for the creation of the cross, specifically
intended to address the Jews, its central message being to implore
them to embrace Christianity. Scarfe proposed that the cross had
been positioned on the low wall behind the ‘small altar” in the
monks’ choir because, according to Jocelin of Brakelond’s Chronicle
of Bury, before 1182 ‘the Jews . . . went hither and thither throughout
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the monastery, wandering past the altars and round the feretory
[shrine of St. Edmund], even while masses were being sung.””

Addressing the problem of the missing foot of the cross, Elizabeth
Parker argued that the plaque showing Christ before Caiaphas, once
thought to be part of the lower terminal (ills. 14, 16), was an unlikely
candidate. Instead she proposed that for the sake of thematic unity
there would have been a Nativity scene on the front of this terminal,
corresponding to the man-angel of Matthew assumed to have been on
the back.” More recently the issue of the Caiaphas plaque has been
raised again, this time by Bernice Jones, who reverts to the view that
it originally formed the front of the lower terminal of the cross.”

In another study, Parker discussed the sculptural works at-
tributed to Master Hugo as a means of understanding his painting
style. Features that appeared to be characteristic of the figural style
both of the cross and the Bury Bible led her in turn to attribute the
cross to Bury around the middle of the twelfth century.

Ursula Nilgen’s challenging and comprehensive analysis, how-
ever, took a very different approach to the artistic context of the
cross.” To her the uncritical acceptance of a Bury St. Edmunds at-
tribution had impeded the momentum of research, and links to the
abbey remained unspecific. In her view the spirit of the inscriptions
on the cross related more to theological than to social disputes
during the twelfth century, and the relevant intellectual setting was
the circle of Thomas Becket and his secretary, Herbert of Bosham.

Nilgen’s assessment of the style of the cross led her to place it in
the 1170s. She regarded the formation of the drapery folds as with-
out equivalent in the Bury Bible (ill. 17) and very different from the
‘clinging, curvilinear damp-folds” of the Alexis Master of the St.
Albans Psalter and the Lambeth Bible (ills. 18, 19). If the style of the
cross appeared more advanced than these works, it was because it
was indicative of the first phase of Gothic, which Nilgen argued
entered England in 1170 with Becket’s return from exile in France,
bringing with him many French manuscripts. Because the Capuchin
Bible and other works were closely affiliated with the Simon Master
and his workshop at St. Albans, which was a crossroad for Con-
tinental influences, Nilgen was inclined to place the cross within
the artistic orbit of St. Albans. She concluded that Abbot Simon of
St. Albans had the intellectual qualifications for creating the pro-
gram of the cross, even though he could not be specifically linked
to it as patron.

On purely stylistic grounds, the date of the cross is a conundrum.
Mersmann’s mid-eleventh century date was rejected by Hoving,
only partly on the basis of style, in favor of one in the mid-to-late
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17. Moses and Aaron. Bury Bible, ¢.1135. Cambridge, Corpus Christi College, MS 2, f. 94
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18. Entry into Jerusalem.
St. Albans Psalter, p. 37, ¢.1119-23.
Hildesheim, St. Godehard

twelfth century. Diametrically opposing this view is that of Peter
Lasko, who found in the cross a harbinger of the ‘damp-fold’ style
that was to dominate English art from 1135 onward with the paint-
ings of Master Hugo.” To him such Continental works as an ivory
Crucifixion panel in Brussels of about 1030-50 (ill. 118) were the
point of departure for some of the salient elements of style on the
cross, sharing such features as ‘round faces, large, almost globular
eyes, and wavy, close-fitting hair.” Lasko maintained that the cross
was probably from the early twelfth century, but how the features
he mentioned later became the generating force for the masterful
technique of Master Hugo was left unsaid.
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19. The Story of Daniel.
Lambeth Bible, ¢.1140-50.
London, Lambeth Palace,
MS 3, f. 285v

Nilgen used Continental sources to help explain the figure style
of the cross. She cautiously placed it in the decade 1170-80, asserting
that such ‘Channel-style’ manuscripts as the Capuchin Bible, which
also utilized narrative medallions with writing bands across the
surface, were stylistically and chronologically its equivalent. She
saw heavy elliptical folds along the leg of the striding Moses as a
‘critical form” emanating from a variety of North French works, such
as the cloister figures from Notre-Dame-en-Vaux at Chalons-sur-
Marne or the stained-glass panels from Troyes Gll. 20). In arguing
for her earlier dating, however, Mersmann had compared the strid-
ing Moses to similar figures in Aelfric’s Paraphrase of Pentateuch,
which indeed foreshadow these twelfth-century forms (ills. 174, 175).*
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The carbon-14 test mentioned above was intended to decide the
question of an eleventh- or twelfth-century date, but arrived at dif-
ferent results. The mid-twelfth-century date proposed in the course
of the present study is determined not only by style but also by the
iconographic evidence, as well as by historical and liturgical con-
siderations.

Several points have become clear from this survey. A masterpiece
of medieval carving and construction, the Cloisters Cross stands

- virtually alone. As a whole and in the rendering of its separate
scenes, it has no model, generates no surviving progeny, and is
essentially without equal. A prodigious amount of research has al-
ready been invested in the cross, far more than in any other single
medieval ivory. Although the focus of scholarship has placed greater
emphasis on questions of style, date, and provenance than on the
iconography, it has arrived at few conclusions; there are no over-
whelming arguments that decisively establish where the cross fits
within the art of the twelfth century or the center from which it
might have emerged. Just as there seems to be no one source for
the iconographic program of the cross, there has been, until now,
no systematic effort to explore its obvious, overall complexity.

20. Christ healing the paralytic.

Stained-glass from St.-Etienne, Troyes, ¢.1170.
Private Collection, on loan to New York,
Metropolitan Museum of Art




Chapter 2
Word and Image:
The Iconography of the Cross

HE EXCEPTIONAL COORDINATION of the pictorial images

and the textual inscriptions on the Cloisters Cross is part of its
special character. No visual precedent exists for such an exhaustive
elaboration of the meaning of the Cross for the Christian believer.
In essence, the program is a dazzling display of typology, in the
belief that the Old Testament directly anticipates the events of the
New—as Christ himself expressed it to his disciples after the Re-
surrection: ‘all things must needs be fulfilled, which are written in
the law of Moses, and in the prophets, and in the psalms, concerning
me’ (Luke 24:44). By its intricate interweaving of the Old and New
Testaments, typology adds layers of meaning to the historical nar-
rative. St. Augustine formulated this in general terms in The City of
God: ‘For what is that which is called the old covenant but the veiled
form of the new? And what else is that which is called the new but
the unveiling of the old?”’ This reading of the Bible evolved during
the twelfth century into a systematic organization of types and ante-
types, pairing New Testament events with their Old Testament fore-
runners.” In northwest Europe, especially in England and in the
Meuse Valley, the development of visual systems to express these
typological ideas was evident in goldsmith work, manuscript il-
lumination, and stained glass. Examples such as the three enameled
English ciboria of about 1160-70,> the Klosterneuburg ambo by
Nicholas of Verdun, dated 1181, and a group of Mosan enameled
altar crosses® all display extensive typological cycles frequently uti-
lizing Latin verse inscriptions.

The Cloisters Cross promulgates a typological framework that is
rooted in this same system. Each scroll on the cross bears a quotation
from the Vulgate or adapted from it and is usually held by the
author of that book of the Bible. Although there are many abbrevi-
ations of words and even of whole phrases,6 the inscriptions are
remarkably complete. Most of them had a significance that would
have been understood by an audience familiar with the Latin Bible
and versed in typological interpretations of the Scriptures. (Because
it is not always easy to follow the maze of inscriptions, fig. 10, p. 44
and fig. 12, p. 94 display the texts in translation, schematically laid
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Sides of the Ascension Plaque

Man, Christ, Almighty

Ascension Plaque

Ye men of Galilee, why stand you
looking up to heaven?
[This Jesus . . .] shall so come, as you
have seen [him going into heaven].
(Acts 1:11)

I

Write not, The King
of the Jews; but that
he said, I am the
King of the Jews.
(John 19:21)

What 1 have written,
I have written.
(John 19:22)

Dispute over the Titulus

Jesus of Nazareth,

Good
Friday
Plaque

the King of the Titulus
Confessors.
o
Easter
Plaque Moses and
S—— the Brazen Serpent
Jesus of Why wilt thou be as a
Nazarcth, wandering man, [as] a mighty man that
who was cannot save? (Jer. 14:9)
crucified.
(Mark 16:6)

As Moses lifted up the serpent in the desert, so must the
Son of man be lifted up. (John 3:14}

[And] thy life shall be [as it were] hanging before thee. . . .
neither shalt thou trust thy life. (Deut. 28:66)

Fig. 10. Front of the Cross:
inscriptions in English

To him all the prophets give testimony. (Acts 10.43)

Why [then] is thy apparel red, and thy garments
like theirs that tread in [the winepress?]
(Isa. 63:2)

On the sides of the shaft

Cham laughs when he sees the naked private parts of
his parent.
The Jews laughed at the pain of God dying.

The carth trembles,
Death defeated
groans with the
buried one rising.
Life has been
called, Synagogue
has collapsed with
great foolish effort.

ADAM

A (inscription lost)

Adam and Eve

They shall
mourn for
him as

[one

mourneth for}
an only son.
(Zach. 12:10)
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22. Cross of Conrad 11,
¢.1030, back. Vienna,
Kunsthistorisches Museum

CHAPTER TWO

out as they appear on the front and back of the cross; transcriptions
of the Latin, accompanied by translations, are given in full in Ap-
pendix L) The inscriptions are the vehicle for extensive dialogue and
exegetical commentary on the typological significance of the cross.
Nevertheless, it is debatable whether, in view of their scale and the
need for good light in which to make them out, they were actually
meant to be read by every onlooker. The very presence of the words,
however, must have conveyed the authority of the Scriptures.
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THE ICONOGRAPHY OF THE CROSS

A ——

The complex interweaving of image with text found on the cross
is justified and illuminated by a comment in the Disputatio Iudei et
Christiani (Disputation of a Jew and a Christian) written by Gilbert
Crispin, Abbot of Westminster (1085-1117). The Christian answers
the Jew, who accuses him of practicing idolatry by worshiping the
tortured effigy of a dying man on a cross: ‘Just as letters are shapes
and symbols of spoken words, pictures exist as representations and
symbols of writing.”
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23. Lunde crucifix, third quarter
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CHAPTER TWO

The Latin shape of the Cloisters Cross, with the addition of square
terminals projecting from the arms (ill. 21), derives from a type
common to Ottonian and Anglo-Saxon art. The imperial cross of
Conrad II of about 1030 in Vienna and the beautiful gilt-copper
Anglo-Saxon crucifix from Lunde, North Jutland (ills. 22, 23), dating
from the third quarter of the eleventh century, represent early
examples of a form of altar and/or processional cross that persisted
throughout much of Romanesque Europe.® This Latin cross, with an
enlarged central medallion—a feature already typical of Insular
crosses’—functioning as a nimbus for the corpus, becomes the
physical framework for the elaborate imagery of the Cloisters Cross.
Standard to the back of many such crosses is the appearance of the
Evangelist symbols in the terminals and the Lamb of God in the
central medallion (ill. 71). The master of the Cloisters Cross has
injected into this characteristic form a number of features that do
not seem to be inherited or borrowed, but rather invented for the
purpose of bringing new meaning to the crucifix. All the images
and inscriptions on the cross are directly related to the figure of the
crucified Christ that originally hung there.

The Front of the Cross

The Tree of Life

Projecting on the vertical shaft and crossbar on the front of the cross
is the lignum vitae, or Tree of Life, with pruned branches (ill. 21).
Since the cross signifies man’s redemption and the instrument of
Christ’s martyrdom and glory, its appearance as a living tree is
important for the meaning of the entire program. Traditionally, the
identification of the material of the cross as palm tree was linked to
the idea that the palm was the symbol of the Resurrection or of the
Tree of Life."” Indeed, the inscription of Solomon, second from the
top in the column of prophets on the reverse side (ill. 75), anticipates
this idea: ‘I will go up into the palm tree, and will take hold of the -
fruit thereof’ (Cant. 7:8). The close correspondence between the
palm as symbol both of the Resurrection and the Tree of Life is
evident from the very name of the tree, Phoenix dactylifera. According
to Pliny, ‘it dies and comes to life again in a similar manner to the
phoenix, which, it is generally thought, has borrowed its name from
the palm-tree, in consequence of this peculiarity.”" Thus the pruned
palm tree became the ideal living emblem of this concept.
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24. Book cover of Pericopes

of Henry II (detail), c.870.

Munich, Bayerische Staatsbibliothek,
MS lat. 4452

The earliest representation of the pruned-branch cross in ivory is
the ninth-century panel on the cover of the Book of Pericopes of
Henry II, which has the same kind of branch stumps on the crossbar,
all pointing in one direction (ill. 24).” There are numerous examples
in Anglo-Saxon manuscripts, showing that the image took hold in
England at an early date. The Crucifixion scene from the Judith of
Flanders Gospels (ill. 25), a work possibly by an itinerant English
illuminator, shows the ‘dead Christ on a greenish-brown tree-trunk
cross.”” W. L. Hildburgh suggested that this form of the cross origi-
nated from the medieval tradition which believed that while Christ
was on the cross, the dead tree blossomed from midday until com-
pline.” By the twelfth century images of this type were stand-
ardized, clearly evoking a particular allusion to the Resurrection.
Effectively all the iconographic components of the cross’s program
are linked together by means of the tree with its lopped branches,
which, through Christ’s Death and Resurrection, becomes the Tree
of Life.
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THE ICONOGRAPHY OF THE CROSS

At the foot of the Tree of Life and literally clinging to it—his right
arm encircles the trunk—is the figure of Adam, bearded and half-
naked (ill. 26). The name above his head identifies him; with his left
hand he holds an inscribed scroll, now broken off below the initial
letter A. Seated behind Adam is a naked, poignant Eve, who reaches
pathetically for the branches that lead to salvation.

The presence of Adam and Eve, the father and mother of man-
kind, at the foot of the cross carries with it a host of references.
Adam, the first man of the Old Law, prefigures Christ, the first man

of the New. It was the old Adam’s disobedience that brought sin |

and death into the world, while the new Adam was sacrificed to
redeem humanity from the consequences of the old Adam'’s actions.
In the words of St. Paul: ‘The first man Adam was made into a
living soul; the last Adam into a quickening spirit’ (1 Cor. 15:45).
The Tree of Knowledge of Good and Evil, whose fruit was forbidden
to Adam and Eve, anticipates the palm-tree cross of which Christ

was the fruit. According to the legend of the True Cross, the branch |

from the Tree of Mercy that Seth planted on his father’s grave pro-
duced the tree that provided the wood for the Cross of Christ.” The
explicit visual link between Adam, the wood of the True Cross, and

Christ is expressed in the Preface of the Canon of the Mass from |

Palm Sunday to Maundy Thursday: ‘Death came from a tree, life

was to spring from a tree; he who conquered on the wood was also |

to be conquered on the wood.”™

Legends about the death and burial of Adam enriched the typo- |

logical correspondences. According to one tradition, he was interred
at Golgotha, the ‘place of the skull,” where the Cross would be
erected. His voice was heard to prophesy that the Word of God
would live among men but would be crucified ‘where my body
rests—and he will wet my skull with his blood.”” When Christ’s
side was pierced with the soldier’s lance, his redeeming blood
flowed down on Adam. On the Cloisters Cross this is clearly, al-
though minutely, depicted on Adam’s shoulder, where three etched
lines—no doubt painted red originally—are a visual reference to the
legend. '

Medieval artists frequently depicted Adam at the foot of the cross.
He stoops naked, for instance, directly below the suppedaneum on
the crucifix given by King Ferdinand I and Queen Sancha to San
Isidoro, Ledn, in 1063 (ills. 1,119). Although his companion Eve is
rarely shown, the two do figure as a pair on the Crucifixion panel
of Archbishop Adalbero II of Metz (984-1005), where they crouch
at the foot of the cross (ill. 125). In an allegorical and typological
Crucifixion scene in the Antiquitates Judaicae of Flavius Josephus, a
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Zwiefalten manuscript of about 1180, Adam and Eve actually ap-
pear twice within the composition, as full-length figures at the top
partaking of the forbidden fruit of the Tree of Knowledge of Good
and Evil and as heads below the feet of the crucified Christ (ill. 27).
Where the Cloisters Cross is unusual is in its presentation of Adam
and Eve both huddled at the base of the lignum vitae with Adam
clasping the trunk, as Eve is reaching for it.” Here the artist has
given visual form to the words of Solomon, already noted, that are
inscribed on the back of the cross: ‘I will go up into the palm tree,
and will take hold of the fruit thereof.” Simultaneously the image is
also a reference to Christ who is the new Adam.
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The Large Inscriptions

Carved in Latin majuscules down the length of the upright are two,
seemingly independent pairs of rhymed dactylic hexameters. One
appears on the front, to either side of the Tree of Life (ill. 21), the
other on the sides of the shaft (ill. 28). They read from top to bottom,
much like a long title on the spine of a book. The size of these
inscriptions, which refer specifically to the figure of Christ crucified,
makes them the most conspicuous and legible of all those on the
cross. The couplet on the front is:

: TERRA : TREMIT : MORS : VICTA : GEMIT : SVRGENTE:
SEPVLTO:
* VITA - CLVIT : SYNAGOGA : RVIT : MOLIMINE : STVLT[O]

(The earth trembles, Death defeated groans with the
buried one rising.

Life has been called, Synagogue has collapsed with
great foolish effort.) '

27. Initial I,

Antiquitates Judaicae, The couplet on the sides of the shaft reads:

Zwiefalten, ¢.1180.

Stuttgart, Wiirttembergische :CHAM : RIDET : DVM : NVDA : VIDET : PVDIBVNDA :
Landesbibliothek, PARENTIS :

MS Hist. 2°418, £. 3
+IVDEI : RISERE : DEI : PENAM : MOR[IENTIS]

(Cham laughs when he sees the naked private parts
of his parent.
The Jews laughed at the pain of God dying.)

Both couplets (which for convenience are usually referred to by their
opening words: ‘Terra tremit’ and ‘Cham ridet’) have the same meter
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28. Profile view of the Cross: from right, showing first line of Cham Ridet couplet;
from Jeft, showing second line of Cham Ridet couplet
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29. The Harrowing of Hell, g
Klosterneuburg Ambo (detail), 1181. .
Klosterneuburg Abbey K

and rhyme scheme, and according to Sabrina Longland were clearly
composed or selected by the same man.”

The literary origin of the Terra tremit inscription has not been
established. It is, however, of interest to note that a Latin distich
relating to the death of Christ and beginning with the same words,
Terra tremit, occurred on the base of the celebrated cross, now lost,
that Abbot Suger had erected in St.-Denis in about 1144.* On the
Cloisters Cross, the conspicuous placement of the inscription along
the Tree of Life ties Christ’s Death and Resurrection to the redemp-
tion of Adam and Eve—and by extension all mankind. Indeed,
Adam seems to be a tangible manifestation of the first line of the
couplet.

A specific association of Christ with Adam and Eve, the first of
those to be led out of Limbo, is demonstrated on the Klosterneuburg
ambo of 1181, where a bust of David holding a scroll inscribed
TERRA TREMVIT (‘The earth trembled’) appears between the scenes
of Christ’s descent into Limbo and his Resurrection (ill. 29).” In this
instance the words are a direct quotation from Psalm 75, one of three
psalms read in the third nocturn of Matins on Maundy Thursday;
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THE ICONOGRAPHY OF THE CROSS

the antiphon preceding it is taken from verses 9-10 and begins Terra
tremuit.” The passage to which these key words allude was clearly
seen as especially appropriate to the theme of salvation through
Christ’s death and Resurrection: “Thou hast caused judgment to be
- heard from heaven: the earth trembled and was still, When God
arose in judgment, to save all the meek of the earth’ (Ps. 75:9-10).

Longland has demonstrated that the literary use of the Cham ridet
couplet developed from patristic literature, where the events in Gen-
esis became symbolically significant for Christ’s Life and Passion.”
The specific reference here is to Noe’s drunken sleep and to his
discovery naked by his son Cham (Gen. 9:20-27). On the cross the
function of the distich is decisively allegorical, and even moralizing,
for according to Isidore of Seville ‘Cham laughed on seeing the
nakedness, which is the passion of Christ, and the Jews mocked on
seeing the death of Christ.”” Thus Noe was regarded as a type for
Christ, as Cham was a type for the Jews who did not convert.

The ‘Cham ridet’ couplet was already known in Paris and England
by at least the late twelfth century.® At that time an anonymous
scribe making a copy of Peter Comestor’s Historia scholastica, a
sacred history completed in 1176, inserted in the margin of the
passage about Noe and Cham a surprisingly close parallel to the
inscription on the Cloisters Cross:

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

(Cham laughs when he sees the uncovered limbs of his
parent.
The Jews laughed at the pain of God suffering.)

Another late twelfth-century variant can be traced to Bury St. Ed-
munds, in a record made about 1300 of the decoration of the choir,
which Abbot Samson (1182-1212) had commissioned in 1181 when
he was still subsacrist. Jocelin of Brakelond, who entered the Abbey
of Bury St. Edmunds in 1173, notes in his Chronicle: ‘In those days
our choir-screen was built under the direction of Samson, who ar-
ranged the painted stories from the Bible and composed elegiac
verses for each.”” Whether Samson himself wrote the verses or
merely compiled them, one of the leonine hexameters for the nar-
rative scenes from Genesis depicted on the choir screen is very close
to the first line of the inscription on the cross. It reads: Cham dum
nuda videt patris genitalia ridet (Cham laughs when he sees the naked
genitals of his father).”
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By about 1200 the anonymous English tract called Pictor in carmine
lists, among subjects appropriate to wall painting, four Old Testa-
ment types for the mocking of Christ on the Cross by the high
priests, of which the first is Cham deridet pudenda patris sui detecta
(Cham laughs at the uncovered private parts of his father.)®

Because both verses are written in large majuscules, they are the
most readable of all the inscriptions on the Cloisters Cross, pro-
claiming Christ’s sacrifice and victory over death. They declare that
even though the Jews mocked the dying Christ, through him Death
and Synagogue are defeated. The correlation of Synagogue with
Death and Church with Life is encountered visually in the Uta
Gospels Crucifixion of about 1020 (ill. 130), in which Mors and Syna-
goga, as symbols of the damned, are on Christ’s left side while Vita
and Ecclesia, representing the elect, are on his right. There is a similar
combination in the four terminal medallions on the front of the
Gunbhild cross (ills. 3, 126), now lacking its corpus: Ecclesia and Syna-
goga (ill. 129) appear to what would have been Christ’s right and
left respectively, with Vita (ill. 128) at the top and Mors at the bottom
of the shaft. The currency of this imagery in Anglo-Saxon England
was also firmly established.” The personifications found in earlier
art have been transformed on the Cloisters Cross into versified ex-
position, leaving only the figure of Synagogue in the central medal-
lion on the back as a visualized entity (ill. 96).

The Central Medallion: Moses and the Brazen Serpent

The four surviving scenes carved on the front of the cross are or-
ganized centripetally around the medallion at the crossing, which
would have served as an enlarged nimbus for the head of the corpus
(ill. 30). The rim of the medallion, punched with ringed dots, is
supported by a pair of figures to the left and another to the right.
Although these are wingless, given their pose and the tradition of
clipei held by such figures, they are angels (ills. 33, 34).” Long estab-
lished as a type of the Crucifixion, the subject, Moses and the Brazen
Serpent, is the only Old Testament scene to be depicted on the cross.
The story is given in the Book of Numbers, beginning with the
disaffection of the Israelites, who were ‘weary of their journey”:

And speaking against God and Moses, they said: Why
didst thou bring us out of Egypt, to die in the wilderness?
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31. Detail of Moses medallion,
cowled man looking over his shoulder

.. Wherefore the Lord sent among the people fiery ser-
pents, which bit them and killed many of them. Upon
which they came to Moses, and said: We have sinned, be-
cause we have spoken against the Lord and thee: pray that
-he may take away these serpents from us. And Moses
prayed for the people. And the Lord said to him: Make a
brazen serpent, and set it up for a sign: whosoever being
struck shall look upon it, shall live. Moses therefore made
a brazen serpent, and set it up for a sign: which when they
that were bitten looked upon, they were healed.

(Num. 21:5-9)

The scene is focused on the central figure of Moses, vigorously
striding to the right and flinging out his scroll beyond the border
of the medallion (ill. 32). His text reads: ‘Thus [sic: And] thy life
shall be [as it were] hanging before thee. . . . neither shalt thou trust
thy life’ (Deut. 28:66). Rising behind Moses on the right is a forked
stick from which a sinuous snake is suspended. Eight onlookers in
the background, all but one shown only by their heads, include four
wearing the conical hat that denotes a Jew in medieval art.®

The other characters in the medallion are without precedent in
the depiction of the subject. They are not part of the original story,
but are witnesses to its significance. Standing to the left of Moses is
a cowled, bearded man, his head wrenched back over his shoulder
in the direction of the serpent (ill. 31). He holds up a scroll with the
words of Christ to Nicodemus: ‘as Moses lifted up the serpent in
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33. Detail of Moses medallion, right upper supporting angel, 34. Detail of Moses medallion, left upper supporting angel,
seen upside-down seen upside-down

the desert, so must the Son of Man be lifted up’; with the continu-
ation understood: ‘That whosoever believeth in him, may not
perish; but may have life everlasting’ (John 3:14~15). The figure is
generally assumed to be John because of his text, although this
Evangelist was never normally depicted as bearded. Below him is
the half figure of Peter, with a long beard and balding head—more
the physiognomic type for Paul—looking away from the narrative
action and drawing attention to his scroll (ill. 35). This is taken from
St. Peter’s preaching to Cornelius and other Gentiles in Caesarea:
‘To him all the prophets give testimony,” which continues: ‘that by
his name all receive remission of sins, who believe in him’ (Acts
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35. Detail of Moses medallion, St. Peter

10:43). Corresponding to Peter on the right is the prophet Isaias
(ill. 36), bending over his scroll and pointing to its inscription:
‘Why [then] is thy apparel red, and thy garments like theirs
that tread in [the winepress?]’ (Isa. 63:2). Finally, the figure of
Jeremias (ill. 37), his head twisted to look back and down, appears
supine above the medallion border, partially closing the circle
of supporting figures. Over his body he holds a scroll with the
words: ‘Why wilt thou be as a wandering man, [as] a mighty man
that cannot save?’ (Jer. 14:19). The function of these extra witnesses
is to add justification and further resonance to the Brazen Serpent

typology.
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37. Detail of
Moses medallion,
Jeremias

Images of the Brazen Serpent are known to have existed in Eng-
land from the time of Bede, who records that Abbot Benedict Biscop
of Wearmouth and Jarrow brought from Rome pairs of typological

‘pictures, this subject among them: ‘Item serpenti in heremo a Moyse

exaltato, Filium hominis in cruce exaltatum comparavit’ (‘He also set
together the Son of Man lifted .up on the cross with the serpent lifted
up by Moses in the wilderness’).” The serpent hanging over a forked
stick is not, however, the usual form of the image, which is not
actually described in the biblical account. Characteristic of most
Romanesque representations is the serpent coiled atop a column.”
The forked-stick image is rare in Romanesque England, more com-
mon in Continental sources. One of the earliest known examples is
an unusual drawing from the eleventh century, of the serpent
mounted above the crucified Christ on its own rough-hewn cross,
in a tenth-century Sacramentary from St. Gall (ill. 38). The closest
analogue is in the great typological cycle Dialogus de laudibus sanctae
crucis, a Regensburg manuscript of about 1170-75, where the iso-
lated serpent is also draped passively on a forked stick.” A related
image occurs in the Zwiefalten manuscript of Flavius Josephus’s
Antiquitates Judaicae of about 1180, where Moses stands facing the
Brazen Serpent above the crucified Christ (ill. 27). Because most
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38. Brazen Serpent above Crucified Christ.
St. Gall Sacramentary, 10th century. St. Gallen,
Stiftsbibliothek, Cod. 342, detail of f. 281

surviving examples of this image are German, it is usually assumed
that the scene on the Cloisters Cross reflects a German source; but
the image could as well be initially characteristic of early English
art, with the German Romanesque examples as evidence of in-
fluence from England.” Quite possibly, the exchange of this imagery
developed as a parallel response to the liturgical reform recorded
in the tenth-century Regularis concordia Anglicae nationis monachorum
sanctimonialiumque (The Monastic Agreement of the Monks and
Nuns of the English Nation), the landmark monastic law of England,
which had a profound effect on the liturgy and the furnishings for
it. The candlestick in the shape of a serpent used in the lighting
ceremony on Maundy Thursday certainly developed out of liturgi-
cal needs.” Indeed, the focus of the Maundy Thursday liturgy de-
scribed in the Regularis concordia is on the mystery of the Redemp-
tion with special reference to the text of John 3:14-15.

Whatever sources the sculptor of the Cloisters Cross drew on,
there is no known pictorial model for the Moses medallion and no
precedent for the dramatic way in which the inscriptions function
to elucidate the meaning of the image and vice versa.
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39. Front of the Cross, upper shaft. The Ascension, and Caiaphas and Pilate
disputing the wording of the titulus



THE ICONOGRAPHY OF THE CROSS
The Titulus and the Dispute Between Pilate and Caiaphas

Above the central medallion the right hand of God the Father, bless-
ing the crucified Christ, emerges from a stylized cloud (ills. 39, 43).
The image of the blessing hand was associated with the scene of
the Crucifixion from an early date (ills. 24, 25). Here it is at the same
time directed toward the risen Christ in the Easter plaque. Imme-
diately above the hand is a projecting placard whose corners have
been cut away. This object bears the inscription ordered by Pontius
Pilate which, in accordance with standard Roman practice, stated
the reason for a criminal’s execution and was fastened to the head
of his cross. The titulus also serves here as a platform on which two
figures engage in lively debate: on the left the high priest Caiaphas,
with another priest in the shadows behind him, confronts Pontius
Pilate as they dispute the wording of the titulus (ill. 39). Each man
points emphatically with his right index finger: Caiaphas, identified
as a Jew by his conical hat, at Pilate; Pilate at the titulus below (ills.
40, 41). Each man is armed with a scroll bearing a key quotation
from John's Gospel.

All four Gospels give an account of the titulus: “And they put
over his head his cause written: THIS IS JESUS THE KING OF THE
JEWS” (Matt. 27:37; cf. Mark 15:26 and Luke 23:38). Despite slight
variations in the account, they all agree on the words ‘“THE KING
OF THE JEWS,” that is, the ‘cause’ of Christ’s execution. Luke adds
the information that the ‘superscription” was written ‘in letters of
Greek, and Latin, and Hebrew.” Only John, however, attributes di-
rect responsibility for the wording of the titulus to Pilate and records
the reaction of the chief priests:

And Pilate wrote a title also, and he put it upon the cross.
And the writing was: JESUS OF NAZARETH, THE KING OF
THE JEWS. This title therefore many of the Jews did read: .
..and it was written in Hebrew, in Greek, and in Latin.
Then the chief priests of the Jews said to Pilate: Write not,
The King of the Jews; but that he said, I am the King of
the Jews. Pilate answered: What I have written, I have
written. (John 19:19-22)

The sculptor of the Cloisters Cross has captured this confrontation,
allocating to Caiaphas, the high priest, the words: ‘Write not, The
King of the Jews; but that he said, I am the King of the Jews,” and
to Pilate his famous response, even more peremptory in the Latin:
[QUOID SCRIPSI SCRIPSI. The ‘cause,” in short, was to remain as the
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42. Dispute over the titulus. Moralized Bible, (Biblia de San Luis), 1226-34.
Toledo, Cathedral Library. MS. I, vol iii, detail of f. 64.

colonial governor’s final, ironic word on an event of which he had
publicly washed his hands.

There are few instances of this dramatic scene in medieval art
prior to 1300 and the Cloisters Cross is the earliest surviving
example. A German eleventh-century manuscript contains an image
of the Crucifixion in which the placard bears, below the canonical
titulus, the line Q[uold scripsi scripsi . dilxilt Pilat[us], but the dispute
itself is not depicted.” A scene iconographically similar to that on
the Cloisters Cross occurs in an early thirteenth-century French
Moralized Bible, enacted before the crucified Christ whose cross
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rises above the circular frame of the image (ill. 42). The accompa-
nying text summarizes the relevant passages from Matthew and
John, concluding with the words Quod scripsi scripsi. In the roundel
below, a priest celebrates Mass, attended by the faithful living and
dead (the souls of the latter emerge as naked figures from the clouds
above), while a group of Jews repudiates the event. The adjacent
text illuminates the meaning of both scenes. It reads in translation:

The fact that in death Jesus was given a triumphant title,
signifies that whoever is truly penitent through penances
[penitentie] will reign with Christ. That the Jews spoke
against the Scriptures and that Pilate confirmed them sig-
nifies that the Jews opposed the faith of Christ but that the
pagans accepted and maintained it.”

According to Longland, the dearth of images may have been due
to the fact that the dispute between Pilate and Caiaphas was re-
corded only by John and that even the extensive apocryphal lit-
erature on Pilate contains no mention of it. The wording of the
titulus itself and ideas about it seem to have circulated among bib-
lical scholars throughout the Middle Ages, but never surfaced pic-
torially in iconographic schemes until the twelfth century.* In the
absence of other examples, it is possible that the scene on the Clois-
ters Cross was based directly on the description in John’s Gospel
and had no precedent in the visual arts.”?

The scene of Pilate and Caiaphas has the effect of drawing attention
- to the titulus (ill. 43). Across its width run six lines of inscription,
interrupted after the first by the hand of God. The order of the
languages is that given by Luke: Greek, Latin, and Hebrew.

Knowledge of Greek was not widespread in the West in the
Middle Ages, but some idea of the alphabet was essential for the
rite of church dedication by the bishop.* Anglo-Saxon versions of
the Greek alphabet, such as the one given in the late tenth-century
Benedictional of Archbishop Robert, correspond fairly closely to the
letters used on the titulus.* It is therefore likely that the inscription
was put into Greek by translating a Latin model.

Even if the carver was not familiar with Greek, both it and the
Latin can be read (fig. 11). The text is almost complete. The notches
or hollows on the upper corners of the placard—cut away after the
inscription was made—caused several letters of each line to be lost.
Despite the losses and some misspellings, the Greek can be recon-
structed.”
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Transcribed, substituting the standard forms for M and N, it reads:

(IHC)YC : NAZAPHNYC : (BA)
(CHAHMC : HXMOM(O)
AICCON

(Here, and in the Latin transcription below, the letters in parentheses
are those lost when the placard was cut down.)

Corrected it would read:

IHEO¥E O NAZQITAIOE O BA
SIAEYS EEOMO
AIZZON

The Latin title begins with the abbreviated name of Jesus:

IH[SV]C : N(AZ)
ARENI[VS] - REX - [CON]JFESSO(RUM)

(The bracketed letters are expansions of abbreviations.)

In translation, the Greek and Latin inscriptions read identically:
‘Jesus of Nazareth, the King of the Confessors,” instead of the ca-
nonical ‘the King of the Jews.’
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Fig. 11. Text of Titulus
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The substitution of the word ‘Confessors’ for ‘Jews’ in Christ’s
title, involving as it does a change of the text given by the Scriptures,
is a distinctive feature of the Cloisters Cross, one that is not paral-
leled in any surviving work of art. The underlying thought, how-
ever, can be traced in a number of texts, beginning in the fourth
century with St. Jerome’s Liber de nominibus Hebraicis, where the
meaning of Juda is given as confitens, vel laudator, that is, ‘one who
confesses, or praises.””® The translation was adopted by Isidore of
Seville in the seventh century and by the Venerable Bede (c. 673
735), who in his Commentary on Luke explains with regard to the
titulus: quia Jesus rex Judaeorum est, hoc est imperator credentium et
confitentium Deum (‘because Jesus is King of the Jews, this is the
emperor of those who believe in and confess God").”

Longland discovered that the Irish were interested in carefully
reconstructing the languages of the titulus, and a ninth-century copy
of the writings of the seventh-century grammarian Cruindmelus
reflects a formulation close to that of the Cloisters Cross by the use
of confessorum instead of confitentium.® The word ‘confess’ derives
from the past participle confessus of the Latin verb confiteri. In the
ranks of the Church, a confessor is one who by his faith and per-
severance bears witness to Christ without undergoing martyrdom;
thus the sobriquet attached to the name of the English king Edward
the Confessor, who died in 1066 and was canonized in 1161.

By the twelfth century there were at least two English biblical
commentaries, according to Longland, that had wording very close
to that of the Cloisters Cross. One is a glossed Gospel of Mark from
Bury St. Edmunds, which has Basileos examolisson and Rex confesso-
rum as part of an interlinear gloss on Mark 15:26 (ill. 164).” Another
commentary reads Basileos exomologeson and Rex confessorum.” So
the existence of the exact wording, although rare, seems to show
that the text with confessorum came in as a ‘correction” of the word-
ing of earlier commentaries.

Of the three titles, the one given in “‘Hebrew’ is the most proble-
matic. It has often been thought to be in a language that pretends
to be Hebrew and is consequently meaningless.” According to
Wiltrud Mersmann, the inventor of these letters knew enough
about the language to write it from right to left and therefore
simply spelled JESUS - NAZARENUS - REX - JUDEORUM backwards
as MUROEDUJ - XER - SUNERAZ; however, running out of space at
the bottom of the titulus, he omitted AN - SUSE}].” In terms of this
solution, it has recently been pointed out that the final omission
could have been due to the carver’s awareness that the name Jesus
in Hebrew was used as an insult by Jews: its letters stand for the

72



THE ICONOGRAPHY OF THE CROSS

44. Figures from the font

at Southrop, Gloucestershire,
with inscriptions in reverse.
Late 12th century

imprecation ‘May his name be erased in memory.’” Two other

possible solutions have been proposed by Helmut Nickel, one that
a Hebrew-Aramaic cryptogram is involved, another based on the
observation that some of the letters resemble paleo-Hebrew charac-
ters, turned upside down.” (Hebrew alphabets were known in
twelfth-century England—there is, for example, a document in Heb-
rew from Lincoln dated 1182*—suggesting that a model could have
been located if desired.) The latter theory calls for the Latin text to
have been written in Hebrew characters by a scribe working from
left to right in his accustomed way, and then copied, with certain
adjustments, upside down on the cross, thus creating an approxi-
mation of the right-to-left course of Hebrew script. Such an orien-
tation would, in fact, be correct from the viewpoint of Pilate and
Caiaphas on the placard above, leaving the Greek and Latin inscrip-
tions to face the viewer. A misorientation of the Hebrew could also
have been a deliberate expression of disapproval. An analogous
example exists on the late twelfth-century font at Southrop (Glou-
cestershire), where in the labeling of the figures of Virtues and Vices,
the names of the Vices are inscribed in reverse (ill. 44).*

The only known scene with a titulus comparable to that of the
Cloisters Cross is in a Psalter and Hours of the Virgin from Oxford
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45. Crucifixion and Deposition.
Psalter and Hours, ¢.1200-10.
London, British Library,
Arundel 157, {. 10v

46. Crucifixion. Engraving after f. 150
of the now destroyed Hortus Deliciarum
of Herrad of Hohenbourg,

formerly in Strasbourg
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of about 1200-10 showing the Crucifixion with the Deposition below
it (ill. 45).” In the Deposition the wording is conventional: HIC : IHC
:NAZARENI[VS] : / REX : IVDEORVM. The titulus in the Crucifixion,
however, clearly represents the thought behind that of the Cloisters
Cross. The conspicuous, three-line inscription, though it uses the
Roman alphabet throughout, follows the language order—Hebrew,
Greek, Latin—given by John: MALC[VS]: IUDEORIVM]: BASIL / EOS:
EXOMOLOYSON / REX: [CONJFITENTIVM (King of the Jews, King of
the Confessors, King of the Confessors).” Only the Hebrew (the
word malcus is the Latinized rendering of the Hebrew melech, or
‘king’) names the Jews as such; the Greek and Latin refer to the King
of the Confessors following Jerome’s etymology. The Greek, despite
its variant spelling of exomolisson, corresponds to the wording on
the Cloisters Cross. The Latin here, however, uses confitentium as a
synonym for confessorum.

The word confessorum occurs in another work of art, not in the
titulus but as a gloss on it. In a Crucifixion scene in the Hortus
deliciarum of 1176-96 (known from a nineteenth-century drawing
made before the manuscript was destroyed by fire), replete with
allegorical figures and heavily annotated, the titulus reads conven-
tionally, but to the right of it is the explanation: Jhe[sus] rex
iudeor[um) / id est rex con/fessorlum] (ill. 46).%”

The Good Friday Plaque

On the surviving terminals surrounding the central Moses medal-
lion are three narrative compositions derived from the New Testa-
ment. The events that took place on Good Friday after the Crucifix-
ion, including the Descent from the Cross, appear on the right in a
densely arranged scene (ill. 48).° With both hands and feet freed,
the dead Christ (ill. 55), in a near ankle-length perizonium, is shown
erect before the cross as an emblem of suffering. On either side of
the cross are female personifications of Sol and Luna (ll. 47). At

47 (below). Sol and Luna from the Good Friday plaque




48. Front of the Cross,
Good Friday plaque

CHAPTER TWO

Christ’s feet is his own enshrouded body (ill. 50), lying horizontally
on the stone of unction and lamented by a seated, bearded figure
holding an inscription from Zacharias 12:10: ‘they shall mourn for
him as [one mourneth for] an only son’ (ill. 52). The Deposition
Christ is supported only by the Virgin (ill. 48); her veiled hands
display the nail wound in her son’s right hand while Nicodemus,
bracing the enormous pliers on his knee, reveals the nail in Christ’s
left hand to the inquisitive crowd, three members of which wear
Jewish hats. Both the Virgin and John appear to be floating in space
without any ground line. In the lower right corner is Oceanus, the
personification of the sea, pouring water from a vessel (ill. 53).
Conspicuously absent as a participant in the Deposition scene is
Joseph of Arimathea, who is usually shown supporting Christ’s
body as it is lowered from the cross. The omission is exceptional in
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49. Deposition, Entombment,

Jews before Pilate, Resurrection.
Gospels, Bury St. Edmunds, ¢.1130-40.
Cambridge, Pembroke College,

MS 120, £. 4

Western art although it may be noted in Middle Byzantine gospel-
book illustration (ill. 51).” The Deposition on the Cloisters Cross is
also noteworthy for incorporating several features more typical of
a traditional Crucifixion scene. The cosmic symbols of the mourning
Sun and Moon, depicted as bust-length figures turned in adoration
of Christ, are motifs that appear more frequently in Ottonian and
Anglo-Saxon Crucifixions (ill. 25) than in Depositions. Oceanus is a
classical personification, usually paired with Terra, that first appears
in Carolingian Crucifixion scenes (ill. 24); with Sun and Moon above
the crucifix, the figures of Earth and Sea take on a cosmological
aspect, illustrating allegorically the universal significance of Christ’s
sacrifice.” The Roman soldier at the left, traditionally called Lon-
ginus, with his prominent lance and shield, is a direct reference to
the wound inflicted in Christ’s side (under his right arm).® Below
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50. Good Friday plaque, shrouded figure of Christ
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the scroll and stone of unction at the bottom of the plaque are four
skulls indicating Golgotha, an element not usually seen in a Deposi-
tion. In addition, the dense crowd behind Nicodemus is more remi-
niscent of the tumult frequently encountered in later depictions of
the Crucifixion. Joseph of Arimathea’s absence from the Deposition
here may thus be due less to Byzantine models than to an attempt
to clarify the significance of merging the scene with that of the
Crucifixion.*”

This telescoping of different Good Friday episodes into one com-
position accounts for the horizontal body of Christ, tightly wrapped
in a criss-crossed shroud and mourned by three figures: a bearded
man in a conical hat and two women who cover their faces in grief
(ill. 50). The scene does not correspond to the standard iconography
of either an Entombment or a Lamentation, since in the former
attendants invariably hold the body and lower it into the tomb, and
in the latter the Virgin embraces the head of Christ. It seems that
because of the restricted space, only certain features of the Entomb-
ment and the Lamentation have been used to create a single, abbre-
viated version of the two subjects.

52. Lamenting figure 53. Oceanus, from the
from the Good Friday plaque Good Friday plaque



54. Crucifixion. Worcester Chronicle,
Bury St. Edmunds, ¢.1150-75.
Oxford, Bodleian Library,

MS Bodley 297, detail of p. 71

Typically, the scenes of the Crucifixion, Descent from the Cross,
Lamentation, and/or Entombment are separated even when de-
picted in the same work—as, for example, on a Middle Byzantine
ivory in the Victoria and Albert Museum,® or on a page from a Bury
St. Edmunds New Testament cycle of about 113040 (ill. 49).” The
close narrative relationship of the events, however, helps explain
their pictorial mutation into a unified composition on the Cloisters
Cross.

The figure of Christ in the Deposition (ill. 55) is of particular
interest in that it is closely affiliated with a series of English
examples of the second and third quarters of the twelfth century.
The long, clinging perizonium with lappets and open on one side
has parallels in manuscript illustration, as in the Winchester Psal-
ter,” the Florence and John of Worcester Chronicle (ill. 54),% and the
Lambeth Bible,” and in metal corpora in Cambridge, London, and
Monmouth.” This is a distinct departure from Continental repre-
sentations of Christ, which normally depict him in a shorter peri-
zonium with either a central knot or with the knot obliquely posi-
tioned on the side.”" The specifically English motif appears first in
Anglo-Saxon miniatures and survives until the early thirteenth cen-
tury,” as in the walrus ivory corpus in Oslo (Il. 13).
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55. Good Friday plaque, Christ



56. Front of the Cross,
Easter plaque

CHAPTER TWO

The Easter Plaque

The narrative continues on the left terminal with the events of Eas-
ter, showing the encounter between the Holy Women and the Angel
at the Tomb, with the risen Christ at the left (ill. 56). Like the right
terminal, it fuses distinct episodes into a single composition. Three
Holy Women, one indicated only by her head, approach the angel
from the right (ill. 60); the two full-length figures each carry an
ointment jar, and the leader also swings a censer. The angel, seated
on the sarcophagus, presents a scroll with the words of Mark 16:6:
‘you seek Jesus.of Nazareth, who was crucified’ (ill. 59). The passage
continues: ‘he is risen, he is not here,’ thus identifying the risen
Christ, who is depicted as a beardless youth, looking and moving
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upward behind the open sarcophagus. He holds a double-armed
cross, or crux gemina, with a banner in his right hand, and raises his
left toward heaven and the hand of God on the upper shaft of the
cross (ill. 121). Neatly and compactly stacked in the space under the
tomb are five, fully armored, sleeping soldiers (ill. 61). Although the
figures in this scene are significantly larger than those on the Good
Friday plaque, they share a similar compositional principle of ap-
pearing to float in space without any substantive ground line. The
somewhat disjunctive arrangement of soldiers, with the strong hori-
zontal emphasis at the bottom of the stack, intentionally echoes that
of the terminal opposite.

Iconographically the plaque preserves some of the elements
known from Early Christian art, as is reflected in the so-called
Reider’sche ivory panel of about 400, which shows the Three Marys
at the Tomb on the lower register and the Ascension above (ill. 57).”
The quadrangular format of the terminal dictates the way in which
the passage of Mark is depicted, so that the tall canopy over the
Holy Sepulchre is eliminated. The cloth in which Christ had been
wrapped lies over the edge of the sarcophagus. During the Middle

57. Three Marys at the Tomb with Ascension above.  58. Resurrection scene. Stammheim Missal, c.1160.
Ivory panel, ¢.400. Munich, Formerly Schloss Stammheim.
Bayerisches Nationalmuseum Private collection



59. Easter plaque, Angel at the Tomb



60. Easter plaque, the Three Marys
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Ages the Resurrection was generally signified by the scene of the
Marys at the Sepulchre, and the actual event was depicted only
sporadically, as in the early eleventh-century Bible of Santa Maria
de Ripoll in Catalonia.” In the twelfth century the two scenes appear
together in several works in which Christ is shown reaching up
toward the hand of God. The Stammheim Missal, a Hildesheim
manuscript of about 1160, depicts Christ rising above the sepulchre
where the angel appears to two Holy Women; four Old Testament
antetypes are illustrated in the corners of the illumination (ll. 58).”
Like the figures on the cross, some of those in the Missal bear
inscribed scrolls explaining the action. The gilt-bronze flabellum in
Kremsmiinster, probably an English work of about 1170-80, presents
a formulation of the subject with the risen Christ in the presence of
the Three Marys on the left and Christ lifted up to heaven by the
hand of God on the right.”

On the Cloisters Cross, the hand of God toward which Christ
reaches emerges from a cloud behind the titulus (ills. 21, 43), so that
the dramatic force of the gesture extends over half the cross. This
visual linkage between different parts of the work is one of the many
subtle features that draw meaning out of its scenes, making them
more symbolic—almost devotional—than strictly narrative.

The sleeping soldiers wear armor and pointed or rounded hel-
mets, and they have long, tapering shields with central bosses.

61. Easter plaque, sleeping soldiers
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These are features characteristic of English armor of the later
eleventh and of the twelfth century. They appear, for example, in
the Bayeux Tapestry, the Bury Bible (ill. 62), and the so-called Temple
Pyx of about 1140-50 (ill. 63).” The scene of the Resurrection sub-
sequently developed a new iconography, discarding the episode of
the Three Marys in favor of the figure of Christ isolated and actually
breaking out of the tomb in one victorious image, as seen on the
Mosan enameled armilla in the Louvre, which can be dated about
1175-80.”

62. Soldiers, from the Bury Bible.
Cambridge, Corpus Christi College, MS 2, f. 245v
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63. Sleeping soldiers.
Temple Pyx, ¢.1140-50.
Glasgow Museums: The Burrell Collection




64. Front of the Cross, Ascension plaque

The Ascension Plaque

The Ascension of Christ is the subject of the upper terminal (ill. 64).
Wingless angels (the ‘two men ... in white garments’ of Acts 1:10)
hovering on either side of the disappearing Christ proclaim the
event to the watchers below. Inscribed on the scrolls are the words
of Acts 1:11, to the left: “Ye men of Galilee, why stand you looking
up to heaven?’; continued on the right: ‘[This Jesus who is taken up
from you into heaven,] shall so come, as you have seen [him going
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65. Ascension. Gospels, ¢.1130-40.
Cambridge, Pembroke College,
MS 120, detail of {. 5v

into heaven].” The composition is strictly symmetrical in arrange-
ment: the ascending Christ in the middle, shown only from his
thighs down, is flanked on the left by the Virgin with covered hands
and an apostle holding a scroll(?), and on the right by John and
another apostle, both holding books (ill. 64). Four other ‘men of
Galilee” appear in the center as heads only; three of them look in
Christ’s direction. A ‘cloud’ at the top of the plaque (‘and a cloud
received him out of their sight’) and a stylized hill, representing
Mount Olivet, in the center at the foot complete the details (Acts
1:9, 12).

The iconographic rendering of the Ascension with the disappear-
ing Christ first developed in England at the end of the tenth century
and is a distinct departure from the Continental form, in which
Christ ascends on a cloud or reaches toward heaven.” In a psalter
from the North of England or from Lincoln of about 1170 (ill. 66),
the Ascension scene shows two winged angels with inscribed scrolls
each bearing the same text adapted from Acts 1:11: Viri Galilei quid
statis admirantes.” A similar Ascension, but with wingless angels,
occurs in the Bury St. Edmunds New Testament cycle of about
113040 (ill. 65). The emphasis on the physically disappearing figure
of Christ is evidently intended to focus on the material reality of
the miracle and its triumphant nature. Significantly, its depiction
here has on its reverse the eagle of John the Evangelist, whose words
dominate the New Testament inscriptions on the cross. Thus the
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66. Ascensfon, ¢.1170. Psalter. Glasgow, University Library, MS Hunter 229 (U.3,2), f. 14.
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concept of the ascending Christ can be linked to the symbol of John's
soaring theological insight, as expressed by the Carolingian theo-
logian Alcuin: ‘indeed of all the birds, the eagle flies highest. ...
[John] flies up to heaven with the Lord.”®

As if to acknowledge clearly the two natures of Christ, the edges
of the Ascension panel are inscribed in Greek (transcribed here with
the standard forms of N, I1, and X substituted for those used on the
Cross: ANTPOIIOC (left); XPICTO C-TIAN (top); TWXPATON (right), the
last word being split because of its length (ills. 67—-69). Corrected,
this would read: O ANOPQITOX O XPIZTOX OTIANTOKPATOP. The words
anthropos (man) and pantocrator (the almighty) proclaim Christos as
both human and divine. By their placement on the upper terminal
of the cross, they refer to the person of Christ ascended into heaven
and emphasize the unity of his two natures. St. Augustine, in a
sermon on the Ascension, had made this connection: ‘He shall come
to men. He shall come as a Man, but he shall come as the God-Man.
He shall come as true God and true Man to make men like unto
God.”® :

So far as is known, this is a unique instance of the naming of the
natures of Christ in a Western work of art. The title ‘Pantocrator’
seems to have been associated with an image of Christ only in
Byzantine art from the twelfth century onward.” In the Norman
mosaics at Monreale in Sicily (1170s), the Pantocrator image follows
the Byzantine tradition and bears the inscription IZ XX O ITANTO-
KPATOP.* The late twelfth-century vault of the Holy Sepulchre
Chapel at Winchester includes an image of a Pantocrator among its
painted scenes, but without an inscription.”

The Missing Terminal

The subject of the lower terminal of the cross could not have been
Christ before Caiaphas, as the morse ivory plaque bearing that scene
(discussed in the previous chapter) was once assumed to be (ills. 14,
16). The appearance of Christ before Caiaphas (or Pilate) is shown

67-69. Inscription on sides and top of Ascension plaque
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occasionally below the Crucifixion, but thematically and concep-
tually it is already implied here by the presence of Caiaphas and
Pilate in the dispute over the titulus above; as a secondary Passion
subject, the scene is inappropriate in the context of the other termi-
nals. The Harrowing of Hell has also been proposed as the subject,
but that hypothesis too must be discounted: first, because Adam
and Eve are already represented at the foot of the cross and to repeat
their figures just below would be redundant; and second, because
the evidence of Christ’s blood on Adam’s shoulder already ex-
presses the redemptive idea that is implicit in the Harrowing of Hell
(ill. 26).%

The thematic counterpart of the subjects on the other terminals
is the Nativity, a scene traditionally associated with Matthew, whose
symbol would have been on the reverse. Visual formulation of the
birth of Christ below his Crucifixion—thus marking the beginning
and end of his mortal life—can be found in, for example, the Liege
ivory book cover of about 1030-50 (ill. 70). It may be worth noting
in this connection that the Nativity is the only event of Christ’s life
apart from the Passion mentioned in the hymn Pange, lingua, gloriost,
sung during the Adoration of the Cross on Good Friday: ‘He lies a
weeping Babe in a little crib. His Virgin Mother swathes his limbs
with clothes. The hands and feet of God are tied with bands!"”

70. Nativity below the Crucifixion. Detail of ivory book cover,
Liege, ¢.1030-50. Brussels, Musées Royaux d’Art et d'Histoire
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The Back of the Cross

The Prophets

The reverse side of the cross originally presented a sequence of
eighteen Old Testament figures—including the missing Jonas—plus
a figure of Matthew, with scrolls bearing passages from their books.
They are positioned along the shaft and crossbar, which are centered
on the Agnus Dei medallion, and surrounded by the symbols of the
New Testament Evangelists in the terminals (ill. 71; fig. 12, p. 94).

The prophets on the shaft are shown as busts, each identified by
name above and linked with the next below by their scrolls, which
form a rhythmic, chainlike effect. The six prophets on the arms are
of shifting scale, some full-length, like Malachias (ill. 72), others
truncated or foreshortened (ill. 73). Unlike the prophets on the shaft,
gazing out of their niches, these men appear actively engaged in
discourse or disputation among themselves, as emphasized by pos-
ture (the two outer figures on each side face the man nearest the
medallion), gesticulations, sharp, projecting beards, and exagger-
ated drapery forms. Each prophet is distinguished by a different
physiognomy, with subtle shifts in orientation. With the exception
of the three prophets on the left arm, and of David and Solomon,
who wear crowns, all the figures are nimbed. The order on the cross
is apparently random (fig. 13, p. 96).

Such a comprehensive sequence of prophets bearing proclama-
tions of Christ’s fate has no exact parallel. Their function is both
typological and testimonial in nature, that is to say, the emphasis is
equally on how the Old Testament anticipates events in the New
and how it justifies them. The order in which the inscriptions were
to be read is, of course, uncertain, but for convenience they will be
reviewed here beginning at the top of the shaft and working down
it, and then going to the left and right arms.

David, followed by Solomon (ills. 74, 75), prophesies the Crucifix-
ion: “They have dug my hands and feet. They have numbered all
my bones’ (Ps. 21:17-18); and ‘I will go up into the palm tree, and
will take hold of the fruit thereof” (Cant. 7:8). The betrayal of Christ
is foreseen by Abdias (ill. 76): ’. . . the men of thy confederacy have
deceived thee’ (Abd. 1:7). Christ’s triumph over death is predicted
by Osee (ill. 77), just below the medallion containing the allegory of
the Agnus Dei: ‘O death, I will be thy death” (Osee 13:14). Christ’s
sacrifice of himself is foretold by Isaias (ill. 78): "He was offered
because it was his own will’” (Isa. 53:7). Following the words of
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SAINT
MARK

NAHUM AGGEUS BALAAM
1 have I...wil A man [sceptre]
afflicted thee, | make thee | Shall spring up
metvil | e, | om et
more, saith (Agg- 2:24) | sepulchre shall
the Lord. be glorious.
(Nahum 1:12) (Num. 24:17.
Isa. 11:10)

Fig. 12. Back of the Cross:
inscriptions in English

JOHN THE EVANGELIST
They shall look on him whom
they pierced. You shall not break a bone
of him.
(John 19:37. John 19:36)

DAVID
They have dug my
hands and feet.
They have
numbered all my
bones.

(Ps. 21:17-18)

SOLOMON

1 will go up into

the palm tree, and

will take hold of

the fruit thereof.
(Cant. 7:8)

ABDIAS
The men of thy
conferacy have
deceived thee.

(Abd. 1:7)

The Lamb of God

Let us . . . cut him off from the land of
the living. (Jer. 11:19)

St. John: And [ wept much. (Apoc. 5:4)

Behold, weep not: = . . The Lamb that was slain is worthy to
receive power, and divinity. {Apoc. 5:5, 12)

Cursed is every one that hangeth on a tree. (Gal. 3:13)

MALACHIAS

Shall a man

afflict God?

for you

afflict me.
(Mal. 3:8)

AMOS

He hath
sold the

just man
for silver.
(Amos 2.6)

JOB

For I know that
my Redeemer
liveth, . . . and
in my flesh I
shall see God
my Saviour.[my
God].

(Job 19:2526)

I was as a meek lamb, that is carried to be a victim.
(Jer. 11:19)

S — ]

OSEE
O death, I will be
thy death.
(Osee 13:14)

ISAIAS
He was offered
because it was his
own will.

(Isa. 53:7,
MICHEAS
Shall I give my
firstborn for
my wickedness,
saith the Lord.

(Mich. 6:7)
HABACUC
Woe to him that
giveth drink to his

friend, and

presenteth [his] gall.
(Hab. 2:15)

SOPHONIAS

I will cut off all

that have afflicted

thee at that time.
{Soph. 3:19)

JOEL
[And the Lord]
shall . . . utter his
voice from
Jerusalem: and
heaven [the
heavens] and the
earth shall be
moved. (Joel 3:16)
DANIEL
After seventy-two
[sixty-two] weeks
Christ shall be slain.
{Dan. 9:26)
EZECHIEL
Son of man, behold
they shall put
bands upon thee,
and they shall bind
thee [with them].
(Ezec. 3:25)
MATTHEW
[For] as Jonas was
in the [whale’s]
belly three days
and three nights: so
shall the Son [of
man be in the heart
of the earth three
days and three
nights].
(Mat. 12:40)
JONAS

SAINT
LUKE




71. The Cloisters Cross, back




DAVID

SALOMON
Solomon

ABDIAS

Nahum
OSEE

YSAIAS
Isaias

MICHEAS

ABACUC
Habacuc

SOPHONIAS

IOHEL
Joel

DANIEL
EZECHIEL

MATHEUS
Matthew

JONAS

NAYM AGGEUS BALAAM MALACHIAS AMOS I0B

Job

Fig. 13. Schematic list of prophets on back of the Cross

Micheas (ill. 79), ‘shall I give my firstborn for my wickedness?’
(Mich. 6:7), Habacuc (ill. 80) speaks of treachery in reference to
Cham'’s betrayal of the drunken Noe: ‘Woe to him that giveth drink
to his friend, and presenteth his gall, [and maketh him drunk, that
he may behold his nakedness]’ (Hab. 2:15). Death will be the judg-
ment, according to Sophonias (ill. 81): *. . . I will cut off all that have
afflicted thee at that time’ (Soph. 3:19). The awesome Day of Judg-
ment is foretold by Joel (ill. 82): ‘[And the Lord] shall. .. utter his
voice from Jerusalem: and heaven [sic: the heavens] and the earth
shall be moved’ (Joel 3:16). Daniel (ill. 83) predicts Christ’s death: *.
. . after seventy-two [sic: sixty-two] weeks Christ shall be slain” (Dan.
9:26). Ezechiel (ill. 84) prophesies the arrest of Christ: ‘{And thou,
O] son of man, behold they shall put bands upon thee, and they
shall bind thee [with them]" (Ezec. 3:25). The sequence now ends
with the prophetic words of Christ himself, as reported by Matthew
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(ill. 85), directly linking the Old and New Testaments: ‘[For] as Jonas
was in the [whale’s] belly three days and three nights: so shall the
Son [of man be in the heart of the earth three days and three nights]’
(Matt. 12:40; the reference is to Jon. 2:1). The bust of Jonas at the
foot of the shaft is lost, along with his inscription.

On the crossbar the prophets on the left—Nahum, Aggeus, and
Balaam (ills. 86, 87, 88)—carry the promise of deliverance: ‘I have
afflicted thee, and I will afflict thee no more’ (Nah. 1:12); “...1...
will make thee as a signet’ (Agg. 2:24); *. . . a man [sic: sceptre] shall
spring up from Israel’ (Num. 24:17), ‘and his sepulchre shall be
glorious’ (Isa. 11:10). Malachias (ill. 89) on the left of the right arm
refers to the betrayal of God’s laws and the need for repentance:
‘Shall a man afflict God? for you afflict me” (Mal. 3:8). Next, Amos
(ill. 90) foretells the treachery of Judas: “. . . he hath sold the just man
for silver’ (Amos 2:6). Job’s testimony (ill. 91) on the extreme right
refers to both the Resurrection of Christ and the resurrection of the
dead: ‘[For] I know that my Redeemer liveth, . ..and in my flesh I
shall see God my Saviour [sic: my God]" (Job 19:25-26).

This arrangement of prophets bearing witness seems to have few
links to the iconographic programs of other early medieval crosses.
Mersmann found some precedent, however, in the fragmentary
stone cross of the early ninth century from Otley (Yorkshire), where
busts of apostles or prophets without texts are positioned in regis-
ters on the shaft.® The use of prophets with testimonial texts
becomes common in the course of the twelfth century, when they
frequently frame narrative scenes, as for example, on the Kloster-
neuburg ambo or in the Gospels of Henry the Lion (ills. 29, 102).

72. Back of the Cross, right crossbar, Malachias 73. Back of the Cross, left crossbar, Nahum and Aggeus



75. Upper shaft, Solomon

76. Upper shaft, Abdias 77. Lower shaft, Osee




78. Lower shaft, Isaias 79. Lower shaft, Micheas

. Lower shaft, Habacuc 81. Lower shaft, Sophonias




83. Lower shaft, Daniel

84. Lower shaft, Ezechiel 85. Lower shaft, Matthew




87. Left crossbar, Aggeus

88. Left crossbar, Balaam 89. Right crossbar, Malachias




90. Right crossbar, Amos
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More typically, they are an integral part of Bible illustration — for
example in the Worms Bible of 1148.” Conceptually, this approach
to New Testament narrative, with the providential text and figures
of the Old Testament, is already developed in the sixth-century
Syrian Codex Sinopensis and the Rossano Gospels;” in the former,
two Old Testament busts with their texts frame the New Testament
narrative. By the eleventh century the rotunda of the Holy Sepulchre
in Jerusalem possessed a mosaic cycle, now lost, that included a
procession of thirteen prophets holding scrolls inscribed with their
prophecies.” A number of architectural structures were erected in
Western Europe in honor of the Holy Sepulchre, and some preserve
wall paintings that are evidently imitations of its decoration. One
of these buildings, the Chapel of St.-Jean du Liget (Indre-et-Loire),
decorated around 1200, contains a sequence of bust-length prophets;
there were probably at least twelve originally, of which four sur-
vive.” The prophets are identified in the background and hold in-
scribed scrolls that hang over the framing band below them in a
manner similar to those on the Cloisters Cross. Essentially they have
the same function as the prophets on the cross: they both foretell
and justify the events of the New Testament.

91. Right crossbar, Job
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92. Back of the Cross, upper terminal, eagle of St. John

The Evangelist Symbols

The Evangelist symbols that inhabit the surviving three terminals
contrast radically with the prophets in their dramatic shift in scale,
sculptural projection, and naturalism. Unlike the other figures and
scenes on the cross, each symbol, identified above its head by the
Evangelist’'s name, is set against a geometric field, a feature more
typical of stained glass or manuscript illumination. Behind the eagle
of John at the top, is a star-patterned grid (ill. 92); behind the lion
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93. Back of the Cross, left terminal, lion of St. Mark

of Mark on the left, a lozenge-hatched ground (ill. 93); and behind
the ox of Luke on the right, a grid with flowered interstices (ill. 94).
The lion and the ox, each with its forelegs resting on a book, spring
away from the cross, while turning their heads back toward the
Lamb of God. The eagle holds a scroll in its claws inscribed with
the texts: ‘They shall look on him whom they pierced” (John 19:37);
“You shall not break a bone of him’ (John 19:36). The first of these
citations is based on Zacharias 12:10, the second on Exodus 12:46
and Numbers 9:12; they are used by the Evangelist in reference to
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94. Back of the Cross, right terminal, ox of St. Luke

the wound made in the side of Christ and to the fact that his legs,
unlike those of the two thieves crucified with him, were not
broken—'these things were done, that the Scripture might be ful-
filled” (John 19:36).

The missing terminal at the foot of the cross must have repre-
sented Matthew, whose symbol is the winged man. A comparable
arrangement on the back of the Monmouth Crucifix, the only com-
plete English Romanesque crucifix to survive, shows the symbol of
Matthew at the base holding a book in covered hands (ill. 95).”
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95. Monmouth Crucifix, back, ¢.1170-80. Monmouth, Church of St. Mary



96. Back of the Cross, Lamb medallion
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CHAPTER TWO
The Allegory of the Agnus Dei

The focus and culmination of the prophetic testimonies is the central
medallion with the allegory of the Agnus Dei (ill. 96). The Lamb is
much larger in scale than the figures immediately surrounding it
and, even though smaller than the Evangelist symbols, is linked to
them by its form. It stands to the left, with its head turned back
toward the angel on the right. The sense of motion that charges the
composition gains intensity from the four angels—two with wings,
two without—supporting the frame of the medallion (ills. 107-110)
and by the intersecting arcs of the scrolls. The selection of texts from
both the Old and New Testaments adds to the dramatic interchange.
As if excerpted from a Crucifixion scene, the grieving John (ill. 100)
stands by the sacrificial yet triumphant Lamb, below the upper
curve of the frame bearing his name and words from Apocalypse
5:4: ‘St. John: And I wept much.” John’s head meets the long scroll
held up by the angel (ill. 101), with its resounding refrain taken from
two different verses of the Apocalypse: ‘Behold, Weep not” (Apoc.
5:5); ‘The Lamb that was slain is worthy to receive power, and
divinity’ (Apoc. 5:12). The prophet Jeremias is represented twice,
once immediately below the Lamb (ill. 98) and again, recumbent on
the top of the frame (ill. 99), looking up to the other prophets and
the eagle of John. The words on his scrolls are taken from a single
verse of Jeremias, a poignant prediction of Christ’s sacrificial des-
tiny: ‘I was as a meek lamb, that is carried to be a victim . .. Let us
... cut him off from the land of the living” (Jer. 11:19).

Synagogue stands to the left of the Lamb, in front of John (ills.
100, 104). She is not blindfolded as is typical of later images; rather,
her mantle falls over her eyes as she turns away from the Lamb.

98. Jeremias below the Lamb 99. Jeremias recumbant above Lamb medallion
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100. Lamb medallion, figures of St. John and Synagogue 101. Lamb medallion, angel with text from the Apocalypse

Her lance, precariously aimed, rests on the Lamb’s right front thigh
and below the spot on the breast where there is a dark stain; this is
probably a later addition to indicate a wound that seems not to have
been part of the sculptor’s original intention. The adjacent radiating
ridges, which might be taken for jets of blood spurting from a
wound, are, in fact, the folds of drapery of Synagogue’s sleeve. Her
scroll states: ‘Cursed is every one that hangeth on a tree.” The text
is from Galatians 3:13, in which St. Paul, referring to Deuteronomy
21:23, explains the consequences of Christ’s death on the Cross:
‘Christ hath redeemed us from the curse of the law, being made a
curse for us: for it is written: Cursed is every one that hangeth on
a tree.’

The confrontation of Synagogue and the Lamb of God is one of
the most enigmatic features of the iconographic program of the
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Cloisters Cross. Exceptionally, Ecclesia, the personification of the
Church, is not present, although she and Synagoga are consistently
paired in Crucifixion scenes from the inception of this symbolic and
allegorical formulation in Carolingian art.” The absence of Ecclesia
is all the more puzzling because the words of the couplet on the
front of the shaft would seem to require a final visual reference to
the ultimate victory of the Church. Perhaps the Lamb itself was
intended to fulfill that purpose, being the invincible reminder that
it is ‘worthy to receive power, and divinity,” as the angel’s inscrip-
tion states. Indeed, the angel holding the scroll with these words
receives the gaze of the Lamb and might, therefore, also be linked
with and function as Ecclesia.

The allegory of the scene is further charged by the ambiguity of
the position of the unbroken lance aimed at the Lamb. According
to the angel’s inscription, the purpose of the lance would seem clear:
‘Behold. . .. The Lamb that was slain.” Yet the words of an invoca-
tion, ‘Lamb ever slain, yet ever living, thou comest to take away the
sins of the world,” elucidate the two aspects of the Lamb.”

This unusual image of the Lamb and Synagogue is related to
several others of the twelfth and early thirteenth centuries whose
purpose is to present allegorical exegesis in visual form. The image
is less equivocal in the Gospels of Henry the Lion (ill. 102), in which
Ecclesia and Synagoga take their traditional places on either side of
the Crucifixion, while to the lower right Synagoga pierces the sacri-
ficial Lamb with her unbroken lance. Significantly, she too bears a

102. Crucifixion, with Ecclesia and Synagoga, 103. Ecclesia and Synagoga with the Lamb.
Gospels of Henry the Lion. Wolfenbiittel, Missal, first half of thirteenth century.
Herzog August-Bibliothek, Harvard University, Houghton Library,

Cod. Guelf, 105 Noviss. 2, detail of f. 170v MS Typ-120



104. Detail of Lamb medallion, figure of Synagogue



105. Cowled figure beneath frame of Lamb medallion

scroll with the identical passage from Galatians 3:13: ‘Cursed is
every one that hangeth on a tree.”” This theme is even more dra-
matically portrayed in an illuminated initial in a late twelfth-century
Homilary, where blindfolded Synagoga clutches the Lamb and
slaughters it with a knife while Ecclesia, shown next to her with a
distaff, looks up to a Christ of the Last Judgment.” By the early
thirteenth century, several representations take this -allegorical sac-
rifice a step further, depicting Ecclesia holding her chalice to receive
the flow of sacrificial blood caused by Synagoga piercing the Lamb.
This motif appears in a Parisian Pontifical in which the Lamb in a
medallion is shown on a tau cross, in a Missal from Noyon (ill. 103),
and in the apse arch from Spentrup, now in Copenhagen.” The scene
on the Cloisters Cross is the earliest of these and perhaps owes its
greater ambiguity to the fact that the tradition for pictorializing such
allegorical exegesis had yet to be established.

Finally, there is a single unidentified figure in the upper quadrant
of the medallion, floating toward the angel as if in discourse over
the latter’s text (ill. 105). This enigmatic character is certainly a
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106. St. Pachomius receiving Easter Tables from an angel. Psalter, 1012-23.
London, British Library, MS Arundel 155, f. 9v

monk, since he wears a cowled hood distinctively different from the
pointed hats of the Jews. Mersmann related this detail of the com-
position to a scene in an Anglo-Saxon Psalter showing the monk St.
Pachomius receiving the Easter Tables from an angel (ll. 106).”
Angels excluded, this is the only figure in the medallion without
any means of personal identification. Does it represent a self-portrait
of the artist, or—as Thomas Hoving has proposed—a portrait of
Samson, Abbot of Bury St. Edmunds (1182-1212), in the role of
patron?™ It would be audacious, though not without precedent, for
either the patron or the artist to be actively integrated into such a
composition."” From the gesture of his hand it is difficult to interpret
how the monk is intended to relate to the angel whom he seems to
confront; the closed hand often, though not exclusively, signifies
aggression when it occurs in medieval art."” The angel, in turn,
responds not to the monk but to John. If this monk is the artist, he
is neither humble nor silent, as Theophilus in his De diversis artibus
recommends him to be.'”
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107. Detail of Lamb medallion, 108. Detail of Lamb medallion,
winged supporting angel, bottom left winged supporting angel, bottom right

109. Detail of Lamb medallion, 110. Detail of Lamb medallion,
supporting angel, upper right, seen upside-down supporting angel, upper left, seen upside-down
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‘Rota in Medio Rotae’

Almost as if by magic the iconographic program of the Cloisters
Cross combines potent words and images to form a coherent whole.
In many respects the cross reflects an Insular tradition beginning
with the monumental eighth-century Ruthwell Cross, inhabited
with figural and ornamental carvings and long runic inscriptions
dramatically stressing the sacramental meaning of the True Cross
(ills. 113, 114). At the same time there is a distinct effort to order the
images and texts, bringing out their typological significance. Eze-
chiel’s vision of ‘as it were a wheel in the midst of a wheel’ may be
a key to the intricate and symmetrical interweaving of Old and New
Testament themes on the Cloisters Cross.

Written toward the end of the twelfth century, the Contra perfidiam
Judaeorum of Peter of Blois (d. 1211) is a handbook of arguments
compiled for a friend seeking his help in disputations with Jews.
Peter searches out texts of the Old Testament to prove the validity
of the New. For him the sententia literalis of the Old is apparent, but
its hidden meaning must be explored. He appeals directly to the
Jews ‘to open their eyes to the delights of spiritual knowledge, the
mystical New Law which is embedded in the Old,” like Ezechiel’s
‘rota in medio rotae’ (Ezec. 1:16)."™

Indeed, on the Cloisters Cross there are two “wheels,” one on the
front and one on the back, each carried or turned by four angels
(ills. 107-110). Strict order and logic govern the design and icono-
graphic program of the cross, which essentially operates centripe-
tally from the central medallion on each side. The ‘wheel” on the
front has, as its centerpiece, Moses of the Old Law, a key witness
to the Messianic nature of Christ, with Isaias at his side and Jeremias
above, two major prophets. Superimposed on this was once the
figure of the crucified Christ, the source of the New Law, sur-
rounded on the four terminals by scenes from the New Testament.
Thus, the New frames the Old.

The back ‘wheel’ has, as its centerpiece, the New Law in the figure
of the Lamb of God, with prophets of the Old radiating from it along
the shaft and arms, framed by the Evangelist symbols derived from
Ezechiel’s vision of the four living creatures, revived in the Apoca-
lypse (Ezec. 1:5-14, Apoc. 4:6-8). Organized diagrammatically, the
interrelationship of the Old and the New is revealed conceptually
in Ezechiel's wheels (fig. 14). Everywhere the word springs ‘into
spontaneous life,” as the penetrating intelligence behind the Clois-
ters Cross weaves its ‘loving analysis of the layers of meaning.””
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Fig. 14. Diagramatic rendering of the Cross

as ‘Rota in Medio Rotae’

CHAPTER TWO

It was, indeed, because ‘the spirit of life” (Ezec. 1:21) was in Eze-
chiel’s wheels that Hugh of St.-Victor found them significant. In his
Didascalicon, written in the late 1120s, he noted that the wheels
followed the living creatures and not the other way around— And
when the living creatures went, the wheels also went together by
them: and when the living creatures were lifted up from the earth,
the wheels also were lifted up with them’ (Ezec. 1:19)—and he urged
his readers, therefore, to be governed by the spirit in their studies.
Thus, they would emulate the example of holy men, who ‘the more
they advance in virtues or in knowledge, the more they see that the
hidden places of the Scriptures are profound, so that those places
which to simple minds still tied to earth seem worthless, to minds
which have been raised aloft seem sublime.””
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Chapter 3
The Function of the Cloisters Cross

UNDAMENTAL TO A DISCUSSION of the Cloisters Cross is

an assessment of the probable purpose or purposes for which
it was designed. In this, as in so many other respects, the cross is
something of an enigma. It is now generally described as an altar
cross, and indeed its dimensions fit it for that role. Yet the fact that
the cross is double-sided, to be viewed from the back as well as the
front, is characteristic of a cross that is carried in church processions
and displayed to the faithful in the course of solemn services. In the
history of liturgical objects, the processional cross in fact precedes
the altar cross, which did not become a standard feature in the West
until the thirteenth century and which seems to have owed its de-
velopment, at least in part, to certain functions of the processional
cross within the liturgy.

The Cloisters Cross should perhaps be seen as a transitional form,
a processional cross that could be detached from its long holder and
set into a base on the altar for use in liturgical observances as the
occasion demanded. Although there is no way of knowing precisely
what caused the losses sustained at the lower end of the shaft or
when they occurred,' they are not inconsistent with the kind of
stress that such handling would impose at a vulnerable point;
walrus ivory is a relatively fragile material. On the other hand, the
rest of the cross, with its exceptionally delicate carving, is suffi-
ciently well preserved to suggest that its use as a processional cross
was probably limited to no more than a few occasions in the litur-
gical year. And, perhaps because of the transitional aspects of its
iconographical program, it may not have been used in that way for
very long.

To pursue these speculations as to the function of the Cloisters
Cross requires an investigation of the established traditions to which
it belongs and of the issues that were shaping the meaning and use
of crosses in the mid-twelfth century.
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Early Observances and the Insular Tradition

In the early days of Western Christianity, there was only one altar
in a church, the high altar in the apse. Freestanding, it was often
surrounded by a veiled or curtained ciborium, which had a cross
at its apex and from which smaller crosses could be hung.? There
was no cross on the altar itself. It was the gospel book, on the altar
from the beginning of Mass until the Gospel was read, that repre-
sented Christ; the altar was his throne.> A separate altar symbolizing
the place of the Crucifixion, known as the altar of the Cross, is first
recorded in the time of Pope Symmachus (498-514): the altar of the
Cross at St. Peter’s in Rome was located in the north transept.* After
the ciborium connected with the high altar had generally been elimi-
nated, this and other altars were sometimes placed against a wall,
and a monumental reliquary cross—usually without a corpus at
first—could stand on a beam behind the altar or hang on the wall
nearby.® When the altar of the Cross was freestanding and located
in the nave, a monumental crucifix might be erected permanently
on a column near it, or be set up temporarily on Good Friday.®
The establishment of the altar of the Cross and of various later
altars did not of itself lead to the sanctioning of a cross placed
directly on the altar during the liturgy of the Mass. In the mid-ninth
century, Pope Leo IV (d. 855) had declared that only capsae (cases)
with relics and a pyx with the host for the sick were permitted on
the altar along with the gospel book.” Although there are written
records attesting to the use of an altar cross in the eleventh century,’

111. Processional cross in stand on altar. Stuttgart Psalter, 890-920.
Stuttgart, Wiirttembergische Landesbibliothek, MS bibl. fol. 23, detail of f. 130v
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112. Priest saying mass,
with processional cross at back of altar.

St. Albans, ¢.1140. Oxford, Bodleian Library, Q’f f
MS Auct D.2.6, detail of f. 194 anquin mf@ dul

the first official recognition of the placement of a cross—or cru-
cifix—on an altar during Mass came only at the turn into the thir-
teenth century, in the liturgical treatise De sacro altaris mysterio by
Pope Innocent ITI (1198-1216).” On the other hand, an altar was often
a station, or stopping place, in the rites in which processional crosses
played a part. Visual evidence indicates that from the ninth century
onward it was possible to have some kind of fixture at the back of
an altar to hold a processional cross during the performance of the
liturgy (ills. 111, 112,)." Such a practice is likely to have contributed
to the development of the altar cross.

The Cloisters Cross relates in size and meaning to the earliest
surviving processional crosses that were jeweled in imitation of the
one erected in the Constantinian complex at the Holy Sepulchre in
Jerusalem." They often contained a relic of the True Cross, which
was believed to have been discovered in the fourth century by
Constantine’s mother, Helena.” Although the Cloisters Cross does
not seem to have been a reliquary cross, the stylized tree carved on
its front shaft and arms characterizes it as the lignum vitae, the Tree
of Life, thereby conveying associations that were intrinsic to the
True Cross.” The special role of processional crosses in the Good
Friday liturgy can be traced to early observances in Jerusalem,
known from the nun Egeria’s account of her pilgrimage from the
Continent to the sacred sites of the Holy Land, written around the
end of the fourth century.” Egeria describes the four-hour service
held on the morning of Good Friday in a chapel behind the rock of
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113. Christ trampling the Beast.
Detail of Ruthwell cross,

early 8th century.

Dumfries, Scotland
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Golgotha where Christ was crucified. There the bishop presided as
the ‘holy Wood of the Cross” and the cross titulus were taken out
of a gilded silver casket and laid on a table. While the relic of the
Cross was held in place by the bishop and watched over by attend-
ing deacons, each member of the congregation in turn was allowed
to kiss it. This veneration of the Cross was followed at noon by a
tearful three-hour service of prayers and readings in the courtyard
at the foot of the monumental cross which Constantine had orig-
inally erected on a bema in front of Golgotha. The day ended in a
vigil at the Holy Sepulchre in the Anastasis rotunda, located at the
far end of the courtyard.”

The veneration at the altar of the Cross on Good Friday of a relic
of the True Cross—not necessarily housed in a reliquary cross—had
been established in Rome by the seventh century. The original rite
transmitted from Jerusalem had by then received certain embellish-
ments. Among these were the Passion ‘reproaches’ of the dying
Christ, which anticipated the Good Friday Improperia that came into
the liturgy of the Adoratio Crucis in the late ninth century.”® Another
addition to this rite was the singing, during the gradual unveiling
of the cross, of the Pange, lingua, gloriosi, one of the famous hymns
written by Venantius Fortunatus to commemorate the gift of the
relic of the True Cross to Queen Radegund at Poitiers in 569.”

Two feast days specifically devoted to the Cross also came from
Jerusalem. The first to reach the West may have been the Inventio
Sanctae Crucis, celebrated on May 3 and commemorating Helena’s
Finding of the True Cross.” The earliest mention of the second feast,
the Exaltatio Sanctae Crucis, in the West is at the time of Pope Sergius
I (687-701), who discovered a relic of the True Cross at St. Peter’s.
Celebrated on September 14, the Exaltation of the Cross came to be
associated with the recovery of the True Cross by Heraclius in 629
after its capture by the Persians.”

The cult of the Cross spread rapidly from Rome throughout the
West. It was particularly strong in Britain. Insular interest in the cult
is manifest in the numerous monumental stone crosses erected to
mark a grave or a hallowed site, or as a focus for devotions.” The
Ruthwell Cross from the early eighth century is an example (ills.
113, 114); like the Cloisters Cross, it has a scheme of biblical texts
and images, although a precise identification of those images and
their original arrangement are sources of continuing debate.” Along
the sides of the shaft, runic inscriptions tie its program to the Anglo-
Saxon poem The Dream of the Rood, in which the Cross speaks as a
witness both to Christ’s suffering and to his triumph at the Last
Judgment.” These are themes expressed in the Good Friday Adoratio
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114. Ruthwell cross, early 8th century. After Stuart Sculptured Stones of Scotland, 1867
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Crucis and the Easter liturgy that are also to be found on the Clois-
ters Cross.” The further likelihood of a Good Friday Veneration rite
in England by the eighth century is indicated by the prayer to the
Cross which has been associated with Lindisfarne in the early ninth-
century Book of Cerne.* A pericope in the Lindisfarne Gospels for
the Invention of the Cross may mean that this feast was also cel-
ebrated.” Equally suggestive for Insular observances of the Exalta-
tion of the Cross is a pair of typological paintings brought by Bene-
dict Biscop from Rome to Wearmouth and Jarrow in about 687: as
reported by Bede, one showed Moses and the Brazen Serpent, the
other Christ in cruce exaltatum.” In his commentaries, Bede articu-
lated the connection between the lifting up of ‘a brazen serpent on
a piece of wood so that the Israelites who beheld it might live” and
the ‘exaltation of our Lord Saviour on the cross through which he
conquered death.””

Insular interest in Rome’s celebration of the feasts of the Invention
and Exaltation of the Cross may have been fanned by a late seventh-
century description of the column erected in Jerusalem at the site
of the verification of the True Cross. This description was part of
the Gallic Bishop Arculf’s account of his visit to the Holy Land,
recorded in De locis sanctis by Abbot Adamnan of Iona, where the
shipwrecked Arculf sought refuge:*

And so this column, which the sunlight surrounds on all
sides blazing directly down on it during the midday hours
(when at the Summer solstice the sun stands in the centre
of the heavens), proves Jerusalem to be situated at the
centre of the world. Hence the psalmist, because of the holy
places of the passion and resurrection, which are contained
within Helia itself, prophesying sings: ‘God our king before
the ages hath wrought our salvation in the centre of the
earth,” that is Jerusalem, which is said to be in the centre
of the earth and its navel.”

This passage draws on the ideas of the Church Fathers, who
interpreted the Hebrew vision of a cosmic tree planted in the center
of Paradise as a type for the Cross of Golgotha. They equated the
Tree of Life in the Garden of Eden with Christ’s Cross in Jerusalem
that for them marked the very center of the earth.* Within the
hermeneutic tradition of the early Church, the Tree of Life became
synonymous with Christ, the source of the four rivers of Paradise,
which were associated with the four Gospels and a series of other
quaternities that characterized the cosmic extension of the Cross;
these included the four cardinal directions and the four living crea-
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tures from Ezechiel’s vision (1:5-10) that became symbols of the
Evangelists (Apoc. 4:7).” In his discussion of the opening miniatures
of the Book of Durrow, Martin Werner argues that in the image on
folio 2, ‘with its Majestas-Crucis’ showing the Evangelist symbols in
the quadrants of a cross, ‘the idea of Christ-Logos in Paradise’ com-
plements the representation of the True Cross on the facing page
(folio 1v), which ‘demonstrates, as it were, Christ's humanity and
alludes to his suffering and death on the Cross.”* The visual ex-
pression of similar themes on the Cloisters Cross owes much to the
formulations that were developed in the early centers of Insular art
and learning.

It appears to have been in the Carolingian period that the cosmic
dimension of the Cross of which Adamnan wrote first found a fixed
architectural expression through the location of the altar of the Cross
in medio ecclesine.”® At the Benedictine monastery of St.-Riquier at
Centula, near Abbeville, the altar of the Cross was located in the
middle of the nave of the abbey church. To emphasize the life of
Christ in human history, this altar was surrounded by four reliefs
representing major liturgical commemorations that coincided with
four venerated sites in the Holy Land—sites which, according to
Pope Leo I (d. 461), were “unassailable proofs of the Catholic faith.”*
In Edgar Lehmann’s reconstruction, these scenes—three of which
also appear on the Cloisters Cross—were arranged in a tau cross:
the Nativity was over the central door of St.-Sauveur, the westwork
dedicated to the Savior, which was joined to the nave of St.-Riquier;
the Passion was over the crossing in St.-Riquier, where it was
flanked by scenes of the Resurrection and Ascension in the north
and south side aisles.” At the Good Friday Adoratio Crucis, three
crosses were venerated: one at the altar of the Cross, and two others
at the altars in the north and south aisles.” The complement to the
Good Friday devotions was the celebration of Easter Mass—which
Charlemagne himself attended in the year 800—at the altar of the
Savior in the upper story of St.-Sauveur, a location understood to
signify the Heavenly Jerusalem and the place of the Last Judgment.”

Although there are records of the Good Friday rites and the elab-
orate Easter processions at Centula,” the most detailed account of
the use of the cross in these liturgies survives in a tenth-century
document, the Regularis concordia.” Drawn up by Ethelwold, Bishop
of Winchester, at the Council of Winchester held around 973, the
Regularis concordia was central to the aims of King Edgar and of
Dunstan, Archbishop of Canterbury, to reform the Benedictine mon-
asteries of England. Added to the traditional customs going back to
fourth-century Jerusalem were elements drawn from the contem-
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porary reform movements on the Continent that Dunstan had pre-
sumably become familiar with during his exile in Ghent in 955 or
956.“ Ethelwold’s text includes a full description of the Adoratio
Crucis, which begins with the Improperia and ends with the singing
of Pange, lingua:

When these prayers have all been said, the Cross shall
straightway be set up before the altar, a space being left
between it and the altar; and it shall be held up by two
deacons, one on either side. Then the deacons shall sing
Popule meus, two subdeacons standing before the Cross and
responding in Greek, Agios o Theos, Agios Yschiros, Agios
Athanatos eleison ymas, and the schola repeating the same in
Latin, Sanctus Deus. The Cross shall then be borne before
the altar by the two deacons, an acolyte following with a
cushion upon which the holy Cross shall be laid. When
that antiphon is finished which the schola has sung in Latin,
the deacons shall sing Quia eduxi vos per desertum, the sub-
deacons responding Agios in Greek and the schola Sanctus
Deus in Latin as before. Again the deacons, raising up the
Cross, sing Quid ultra as before, the subdeacons responding
Agios and the schola Sanctus Deus as before. Then, unveiling
the Cross and turning towards the clergy, the deacons shall
sing the antiphons Ecce lignum crucis, Crucem tuam ado-
ramus Domine, Dum Fabricator mundi and the verses of For-
tunatus, Pange lingua. As soon as it has been unveiled, the
abbot shall come before the holy Cross and shall prostrate
himself thrice with all the brethren of the right hand side
of the choir, that is, seniors and juniors; and with deep and
heartfelt sighs shall say the seven Penitential psalms and
the prayers in honour of the holy Cross.”

There follow the collects that attend the prayers and then the provi-
sions for the conclusion of the Adoratio Crucis, after which there is a
description of the extraliturgical Depositio Crucis, an optional rite that
represents the removal of Christ’s body from the Cross and its burial:

On that part of the altar where there is space for it there
shall be a representation as it were of a sepulchre, hung
about with a curtain, in which the holy Cross, when it has
been venerated, shall be placed in the following manner:
the deacons who carried the Cross before shall come for-
ward and, having wrapped the Cross in a napkin there
where it was venerated, they shall bear it thence, singing
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the antiphons In pace in idipsum, Habitabit and Caro mea
requiescet in spe, to the place of the sepulchre. When they
have laid the cross therein, in imitation as it were of the
burial of the Body of our Lord Jesus Christ, they shall sing
the antiphon Sepulto Domino, signatum est monumentum,
ponentes milites qui custodirent eum. In that same place the
holy Cross shall be guarded with all reverence until the
night of the Lord’s Resurrection. And during the night let
brethren be chosen by twos and threes, if the community
be large enough, who shall keep faithful watch, chanting
psalms.”

The actions described here suggest that the cross which was
venerated in this Good Friday liturgy from Winchester, the center
of the Anglo-Saxon reform movement, is likely to have been smaller
than a monumental one installed at the altar of the Cross (ill. 112),
conceivably a processional cross the size of the Cloisters Cross.”
Nothing contradicts this inference in the arrangement for the quiet
removal of the cross from the ‘sepulchre’ at the Elevatio Crucis on
Holy Saturday night, briefly noted in the Regularis concordia: ‘On
that same night, before the bells are rung for Matins, the sacrists
shall take the Cross and set it in its proper place.* In the Visitatio
Sepulchri, the extraliturgical dramatization performed on Easter
Sunday, for which the Regularis concordia again contains the most
complete early text, it is the absence of the cross that signals the
miracle of the Resurrection. The three Marys of the Gospel accounts
visit the ‘sepulchre’” and find only the cloth in which the cross had
been wrapped on Good Friday:

While the third lesson is being read, four of the brethren
shall vest, one of whom, wearing an alb as though for some
different purpose, shall enter and go stealthily to the place
of the ‘sepulchre’ and sit there quietly, holding a palm in
his hand. Then, while the third respond is being sung, the
other three brethren, vested in copes and holding thuribles
in their hands, shall enter in their turn and go to the place
of the ‘sepulchre,” step by step, as though searching for
something. Now these things are done in imitation of the
angel seated on the tomb and of the women coming with
perfumes to anoint the body of Jesus. When, therefore, he
that is seated shall see these three draw nigh, wandering
about as it were and seeking something, he shall begin to
sing softly and sweetly, Quem quaeritis. As soon as this has
been sung right through, the three.shall answer together,
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Ihesum Nazarenum. Then he that is seated shall say Non est
hic. Surrexit sicut praedixerat. Ite, nuntiate quia surrexit a mor-
tuis. At this command the three shall turn to the choir
saying Alleluia. Resurrexit Dominus. When this has been
sung he that is seated, as though calling them back, shall
say the antiphon Venite et videte locum, and then, rising and
lifting up the veil, he shall show them the place void of the
Cross and with only the linen in which the Cross had been
wrapped. Seeing this the three shall lay down their
thuribles in that same ‘sepulchre’ and, taking the linen,
shall hold it up before the clergy; and, as though showing
that the Lord was risen and was no longer wrapped in it,
they shall sing this antiphon: Surrexit Dominus de sepulchro.
They shall then lay the linen on the altar.”

It is possible that the dramatic monastic practices described in
the Regularis concordia, offered with the stated intention of strength-
ening ‘the faith of unlearned common persons and neophytes,’*
were symptomatic of a needed response to the more general changes
effected in the liturgy by the eleventh century, which Peter Springer
discusses in his study of cross feet.”” He remarks on the distancing
of the congregation that began in the ninth century when the priest
moved in front of the altar and turned his back to the worshiper at
the celebration of the Mass. The distinction between the clergy and
the lay worshiper was further sharpened by the physical barriers
that started to be erected between the nave and the choir in the
eleventh century. When the choir screen existed, the altar of the
Cross was located just in front of it and the monumental cross that
belonged to that altar was placed on the choir (or rood) screen. With
the high altar no longer generally accessible, the altar of the Cross
became the principal lay altar. The changes that were under way in
general liturgical practice coincided with the appearance of cross
feet in a variety of forms: the iconography of these feet made visible
to lay worshipers the meanings attached to ‘their’ altar and to the
liturgies in which they were less able to be active participants.”

A small number of Continental cross feet survive from the mid-
eleventh century and later, that appear to have allowed a proces-
sional cross to be set down on an altar.” The iconography of the
earliest of these feet often specifically relates to the meaning of the
altar of the Cross both in the context of the Easter liturgy and as the
lay altar for Masses of the Dead. One showing Adam rising from
his sarcophagus represents mankind’s redemption through Christ’s
sacrifice on the Cross (ill. 115);” the same idea is expressed through

128



THE FUNCTION OF THE CROSS

the figures of Adam and Eve on the Cloisters Cross. It seems likely
that at least some of the few Continental cross feet still preserved
were designed for use in the reformed liturgies in the monasteries
and that their vivid programs, like those of some of the Ottonian
processional crosses, which survive in greater number, relate to Eng-
lish objects now lost that served the frankly evangelical purposes
stated in the Winchester reform. To consider this possibility allows
the Cloisters Cross a place within an English artistic tradition which
has been difficult to assess because we know about it for the most
part only indirectly, through Anglo-Saxon connections to the reform
movements and liturgical objects preserved on the Continent.”

In trying to visualize a particular cross used in the Good Friday
liturgy in the tenth to twelfth centuries, we are hampered partly by
the scarcity of preserved works with a reliable provenance, and
partly because the few surviving liturgical texts are not specific
about the form and appearance of the crosses to which they refer.
Most of these texts date from later medieval periods and describe
contemporary customs. The late fourteenth-century Liber ordinarius
from Essen, however, contains elements, including the Depositio
Crucis, which can be traced back to late tenth-century Continental
practice as incorporated in the Regularis concordia.” The processional

115. Cross foot showing Adam rising from his sarcophagus,
Hildesheim, 1120-40. Weimar, Goethe-Nationalmuseum
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116. Mathilda cross, front. Essen Minster, Treasury

cross made of jewels and metalwork and inscribed with the names
of Otto, Duke of Bavaria and Swabia, and his sister Mathilda, Ab-
bess of Essen, which dates from between 973 and 982, is one of
several preserved crosses from Essen that seem appropriate to the
actions set forth in the text (ills. 116, 117).” With its corpus preserved,
the Mathilda Cross is a crucifix, as the Cloisters Cross was designed
to be. Engraved on the other side of the Mathilda Cross is the
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117. Mathilda cross, back. Essen Minster, Treasury

triumphant Lamb in the center with symbols of the Evangelists in
the terminals, a common arrangement in processional crosses that
is repeated by the Cloisters Cross.” It is gospel-book covers rather
than crosses of the period that first show the association of Evan-
gelist symbols with the scenes of the Nativity, Passion, Resurrection,
and Ascension. The mid-eleventh-century ivory gospel-book cover
of Theophanu when she was Abbess of Essen (1039-58)—a near
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118. Nativity below Crucifixion.
Ivory book cover, Liege, ¢.1030-50.
Brussels, Musées Royaux d’Art et d"Histoire

copy of the one from Liege (ill. 118)—depicts these scenes and sym-
bols,” but without making the connections formalized by Gregory
the Great (590-604) that are expressed through their visual corre-
spondence on the Cloisters Cross: Luke’s ox to the Passion on the
right, Mark’s lion to the Resurrection on the left, and John's eagle
to the Ascension above; Matthew’s winged man was associated with
the Nativity, hence the supposition that this was the subject repre-
sented on the front of the lower terminal.”

The Cross as Agent of Salvation

Two other ivory crosses that survive show interesting variations on
the standard iconography of metalwork crosses. These suggest a
certain freedom to expand on the expression of traditional themes
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similar to what can be observed in the Cloisters Cross. Although
neither cross can be associated with a particular liturgical text, their
iconographic programs draw out meanings important to the role
each might play in that context. Given names of donors prompt
further speculation as to the meaning of the cross for them in par-
ticular and for those who were the beneficiaries of their gifts.”

The ivory cross of King Ferdinand I and Queen Sancha of Leén
and Castile was a gift before 1063 to the church of San Isidoro in
Leon (ills. 119, 120).” On this cross, the theme of the Last Judgment
is stressed. The image of the risen Christ at the top of the shaft, a
foil to the figure of Adam below, is shown with his left hand ex-
tended, as he looks up at the dove of the Holy Spirit toward which
he appears to be ascending. It is not, however, a clear-cut Ascension,
such as the scene represented on the Cloisters Cross (ill. 64). The
position of the bent knees, together with the drapery revealing
Christ’s exposed torso and the wounds visible in his hands and feet,
has been seen to relate to the Christ of the Last Judgment.” A re-
ference to the Last Judgment is expressed in the Ascension plaque
of the Cloisters Cross through the allusion to the Second Coming
in the angels” inscriptions from Acts 1:11: “Ye men of Galilee, why
stand you looking up to heaven? [This same Jesus who is taken up
from you into heaven,] shall so come, as you have seen [him going
into heaven].” It was believed that the Second Coming would occur
at an Easter Vigil.*

On the Ferdinand and Sancha Cross the redemption of mankind
from Adam'’s fall through Christ’s victory over death—the import-
ant corollary to the Last Judgment—is expressed in the image of the
Harrowing of Hell, Christ’s deliverance of Adam and Eve from
Limbo, depicted on the lower shaft to the left of the legs of the
corpus.” The consequences for humanity at the Last Judgment are
dramatically spelled out in the countless little figures of the elect
risen from their sarcophagi and drawn up the shaft of the cross to
Christ’s right while the damned are pushed down to his left. The
struggle continues along the arms, engraved in the central panels
with the Tree of Life, and in the upper shaft where an angel, one of
two once flanking the dove, reaches toward souls who have been
allowed to break free. Warnings of retribution are included among
the inscriptions on the Cloisters Cross, along with promises of re-
demption.

The salvific function of the cross—for patron, donor, worshiper,
artist—rests in the medieval understanding of the power of this
object to embody the meanings it holds for the believer, especially
when operating within its liturgical context.” The innate power of
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119. Ferdinand and Sancha cross, front. Madrid, Museo Arqueolégico Nacional
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120. Ferdinand and Sancha cross, back. Madrid, Museo Arqueolégico Nacional




121. Easter plaque, the Risen Christ

122. King Cnut and Queen Aelfgyfu

New Minster Register (Liber Vitae), c.1031.
London, British Library, MS Stowe 944, f. 6

123 (opposite page). Last Judgment.
New Minster Register (Liber Vitae), ¢.1031.
London, British Library, MS Stowe 944, ff. 6v—7
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a particular cross is related to its direct signification of the True
Cross of Christ. This can be demonstrated by the figure of the risen
Christ with a cross on a long processional holder in his right hand
that appears on both the Cloisters and the Ferdinand and Sancha
crosses. The equal-armed cross depicted on the latter resembles a
jeweled reliquary cross; the double-barred one in the Easter plaque
on the Cloisters Cross (ill. 121) is the Eastern form of a True Cross
reliquary.” The identification of the processional cross itself with the
True Cross is most clearly expressed on the Mathilda Cross through
the image below the corpus where the donor figure, inscribed OTTO
DUX, appears to hand an equal-armed cross in a processional holder
to his sister, MAHTILD ABBA[TISSA], who grasps the staff with her
left hand and makes a gesture of blessing with her right @ll. 116).*
As on the Ferdinand and Sancha Cross, it is this form of the True
Cross which is also carried by the triumphant Lamb depicted on
the back (ills. 117, 120).

place a cross on an altar.
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Implicit in the gift of a cross, therefore, is the personal appeal of
the donors for a favorable verdict at the Last Judgment. The
meaning behind the gift is brought out in a sequence of miniatures
in the Liber vitae, the Register of the New Minster and Hyde Abbey,
Winchester, of about 1031 (ills. 122, 123).* There, witnessed by a
group of monks below, King Cnut and Queen Zlfgyfu place a Latin
cross on an altar, while attending angels point to Christ seated in a
mandorla with the Virgin to his right and St. Peter to his left. The
open Book of Life, as in the vision of the Last Judgment (Apoc.
20:12), rests on Christ’s left knee. The verso shows two angels with
two groups of the elect ranged above a pair of haloed clerics each
bearing a book. The one on the right also holds an equal-armed
cross attached to a long staff; the angel just above him carries a
flowering scepter. The Last Judgment is depicted on the facing folio
where the door to the Heavenly Jerusalem is held open by St. Peter
for the elect; in the lowest register, an angel locks the door on the
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damned in hell. Cowled monks among the figures on the Cloisters
Cross suggest that it, too, was made for a monastic community
(there is no sign of its having been a royal gift). The Winchester
miniatures imply that the cross offered for the salvation of the do-
nors at the Last Judgment was at the same time a petition for the
salvation of the monastic community and all others living and dead
whose names were inscribed in the Liber vitae.*

Mankind’s salvation is expressed on the Cloisters Cross by the
presence of the penitent Adam and Eve clinging to the foot of the
Tree of Life (ill. 124). Eve appears with Adam in the Ottonian ivory

124. Front of the Cross, lower shaft, Adam and Eve clinging to the Tree of Life
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125. Ottonian ivory panel, before 1005.
Metz, Musée de la ville

panel made for Archbishop Adalbero II of Metz (ill. 125), where they
crouch in front of two trees surmounted by a monumental crucifix.
The vine-covered triumphal column that supports them recalls the
cosmic meaning associated with the column erected in Jerusalem to
commemorate the place of the finding of the True Cross, seen as the
Tree of Life that superseded the two trees in the center of the Garden
of Eden (Gen. 2:9).” The square frame containing the portrait head
of Adalbero beneath the base of the column is inscribed ADALBERO
CRVCIS XPI SERVVS (Adalbero, servant of the Cross of Christ). The
panel probably commemorates Adalbero’s gift to the Church of
St.-Symphorien of a column and the monumental cross that stood
behind the altar of the Cross, his burial place upon his death in
1005.® The legend that Adam had been buried at the very place
where the Cross was to stand made the altar of the Cross a privi-
leged burial site.” The identity of the donors of the processional
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126. Gunhild cross, front. Copenhagen, Nationalmuseet

crosses with Adam’s salvation is commonly indicated by their re-
presentation at the base of the cross, at the place primarily associ-
ated with Adam’s. This is the location of the images of Otto and
Mathilda on the Mathilda Cross and of the inscribed names FREDI-
NANDVS REX / SANCIA REGINA on the cross donated by Ferdinand
and Sancha. Indeed, the making of the gift as an act of penance is

140



THE FUNCTION OF THE CROSS

127. Gunhild cross, back. Copenhagen, Nationalmuseet

exemplified in the Gospels of Judith of Flanders, where the donor
clings to the foot of the Tree of Life, just as Adam does on the
Cloisters Cross (ill. 25).” The Adalbero plaque thus demonstrates
the close relationship between the iconography of the processional
cross venerated on Good Friday and of the monumental cross that
belonged to the altar of the Cross.”
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The ivory cross in Copenhagen, which has been dated about 1075
and attributed to an English artist working in Denmark, alludes to
the cosmic struggle between the forces of life and death implicit in
the theme of the Last Judgment (ills. 126, 127). According to the
inscriptions on the sides of the shaft, it was made by—or at the
order of—'Liutger’ for Helena, also called Gunhild.”” Smaller than
the other crosses under discussion, this crucifix (like the Cloisters
Cross, now lacking its corpus) may have been destined for Gun-
hild’s tomb; but it has an opening at the bottom of the shaft that
suggests it could also have fitted onto a processional staff.”

On the back of the Gunhild Cross, in place of the Lamb of God
and the four Evangelists, is a representation of the Last Judgment.
The central roundel shows Christ as Judge, with his arms out-
stretched and displaying the wounds of his Passion. He is sur-
rounded by four angels in semicircular lobes. Abraham, with La-
zarus in his bosom and flanked by four others of the elect, occupies
the top roundel, and Dives in the clutches of two devils, the one at
the bottom. In the left roundel, six of the elect—possibly repre-
senting those involved in the commission of the cross—face toward
Christ. Their dress and attributes identify the three above as a queen,
a king, and a tonsured bishop carrying a crosier. In the right roundel
is a group of the damned, who turn from Christ, just as Synagogue
turns from the Lamb on the Cloisters Cross. The call to witness is
inscribed along the edge of Christ's mandorla:+VIDETE [MIANVS

128. Vita, from front of Gunhild cross 129. Synagoga, from front of Gunhild cross
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MEAS ET PEDES MEOS DIC[IT] DIOMIIN]|V]S are the words of the risen
Christ to his apostles: ‘See my hands and my feet’ (Luke 24:39).”* Of
the numerous inscriptions on the Gunhild Cross, only this one is
echoed on the Cloisters Cross. There David in the column of
prophets holds an inscription with a verse from the Psalms, tradi-
tionally interpreted as anticipating the Crucifixion: “They have dug
my hands and feet’ (Ps. 21:17; Vulgate 22:16).

The roundels on the front of the Gunhild Cross are occupied by
two pairs of personifications, each identified by name: VITA (ill. 128)
and MORS, ECCLESIA and SYNAGOGA (ill. 129). Their positions in
relation to the now missing corpus of Christ are the same as those
of the elect and the damned on the other side of the cross. Standing
in the roundel at the top, Life holds a flowering scepter and a book;
Death lies shrouded in a coffin in the roundel below. In the roundel
on the left arm, facing Christ, the triumphant Church, crowned like
Life, holds a processional cross with a banner—Ilike that attached to
the cross held by the risen Christ on the Cloisters Cross—and her
inscribed book. The defeated Synagogue in the right-hand roundel
turns away. With one hand she pulls at her hair (as does one of the
figures in the roundel of the damned), with the other she covers her
left eye with her veil.”

A more complex version of the schema—combining text and
image—of the triumph of Life, and therefore the Church, over Death
and Synagogue occurs in the Gospel Book of Abbess Uta of Nieder-
miinster, probably made about 1020 at the nearby scriptorium of
St. Emmeram at Regensburg (ills. 130, 131).” The central image on
folio 3v is two-tiered, showing the crowned figure of Christ cruci-
fied looking down at the crowned Vita, who stands to his right with
head turned up to meet his gaze. On Christ’s left, Mors, with hair
and garments dissheveled, is pushed off-balance by a branch that
grows out of the lower shaft of the cross.” The surrounding frame
shows the architecture of the Heavenly Jerusalem: in the semicircu-
lar lobe in mid-frame on Christ’s right stands the three-quarter
image of Ecclesia holding a banner, her right hand raised in bene-
diction; on Christ’s left, Synagoga, carrying the roll of the Torah and
- a knife, occupies the semi-circular lobe in the middle. Her pose, like
that of Mors below her at the foot of the cross, is unstable as she
turns away from Christ: Compared to this figure and to the one on
the Gunhild Cross, the Synagogue on the Cloisters Cross is rather
subdued. It is the Terra tremit couplet inscribed along the front of
the shaft that carries the more insistent message: ‘“The earth
trembles, Death defeated groans with the buried one rising./Life
has been called, Synagogue has collapsed with great foolish effort.”
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130. Ecclesia and Synagoga, Mors and Vita.
Gospel Book of Abbess Uta of Niedermiinster, ¢.1020. Munich,
Bayerische Staatsbibliothek, MS lat. 13601, f. 3v

The Transitional Character of the Cloisters Cross

The sophisticated alignment of the ideas in the Uta Gospels Cruci-
fixion is a further point of comparison to the Cloisters Cross. Both
works incorporate a large number of texts within a tightly ordered
composition of unusual complexity, which not only serves a public
liturgical purpose but also invites the private meditation of the more
literate and deeply knowledgeable members of the community. Both
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RECLAMET A,

131. Celebration of the Mass by Bishop Erhard.
Gospel Book of Abbess Uta of Niedermiinster, c.1020. Munich,
Bayerische Staatsbibliothek, MS lat. 13601, f. 4

works reflect the ideas of the Neoplatonic theologian known as
Pseudo-Dionysius, whose writings became well known in the West
through the translations by John Scotus Erigena in the Carolingian
period and who was particularly revered at St. Emmeram.” In a
sense, the illumination, like the cross, is double-sided: the Crucifix-
ion, an exposition of Christ’s promise of eternal life, the central
theme in Pseudo-Dionysius’s Celestial Hierarchy, is tied to the
equally complex representation facing it on folio 4 (ill. 131). There
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the depiction of the celebration of the Mass by Bishop Erhard, patron
saint of the abbey at Niedermiinster, sets forth the sacramental ideas
embodied in Dionysius’s companion treatise, The Ecclesiastical Hier-
archy.”

Erhard’s altar table shows only the gospel book, doubtless Uta’s,
alongside the chalice and host. Like the Lamb hovering above St.
Erhard, or on the “Easter side” of a processional cross, the gospel
book on the altar signifies the triumphant Christ, depicted on the
adjoining folio.” The placing of a crucifix such as the Cloisters Cross
on the altar at Mass was a development that followed the resolution
of a controversy over the meaning of the Eucharist in accordance
with terms laid down by Pope Gregory VII in 1079:

... the bread and wine on the altar . . . are changed in their
substance [substantialiter converti] into the true . . . flesh and
blood of Jesus Christ ... After consecration they are the
true body of Christ born of the Virgin . .. and the blood of
Christ which flowed from his side, not symbolically and
as a sacrament, but in their real nature and true being [in
proprietate nature et veritate substantie].”

Although the debate has a history that can be traced back to
Paschasius Radbertus in the ninth century, Pope Gregory’s formu-
lation came in more direct response to the condemnation in 1059 of
the denial by Berengar of Tours of the real presence of Christ’s body
and blood in the Eucharist, and to the arguments advanced against
Berengar by Lanfranc of Bec in his Liber de corpore et sanguine Domini,
written in 1063.*

The development of eucharistic doctrine is reflected through im-
ages of the crucified Christ appearing in Western art from the mid-
ninth century on, mainly in Germany and England.” Beginning in
the late tenth century, large wooden reliquary crucifixes often show
the dead Christ—head tilted to his right and eyes closed to signify
the human nature that suffered on the cross—rather than the earlier
image of the triumphant Christ, standing erect on the cross, open-
eyed and regally crowned, as a sign of his victory over death.” The
earliest surviving crucifix to represent the dead Christ was a gift of
Archbishop Gero (d. 976) to the cathedral in Cologne for the altar
of the Cross.” The new image on the monumental cross—which also
appears in the Adalbero plaque (ill. 125)—served, as it did on the
processional crosses, to reinforce the painful reality of Christ’s sac-
rifice as a human being in the Good Friday liturgy and to fuel the
believer’s sense of remorse. Positioned on a triumphal column be-
hind the altar of the Cross and later over a rood screen, the image
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at the same time evoked the divinity of Christ and the exaltation of
the Cross in its cosmic dimensions. Directly related to the imagery
of The Dream of the Rood, this expression of the unity of Christ’s two
natures coincides with the image of the dead Christ on the jeweled
Mathilda Cross (ill. 116) or on the Tree of Life in the Anglo-Saxon
Gospels in the Morgan Library (ill. 25), as it would have done on
the Cloisters Cross when this still had its corpus.” It was this side
of the processional cross that became the focus when, beginning in
the second half of the eleventh century, the cross acquired a foot
and a place on the altar table. By the thirteenth century, the shape
of the Mass had been fully transformed: the consecration and the
elevation of the host that immediately followed became the climax
of the liturgy, thus shifting the emphasis from the Resurrection,
where it had been earlier, to the Crucifixion.” In the Gothic period,
it was to be an image of the suffering Christ wearing his crown of
thorns on an unadorned cross which visually expressed the
meaning of that climactic moment in the Mass.”

A unique feature of the Cloisters Cross, as noted previously, is
the placement of the carved roundel of Moses and the Brazen Ser-
pent behind the head of the corpus (ill. 30). The Brazen Serpent itself
is not an uncommon image in the mid-twelfth century.” As a sign
of Christ’s satisfaction for the sins of mankind, it fits in with the
revisualization of sacramental imagery that characterizes the art of
the period in response to evolving eucharistic theology.” The pro-
minence given this typological image of the Crucifixion on the Clois-
ters Cross can also be related to its meaning within the Holy Satur-
day liturgy. The depiction of the moment when Moses raised up the
Brazen Serpent suggests an idea important to that liturgy: the trans-
ition from the Old Law of Moses to the New Law of Christ through
the power of the Cross. The early eleventh-century Bible of Bern-
ward of Hildesheim depicts this transition by showing Moses offer-
ing a scroll to Ecclesin, who stands behind a curtained partition
under the blessing hand of God (ill. 132).”!

Inscribed on the scroll are the opening words of Genesis, from
the first reading on Holy Saturday. Between Moses and Ecclesia
looms a large processional cross that extends into heaven. The cen-
tral medallion with the Lamb on the back of the Cloisters Cross also
illustrates the transition between Old and New (ll. 96). This is no
longer the static, heraldic Lamb bearing an Easter cross, as on the
Ferdinand and Mathilda crosses. Here the triumphal Lamb is at the
same time the sacrificial one, from whom Synagogue turns at the
very moment when the curse of the Old Law is removed by Jesus’
death on the Cross. In a departure from the traditional iconography
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of the processional cross, the newer eucharistic theology is uniquely
expressed on this side of the Cloisters Cross by the dual aspect of
the Lamb.

Taken together, then, both sides of the Cloisters Cross constitute
a restatement of the sacramental images in the Uta Gospels, a state-
ment that records the transition from the Apocalyptic Easter Lamb
to Good Friday’s dead Christ as the dominant eucharistic image,
from gospel book to crucifix as the signifying liturgical object on
the altar at Mass. At the same time, the Cloisters Cross is still closely
bound to the function for which processional crosses of its type
would seem to have been designed, for by word as well as image
ideas central to the Easter liturgy are articulated. By examining their
liturgical context, the twentieth-century viewer may attempt to
probe the wealth of meanings that attached to the cross at the time
it was made.

132. Moses offering scroll to Ecclesia.
Bible of Bernward of Hildesheim, early 11th century.
Hildesheim Cathedral, MS 61, f. 1



Chapter 4
The Liturgical Context

AFTEMPTS TO UNRAVEL the program of the Cloisters Cross
have generally been based on the assumption that it must
derive from a single contemporary source. Wiltrud Mersmann, who
made a number of important iconographic connections between the
cross and earlier traditions, suggested that a sermon or one of the
disputations by Christian writers addressed to Jews might have
served as such a source.’ The second of these proposals was favored
by Sabrina Longland, whose studies of two of the most difficult
inscriptions on the cross have added further resonance to its
meaning.? Recently, parallels have been drawn between the program
of the cross and an Easter sermon preached by St. Bernard (1090-
1153). In the present inquiry, it has seemed preferable to consider
the program as the product of several sources uniquely assembled
rather than of one master text we have yet to discover. To be open
to this possibility permits an understanding of the cross on a num-
ber of interconnecting levels, wherein meanings have been extended
not only by inscriptions on the cross but also by alterations of the
standard iconography of individual scenes to accommodate the
scriptural accounts of the event. It is possible to grasp this operating
principle, even in the knowledge that a number of important con-
nections remain to be made.

Despite the obvious complexity of the program of the Cloisters
Cross, there are strong unifying elements at work. Its primary
source, in fact, is the Bible—in particular, the readings of the Old
and New Testaments that are used in the liturgy for Holy Week and
Easter. The dominant imagery for Good Friday and Easter is sup-
plied by the lost corpus on the Tree of Life and the Lamb of God
surrounded by the four Evangelist symbols (ills. 21, 71). A closer
look at the images and .inscriptions on the cross will expand the
associations with this liturgical context both directly and typologi-
cally.

Another unifier is John the Evangelist and author—as he was then
believed—of the Apocalypse. He is depicted on the Good Friday
plaque in his traditional stance beside the crucified Christ (ill. 133),
and again in the Lamb of God medallion, where he is identified by
name and associated with a text from the Apocalypse (ill. 136).
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John’s Gospel is the source of the scene above the titulus in which
Pilate and the chief priests dispute its wording, and it supplies a
crucial inscription on the medallion of Moses and the Brazen Ser-
pent, prominently displayed by a cowled monk (ills. 30, 135). The
texts of the Old Testament prophets who line the back of the cross
refer typologically to the unifying theme of both John's Gospel and
the Easter liturgy: Christ is the fulfillment of the Law and the
prophets. The prophets’ inscriptions serve to bind the two sides of
the cross, to join word and image in a masterful visual unity. Despite
the number and the fullness of the texts, the unity here is visual:
vision—the prophets’ vision, John’s apocalyptic vision, the be-
lievers’ need to see and to bear witness to the meaning of what they
see—is the final unifying theme of John indispensable to an under-
standing of the Cloisters Cross.

Many of the inscriptions are taken directly from the 11turgy of
Holy Week and the first days of Easter week; others can be associ-
ated with it through the testimonia of early Christian exegetes. Cer-
tain inscriptions at the same time refer to other important feasts and
rituals. For example, the two inscriptions on the Ascension plaque
are from the reading for the feast of the Ascension from Acts 1:11:
“Ye men of Galilee, why stand you looking up to heaven? [This Jesus
who is taken up from you into heaven,] shall so come, as you have
seen [him going into heaven]’ (ill. 64).* The inscription from John
3:14 on the Brazen Serpent roundel, ‘as Moses lifted up the serpent
in the desert, so must the Son of man be lifted up,” is part of the
Gospel for Matins on the feast of the Invention of the Cross.” Job’s
inscription beginning ‘I know that my Redeemer liveth’ (19:25) is
from a reading in the Office of the Dead (ill. 91), which, like the
Good Friday liturgy, was recited at the altar of the Cross.’

The Liturgy for Holy Week

These and many of the other texts on the Cloisters Cross taken from
the readings for Holy and Easter weeks are standard in missals of
the period following the Roman office. Other inscriptions refer to
antiphons and responses particular to the Benedictine liturgy and
thus place the Cloisters Cross within a context in which monastic
as well as Roman forms were used.” The context can be further
narrowed because the cross does not altogether reflect the Decreta
Lanfranci, the observances widely imposed on England after the
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Conquest by Lanfranc, the Norman Archbishop of Canterbury. Al-
though the various liturgies are similar in many respects, the overall
impression of dramatic power that is reflected in the scenes depicted
on the cross runs counter to the austerity that Lanfranc had advo-
cated.® Moreover, some inscriptions point specifically to a liturgy
still tied to the tenth-century Regularis concordia, to which, as we
have seen in the previous chapter, the basic form and imagery of
the cross can be related.” This liturgy seems to have lost its wide-
spread hold in England even before the Conquest, but it was con-
tinued in some form in a small number of Benedictine houses that
resisted aspects of Lanfranc’s reforms." Impetus for this survival—
or revival—appears to have come from a second Norman source:
the reformed liturgy recorded in the Liber de officiis ecclesiasticis,
written in about 1065 by Jean d’Avranches, Archbishop of Rouen.”
The customs he describes are drawn in part from some of the same
sources that were used for the Regularis concordia. Later, related
Rouen texts continue to reflect a direct dependence on the tenth-
century Anglo-Saxon reform movement.”

It must be emphasized that any attempt to reconstruct a liturgical
context specific to the Cloisters Cross can only be tentative. The
provenance of the cross is not secure, and liturgical texts for the
post-Conquest period in England are scarce and usage varied con-
siderably.” It must also be emphasized that there is no correlation
between the order in which biblical citations appear in the liturgy
for Holy Week and Easter and any observable sequence on the
Cloisters Cross, nor are the prophets arranged in the order in which
they occur in the Old Testament. Nevertheless, what is evident from
the liturgical approach is that front and back of the cross, word as
well as image, were conceived as a seamless web, one whose essen-
tial meaning would have been familiar to every member of a mon-
astic audience, even if some of the associations may have been
understood by only the most knowledgeable. Any attempt to ‘read’
its inscribed parts in a linear fashion, however, runs counter to their
presentation as a unified totality.

The Early Days of Holy Week

Holy Week begins with the triumphal Palm Sunday procession dur-
ing which the congregation represents the Hebrew children who
welcome the Entry into Jerusalem of the Son of David." Rather than
his triumph, however, it is Christ’s betrayal and suffering that are
foreshadowed in the liturgy of Palm Sunday: the Gospel reading
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for that day is Matthew’s account of the Passion, chapters 26 and
27.% (The accounts by Mark and Luke form the Gospel readings for
Holy Tuesday and Holy Wednesday respectively.)' Christ’s betrayal
by his apostle Judas for thirty pieces of silver—only Matthew spe-
cifies the amount (26:15)—is the prophecy of Amos on the back of
the Cloisters Cross: ‘he hath sold the just man for silver’ (Amos 2:6).
The inscription from Jeremias on the upper edge of the Brazen
Serpent roundel on the front of the Cloisters Cross (and thus over
the head of the now-missing corpus)—'Why wilt thou be as a wan-
dering man, [as] a mighty man that cannot save?’ (Jer. 14:9)—seems
to be echoed in the taunts with which Christ was mocked by the
chief priests and scribes as he hung on the Cross: ‘He saved others;
himself he cannot save’ (Matt. 27:42; cf. Mark 15:31 and Luke 23:35).
The couplet on the sides of the shaft, with its reference to the
laughter that greeted Christ’s death agony, also evokes this passage
in the Gospel accounts.

Four Old Testament inscriptions on the Cloisters Cross that pre-
figure Christ’s sacrifice are taken directly from the liturgy of the
early days of Holy Week. Two quotations from Jeremias 11:19 on
the Lamb of God medallion are from the reading at Mass on Tues-
day: ‘I was as a meek lamb, that is carried to be a victim’ (below
the Lamb), and ‘Let us ... cut him off from the land of the living’
(on the top edge of the medallion).” Two inscriptions from Isaias
are from the first and second readings respectively of the Mass on
Wednesday: ‘Why [then] is thy apparel red, and thy garments like
theirs that tread in [the winepress?]” (63:2) on the Brazen Serpent
" medallion;"® ‘He was offered because it was his own will’ (53:7) on
Isaias’s scroll below the Lamb on the back of the cross.” The second
of these quotations also serves as part of an antiphon for Lauds on
Maundy Thursday.”

Good Friday

The second psalm of Matins on Good Friday is the one most closely
linked to the Crucifixion. From it comes David’s inscription: “They
have dug my hands and feet. They have numbered all my bones’
(Ps. 21:17-18).* The readings for Matins are the Lamentations of
Jeremias. The response to the first reading, ‘All my friends have
forsaken me,” relates to the inscription of Abdias, “The men of thy
confederacy have deceived thee’ (1:7); the versicle “And they put
gall in my food and in my thirst they give me vinegar to drink’ to

153



CHAPTER FOUR

Habacuc’s ‘Woe to him that giveth drink to his friend, and presen-
teth his gall’ (2:15).2 The first versicle to the third reading repeats
the two inscriptions from Jeremias 11:19 framing the Lamb medal-
lion above and below, which were part of the reading for Mass on
Holy Tuesday.”

The second reading for Nones, the principal office for Good Fri-
day, tells the story of the sacrifice of the Passover Lamb, whose
blood put on the doorposts of the Israelites would protect them
from the slaughter of Egypt’s firstborn (Ex. 12:1-11). It is followed
by the account of the Passion in the Gospel according to John (18-
19).* The same connection is made on the Cloisters Cross by the
central roundels, one showing the Paschal Lamb and the other the
Brazen Serpent behind the head of the now-missing corpus, and
perhaps also by the prophet Micheas’s inscription, ‘Shall I give my
firstborn for my wickedness?” (Mich. 6:7).”

John’s account of the Passion begins with the betrayal by Judas
that leads to Christ’s arrest by ‘a band of soldiers and servants from
the chief priests and the Pharisees” (John 18:3). Foreshadowing the
Quem quaeritis dialogue in the Easter drama, ‘Jesus . . . said to them:
Whom seek ye? They answered him: Jesus of Nazareth’ (John 18:4-
5). Possibly fulfilling Ezechiel’s prophecy quoted on the back of the
Cloisters Cross, ‘[And thou, O] son of man, behold they shall put
bands upon thee, and they shall bind thee [with them]’ (3:25), is
John's version of the arrest: “Then the band and the tribune, and
the servants of the Jews, took Jesus, and bound him: and they led
him away’ (John 18:12-13).

There is evidence on the Cloisters Cross of an intent, through
image as well as text, to give literal renderings of many details of
this account that are not standard in the Western pictorial tradition.
The rare scene of the Dispute over the Titulus faithfully depicts an
event told only by John (19:21-22), even to the point of showing a
second figure behind the priest facing Pilate, to indicate that more
than one of ‘the chief priests of the Jews said to Pilate: Write not,
The King of the Jews; but that he said, I am the King of the Jews,
to which ‘Pilate answered: What I have written, I have written’
@ll. 39).”

John’s account of the Passion concludes with the action of the
Roman soldier—traditionally known as Longinus—depicted in the
upper left corner of the Good Friday plaque.” The full explanation
of his role is given only in this Gospel (19:31-37):
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134. Figures behind Nicodemus,
from the Good Friday plaque

Then the Jews, . .. that the bodies might not remain up on
the cross on the sabbath day, . . . besought Pilate that their
legs might be broken, and that they might be taken away.
The soldiers therefore came; and they broke the legs of the
first, and of the other that was crucified with him. But after
they were come to Jesus, when they saw that he was al-
ready dead, they did not break his legs. But one of the
soldiers with a spear opened his side, and immediately
there came out blood and water. And he that saw it, hath
given testimony; and his testimony is true. And he know-
eth that he saith true; that you also may believe. For these
things were done, that the scripture might be fulfilled: You
shall not break a bone of him. And again another scripture
saith: They shall look on him whom they pierced.

John’s renderings of the two prophecies—"You shall not break a
bone of him” (cf. Ex. 12:46), “They shall look on him whom they
pierced’ (cf. Zach. 12:10)—are inscribed on the scroll held by his
symbol, the eagle on the back of the Cloisters Cross (ill. 92).* Their
fulfillment is conveyed in the Good Friday plaque by Longinus with
his daggerlike beard, who looks toward Jesus, and by the six little
figures behind Nicodemus straining to see (ill. 134); three of these
figures wear the Jewish cap. The solemn prayers of intercession that
follow John’s Gospel include one for the Jews: ‘Let us pray also for
the faithless Jews, that our Lord God would withdraw the veil from
their hearts, that they also may acknowledge our Lord Jesus Christ.”®
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The climax of the Good Friday liturgy is the Veneration of the
Cross. This ancient rite begins with the setting up of a veiled cross
in front of the altar of the Cross. It is carried to the altar and un-
covered by two deacons in three progressive stages. Each stage is
punctuated by one of the Improperia, when the deacons sing a re-
proach of the dying Jesus, in which an instance of Old Testament
deliverance is contrasted with the torments of the Crucifixion. Two
subdeacons standing before the cross respond to each of three re-
proaches with the Trisagion chant, ‘Holy God, holy and mighty, holy
and immortal, have mercy upon us,” in Greek; it is repeated in Latin
by the schola, or choir.” Malachias’s inscription, ‘Shall a man afflict
God? for you afflict me” (3:8), would seem to relate to the bitter
reproaches of Jesus against those who, in crucifying him, crucified
God.” The tone of the Veneration shifts from remorse to gratitude
with the gradual unveiling of the cross, during which the deacons
sing: ‘Behold the wood of the cross on which hung the salvation of
the world,” words that fit the image of the lignum vitae, the Tree of
Life on the Cloisters Cross to which the corpus was attached.”

The unveiling of the cross continues with the singing of the anti-
phon Crucem tuam adoramus, followed by Dum Fabricator mundi,
which marks the moment of Christ’s death as recorded in Matthew’s
Gospel (27:51-54): ‘While the Creator of the world was suffering
death on the Cross, crying in a loud voice He gave up the spirit:
and the veil of the temple was sundered, the tombs were opened,
and there was a great earthquake, for the world cried that it could
not endure the death of the Son of God.”” This antiphon carries the
sense of Nahum's inscription on the Cloisters Cross: ‘I have afflicted
thee, and I will afflict thee no more’ (1:12), a promise of the deliver-
ance of Juda. The reference to the earthquake suggests the words
Terra tremit, with which the couplet on the front of the shaft begins.
The first versicle following the Dum Fabricator mundi antiphon, “And
when the lance of the soldier opened the side of the crucified Lord,
blood and water flowed to redeem our health,” refers to the passage
from John’s Gospel quoted above. The action that brings forth the
water and blood, symbolizing the sacraments of Baptism and the
Eucharist, signifies the institution of the Church.” The Church, born
from the wound in Christ’s side, thus finds its parallel in Eve—-
fashioned from Adam’s rib—at the foot of the cross, just as Christ
is the New Adam who redeemed the Old.* On the Cloisters Cross
the triple stream of blood on Adam’s shoulder is a sign that his
redemption, and therefore mankind’s, is accomplished.

The unveiling of the cross concludes with the sixth-century hymn
by Venantius Fortunatus, Pange, lingua, which is also traditional to
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the Roman rite and to the Decreta Lanfranci”’ One way in which
these differ markedly from the Regularis concordia is the abbreviated
Veneration of the Cross with which this part of the Norman service
ends.® The older service prolonged both the unveiling and the
veneration itself.

As soon as it has been unveiled, the abbot shall come before
the holy Cross and shall prostrate himself thrice with all
the brethren of the right hand side of the choir, that is,
seniors and juniors; and with deep and heartfelt sighs shall
say the seven Penitential Psalms and the prayers in honour
of the holy Cross. ... Then humbly kissing the Cross the
abbot shall rise; whereupon all the brethren of the left hand
side of the choir shall do likewise with devout mind. And
when the Cross has been venerated by the abbot and the
brethren, the abbot shall return to his seat until all the
clergy and people have done in like manner.”

The Good Friday plaque shows a particularly poignant repre-
sentation of this moment in the Adoratio Crucis when the stark fact
of Christ’s death is confronted (ill. 48). The overall mood is one of
lamentation on the suffering that Jesus had to endure: ‘They have
dug my hands and feet’ (David’s inscription from Psalm 21 on the
back of the cross). The Deposition, the taking down of Christ from
the cross, is suggested only through the presence of Nicodemus,
who in the visual tradition is the one who removes the nails from
the hands and feet of the body. But here his large pliers call attention
to the nail in the palm of Jesus” detached left hand, lifted high above
the cross arm. The eye then follows the gently sloping curve from
Jesus’ left hand down to the wound in the back of his right hand,
which the Virgin holds. Two mourning female heads—Mary of
Cleophas, sister of the Virgin, and Mary Magdalen (John 19:25)—in
front of John call attention to the wound in Christ’s left foot. The
wounds in his right foot and right side can be detected as well.
‘They shall look upon me, whom they have pierced” (Zach. 12:10)
is the prophecy that John says was fulfilled (19:37). In Zacharias
these words immediately precede those inscribed on the scroll held
by the figure seated, head in hand, in the lower left corner: ‘They
shall mourn for him as [one mourneth for] an only son.’

Zacharias’s text, which can be described as the caption to the
plaque, is brought to life by the quiet gesture of the Virgin. The
depiction of Mary holding Jesus’ right hand, a motif borrowed from
Byzantine art, corresponds to her planctus, a lament in poetic form,
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also Eastern in origin, which began to be inserted as an extralitur-
gical element into the Veneration of the Cross on Good Friday in
the twelfth century, especially on the Continent.”” An expression of
the sorrow of the Virgin that accompanied increased devotion to
the Passion of Christ, the lament finds its counterpart in images
such as this one that move the believer to identify with the Virgin's
compassio, her shared suffering, with her son.” An important theme
of the planctus, cultivated in the exegetical tradition, is Simeon’s
prophecy to the Virgin with the Infant Jesus in the Temple that ‘thy
own soul a sword shall pierce, that, out of many hearts, thoughts
may be revealed’ (Luke 2:35).” It is possible, therefore, to see in the
lance held by Longinus, whose placement just behind the Virgin is
not the norm, an added aspect of twelfth-century spirituality
whereby the believer identifies with the Virgin’s grief over the death
of her son. According to the monk Theophilus: ‘If a faithful soul
should see the representation of the Lord’s Crucifixion . . . it is itself
pierced.”®

According to the Regularis concordia, immediately following the
Veneration of the Cross and before the Mass of the Presanctified,
with which the Good Friday service concludes, was the moment
when the extraliturgical Depositio Crucis, the re-enactment of the
Deposition and Entombment, might be performed by the ‘burial” of
a processional cross in a ‘sepulchre’ set up on an altar.” While the
customs of Lanfranc would have precluded it for the most part in
twelfth-century England, the burial of the cross together with the
host would have been common on Good Friday in later Gothic
England—but not until Vespers—owing to its inclusion in the thir-
teenth-century Sarum rite, widely adopted in secular churches, that
spawned the proliferation of the Easter Sepulchres in stone.”

Among a number of dramatic episodes that were added by Arch-
bishop Jean d’Avranches to every season of the liturgical year was
an embellishment of the Depositio Crucis recorded in the eleventh-
century Liber de officiis ecclesiasticis.* As a kind of prologue to the
ritual described in the Regularis concordia, it incorporates the sense
of the first versicle to the Dum Fabricator mundi antiphon from the
Veneration of the Cross, quoted above, which refers to the wound
made by the lance:

... let the crucifixus be washed with wine and water in
commemoration of the blood and water flowing from the
side of the Savior, from which after holy communion the
clergy and the people drink. After the response Sicut ovis
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ad occisionem is sung, let some carry it to a place made in
the manner of a sepulchre, where it is buried until the Day
of the Lord. Congregated there, let the antiphon In pace in
idipsum and the response Sepulto Domino be sung.”

Rouen practice is seen as the source of the ritual from the
Winchester house at Barking (Essex), which specifies the removal
by two priests of the corpus from the cross for its burial in the
‘sepulchre.””® The Barking text describes customs followed in the
second half of the fourteenth century that appear to relate to
earlier practice.”

These texts prompt a question as to whether the Cloisters Cross
might have allowed for some kind of enactment of the Deposition—
not actually depicted on the right-hand plaque—whereby its corpus
was detached on Good Friday, as was the case with life-sized wood
corpora commonly used in the Depositio rite in the later Middle
Ages.” The fully carved central roundel showing Moses and the
Brazen Serpent, which prevents a corpus from being mounted flat
against the cross in the usual way, suggests that the missing corpus
might not have been permanently affixed to the cross, and that there
were times when a view of the roundel and the inscriptions on the
front of the shaft was unobstructed. Even though a connection be-
tween the Oslo corpus and the Cloisters Cross cannot be sustained,
the deep arm sockets and the holes for tenons that allowed the
former to have been mounted temporarily over the central roundel
(ill. 14) offer some indication of how the arms of the corpus that
belonged to the cross might have been lowered if it was placed in
a ‘sepulchre.”” Possible confirmation of this hypothesis is the evi-
dence on the Cloisters Cross of repeated remountings of its corpus:
several holes at the original points of attachment of the hands to
the crossbar, two of which can also be seen on the other side; and
the damage to the shaft in the area where the suppedaneum for the
feet was attached.”

The earliest preserved drama text to include an enactment of the
Deposition is from an Anglo-Norman vernacular play, La Seinte Re-
sureccion, thought to have originated in England in the second half
of the twelfth century.” Ties to the liturgy are demonstrated by the
stage directions for a scene immediately preceding the actual de-
tachment of the corpus from the cross by Joseph of Arimathea and
Nicodemus. In this scene, Longinus, who was blind according to
popular legend, regained his sight when he pierced Christ’s side
with the lance.
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He took the lance; it struck

To the heart; then blood and water issued forth;
This flowed down onto his hands,

With which he wet his face,

And when he put it to his eyes,

He regained his eyesight immediately.™

Whether or not the extraliturgical ritual of the washing of the cru-
cifix with wine and water was included in the liturgy in which the
Cloisters Cross played a part, the miracle of his sight restored would
have enhanced the associations with Longinus on the Good Friday
plaque.®

Holy Saturday

Just as the subject of the upper part of the right-hand plaque of the
Cloisters Cross is not the Deposition itself, neither is it the Entomb-
ment that is represented below. The only reference to that bleak
event is Christ’'s own prophecy of it in Matthew’s inscription on the
back of the cross (12:40): ‘For as Jonas was in the [whale’s] belly
three days and three nights: so shall the Son [of man be in the heart
of the earth three days and three nights].” What is shown instead is
a literal depiction of the corpse of Jesus on the stone of unction,
‘bound . . . inlinen cloths, as the manner of the Jews is to bury’ (John
19:40), and directly observed by a single figure wearing a pointed
Jewish cap. The heads of the grieving Marys appear to join the two
parts of the composition, just as the mood of Good Friday’s liturgy
continues into the early hours of Holy Saturday, representing the
watch that was kept over the tomb.* The three antiphons already
sung during the Depositio Crucis in the Regularis concordia are re-
peated at Matins.” One of the responses at Matins, Sepulto Domino,
which refers to the sealing of the tomb and the posting of soldiers
to guard it, has also been anticipated in the Depositio Crucis.”® Osee’s
text on the back of the cross, ‘O death, I will be thy death” (13:14),
and Zacharias’s, ‘they shall mourn for him as [one mourneth for]
an only son’ (12:10), occur in antiphons for Lauds on Holy Satur-
day.”

The image of Moses and the Brazen Serpent in the central medal-
lion on the front of the Cloisters Cross assumes special significance
in the liturgy for Holy Saturday (ill. 135). Since early Christian times
the climax of Holy Saturday was in the vigil Mass following the
baptismal rites that took place that night, after a ritual that prepared
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the candidates to receive this sacrament.” A candle holder in the
form of a serpent that was used for the Blessing of the New Fire,
the ceremony that accompanied the relighting of the candle that
lights all the candles extinguished throughout the church on the last
three days of Holy Week, is described in the Regularis concordia in
the liturgy for Maundy Thursday:

As a secret sign of a certain mystery, if it so please, the
brethren shall vest and go to the doors of the church bear-
ing with them a staff with the representation of a serpent;
there fire shall be struck from flint and blessed by the
abbot, after which the candle which is fixed in the mouth
of the serpent shall be lit from that fire. And so, the staff
being borne by the sacrist, all the brethren shall enter the
choir and one candle shall then be lit from that fire.”

Although Lanfranc prescribed the Blessing of the New Fire only
on Holy Saturday and did not specify the form of the candle holder,”
the English preference for the serpent appears to have been fortified
by Rouen customs,” and by the explanation of the meaning of the
New Fire given by Archbishop Jean d’Avranches in the eleventh
century:
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[It is] the light of divinity, which had lain hidden in the
flesh of the Savior continually up through the Passion, and
through the Passion and Resurrection gleamed again in the
Church, that is, in the hearts of the faithful. ... now on the
staff, Christ suspended on the cross is borne; now in the
serpent, the same Christ, who was prefigured by the ser-
pent in the desert.”

The prominent position of the scene of Moses and the Brazen
Serpent on the Cloisters Cross suggests that the cross without the
corpus may have had a role in the liturgy of Holy Saturday. With
the view of the central roundel unobstructed, this face of the cross
would be appropriate to the day’s rites that began with the Blessing
of the New Fire.” Moreover, the inscription from John on the Brazen
Serpent medallion—'as Moses lifted up the serpent in the desert, so
must the Son of man be lifted up” (3:14)—is echoed in an antiphon
that initiates the Blessing of the Paschal Candle on Holy Saturday,
the first station in the Holy Saturday procession.*

John’s text on the Brazen Serpent medallion is taken from his
report of Jesus’ explanation to Nicodemus of the meaning and
necessity of Baptism:

Unless a man be born again of water and the Holy Ghost,
he cannot enter into the kingdom of God. ... And no man
hath ascended into heaven, but he that descended from
heaven, the Son of man who is in heaven. And as Moses
lifted up the serpent in the desert, so must the Son of man
be lifted up. . .. For God so loved the world, as to give his
only begotten Son; that whosoever believeth in him, may
not perish, but have life everlasting. (John 3:5, 13-14, 16)

The scriptural context of John's inscription concerning Moses and
the Brazen Serpent helps to clarify the importance of the Holy Sat-
urday liturgy in the program of the cross.” Without the corpus, there
is a clear pairing of the central medallion and the Good Friday
plaque. Just as God’s gift of ‘his only begotten Son’ is a reference
to the ‘only son” of Zacharias’s inscription whom ‘they shall mourn
for’ in the Good Friday plaque,” this text can also explain why
Nicodemus is singled out there and why he raises Jesus’ left hand
above the cross arm rather than taking it down. His gesture—un-
paralleled in the visual tradition of the Deposition—is a link with
the Serpent lifted up. The connection is reinforced by the super-
position of the central roundel on the Tree of Life form of the cross
itself. The image of the Tree of Life equates the Serpent and the
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Christ in the Good Friday plaque to the Crucifixion as the means
to salvation, an idea which is expressed in Solomon’s inscription on
the back of the cross.” ‘I will go up into the palm tree, and will take
hold of the fruit thereof’ (Cant. 7:8) is the promise of ‘life everlast-
ing, through Christ's sacrifice.” In affirmation of the promise—
which is the substance of the Credo, the orthodox statement of belief
recited by the believer at the baptismal rite—‘he that descended
from heaven,” according to John's Gospel is depicted risen from the
tomb in the Resurrection plaque and as he ‘ascended into heaven’
in the upper terminal.”!

Adam and Eve looking up from the foot of the Tree of Life on the
Cloisters Cross complete the masterful visualization of the meaning
of the baptismal rites in the Holy Saturday liturgy.” Aggeus’s in-
scription on the cross arm, ‘I...will make thee as a signet’ (Agg.
2:24), may refer to the sphragis, the seal in the form of the sign of
the Cross made on the candidate’s forehead in the liturgy immedi-
ately preceding the Vigil Mass that took place at midnight.” The
placement of the abbreviated name of Jesus in the inscription held
by the angel in the Easter plaque is in fact suggestive of a seal:
QUERITIS NAZ[A] / IH[SVIM RENVM CRVCIFIX[VM]" (ill. 56).

Easter Sunday

Just as John’s Passion Gospel governs the crucifix side of the Clois-
ters Cross, the apocalyptic vision attributed to him dominates the
side of the Lamb: ‘And [ saw: and behold . . . a Lamb standing as it
were slain’ (Apoc. 5:6) is the image in the central roundel. The
inscription over John’s mourning figure—’St. John: And I wept
much,” quoting from Apocalypse 5:4—ties the two sides of the cross
by recalling the Evangelist’s grief at the Passion (ills. 48, 96). In con-
text the words inscribed continue ‘because no man was found
worthy to open the book nor to see it,” referring to the ‘book written
within and without, sealed with seven seals” which was ‘in the right
hand of him that sat on the throne” (Apoc. 5:1), surrounded by the
‘four living creatures’ that symbolize the Evangelists and by the
twenty-four elders. John’s inscription is intersected just above his
head by the angel’s scroll, which quotes from the reply of one of
the elders and then the triumphant hymn of the angels, the living
creatures, and all the elders: “Weep not; [behold the lion of the tribe
of Juda, the root 6f David, hath prevailed to open the book, and to
loose the seven seals thereof]. . . . The Lamb that was slain is worthy
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to receive power, and divinity, [and wisdom, and strength, and
honour, and glory, and benediction]” (Apoc. 5:5, 12). This same text
is the source of a response and versicle in the third nocturn for
Easter Matins.”™

The Lamb ‘standing as it were slain” (Apoc. 5:6) is equated with
‘the lion of the tribe of Juda, the root of David,” represented by
Mark’s lion in the left terminal, which repeats the pose of the Lamb
(ill. 93).” Christ’s descent from the royal house of David is the theme
of Balaam’s prophecy on the cross arm: ‘[A star shall rise out of
Jacob and] a man [sic: sceptre] shall spring up from Israel: [In that
day the root of Jesse, who standeth for an ensign of the people, him
the Gentiles shall beseech,] and his sepulchre shall be glorious’
(Num. 24:17; Isa. 11:10).” The crowned busts of David, the son of
Jesse, and of David’s son Solomon, just below him at the top of the
shaft, lend a connotation of the Tree of Jesse to the back of the
Cloisters Cross (ills. 74, 75): like the Tree of Life, the Tree of Jesse is
the Tree of Salvation.” Matthew’s presence near what must have
been his symbol at the bottom of the shaft, which is otherwise
populated with Old Testament characters, may be intended to rein-
force the idea of a Jesse Tree, by recalling “The book of the generation
of Jesus Christ,” with which his Gospel opens.”” The prophecy al-
ready quoted, ‘I. .. will make thee as a signet’ (Agg. 2:24), is God’s
promise to Zorobabel, son of Salathiel—two other ancestors of
Christ (Matt. 1:12).

The text held by the angel on the Easter plaque (ill. 56) is part of
the versicle for the response to the eighth reading for Easter Matins:
‘you seek Jesus of Nazareth, who was crucified’ (Mark 16:6).” It is
drawn from the Gospel for Easter Matins, chapter 16 of Mark, whose
lion, a symbol of the Resurrection, is on the left-hand terminal on
the other side.”

Although the angel’s words are not the Quem Quaeritis from the
dialogue of the drama enacting the visit of the Holy Women to the
Sepulchre, there are aspects of the image on the Cloisters Cross that
prompt a comparison to the extraliturgical text of the Visitatio
Sepulchri specified in the Regularis concordia as taking place at
Matins.” The scene is not typical of visual representations of this
event in that the angel neither looks at the Marys nor points to the
cloth emerging from the tomb; in the drama the Marys hold up
before the congregration the linen in which the cross was wrapped,
as proof of the Resurrection. The women seem to be depicted at a
moment before their encounter with the angel. Only two, each
carrying an ointment jar, are fully visible. The third is indicated by
her head alone, as if she were in the process of making her entrance
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in the drama to accord with the Gospel text: ‘Mary Magdalen, and
Mary the mother of James, and Salome, bought sweet spices, that
coming, they might anoint Jesus’ (Mark 16:1).” The ointment jars
are justified by the Gospel account, but the thurible carried by Mary
Magdalen is a liturgical object and specific to the drama text.”

The image of the risen Christ behind the angel—reaching toward
the hand of God emerging from a cloud below the titulus—comes
from a later moment in John's version of events. Rare in combination
with the Three Marys at the Tomb, Christ’s appearance seems to
allude to the Noli me tangere scene that was added to extraliturgical
Easter dramas of the twelfth century on, including the later Barking
text.® In the visual tradition, the Magdalen is usually shown kneel-
ing before the risen Christ, whom she at first mistakes for a gardener.
The representation on the Cloisters Cross seems more literally to
depict the message he asks her to convey to the other disciples: “. .
. say to them: I ascend to my Father and to your Father, to my God
and your God’ (John 20:17), and to be closer to a Visitatio Sepulchri
text from Rouen where Christ, a part perhaps played by a canon,
appears to the left of the altar and holds out a cross. In this text, he
addresses himself to all three women, who proclaim the Resurrec-
tion by turning to the choir and saying, ‘Alleluia, the Lord is risen,
the mighty lion is risen, Christ the son of God.”™

The Barking ‘Visitatio’ is particularly valuable because of the scant
evidence of the drama’s performance in England after the Conquest;
it was included in neither the Sarum rites nor the Decreta Lanfranci.*®
The risen Christ on the Cloisters Cross may, therefore, reflect know-
ledge of an extraliturgical Visitatio text that included the Noli me
tangere scene.

Given the importance to the program of John’s theme of witness,
the image of the risen Christ provides tangible proof of the words
of Job inscribed on his scroll on the right cross arm on the back of
the Cloisters Cross: ‘[For] I know that my Redeemer liveth, [and in
the last day I shall rise out of the earth. And I shall be clothed again
with my skin,] and in my flesh I shall see God my Saviour [sic: my
God]" (19:25-26). The figure of Job is shown with his cloak open,
exposing his torso in order to underscore his faith in his own bodily
resurrection through Christ’s (ill. 91).

In the liturgy of the Easter procession, the triumphant proclama-
tion of Christ’s Resurrection is the theme of the Benedictine re-
sponse: ‘Christ rising from the dead, dieth no more; death no longer
has dominion over him. But in that he liveth he liveth unto God,
alleluia, alleluia.”” The versicle to this response alludes to the actual
scene of the Resurrection:
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Let the Jews now tell us, how the soldiers, who guarded
the sepulchre, lost the King, though they had placed a rock
over him. Why kept they not the Rock of justice? Either let
them restore the buried One, or adore with us the risen
One, saying: . . . alleluia, alleluia.”

The sleeping soldiers on the Easter plaque, a standard element of
the visual tradition, can be related to this versicle. It is the comple-
ment of the Sepulto domino antiphon from the Good Friday Depositio
and Holy Saturday Matins.* It also carries the sense of the rhymed
couplet running along the Tree of Life on the shaft of the cross: ‘“The
earth trembles, Death defeated groans with the buried one rising. /
Life has been called, Synagogue has collapsed with great foolish
effort.’

The opening words of the couplet, Terra tremit, recall the offertory
of the Easter Mass, drawn from Psalm 75:9-10: ‘The earth trembled
and was still, when God arose in judgment, Alleluia.”” Joel's
prophecy of judgment of the enemies of Juda on the back of the
cross carries a similar message: ‘[And the Lord] shall. .. utter his
voice from Jerusalem: and heaven [sic: the heavens] and the earth
shall be moved’ (3:16). Judgment is the theme of God’s promises to
Israel in the inscription held by Sophonias just above that of Joel: ‘I
will cut off all that have afflicted thee at that time” (Soph. 3:19).
Daniel’s inscription carries a similar meaning: ‘after seventy-two
[sic: sixty-two] weeks Christ shall be slain: [and the people that shall
deny him shall not be his]” (9:26).

The presence of the many prophets on the Cloisters Cross is just-
ified by Peter’s text on the medallion of Moses and the Brazen
Serpent, which occurs in the Epistle for Easter Monday: “To him all
the prophets give testimony’ (Acts 10:43).” In the Gospel readings
for that day and Easter Tuesday, the risen Christ himself explains
to his disciples, first at Emmaus and then in Jerusalem, the fulfill-
ment of the old order in the new: ‘And beginning at Moses and all
the prophets, he expounded to them in all the scriptures, the things
that were concerning him’ (Luke 24:27);* and ‘These are the words
which I spoke to you, while I was yet with you, that all things must
needs be fulfilled, which are written in the law of Moses, and in the
prophets, and in the psalms, concerning me’ (Luke 24:44).”
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The ‘Testimonia’” and the Liturgy

The Testimonia and the Central Medallions

The liturgical references to the law of Moses in the Gospel readings
for Monday and Tuesday of Easter Week link the striding figure of
Moses in the central medallion on the front of the cross to Syna-
gogue in the Lamb medallion on the back (ills. 135, 136). The inscrip-
tion Synagogue holds, ‘Cursed is every one that hangeth on a tree,’
is from St. Paul’s Epistle to the Galatians. The full citation reads:
‘Christ has redeemed us from the curse of the law, being made a
curse for us: for it is written: Cursed is every one that hangeth on
a tree’ (Gal. 3:13).” Paul here recalls a provision of the Old Law as
delivered by Moses with regard to a criminal ‘hanged on a gibbet:
His body shall not remain upon the tree, but shall be buried the
same day: for he is accursed of God that hangeth on a tree’ (Deut.
21:22-23). Synagogue’s inscription echoes one of the antiphons sung
at the Veneration of the Cross on Good Friday—'Behold the wood
of the cross on which hung the salvation of the world'—and an
antiphon in the Benedictine offices for Easter: “The Lord is risen
from the sepulchre, who for us hung on the wood.”” The inscription
is also linked to the passage from Deuteronomy held by Moses on
the Brazen Serpent roundel: ‘[And] thy life shall be [as it were]
hanging before thee. [Thou shalt fear night and day,] neither shalt
thou trust [credes] thy life’ (Deut. 28:66), a reference to the Brazen
Serpent as an antetype of the crucified Christ, whom Synagogue
rejects. '

The way in which these two inscriptions are linked—to each other
and to other texts on the cross—and how they generated ideas
important to the liturgy of Good Friday and Easter requires a know-
ledge of the early testimonia, interpretations of Old Testament texts
assembled by Greek Christian writers from their discussions with
Jews.” Their commentaries on the two passages from Deuteronomy
enrich the meaning of the Cloisters Cross within its liturgical con-
text. To track just these two inscriptions gives some further idea of
the range of associations the program affords and of sources that
were mined in putting it together.

Deuteronomy 28:66 is Moses’ prediction of the uncertain life that
the Israelites would have if they failed to obey the Lord’s command-
ments. It was Melito, Bishop of Sardis (d. c. 190), who juxtaposed
this verse with Deuteronomy 21:23, and saw the inscription held by
Moses as a reference to the life in the larger sense of the word that
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was offered the Jews in Christ crucified and in which they did not
believe.” Melito further enriched the reference to the Passion by
citing Jeremias 11:19 (quoted on the Lamb roundel of the Cloisters
Cross) in connection with Deuteronomy 28:66.” Another Church
Father, Tertullian (c. 160—c. 225), was among those who related the
two Deuteronomy texts to the theme of the Tree of Life in his argu-
ments against the Jews: ‘And the tree ... hath brought forth its fruit
[Joel 2:22]. Not that tree in Paradise which brought death to the first
parents, but the tree of the Passion of Christ, whence life, hanging,
was not believed by you [Deut. 28:66].”” By citing Psalm 21:17 (David's
inscription on the Cloisters Cross), Tertullian justified his insertion
of the words in ligno in Moses’ text from Deuteronomy 28:66 and 4
ligno in Psalm 95:10 (‘Say ye among the Gentiles, the Lord hath
reigned’): “The hands and feet are not pierced except his who has
been hung on the tree. That is why David himself said the Lord
would reign from the tree.”™ Psalm 95:10 is the source of the versicle
sung in the Easter procession: ‘Say ye among the nations’; Tertul-
lian’s amendment of it is in the response: ‘That the Lord hath
reigned from the tree, alleluia.”"” The same idea is expressed in the
hymn Vexilla Regis by Venantius Fortunatus, sung at Vespers during
Holy Week and at the feast of the Invention of the Cross: ‘Here on
the cross was fulfilled the prophecy foretold in David’s truthful

words, saying to the nations: “God hath reigned from the tree”.”"
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Origen (c. 185-c. 254) commented on a further meaning in this
exegesis, linking the words ‘thy life shall be as it were hanging
before thee. .. neither shalt thou trust thy life’ (Deut. 28:66) to
Deuteronomy 30:15-19: ‘Consider that I have set before thee this
- day life and good, and on the other hand death and evil . .. But if
thy heart be turned away, so thou wilt not hear ...I foretell thee
this day that thou shalt perish . . . I call heaven and earth to witness
this day, that I have set before you life and death, blessing and
cursing. Choose therefore life, that both thou and thy seed may live.’
In connecting these passages, Origen incorporated the notion of
choice into the interpretation of Deuteronomy 28:66. ‘And when it
is said in the law,” he writes, ““I have placed life before thy face”
[Deut. 30:15], the Scripture says this about Him who said, “I am the
Life” [John 11:25], and about His enemy, death; the one or other of
which each of us by his deeds is always choosing. And when we
sin with life before our face, the curse is fulfilled against us which
says, “And thy life shall be hanging up before thee” [Deut. 28:66]."
The choice between life and death is visualized in the central medallion
of the Cloisters Cross through those who look at Moses and the Brazen
Serpent, and the four below who do not. These figures embody the
necessity for the worshiper to make his profession of belief in the
central tenets of the Christian faith in order to be baptized on Holy
Saturday and to join in the celebration of the Easter Mass."™

The Testimonia and the Cham Ridet Couplet

The harshest expression of disbelief—in the couplet along the sides
of the shaft: “‘Cham laughs when he sees the naked private parts of
his parent. / The Jews laughed at the pain of God dying’—relates
to that part of the Good Friday liturgy that fastens on the suffering
of the Crucifixion and the taunts that Jesus had to endure. The first
line of the couplet is also rooted in a long interpretative tradition
concerning the events recorded in Genesis 9:20-25:'%

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 uncovered, 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
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their father: and their faces were turned away. . . . And Noe
awaking from the wine, when he learned what his younger
son had done to him, He said: Cursed be Chanaan, a ser-
vant of servants shall he be unto his brethren.

Habacuc’s inscription on the back of the Cloisters Cross is another
reference to Cham'’s disrespect: ‘Woe to him that giveth drink to his
friend, and presenteth [his] gall, [and maketh him drunk, that he
may behold his nakedness]” (Hab. 2:15). Origen is the source of the
interpretation of Noe as an antetype of Christ, and Cyprian (d. 258)
for the drunkenness of Noe as an antetype of the Crucifixion."”
According to Irenaeus (c. 130—c. 200), for anyone to deny the typo-
logical meaning of Scripture was to be like Cham ‘who laughed at
his father’s shame.”"”

Augustine (354-430) in his City of God absorbed this exegesis into
the broader meanings he assigned to Cham and his brothers:

[Cham] whose name means ‘Hot,” . . . what does he signify
but the hot breed of heretics? ... No doubt many matters
pertaining to the Catholic faith are ... more diligently in-
vestigated when they are attacked by . . . heretics. . .. Thus
the controversy stirred up by the adversary affords an op-
portunity for instruction. It is not illogical, however, to
consider [Cham] as a type not only of . . . dissenters, but of
all who vaunt the name of Christian, despite the wicked-
ness of their lives. Surely such men both proclaim by their
professions Christ’s passion. .. and dishonour it by their
evil deeds. ..

On the other hand, Shem and Japheth, who denote . . . Jews
and Greeks (but only such as were called and justified),
when they learned, no matter how, of their father’s naked-
ness, which symbolised the Saviour’s passion, took a gar-
ment, placed it on their backs, and entering with eyes
averted covered their father’s nakedness; and they did not
look on that which they reverently veiled. For in a way, in
regard to the passion of Christ, we both honour the thing
that was done for us and turn our backs on the wickedness
of the Jews. ..

However, after saying ‘And he was naked,” the Scripture
added the words ‘in his house,” a neat turn of phrase to
indicate that Christ was to endure death on the cross at the
hands of people of his own flesh, those of his own house-
hold and blood, namely the Jews.'”
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While Augustine was also using Cham to typify the ‘wicked men’
of the Church who ‘do not understand what they preach,” in contrast
to those who “possess this great mystery in their inmost being,”
the interpretation of Cham by Augustine and also Jerome (c. 342—
420) as ‘the Jewish people who saw the nakedness in that they
consented to Christ’s death” was taken up more single-mindedly by
later exegetes, such as Isidore of Seville."’ For Bede, Cham’s laughter
became the taunts of the Jews as they mocked Christ’s Passion.” In
Augustine’s commentary on Psalm 21, he contrasts this response to
that of Mary and John as an alternative for the believer within the
Good Friday liturgy: ‘the yearly remembrance as it were makes
present once more what was done once and thus makes us respond
as though we saw the Lord hanging on the cross, not however
scorning but believing.”"?

The Testimonia and the Titulus

Elsewhere on the Cloisters Cross, the strident message of the couplet
on the shaft is countered by the distinction—following Augustine
(who follows John)—made between Jews who had denied Christ
and those who converted to Christianity."> Among the heads of the
faithful witnesses to the sacred events of the Passion and Ascension
as well as the scene of Moses and the Brazen Serpent, several are
distinguished by the pointed Jew’s cap (ills. 30, 48, 64)."* Their in-
clusion among the believers offers an insight into the change from
the traditional wording of the titulus (ill. 43). Rather than ‘Jesus of
Nazareth, the King of the Jews’ (John 19:19), the title reads: ‘Jesus
of Nazareth, the King of the Confessors.”"® Because confessorum is -
synonymous with judaeorum according to the translation of the Heb-
rew word Juda passed on in Christian exegesis by St. Jerome,"
Christians are the true confessors—'spiritually to be called Jews'—
because they confess in the sense of acknowledgment or praise of
Christ."”

By this reasoning, Augustine argued that the Jews ‘are not the
true Jews, and thus not the True Israel.""* The True Israel represents
a Christian identification with Judaism—the Old Law of Moses hav-
ing been replaced by the New Law of Christ, as the Pauline context
of Synagogue’s inscription proclaims."” Moreover, Eusebius (c. 260
c. 340) argued that those in a line going back to Adam who affirmed
monotheism were ‘Christians in fact, if not in name . . . What objec-
tion then can there be to admitting that the life and pious conduct
of us, who belong to Christ, and of the God-loving men of old is
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one and the same?"" Thus the prophets on the Cloisters Cross have
a place in the continuous chain from Adam and Eve to the Christian
era. As ‘Christians’ they excel ‘in the confession that God over all
is but one.”” Of the confessors, Christ,is King; descended from
David, he is the mighty royal lion of Juda, the King of the True
Israel.

The use of ‘confessors’ in the titulus suggests a second connota-
tion central to the Easter liturgy: confession of sins.”” According to
the Regularis concordia, a general confession takes place at daybreak
on Maundy Thursday: ‘the brethren shall all, with lowly devotion,
beg pardon of the abbot, who takes the place of Christ, and ask
forgiveness of their many failings, saying the Confiteor. To this the
abbot shall answer Misereatur and then, prostrate on the ground, he
himself shall ask pardon of the brethren.””* Confession on Maundy
Thursday is followed by the Good Friday Veneration of the Cross,
the solemn climax of all the penitential rites throughout the liturgi-
cal year, and by a “second baptism, as it were, of tears, penance, and
confession’ in the reliving of the event.'

Central to an understanding of Christ’s sacrifice is the meaning
assigned by St. John Chrysostom (c. 347-407) to the Brazen Serpent,
which had a tangible place in the liturgy of the last three days of
Holy Week as the form of the candle holder used at the Blessing of
the New Fire:™

Seest thou the cause of the Crucifixion, and the salvation
which is by it? Sneest thou the relation of the type to the
reality? There the Jews escaped death, but the temporal,
here the believer, the eternal; there the hanging serpent
healed the bites of serpents, here the crucified Jesus cured
the wounds inflicted by the spiritual dragon."

On the Cloisters Cross, the link through the theme of penitence
between the typology of the Paschal Lamb on the back and the
Brazen Serpent on the front is expressed in lines from a poem by
Alcuin of York (c. 735-804), who became Abbot of Tours:

The holy lamb who led the people away from the enemy
through the sea,
Now a better one saves his world from the enemy.
Behold the brazen serpent, who heals the wounds
of the people,

- Now you, sinner, look with pious thoughts.”
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The importance attached to the witness of the serpent as vital to
healing, underscored on the cross by Moses inscription from Deuter-
onomy 28:66, was reiterated by Aelfric (c. 955—c. 1020), Abbot of
Eynsham and a leader of the Anglo-Saxon reform movement: ‘Let
us behold the crucified Christ, that we may be healed of venomous
sins.””*® And this is the promise to every confessor in the words that
follow Peter’s inscription on the Brazen Serpent roundel: “To him
all the prophets give testimony, [that by his name all receive re-
mission of sins, who believe in him]’ (Acts 10:43).
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Chapter 5
The Intellectual Setting

HE ATTEMPT TO PENETRATE the thinking behind the Clois-

ters Cross has so far clarified one element basic to its program:
a deep attachment to the liturgical tradition of the Anglo-Saxon
reform. Another element is the attachment to the still older tradition
within Benedictine monasticism of reverence for the biblical word—
and respect for the commentary on it by the early Church Fathers.
If the cross is placed within a contemporary, that is, a twelfth-cen-
tury, English monastic setting characterized by ‘the love of learning
and the desire for God,”! the person responsible for the program
would probably have been a black monk, a Benedictine, tradition-
ally educated in the biblical and apocryphal literature, steeped in a
contemporary understanding of the Rule and the liturgy. Among a
number of deeply knowledgeable monastic scholars of the period
who might have been sources of inspiration, two in particular
emerge: St. Anselm of Bec, Archbishop of Canterbury (c. 1033-1109),
and Hugh of St.-Victor (c. 1096-1141). Both men revered the devo-
tional traditions of the cloister, even as they sought to apply the
rational structure of the new scholastic methods to the formulation
of their fresh insights into matters of Christian faith and practice.
Both were among those who sought out Hebrew scholars as the
early Church Fathers had done: Anselm, through Gilbert Crispin,
to debate crucial points of Christian doctrine, and Hugh and his -
followers to confirm the hebraica veritas of the Bible text.

To see the Cloisters Cross in this kind of intellectual context runs
counter to the frequently expressed opinion that it was conceived
as a polemic against contemporary Jews, reflecting the social oppo-
sition that they were beginning to encounter in England at the time
the cross was made.” This view has its basis in the picture modern
historians have given us of the life of Jews in twelfth-century Eng-
land, in which the good relations they originally enjoyed in the
post-Conquest period with the host community were increasingly
strained. Antagonism was fanned by accusations of murder: Jews
were alleged to have killed a man in London in 1130, for instance,
and to have performed the ritual murder of a child, William of
Norwich, in 1144. This rising hostility, made worse by mounting
financial indebtedness to the Jews, led to their expulsion from a
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number of communities toward the end of the century and event-
ually from England entirely in 1290.% It is doubtful, however, that
the Cloisters Cross, a sophisticated liturgical object, was specifically
designed for the additional purpose of either castigating or convert-
ing any member of the small Jewish population in England in the
mid-twelfth century.* To the contrary, it can be argued that part of
its message for its monastic audience may have included a spiritual
identification within the liturgy with the Jews present at the Cruci-
fixion. To allow for such an understanding of the Jews—or indeed
of Christians seeing themselves as the ‘True Jews”*—some review
of the complexity of prevailing attitudes of the Church toward Juda-
ism is necessary, especially in light of the way the Cloisters Cross
has consistently been characterized.

Anselm’s Contribution

The Church and Judaism: Official Attitudes

It seems to have been inevitable that the liturgy of the Church and
the vivid dramas that were developing out of it in the twelfth cen-
tury would fuel the growing social conflict between Christian and
Jew that had been ignited, not only in England but also throughout
the West, by the first Crusade in 1096.° The official attitude of the
Church toward the Jews at the time was an ambivalent one, based
on that of St. Augustine:

They were scattered throughout the lands...and so by
means of their own Scriptures they bear witness on our
behalf that we have not forged the prophecies about Christ
... S0 God has shown the church the grace of his mercy in
the case of her enemies the Jews . .. For this reason he did
not slay them (that is, he did not put an end to their being
Jews ... lest through forgetting the law of God they should
bear no effective witness . . . So it was not enough for him
to say: “You are not to slay them, lest they some day forget
your law,” without also adding: ‘Scatter them.”

This view is maintained in one of the letters that St. Bernard of
Clairvaux, ‘the self-appointed conscience of Europe,” sent to the
people of England, France, and Germany between 1146 and 1148,
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with the aim of stopping the violence against the Jews at the time
of the second Crusade:

We have heard and we rejoice that God'’s fervor glows in
you; yet it is necessary that a measure of knowledge not
be entirely lacking. The Jews must not be persecuted, they
must not be killed; they must not even be driven away.
Consult the sacred scriptures. You will read in the psalm
something new prophesied about the Jews. God shall let me,
says the Church, see over my enemies: slay them not, lest at
any time my people forget. They are for us, so to speak, living
documents representing the Lord’s Passion. Wherefore
they were scattered all over the world, so that while they
suffer the just punishments for so great a crime, they may
be witnesses of our redemption. For this reason, too, the
Church, speaking in the same psalm, adds: Scatter them by
thy power; and bring them down, O Lord, my protector [Ps.
58:12]. So it came to pass: they were scattered, they were
cast down; they suffer a harsh captivity under Christian
princes. Nevertheless, in the evening they will be con-
verted, and in the end a place of refuge will be theirs. And
at last when the multitude of the nations has come in, then
all Israel will be saved, says the Apostle [Rom. 11:25-26].°

The double message of the traditional theological view is also ex-
pressed on the Cloisters Cross. The defeat of Synagogue, proclaimed
in the couplet on the front of the shaft and depicted in the Lamb
medallion, is coupled with the ultimate redemption of the Jews at
the Second Coming.”” Under this belief, when Christ returns in the
human form in which he ascended into Heaven, those who crucified
him will recognize him and repent, as in the prophecy on John’s
eagle plaque: ‘they shall look on him whom they pierced” (John
19:37)." Old Testament inscriptions in their literal context carry the
message of punishment and defeat (Habacuc, Ezechiel, Daniel,
Amos), but they also convey the promise of deliverance (Nahum,
Aggeus, Abdias, Sophonias) of Juda—of Israel. Redemption is as-
sured in the passage from Paul’s Epistle to the Romans cited by St.
Bernard:

For I would not have you ignorant, brethren, of this mys-
tery, (lest you should be wise in your own conceits), that
blindness in part has happened in Israel, until the fulness
of the Gentiles should come in. And so all Israel should be
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saved, as it is written: There shall come out of Sion, he that
shall deliver, and shall turn away ungodliness from Jacob. And
this is to them my covenant: when I shall take away their
sins. As concerning the gospel, indeed, they are enemies
for your sake: but as touching the election, they are most
dear for the sake of the fathers. (Rom. 11:25-28)

Paul’s reference is to Isaias 59:20-21. On the cross, it is Balaam'’s text
that prophesies the Redeemer: ‘A man [sceptre] shall spring up from
Israel: . . . and his sepulchre shall be glorious’ (Num. 24:17; Isa. 11:10).

Crispin’s ‘Disputatio’

For Bernard, as for Augustine, the justification for the Jews was their
witness to the Old Testament prophecies fulfilled in the New Tes-
tament. It was in the spirit of Concordia, the inner harmony of the
old and new doctrine, that the typological associations of the testi-
monia had been developed.”” Augustine articulated a further benefit,
however, of theological exchanges with the Jews. In associating
Cham with ‘the hot breed of heretics,” he pointed out that:

No doubt many matters pertaining to the Catholic faith are
not only more diligently investigated when they are at-
tacked by the feverish restlessness of the heretics, but are
more clearly understood and more fervently expounded
for the sake of defending them against these enemies. Thus
the controversy stirred up by the adversary affords an op-
portunity for instruction.”

As it had been for the early Church writers, the challenge posed
by the skepticism of contemporary Jews was of keen interest to
Anselm and to the Victorines in the following century. Of para-
mount concern to Anselm was the Jews’ traditional assertion that
the Christians had failed in both literal and allegorical readings of
Old Testament texts to prove that Christ was the Messiah.” Their
particular scorn for the pain and indignity endured by the Christian
God—expressed in the Cham ridet couplet on the Cloisters Cross'*—
was in fact the stimulus for the argument for the necessity for the
Incarnation in St. Anselm’s Cur Deus Homo, completed in 1098 to
clarify the explication of the sacrament of the Eucharist propounded
by Lanfranc, Anselm’s predecessor as abbot of Bec and archbishop
of Canterbury." Cur Deus Homo (Why God became a man) is cast as
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138. St. Anselm instructing the monk Boso.
Cur Deus Homo, early 12th century.
Cologne, Wallraf-Richartz Museum

a dialogue for the instruction of the monk Boso (ill. 138), who raises
the primary objections to the Incarnation traditionally put forward
by the Jews:

... that we dishonor and affront God when we maintain
that He descended into the womb of a woman . . . and—not
to mention many other things which seem to be unsuitable
for God—that He experienced weariness, hunger, thirst,
scourging, and (in the midst of thieves) crucifixion and
death.”

These questions had been raised by the Jew with whom Gilbert
Crispin, Abbot of Westminster, debated after Anselm’s visit in the
winter of 1092-93. The debate was a testing ground of sorts for a
number of issues that would find their final formulation in Cur Deus
Homo." The written version, Disputatio Iudei et Christiani (Disputa-
tion of a Jew and a Christian), enjoyed considerable popularity
throughout the twelfth century.”
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Crispin’s Disputatio is not altogether typical of the fictive dialogue
in which this particular genre was usually cast,” nor is it typical of
subsequent disputations where the Jew would be forced to abandon
the aggressive role he has here and to become the one accused.”
The aim of Crispin’s disputation, and others as well, was not con-
version, but rather the defense of the faith by the Christian, a defense
that was to be increasingly challenged by Jews during the twelfth
century, as the Church put growmg emphasis on Jesus” human na-
ture and his life on earth.”

Gilbert Crispin and the unnamed Jew engaged in the exchange
on an equal footing. The sharp tone, like that of certain inscriptions
on the Cloisters Cross, would seem to be characteristic of all scho-
larly disputations at that time.” It is the vigorous activity of speech
itself that is vividly suggested by the rhetorical gestures and ani-
mated poses of the figures on the arms at the back of the cross.”
That Crispin’s intensity is not to be construed as animosity is made
clear in his introductory letter to Anselm enclosing a draft of the
work, where he describes the man he met in London as “‘very know-
ledgeable of our law and of our scriptures as well,” and he under-
scores the assurances of personal friendship and good feeling be-
tween them.” In terms of the debate itself, however, by concentra-
ting solely on the words of Old Testament texts, Crispin followed
the traditional stereotype of the Jew and his religion as a ‘theological
relic,” in the sense that the interpretations of Rabbinic and Talmudic
Judaism were ignored; this attitude, which is linked to the role of
Jews in the liturgy, essentially remains in the literature until the
thirteenth century.”

Certain allusions in the Disputatio coincide with inscriptions on
the Cloisters Cross.” The Christian cites Job’s ‘I know that my Re-
deemer liveth’ (19:25), Osee’s ‘O death, I will be thy death’” (13:14),
a reference to the same passage from which Synagogue’s text is
drawn (‘being made a curse for us’ [Gal. 3:13]), and, most important,
Isaias’s ‘He was offered because it was his own will’ (53:7).” In the
later ‘Continuation’ of the Disputatio, based perhaps on Crispin’s
notes but not written by him,” the Jew refers to the insertion of a
ligno after the words Dominus regnavit in Psalm 95:10 (Vulgate: Ps.
96:10), an insertion by Tertullian similar to one he made to the text
from Deuteronomy 28:66 that is held by Moses in the central med-
allion. The Jew points out that the Christian corrupts ‘the sacred
Scriptures, by adding and subtracting at your own will.” In his
countercharge that the Jew is suppressing an authentic part of the
text, the Christian connects Psalm 95:10 to the text from John 3:1-15
held by the cowled figure behind Moses:
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Mightily you refuse to hear ‘the Lord hath reigned from
the tree’ . . . because . . . as through the tree we are become
slaves, so through the tree we are free; because, ‘as Moses
lifted up the serpent in the desert, so must the Son of man
be lifted up: That whosoever believeth in him, may not
perish; but may have life everlasting.”

Anselm’s Doctrine of Atonement

The points of coincidence between Crispin’s Disputatio and the
Cloisters Cross inscriptions occur in the discussion of the necessity
for atonement, which only Christ’s sacrifice on the cross could ac-
complish. The Jewish objections raised by Boso in Cur Deus Homo
afforded Anselm the opportunity to clarify important and difficult
issues for his fellow monks.*' Crucial for Anselm is his under-
standing of the act of atonement in terms of Christ’s two natures.
On the Cloisters Cross, these are expressed by the words ‘man’ and
‘almighty” inscribed with Christ’s name in Greek along the edges
of the upper terminal. In Cur Deus Homo, Anselm insists:

For only one who is truly divine can make satisfaction, and
only one who is truly human ought to make it. Therefore,
since it is necessary to find a God-man who retains the
integrity of both natures, it is no less necessary that these
two integral natures conjoin in one person (just as a body
and a rational soul conjoin in one man).”

As significant for Anselm as for Crispin was the issue of Christ’s
free will, expressed in Isaias’s inscription on the cross: ‘He was
offered because it was his own will’ (53:7):

Except for Him, no human being through his death ever
gave to God what he was not necessarily going to lose at
some time or other, or ever paid what he did not already
owe. But that man freely offered to the Father what He was
never going to lose as a result of any necessity; and He
paid on behalf of sinners that which He did not already
owe for Himself.®

Thus, the sinless Christ alone is the fitting offering for the sins of
mankind. The necessity for Christ’s act of atonement was crucial to
Anselm’s formulation of the meaning of the Eucharist and Penance:
for him, George Williams argues, the two sacraments were tied.*
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Although adults were still baptized at Easter, the primary emphasis
had shifted from Baptism to the Eucharist, for which confession of
post-baptismal sins and the sacrament of Penance became the
necessary preparation.” As a consequence of Anselm’s theology, the
image of the dead Christ, of the sinless, suffering human nature of
the God-man specially venerated on Good Friday, emerged as the
perennial focus of penitential devotion before the altar at the Mass.
- The posture of the Virgin on the Good Friday plaque can also be
understood within the context of Anselm’s penitential-eucharistic
theology. Her veiled hands supporting the right arm of the dead
Christ give a sacral reference to the image, as they do in the Ascen-
sion plaque, where she touches the robe of the risen Christ, where
again she is the only one to do s0.” The focus on the Virgin—em-
phasized by the absence of Joseph of Arimathea—reflects the ele-
vated role in redemption, as intercessor for the dispensation of divine
grace, that Anselm assigns to her in three of his highly personal
prayers ‘to St. Mary.”” Other prayers and meditations express his
identification with her suffering at the foot of the Cross.” This scene
on the Cloisters Cross, which Wiltrud Mersmann recognized as hav-
ing the emotional power of a Late Gothic devotional image,” evokes
the fervor of Anselm’s meditation ‘On Human Redemption’:

See, Christian soul, here is the strength of your salvation.
... By him you are brought back from exile, lost, you are
restored, dead, you are raised. Chew this, bite it, suck it,
let your heart swallow it, when your mouth receives the
body and blood of your Redeemer.”

Anselm’s vivid language suggests the act of Communion. The
passage provides a remarkable glimpse of the devout passion that
fired the treatises of Anselm, which were to serve as a model for
later scholastic writing. Its ardor is matched by the little figures
before the crucified Christ on the Good Friday plaque who ‘mourn
for him as [one mourneth for] an only son’ (Zach. 12:10). As in its
antetype, the Brazen Serpent, the penitential theme central to An-
selm’s theology is profoundly embodied in this eucharistic image.

Penitence in Early Monastic Piety

The intensity of feeling expressed in Anselm'’s prayers and medita-
tions recalls the words of his friend Gilbert Crispin: ‘Truly a perfect
profession of confession and of penitence may be made in the mon-
astic life alone.”*' The themes of confession—'confession of your sins
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and confession of divine praise,” as St. Bernard puts it—and of
penance on the Cloisters Cross, themes which Anselm profoundly
and personally embraced, are deeply rooted in earlier Benedictine
monasticism in England. Insular penitential practices predating
those described in the Regularis concordia provide the veneration of
the Cross with a strong devotional history.* Important to them was
the monks’ identification, through their sins, with the Jews who
caused Christ’s suffering.* In arguing that the Anglo-Saxon poem
The Dream of the Rood follows the structure of the Adoratio Crucis,
Christopher Chase asserts that the poem, like the later Good Friday
Reproaches, aims to move the dreamer to repentance for the sins of
his own that crucified Christ and to fear for his condemnation at
the Last Judgment if he, like the Jews who wanted Christ crucified,
were to be unrepentant and without remorse.* In his analysis of the
poem, John Fleming relates the image of the Brazen Serpent in the
desert in a tropological sense to the particular ascetic isolation of
monastic life: monks ‘were able to make a ready identification be-
tween the children of Israel in deserto and their own spiritual state.”
For the monk to move out of his ‘desert,” he must go to the Cross:
‘it is by humiliating himself before the exalted, crucified Christ that
he comes to share Christ’s glory.”* The central roundel of the Clois-
ters Cross seems to contain an allusion to this rich spiritual heritage.

The titulus of the Cloisters Cross is also connected to this early
monastic piety: the term ‘confessors’—for those who suffered for
the faith but were not martyrs—can be seen to relate to the percep-
tion of these monks that their ascetic life was a ‘bloodless martyr-
dom,” a ‘daily crucifixion,” a life of penance.” Within the discipline
of early monasticism, the ritual of penance evolved from a public
ceremony to include a private exchange between the penitent and
a confessor, whose role, as a ‘fellow-sufferer, was to heal by giving
instruction and correction. His responsibilities were spelled out in
a penitential by the seventh-century Irish abbot Cummean, who was
also the author of a commentary on Mark’s Gospel which has been
identified as the earliest known instance of the words ‘King of the
Confessors’ applied to the titulus.”®

The monastic audience for the Cloisters Cross is specifically in-
voked by the depiction of monks holding certain of the key inscrip-
tions. There is a cowled figure in each of the central medallions:
one, bearded like Moses, standing behind him and holding up the
text from John’s Gospel that links the Brazen Serpent with the Cru-
cifixion; the other listening attentively to the angel’s message of the
triumph of the Lamb (ills. 30, 96). St. Peter, in the front medallion,
and the prophets Abdias and Balaam, on the shaft and cross arm,
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also appear to be dressed as monks (ills. 76, 88); each wears a cloak
that rises high at the back, possibly the monastic scapulare.” If so,
monks are also identified with the blessed children of Israel—
through Balaam’s ‘A man [sceptre] shall spring up from Israel’
(Num. 24:17), with the sinful Jews who betrayed Christ—through
Abdias’s ‘“The men of thy confederacy have deceived thee’ (Abd.
1:7), and with the promise of forgiveness held out by Peter’s ‘To
him all the prophets give testimony, [that by his name all receive
remission of sins, who believe in him]” (Acts 10:43).

Another allusion to penance out of the earlier English literary
tradition may relate to the positions of Adam and Eve at the foot
of the cross (ill. 26). Adam is seated embracing the Tree of Life, while
Eve crouching behind him reaches up to touch the tree. The distinc-
tion between them may refer to the account of their penitence in
the Vitae Adae et Evae, the ninth-century Christian version of a rab-
binic legend written between 60 and 300, known in England at least
from the eleventh century onward.” According to this account, the
penances of Adam and Eve were separate: only at the time of
Adam’s death was Eve’s penance completed. Adam and Eve at the
foot of the Tree of Life embody the penitent devotion of the twelfth-
century monks for whom the cross was made, whose prayers for
salvation—in the Easter liturgy and in the Mass—evolved out of a
tradition of monastic piety deeply rooted in English soil. At the same
time, the pathos of these two figures relates to a new sense of
compassion that St. Anselm brought to the act of penance in his
understanding of the doctrine of atonement.”
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The Victorine Contribution

The concern for the authenticity of Old Testament texts that led
Crispin to seek out a Hebrew scholar to debate their meaning, the
desire of Anselm to address the objections to Christian doctrine
raised by the Jews, are both characteristic aspects of the intellectual
milieu at the turn into the twelfth century, a period in which the
monastery began to give way to the cathedral school as the primary
center of learning. The scholastic method, with its emphasis on logic
and dialectic, had been developing in the cathedral schools since
their founding in the ninth century under the leadership of students
of Bede.”” As both monk and archbishop, Anselm was one of the
first theologians to apply the new principles in his work. Two gener-
ations later, a monastic scholar in Paris, Hugh of St.-Victor, had a
comparable influence on the thinking of his day, through his own
teaching as well as that of his pupils. Beryl Smalley compared
Hugh'’s achievement in the area of biblical history to Anselm’s in
theology: Hugh made ‘the letter a proper subject for study,” as An-
selm had made ‘the content of the Christian faith.”

St.-Victor and Bible Studies

Anselm’s interest in Crispin’s disputation anticipates the greater
contact between Christian and Hebrew scholars in the twelfth
century. The most important Hebrew scholar of the late eleventh
century was Rabbi Solomon ben Isaac (1040-1105), better known as
Rashi, a figure of lasting influence on Hebrew studies throughout
the Middle Ages by virtue of the school he established at Troyes.
One aspect of his scholarship was his interpretation of the literal
meaning of the Old Testament texts as ‘an answer to the Chris-
tians.”* Peter Comestor (d. ¢. 1179), the biblical scholar and author
of the Historia scholastica, was Dean of the Cathedral Chapter of
St.-Pierre at Troyes before becoming Chancellor of Notre-Dame for
the newly formed University of Paris in 1168, and may have con-
sulted with Jewish scholars while still at Troyes.” In Paris, the main
conduit to Hebrew learning was through the Bible studies at St.-
Victor, the royal abbey of Augustinian Canons Regular to which
Peter Comestor retired in 1178. Situated on the Left Bank of the Seine
within reach of both Notre-Dame and the university schools, St.-
Victor, founded in 1108 by William of Champeaux, was host to other
famous scholars, such as Peter Lombard—on the recommendation
of Bernard of Clairvaux.” It appears to have been Hugh of St.-Victor,
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who joined the abbey in about 1115, who forged the links with
Jewish scholars, and his pupils Richard (d. 1173) and Andrew of
St.-Victor (d. 1175) who principally maintained them.”

Hugh of St.-Victor occupied a position that intellectually and
spiritually bridged the growing gap between the monastery and
cathedral schools in the first half of the twelfth century. Fired by
spiritual concerns that had been generated by the reform move-
ments in church and monastic circles in the eleventh and early
twelfth centuries, Hugh sought to use his scholarly training as a
systematic grounding for understanding the Scriptures within a
sacramental context. It was Hugh, an advocate of a respect for the
content as well as the methods of scholastic learning, who made the
pronouncement: ‘Learn everything; you will see afterwards that
nothing is superfluous.”® At the same time, Hugh is regarded as the
preserver of an exegetical tradition he considered threatened by
interpretations that strayed too far from the literal meaning of the
biblical text. Because of his insistence on tying the allegorical sense
of the Scriptures to the literal, historical one, Hugh’s preference was
for the Hebrew text of the Old Testament, and to get it he consulted
Jewish scholars who may have been familiar with Rashi’s commen-
taries.” Famous himself as the ‘second Augustine,” Hugh’s interest
in this kind of textual collaboration was if anything intensified in
his student Andrew of St.-Victor, who has been called the second
Jerome.” Andrew is an example of the strong cross-Channel con-
nections of the Victorines: he became Abbot of Wigmore in Here-
fordshire and may himself have been English; Hugh'’s better-known
pupil, Richard of St.-Victor, was a Scot.”

A clear concern both with the literal meaning of the Old Testa-
ment text and with its typological significance is an aspect of the
Cloisters Cross that reflects the intensive Bible study of the kind for
which the Victorines were well known. This is seen not only in the
number but also in the specificity of texts inscribed on the cross, not
all of them familiar from the exegetical tradition. Some inscriptions
may refer primarily to their literal context in the historical nar-
rative.” The ‘talking’ aspect of the Cloisters Cross vividly evokes
the oral exchange by which learning at that time took place. Not all
the interpretations of the more obscure texts may have entered the
formal literature that came out of the classroom lectures of this
school (ill. 137).%

Equally striking on the cross is the range of sources for the in-
scriptions: the Old Testament texts quoted not unexpectedly include
the four major prophets—Isaias, Jeremias, Ezechiel, and Daniel—
and the traditionally favored Job, Balaam, David, Solomon, and

186



THE INTELLECTUAL SETTING

Moses. Less expected is the systematic inclusion of each of the
twelve minor Old Testament prophets as well, for they had not been
a strong focus for exegesis. To the Victorines, however, all the
prophets were among the Old Testament texts particularly deserv-
ing of a careful reading, ‘noting what has been, and what remains
to be fulfilled ad litteram.”*

Hugh of St.-Victor’s Sacramental Theology

A link to Hebrew scholarship in the interests of a scientific scrutiny
of Old Testament texts is not the only way, however, in which the
mentality that governs the design of the cross appears to reflect the
thinking of the Victorines. In reasserting the importance of the scrip-
tural word itself and time-honored interpretations of it, Hugh of
St.-Victor developed an elaborate construction linking the historical
and allegorical levels at which the word can be understood as a
basis for grasping its tropological sense.®® If looked at in the light of
Hugh’s sacramental theology, certain images on the Cloisters Cross
take on added meanings that relate to their liturgical context. In his
treatise De sacramentis Christianae fidei, Hugh’s framework for the
institution of the sacraments lies in the division of human history
into three periods: under natural law from Adam to Moses, under
written law from Moses to Christ, and under grace from Christ to
the end of the world.* Just such a division of the sacramental history
of time is reviewed in ascending order on the front of the Cloisters
Cross: from Adam, to Moses, to Christ, and to Christ’s Second Com-
ing as promised in the inscriptions on the Ascension plaque. The
Old Testament prophets on the back of the cross, then, represent the
written law from Moses to Christ—witnessed by the inscriptions
they bear—and form the bridge from the natural law to the law
under grace. Picking up the earlier idea of Origen repeated by Euse-
bius, Hugh says: “‘Wherefore it is clear that from the beginning there
were Christians, if not in name yet in fact,” for there were sacraments
effective within the periods under natural and written law that were
superseded by the true and eternal sacraments in the time of grace.”

On the back of the Cloisters Cross the image of the Lamb recalls
Hugh'’s statements concerning the mystery of redemption through
‘the immolation of the spotless Lamb in the period of grace,” who
‘was slain both once and also from the beginning.”® In his death,
Christ assumed ‘of His own accord and obediently the punishment
which he did not owe.”” In terms of Hugh’s theology, therefore, in
the divine plan for restoration, salvation depends on faith in both
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the Creator and Redeemer: ‘One does not suffice for you without
the other. Know both, confess both. If you believe in the Creator
you know also that you were made; if you confess the Redeemer
you know that you were restored. Creator and Redeemer are one.”
The two meanings of ‘confessors’ in the titulus of the cross are of
equal importance to Hugh. He devotes a substantial section of De
sacramentis to setting forth his reasons, bolstered by references to
scripture and to Augustine and Bede, for the necessity of the sacra-
ment of confession, made with a penitent heart to a priest.71

Hugh’s own formulations and those of his students Richard and
Andrew, together with the early Christian exegetes on whom they
drew, were given popular currency through the poetry of Adam of
St.-Victor. Adam, either from England or Brittany, entered the abbey
about 1130 and stayed until his death (between 1177 and 1192).” His
liturgical sequences—here given in the nineteenth-century transla-
tion of Digby Wrangham, which aims to preserve the meter of the
original Latin—are a lively catalogue of traditional typological as-
sociations continued by the Victorines. The coincidence of references
with those on the Cloisters Cross adds weight to the idea that its
designer was guided in his choices by the Victorines, whether it was
the actual sequences or the teachings behind them that were avail-
able to him.”

Of particular interest, because of the emphasis Hugh gives the
Incarnation in his sacramental theology, is Adam of St.-Victor’s
Nativity sequence Splendor patris et figura.” The importance of the
Incarnation in the plan for redemption was, as we have seen, always
a point of sharp contention in the Jewish-Christian debate because
of the Jews’ objection to the Christian belief that God became man
in a woman’s womb.” Adam uses a play on the words virgo and
virga (virgin, rod), identifying the Virgin with the Rod of Aaron, to
counter this objection:

Cur, quod virgo peperit,
Est Judaeis scandalum,

Cum virga produxerit
Sicca sic amygdalum?

Why should it offend the Jews,
That a virgin bore a son,

When a rod could thus produce
Almonds, though a sapless one?”

On the Cloisters Cross, the wording of Balaam’s prophecy, ‘[A
star shall rise out of Jacob and] a man shall spring up from Israel’
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139. Virgin and Longinus
from the Good Friday plaque

(Num. 24:17), seems an effort to emphasize the Incarnation that is
Victorine-inspired. Homo—'a man’—as in the Greek version of this
passage has here been substituted for the Vulgate virga, or ‘sceptre,”
and the text combined with one from Isaias, ‘And his sepulchre shall
be glorious” (11:10). The depiction of the Virgin’s role in the Incar-
nation through a Nativity scene on the cross would also support
the importance given to her in the Good Friday plaque (ill. 139).
There she may reflect a Victorine concern for her maternal distress
that seems to draw on the devotional piety of St. Anselm and that
was expressed by Adam’s colleague, Godfrey of St.-Victor, in the
form of a planctus in the latter part of the twelfth century.” Taken
together with a Nativity on the missing terminal then, the subjects
of the plaques on the front of the cross recapitulate the essence of
Hugh of St.-Victor’s theology, which, in the words of Grover Zinn,
‘finds its center in the incarnate, crucified, risen, and ascended Lord,
who is both Creator and Redeemer and thus unifies the two worlds
of material and spiritual realities.””
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Hugh's Allegorical Vision of the Cross

To relate Hugh’s theology to the scheme of the Cloisters Cross is
consistent with the special significance attached to the Cross in
Victorine thought.® For Hugh, the Cross is the central pillar of the
Ark of Noe, which signifies the Church:

This is the Tree of Life which was planted in the midst of
Paradise, namely, our Lord Jesus Christ, set up in the midst
of His Church for all believers .

The same Lord Jesus thus becomes for us both Tree and
Book of Life. ..

For the whole Divine Scripture is one Book, and that one
Book is Christ, for the whole Divine Scripture speaks of
Christ and is fulfilled in Christ. ... since Christ abides the
one eternal Person in His twofold nature, He can fittingly
be called both Tree and Book of Life according to either
nature. Yet He becomes specially for us the Book of Life
according to the humanity that He has taken, since as man
He gives us an example. He is for us the Tree of Life in
respect of His divinity, since in virtue of His Godhead He
supplies us with a remedy.”

If one can identify the Cloisters Cross with Hugh’s mystic vision
of the central pillar of the Ark, that is, the Church, then Synagogue
on the Lamb medallion, seemingly unaccompanied, finds her
counterpart in the cross itself.”

Hugh'’s interpretation of Christ as ‘both Tree and Book of Life’
may account for the unparalleled interaction of word and image
that is found on the Cloisters Cross. In the three-dimensional
schema of the cross, and particularly in the central roundels on the
front and back, the inscriptions function on equal terms with the
scenes depicted: the ‘spoken’ words on the scrolls form the lively
frames for the inhabited spaces; the energetic figures that people
these spaces bring the words of the Scriptures they carry to life. The
words, almost as much as the images, are visual symbols engaging
the knowledgeable viewer directly, inviting his participation in the
lectio divina.® The meditative mode is suggested from the way the
prophecies of sacrifice, triumph, and judgment—in no discernible
order—radiate out from the circle of the Lamb, enhancing the con-
notations in the structured presentation of the scenes depicted; the
prophets” scrolls act as ‘stitches’ to bind the central eucharistic
image to its Old Testament antetype and to the events of Christ’s
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life on the front of the cross. Centrifugal energy is generated by the
striding Moses and the turning Lamb, and by the asymmetrical
placement of the scrolls, some of which—like the figures who bear
them—project beyond the boundaries of the roundels. The sense
that these can be made to turn is enhanced by the angels—with
heads facing outward—who balance on the perimeter.

The principle at work in the Cloisters Cross—images constructed
from the literal sense of words as guides to higher levels of
meaning—may be related to Hugh’s use of imagery to present his
ideas and to equate the verbal with the visual:*

Now the figure of this spiritual building which [ am going
to present to you is Noah’s ark. This your eye shall see
outwardly, so that your soul may be fashioned to its like-
ness inwardly. You will see there certain colours, shapes,
and figures which will be pleasant to behold. But you must
understand that these are put there, that from them you
may learn wisdom, instruction, and virtue, to adorn your
soul. And because this ark denotes the Church, and the
Church is the body of Christ, to make the illustration
clearer for you I have depicted Christ’s whole Person, the
Head with the members, in a form that you can see. ...
And I want to represent this Person to you in such wise as
Isaiah testifies that he beheld Him. So I shall quote Isaiah’s
words to you, and from them take the thing I want to show
you; so that what the literal sense says, the prophecy may
confirm.

Now what he says is this: ‘I saw the Lord sitting upon a
throne, high and lifted up.” It is high, because it is located
in the height. It is lifted up, because from the depths it has
been translated to the heights.”

The central image of the Cloisters Cross was the figure of the cru-
cified Christ suspended in front of the roundel with Moses lifting
up the Brazen Serpent, and the inscription that directly refers to this
figure is that of Isaias, below the Lamb medallion on the other side
of the cross: ‘He was offered because it was his own will" (53:7).
Isaias’s scroll, singled out by the way it breaks from the even rhythm
of those held by the other prophets on the shaft, becomes the linch-
pin that secures the two sides (ills. 140, 78; fig. 12, p. 94).

The importance given to the spoken word on the cross is primar-
ily expressed through the inscribed scroll held by John's eagle, in-
stead of the more traditional books given to Mark’s lion and Luke’s
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ox.*”® Alcuin, Abbot of Tours, who ranked John above the other Evan-
gelists, also distinguished him by his method of teaching, because
‘from the time of the Passion, Resurrection and Ascension of the
Lord to the end of Domitian’s reign, for nearly sixty-five years, he
preached the Word of God without any written aids.”” The Greek
words boldly engraved on the sides of the upper terminal that name
Christ in his two natures convey the ineffable mystery of which John
spoke—'the Word was made flesh, and dwelt among us’ (1:14).
Hugh of St.-Victor was influenced in his view of the Evangelist by
the writings of Alcuin’s Carolingian contemporary John Scotus
Erigena, in which St. John was considered divine.”

The Tropological Vision of the Cross

Hugh'’s theology, like Erigena’s, was grounded in Pseudo-Dionysian
ideas; his commentary on The Celestial Hierarchy, In hierarchiam
coelestem, was written in 1122.¥ Particular to Hugh, however, is the
degree of emphasis on Christ’s humanness that he imposed on the
hierarchical framework:

For this reason God wanted to live in the nature of man,
so that it would be possible for man to live in heaven. For
this reason the former sustained the human, so that the
latter would be worthy to know the divine. This is the
sacrament of the humility of God, the sacrament of faith,
the sacrament of truth.”

Nevertheless, it is Dionysian thought that underlies the complex
scheme of ladders of contemplative ascent to the moral meaning
beyond the allegorical to which Hugh would have the believer lifted
up so that he may make an ‘ark of wisdom’ within his ‘own inmost
heart.”" For Pseudo-Dionysius, the goal of enlightenment is ‘that
[God] might lift us by means of the perceptible up to the intelligible.
.. . to the contemplation of what is divine.”” For this enlightenment
angels serve as mediators,” as they do on the Cloisters Cross, bring-
ing the divine message of Christ’s triumph over death and of his
promised return (ills. 56, 64, 96).

On the Cloisters Cross, the believer’s path to these mystical
reaches lies in the tropological meaning of Solomon’s inscription
above the Lamb medallion: ‘I will go up into the palm tree, and will
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take hold of the fruit thereof’” (Cant. 7:8). In one of his sermons, Alan
of Lille (d. 1203), a well-known master teaching in Paris, who at the
end of his life retired to Citeaux, explains this verse in a way that
is consistent with Victorine ideas:

By the palm tree we understand the Cross of the Lord . . .
This is the ladder of Jacob reaching into heaven [Gen. 28]
... This is the tree on which the Brazen Serpent was sus-
pended [Num. 21] ... Truly the Cross of Christ is the lad-
der reaching from earth to heaven, because through the
faith of the Cross, through the imitation of the Passion,
man returns from exile to his homeland, from death to life,
from earth to heaven, from the desert of this world to
Paradise. By this ladder angels . . . ascend and descend. On
this ladder was Christ supported when he was fastened to
the cross . . . On this ladder were six steps, by which Christ
ascended . . . He went up, therefore, into this palm tree and
took hold of the fruit thereof. The leaves were the words
of Christ that he spoke in his Passion; the flowers, the
example of his suffering; the fruit, the glory of his eternal
blessedness . . . Therefore let us go up, dearest brothers,
into this palm tree so that we may take hold of the fruit
thereof.”

The monastic audience for the Cloisters Cross would find these
meanings expressed on both of its sides. The tree on which Christ
and the Brazen Serpent are suspended reaches from earth to heaven,
from the Nativity to the Ascension. Its shoots are echoed in the
‘ladder’ of prophets on the back led upward by their chain of scrolls
to John's eagle, whose stance is the same as that of the Lamb’s (ill.
71). The divine extension of the cross is horizontal as well: six pairs
of shoots—the ‘six steps’ perhaps—Ilead from the crucified to the
risen Christ, from the Good Friday to the Easter plaque (ill. 21). The
right-to-left direction on the front crossbar is denied by the counter-
currents in the postures of the six prophets on the back and by the
backward-looking poses of Mark'’s lion and the ox of Luke, designed
to insist on the centrality of the Lamb.

The grandeur of the conception of the Cloisters Cross is captured
in a sequence of Adam of St.-Victor for the feast of the Invention of
the Cross:
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O the blissful exaltation
Of this altar of salvation,
Reddened with the Lamb’s blood spilt!
E’en the Lamb without a stain,
Who hath cleansed the world again
From the first man’s sin and guilt!

Ladder this to sinners given,
By which Christ, the King of heaven,
All things to Himself hath led;
Whose form, rightly comprehended,
Shows that its four arms, extended
Wide, o’er earth’s four quarters spread.”

This analysis has by no means exhausted the wealth of ideas and
associations expressed on the Cloisters Cross. Nevertheless, it seems
apparent that for its rich complexity, the designer drew on a com-
bination of sources, some as old as the Church itself, some rooted
in Anglo-Saxon monasticism, others more nearly related to the time
in which the program was conceived. While the ideas promulgated
by Hugh of St.-Victor were not the sole contemporary source, the
Victorine imprint on the program seems unmistakable.
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Chapter 6
The Bury St. Edmunds Connection

HEN THE CLOISTERS CROSS was first published after its

acquisition by the Metropolitan Museum in 1963, it was in
an article by Thomas Hoving entitled ‘The Bury St. Edmunds
Cross.”” The name has persisted, not only in Hoving’s later publica-
tions but also in the public imagination. Yet without any firm do-
cumentation, Bury St. Edmunds was never more than an attribution,
based essentially on a perceived stylistic relation between the cross
and the illuminations of the great Bury Bible, now in Cambridge
(Corpus Christi College, MS 2). The issue of provenance has some-
times even been regarded as of little relevance, because many of the
ranking artists were traveling professionals, rather than monks
bound to a particular cloister.? Yet this sumptuous object, so densely
learned and so theologically oriented, cannot have come from just
anywhere.

If the search is narrowed to an English Benedictine monastery,
then the present study suggests that this setting must meet three
added requirements: a community marked by its adherence to the
tradition of the Regularis concordia, to account for the liturgical con-
text of the cross; a place of learning to account for the intellectuality
of the program; and an artistic center, rich both materially and in
the talent it could command, to account for the commission and
execution of such a sophisticated work of art in a precious medium.
Of the specific alternatives to Bury that have been mentioned since
the cross came to light, Winchester and Canterbury might fit litur-
gically; St. Albans, which continued to follow the reforms of Lan-
franc, would not.’ Winchester and Canterbury are well-known
centers of learning and artistic production, but no solid connections
have as yet been offered to place the cross firmly at either one.
Indeed, a shortage of close stylistic comparisons, especially in ivory
carving, has resulted in the continuing debate on the dating of the
cross within the twelfth century.* While it is certainly appropriate
to keep open both a provenance and a date for the Cloisters Cross,
there are, nevertheless, compelling reasons—circumstantial as well
as stylistic—for re-evaluating an assignment to the Abbey of Bury
St. Edmunds in the mid-century.
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Stylistic Evidence

Bury St. Edmunds in West Suffolk is named for King Edmund of
East Anglia (c. 840-870), martyred by the Danes. In the early tenth
century his remains were placed in the chapel of a monastery
founded in the seventh century by King Sigbert (d. 635) at what was
then called Bedricesworth.® The widely held claim that in 1020 King
Cnut, the donor of the cross depicted in the New Minster Liber vitae
(ill. 122), replaced the secular canons at Bury with a Benedictine
foundation from Ely and St. Benet’s of Holme, Norfolk, has been
challenged by Antonia Gransden. She argues that the first monks
came independently from the important reform center of Ramsey
in Huntingdonshire.® Bury’s two most powerful early abbots were
Baldwin (1065-97), friend and physician of Edward the Confessor,
and Anselm (1121-48), nephew of St. Anselm, Archbishop of Can-
terbury. It was Baldwin who began and Anselm who for the most
part completed construction of the large and imposing abbey church
dedicated to St. Edmund, which housed the shrine of that national
saint and was the foremost pilgrimage site in England before the
martyrdom of Thomas Becket gave Canterbury precedence.” Anselm
also completed the Church of St. Mary, in the southwest corner of
the cemetery, begun in about 1110-20, and erected a tower to serve
both as a gateway to the abbey church and as a belfry for a parish
church dedicated to St. James (ill. 141), which he built as well to
compensate for not having made a pilgrimage to the saint’s shrine
at Compostela in Spain.® William of Malmesbury said of Bury at this
time: ‘nowhere in England does one find such beautiful and so
many buildings and precious gifts.”

The abbey was virtually eliminated and its records widely scat-
tered at the time of the Reformation as a consequence of Henry
VIII's Dissolution of the Greater Monasteries in 1539—from which
the monastic cathedrals at Winchester and Canterbury were
spared—and evidence of its artistic reputation now rests mainly
with the Bury Bible. This masterpiece of Romanesque manuscript
illumination has been identified with the one surviving volume of
two that are recorded as having been made by a Master Hugo in
the time when Anselm was abbot.”’ A date of about 1135 has been
suggested; the Bible cannot in any case be later than 1138, when
Hervey, the sacrist responsible for the commission, was replaced.”
The documentary reference to the fact that Master Hugo had sought
out special vellum for his project led M. R. James to associate the
Bible with the Bury library pressmark—and a drawing referring to
St. Edmund on folio 322—with Master Hugo’s, because of a feature
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142. Christ in Majesty, surrounded by Evangelist symbols.
Bury Bible, Cambridge, Corpus Christi College, MS 2, f. 281v

unique to this manuscript: all of the illuminations and some of the
initials are painted on separate pieces of vellum, rubricated after,
not before, they were attached to the page.” The only other famous
illuminated manuscript from Bury, the Life and Miracles of St. Edmund,
King and Martyr (New York, Pierpont Morgan Library, M. 736), com-
prising the Miracula Sancti Edmundi regis et martyris attributed to
Osbert of Clare and the Passio Sancti Edmundi by Abbo of Fleury, is
dated slightly earlier in Anselm’s rule (c. 1130) and is in a style
dependent on the Alexis Master’s St. Albans Psalter (c. 1120-30)."
While connections to the earlier style can be observed in the Bible,
Master Hugo is best known for being the first in England to use
the so-called ‘clinging curvilinear’ damp-fold in the treatment of
drapery, for example, in the Christ in Majesty that introduces Eze-
chiel (ill. 142). This stylistic feature, which is related to Byzantine
painting, had a sophisticated development in manuscript illumina-
tion in such centers as St. Albans, Canterbury, and Winchester in
the second half of the twelfth century.”
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In comparing the Bury Bible with the Cloisters Cross, it is import-
ant to keep in mind the fundamental difference of medium between
the two: one is painted, the other carved—with only scant traces of
paint preserved. There is also the matter of scale, a factor that is
easily overlooked when photographs of works of art are reproduced
together for comparative purposes. In this case, the usual relation-
ship of manuscript illumination to sculpture is reversed: the leaves
of the Bury Bible are approximately 20 by 14 inches (514 x 355 mm),
meaning that its full-page illustrations are almost as large as the
entire cross; even the figures inhabiting the Bible’s initials dwarf
those compressed into the scenes carved on the medallions and
terminals of the cross. Moreover, the two works are governed by
quite different principles of composition: one is a Bible, where the
two-dimensional illustrations of Old Testament narratives and
prophets are separately distributed within the text; the other is a
three-dimensional, double-sided devotional object, where the varied
interaction of text with figure in the medallions, terminals, shaft,
and cross arms serves as the framework for a corpus now missing.
Finally, a difference in the time of their creation is generally as-
sumed, because the cross reflects a later phase of stylistic develop-
ment than the Bible.

Both the Bible and the cross convey a general impression of a
lively array of gesticulating figures with jutting beards and with
heads cocked at sharp angles (ills. 143, 144). Both are remarkable for
the degree of individualizing and expressive detail in the separate

143. Moses and Aaron enthroned. Bury Bible, 144. Caiaphas and Pilate,
Cambridge, Corpus Christi College, MS 2, f. 70, upper half from front of the Cross
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figures, many of whom float on an ambiguous ground line—for
example, Jeremias in the Bible and Amos on the cross (ills. 145, 146).
The distinctive treatment of the hair with a braid in a figure such
as Amos in the Bible might also be compared to the lock of the angel
on the Easter plaque (ills. 147, 148). Similar, too, is the overall sense
of rhythmic motion contained in a balance and counterbalance of
animated poses repeated and reversed. Although there is greater
life and tension in the cross figures, some poses and forms are
remarkably close: compare, for example, the kneeling Job in the
Bible and his V-shaped cloak with the figure of Malachias on the
crossbar (ills. 151, 152). Amos and Job on the crossbar and the seated
Job and the Israelites in the Bible also share similar methods of
stylization to heighten action conveyed by the torsion of the body
and bending knee; the sharp twist of Nahum’s pose on the cross
may be anticipated in the winged man symbolizing Matthew in the
Ezechiel miniature (ills. 149, 150). Other bodies on the cross that
twist, such as those of the angels supporting the roundels, are fur-
ther accented by swags of cloth at the waist. On the cross the V-folds
of the drapery are sharper than in the Bible and serve as more
energetic animators of individual figures as well as of the compo-
sition as a whole.

Ursula Nilgen’s analysis of the composition and style of the Clois-
ters Cross—the fullest and most thought-provoking treatment in
recent years—led her to dismiss any but a distant relationship with
the Bury Bible. While it is, of course, true that the size and format
of the medallion and terminal scenes do not permit the ‘statuesque

145. Jeremias. Bury Bible, Cambridge, ) 146. Back of the Cross,
Corpus Christi College, MS 2, detail of f. 245v right crossbar, Amos
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147. Initial with Amos. Bury Bible, 148. Detail of Angel at the Tomb,
Cambridge, Corpus Christi College, MS 2, f. 324v from the Easter plaque

149. Symbol of Matthew. Bury Bible, 150. Back of the Cross,
Cambridge, Corpus Christi College, MS 2, f. 281v left crossbar, Nahum



151. Job. Bury Bible, Cambridge, - 152. Back of the Cross,
Corpus Christi College, MS 2, detail of f. 344v right crossbar, Malachias

153. Symbol of Luke. Bury Bible, 154. Back of the Cross,
Cambridge, Corpus Christi College, MS 2, f. 281v right terminal. Symbol of Luke
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freedom’ of the large Bible figures in ‘an extensive open picture
space’ that she finds lacking on the cross,” this quality can be ob-
served in the figures on the crossbar, especially Amos, and in the
Dispute between Caiaphas and Pilate. It is also true that scrolls in
the Bible illustrations do not operate as portable internal framing
devices as they do on the cross. Left blank, like those of Jeremias or
Amos (ills. 145, 147), they suggest rather than specify the relevant
passage in the narrative that accompanies the scene, whereas the
fully inscribed scrolls on the cross carry texts for the most part
excerpted from the Old Testament that enrich the meaning of images
drawn mainly from the New Testament. The cross has many more
heads and half-figures than the Bible, and legs and feet on the cross
are often—though not always—more summarily treated; compare,
for example, the prophets on the crossbar or the soldiers in the
Resurrection scene with analogous figures in the Bury Bible (ills. 61,
72,73 and 143,145, 162). Hands on the cross, however, are deli-
neated with equal care, and eyes are emphasized by their prominent
form.

According to Nilgen, Master Hugo’s use of the device of the
damp-fold to subdivide the body schematically into curved seg-
ments, as a means of suggesting the three-dimensionality of the
figure, occurs only infrequently on the cross (ills. 59, 88), and the
cross figures lack the ornamentality and surface patterning of
drapery folds characteristic of the Bible. Although the size of the
carvings leaves little room for surface patterning, there is a simple
design applied to the Virgin's robe and the shield of Longinus in
the Good Friday plaque and to the shields of the sleeping soldiers
at the sepulchre (ills. 48, 56), and decorative flourishes at the hems
are common to both Bible and cross. In terms of detail, there is even
a landscape element depicting Mount Olivet in the Ascension scene
(ill. 64). Nilgen finds works from the 1170s in Champagne a more
convincing source for a figure such as Moses, and the ‘Channel style’
of the Simon Master at St. Albans as closer to drapery treatment
elsewhere on the cross that combines sharp angle patterns and curv-
ing folds; she regards the mid-century Lambeth Bible (ill. 178), at-
tributed to Canterbury, as more comparable for the sense of energy
and movement in figure and scroll that gives the cross its distinc-
tively English accent.” While such relationships help flesh out a
context, no one of Nilgen’s examples really coincides with the style
of the cross as well as does the Bury Bible, nor does any of them
possess the same tight coherence and vitality.

The variety of stylistic approaches that is a hallmark of the cross
can be recognized in the Bury Bible as well. The cross figures invite
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155. Elkanah giving robes to his wives. Bury Bible,
Cambridge, Corpus Christi College, MS 2, detail of f. 147v

further comparisons to certain ‘sculptural’ strategies other than the
damp-fold which Master Hugo used in the Bible to emphasize the
body beneath the drapery. Where the shoulder of Jeremias in the
Bible is emphasized by curved, shaded strokes (ill. 145), Balaam’s,
for example, has been modeled into a prominent bulge (ill. 88). Even
the protruding oval framed by drapery folds that Nilgen sees as a
‘characteristic form” on the cross—on the thighs of Malachias and
the medallion angels, and most markedly on Moses’ striding right
leg (ills. 30, 89)—can be recognized at an earlier stage of develop-
ment in the Bible in the figure of Anna in the scene of Elkanah and
his wives (ill. 155) or in the kneeling Job and his wife below (ill. 151).
A related feature, seen in Peter on the Moses medallion and in
Balaam, where the shape of the bent arm is revealed beneath skin-
tight drapery framed by a border of thick, loose folds (ills. 30, 88),
can also be observed in the right arm of Isaias, a Bible figure espe-
cially advanced in this respect and closer to the cross figures in his
more natural proportions and freer pose (ill. 156)."”

The increased sensitivity in the modeling of bodies, animal and
human, on the cross is a distinct advance in naturalism over the
Bible (ills. 153, 154). Perhaps the most accomplished of all in this
regard are the figures of the aged Adam and Eve compared, say,
with the seated Job in the Bible (ills. 26, 151). However, the unelong-
ated form of Isaias in the Bible allows him a relationship to his initial
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that anticipates the way the tiny figures on the cross more naturally
relate to the size of the spaces they inhabit. The degree to which
they embody the final phase of the Romanesque in England does
not necessarily require the input of stylistic developments across
the Channel, even though—as with the evolution of the damp-
fold—the artist was in tune with what was ‘in the air’ elsewhere."
It is arguable that as with the Bible, the artist of the cross was a
creative innovator who led rather than responded to stylistic
changes.

Liturgical Evidence

Bury is recognized as one of the few English houses which, after
the Conquest, resisted the complete change to the more austere
customs of the Decreta Lanfranci and continued to maintain elements
of the reform tradition on which the abbey was founded.” The plan
for Abbot Baldwin’s new church of St. Edmund followed and even
amplified many of the architectural features of Winchester Cathe-
dral (begun 1079), such as aisled transepts with galleries and a
westwork with galleries, which would allow space for extended
processions to stational chapels and a setting for the antiphonal
responses of the more elaborate liturgy.® A more precise knowledge
of the liturgical practices in the twelfth century is sharply curtailed
by the lack of preserved texts, although the Anglo-Saxon translation
of the Regularis concordia remained in the library at Bury until the
Dissolution in 1539.' The Bury Psalter from the second quarter of
the eleventh century reflects the tenth-century reform of Ely and
Winchester in a liturgical use specifically designed for Bury.* Al-
though some of the original text has been erased—probably when
it left the abbey around the end of the twelfth century—the missal
from Bury at Laon, dated in the 1120s, has elements of the liturgy
that are reflected in the program of the Cloisters Cross.”

The Bury Missal also contains a unique image of the Crucifixion,
which may offer some further liturgical insights valid for the cross
(ill. 157).* The crucified Christ, beneath a titulus flanked by personi-
fications of the sun and moon, appears above the Te igitur, the prayer
that opens the Canon of the Mass. What is unusual about the image
is the tonsured cleric to the left of Christ, who raises a chalice above
a draped altar to collect the blood from the wound in Christ’s side.
To the right of the cross and facing it stands a female figure holding
a flowering scepter mounted on a processional staff. The action of
the cleric on the left is an exceptionally early instance of the new
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157. Crucified Christ. Bury Missal, ¢.1120. Laon, Bibliothéque de la Ville, MS 238, f.72v



158. Deposition. Gospels,
¢.1130-40. Cambridge,
Pembroke College, MS 120,
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intellectual and devotional commitment to the doctrine of the real
presence of Christ’s body and blood in the bread and wine of the
Eucharist being worked out in art. This belief, espoused by St. An-
selm although not yet a dogma of the Church, has been discussed
earlier in relation to the program of the Cloisters Cross.” The image
is also an early expression of the veneration of the wounds of Christ
that St. Anselm had encouraged through his intensely personal
prayers and meditations.” In this way, it anticipates the emotional
outpouring in the Good Friday plaque that focuses on Christ’s
wounds and the instruments of the Passion—the nails and the lance.
A similar sense of devotion is expressed in the Deposition scene in
a set of New Testament illustrations generally attributed to Bury
and dated between about 1130 and about 1140 (Cambridge, Pem-
broke College, MS 120):” there the Virgin kisses the hand of Christ
as she holds up one of the nails (ill. 158).

As much for the Bury Missal as for the Cloisters Cross, a setting
is required where there was the ability to exercise a certain freedom
in the conduct of the liturgy. From the time of the benefactions made
by King Cnut and his queen,” the donors of the cross depicted in
the New Minster Liber Vitae (ill. 122), the Abbey of Bury St. Edmunds
had enjoyed special privileges both secular and ecclesiastical that
tied it directly to the authority of the pope rather than to episcopal
control. Subsequent challenges to the abbey’s autonomy served only
to strengthen these privileges. Abbot Baldwin successfully fought
the efforts of Archbishop Lanfranc of Canterbury to establish the
see of Bishop Arfast at Bury and to confiscate the papal privilege
that Baldwin had secured. Baldwin supported St. Anselm, the pa-
palist archbishop who succeeded Lanfranc in 1093, and with An-
selm’s help three attempts by Bishop Herbert Losinga at Norwich
to make Bury his see were also rebuffed, as well as the move by
King Henry I to appoint Robert, son of the Earl of Chester, to fill
the vacancy caused by Baldwin’s death in 1097/98.”

It was not until the tenure of Anselm, who was on good terms
with Henry I and successive popes, that Bury regained an abbot to
rival the stature of Baldwin with his strong papal and royal connec-
tions.” The abbey flourished under Anselm’s rule. As a liturgical
innovator, he is best known for the reintroduction to Bury of the
Anglo-Saxon Office of the Virgin and the feast of her Immaculate
Conception, which Lanfranc had suppressed.” Fully in keeping with
Bury’s special veneration of the Virgin, Anselm’s devotion to her
was no doubt stimulated by that of his uncle, Archbishop Anselm,
with whom he studied at Canterbury from 1100 to 1109, but he
had a mystical experience of his own in his early monastic life at
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S. Michele della Chiusa, in Piedmont, which was included in the
compilation of Miracles of the Virgin attributed to him.” Anselm, who
was brought into direct contact with the Eastern liturgy and its
Marian literature when he was made Abbot of the Greek-Latin
Abbey of S. Saba in Rome in 1110, was a likely conduit for some of
the Byzantine elements of style and iconography in Master Hugo’s
Bury Bible and in other Bury manuscripts made during his tenure;”
his devotion to Mary would be in keeping with the sense that it is
the Virgin’s lament that governs the mood of the Good Friday
plaque of the Cloisters Cross, as it does in the Deposition scene in
the Bury New Testament cycle (ill. 158).

Anselm'’s four years in Rouen when he served as papal legate
(1116-20) and his continued contacts there after coming to Bury kept
him in close touch with Henry I, whose protection he enjoyed.*
Anselm’s sojourn in Normandy could have reinforced his desire to
continue certain liturgical customs compatible with Bury’s Anglo-
Saxon heritage. The extraliturgical rituals relating to Rouen practice
that have been discussed in connection with the Cloisters Cross are
dramatic embellishments which would also seem to have been com-
patible with the personality of Abbot Anselm, whose flair for the
flamboyant was pointed out to him by his uncle as the object of
some concern.” Although they claim to refer to customs long ob-
served, records of the sponsorship of performances held on feast
days by some of Bury’s eighteen guilds and confraternities in the
later Middle Ages date from no earlier than the fourteenth century.”
Still, Jocelin of Brakelond’s report that in 1197 Abbot Samson was
forced to prohibit further spectacula in the cemetery is a tempting
clue to other dramatic presentations of some sort at Bury that may
have begun with Anselm, since he obtained Henry I's permission
for the annual six-day fair held over the feast of St. James.”

Other than links to liturgical drama discussed in connection with
the Cloisters Cross in a previous chapter, the only evidence to sug-
gest the performance in England of the Good Friday Depositio dur-
ing the twelfth century are frescoes from the latter part of the cen-
tury in the Holy Sepulchre Chapel at Winchester, which is located
between the northern piers of the crossing; prominently depicted
above the altar are the Descent from the Cross and the Entombment
together with the Marys at the Sepulchre.”® The fourteenth-century
Rituale from Bury includes the antiphons from the Regularis con-
cordia, used again at Barking, for the Good Friday Depositio that
follows the Adoratio Crucis, and precedes the Mass of the Presanc-
tified:
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These things having been completed and the cross adored
by the convent, let the deacons return with the uncovered
cross to the altar where the prior makes oblation after the
Gospel, and let them proceed singing the verses of the
above-mentioned hymn [Crux fidelis] and there let those
who wish to, adore the cross. When they have sung all the
verses of the hymn, lifting the cross in their arms let the
deacons carry it to the feet of St. Edmund and there let
them place it, and let them begin only to sing these three
antiphons and let the convent sing, namely In pace factus
est, the antiphon Habitabit, the antiphon Caro mea. This
whole antiphon the deacons sing themselves, namely Se-
pulto Domino, and those among the people who still wish
to adore the cross, let them there adore it. When the dea-
cons have completed this, let them return to the vestry and
take off their vestments, and having washed their hands,
let them return to the choir.”

Without elaboration as to the enactment of the burial itself, the
Rituale provides simply for the singing of the Depositio antiphons
and for a second Veneration of the Cross at the sepulchre, which
was located at the ‘feet of St. Edmund,” apparently at his shrine
behind the high altar.*” Some form of the Depositio in the twelfth
century is not unlikely, given the widespread adoption of the prac-
tice of a burial of both the cross and the host at Vespers in the
thirteenth-century Sarum rite.”

The Rituale is silent on other drama performances that have been
suggested for Bury on the basis of visual evidence.” Links to litur-
gical drama have been previously proposed for two scenes depict-
ing the Supper at Emmaus (Luke 24:13-32)—the Gospel reading for
Easter Monday—in Pembroke MS 120. Extending arguments ad-
vanced by Emile Male concerning the influence of drama on Em-
maus scenes in art, Otto Pacht related elements of costuming and
staging recorded in a thirteenth-century text of the Peregrinus play
from Rouen, which was performed at Vespers on Easter Monday,
to the scenes in Pembroke MS 120, which in fact are more suggestive
than the St. Albans Psalter images generally seen as their source.”
In the Pembroke manuscript (f. 4v), one of the two pilgrims who
meet Christ points to the setting sun over the castellum; in the fol-
lowing scene, which in the play takes place inside a structure set
up in the nave, Christ is shown breaking the bread for his compan-
ions and then again, as the furtive figure to the right: ‘suddenly
withdrawing, let him disappear from their sight.”
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159. Initial with Adoration of Magi.

St. Gregory the Great Homilies, ¢.1140.
Cambridge, Pembroke College, MS 16,
detail of f. 19v

A further proposal has been made by Elizabeth McLachlan that
an illuminated initial in a Bury manuscript of about 1140 (Cam-
bridge, Pembroke College, MS 16), showing an Adoration of the
Magi, implies that the Officium Stellae play was performed in the
liturgy for Epiphany in Anselm’s time (ill. 159).® There are Rouen
texts describing the Magi’s approach to the Ymaginem Sancte Marie
set on the altar of the Cross that can be seen to support her argument
for the source of the image in the manuscript. Moreover, a reference
to the second oblation at the Offertory of the Mass, which followed
immediately after the performance of the drama at Rouen,” is sug-
gested in the offerings held in the veiled hands of the Magi: kneel-
ing, the foremost Magus raises the host toward Christ, shown seated
in the lap of the Virgin and blessing her.

At first glance, the format of the Cloisters Cross invites a com-
parison with another drama that came out of the Christmas liturgy.
The prophets with their scrolls and the strong sense of dialogue,
particularly on the cross arms, is suggestive of the Ordo Prophetarum,
or Procession of Prophets. This drama originated as a sermon by
Quodvultdeus, a fifth-century bishop of Carthage, widely attributed
to St. Augustine throughout the Middle Ages, which was often a
reading for Christmas Matins.” It is an attempt to convince Jews
and other unbelievers of their error in refusing to accept Christ as
the Messiah. Old Testament prophets, New Testament figures, and
distinguished Gentiles are summoned to speak on Christ’s behalf.

211



CHAPTER SIX

An unusually full fourteenth-century version from Rouen contains
speeches by all the Old Testament figures on the cross—including
Moses and Jonas—with the exception of Solomon and Job, but none
of their texts coincides with the cross inscriptions. Only the em-
phasis given Isaias and Jeremias on the cross by virtue of their each
being cited three times compares with their importance in the Ordo
Prophetarum.”® A closer comparison can be made—although again
the correspondence is not exact—to a twelfth-century vernacular
drama based on the Lenten-Paschal liturgy: the Anglo-Norman
Adam.” The final segment of the preserved portion of the play is a
‘procession of prophets,” this time including Solomon. Interesting
in terms of the Cloisters Cross is the fact that Balaam’s prophecy
quotes the same verse from Numbers—'A star shall rise out of Jacob
and a sceptre shall spring up from Israel . .. (24:17)—that, with the
substitution of ‘man’ for ‘sceptre,” is used in Balaam’s inscription
on the cross. There is another allusion to the Tree of Jesse in a Jew’s
dispute with Isaias about his prophecy (11:1).*

It has been tempting to argue that in the twelfth century, when
liturgical drama was at its highest peak,” some of the unpre-
cedented images in twelfth-century English art were a reflection of
dramatic texts—if not actual performances—liturgical and even ver-
nacular, earlier than extant manuscripts can substantiate. Or per-
haps the innovative depictions of biblical and liturgical texts should
sometimes be seen as stimuli for later re-enactments. From the evi-
dence of the Cloisters Cross, it seems that the artist—selectively and
for his own purpose—was drawing on the same rich vein of litur-
gical inspiration as did the dramatists for their embellishments of
the biblical narrative.” Even without the attribution of the cross,
Bury, whose importance as a drama center in the later medieval
period has been evaluated by Gail Gibson,” is an early source of
works of art that reflect a dramatic approach and was thus poten-
tially open to a particularly fruitful exchange.

160. Cross foot with figure of St. John,
first third of 12th century.
Fritzlar, Dommuseum




THE BURY ST. EDMUNDS CONNECTION
The Identity of the Artist

The relationship of the style of the Cloisters Cross to that of the
Bury Bible and the quality of its execution have led to the cross
being attributed to the hand of Master Hugo.” From the documen-
tary evidence we have (no earlier than 1300), Master Hugo was
primarily a sculptor. Two other works by him are reported to have
been made during the time of Abbot Anselm. The first was a church
bell, ‘cast in honor of the martyr Edmund, the offering a gift of
Anselm prepared by the hand of Hugo,” for the belfry Anselm had
erected.” The second was the great west doors of the Church of St.
Edmund in cast bronze ‘sculpted by the fingers of Master Hugo,
who as in other works he surpassed all others, in this magnificent
work he surpassed himself.””® Dates of about 1130-35 have been
proposed for the doors, about 1125-30 for the bell.” There is a record
of one other sculpture by Master Hugo, a cross commissioned in
the early 1150s during the tenure of Abbot Ording, when Ording’s
nephew Helyas was sacrist (1149-55): Helyas ‘had the cross in the
choir and Mary and John incomparably carved by the hands of
Master Hugo.”®

The scant words of the last entry do not confirm the Cloisters
Cross as the one described. The size is not specified, nor is the
medium; but the range of material that can be ‘carved” includes
ivory, and the phrase ‘incomparably carved’ implies that the work
was recognized as a masterpiece. James made the assumption that
Master Hugo’s cross was large and of wood, and he visualized it
as standing either on'a beam over the high altar or on the high altar
itself.” If, however, the cross had been smaller, like the Cloisters
Cross, a more appropriate liturgical setting for it could have been
at the second altar in the choir, west of the high altar. This smaller
altar was somewhat protected from the pilgrimage traffic by the low
wall behind it, even before the erection about 1180 of Abbot Sam-
son’s choir screen with the large cross flanked by images of Mary
and John that was placed on it.” A fourteenth-century record from
Bury mentions a ‘cloth before the cross in the choir’ that James
suggests was painted with a ‘Christ in glory, the universe below His
feet, and surrounded by angels with the instruments of the Passion,’
and thirteen scenes of the Passion and the Resurrection on ‘the beam
beyond the small altar’ in the choir—subjects that agree with the
liturgical context of the Cloisters Cross.” Moreover, it would not
necessarily be inconsistent for the foot of a processional cross that
allowed this to function also as an altar cross to include the side
figures of Mary and John (ill. 160).*

213



CHAPTER SIX

161. Seal from Bury St. Edmunds, ¢.1150. Oxford, Bodleian Library

A difficulty with the assignment of even the Bible to Bury St.
Edmunds is that surviving works from the abbey in the subsequent
period do not approach the quality of Master Hugo’s work or that
produced at other artistic centers.” Apart from speculations con-
cerning the cross, only one other item, a seal of about 1150 with a
figure identified as St. Edmund enthroned, has prompted an attribu-
tion to Master Hugo (ill. 161).* Another anomaly concerning Bury
as an artistic center, then, lies with Master Hugo himself. Given the
importance of the style of his Bible for the development of English
art in the twelfth century, why is there no real evidence of his work
outside of Bury, especially if, as is generally assumed, his title im-
plies that he was a professional craftsman?® The idea that Master
Hugo was a paid professional also depends on the assumption that
his fee was part of the expenses recorded for the execution of the
Bury Bible, but the only expenditure specifically connected with him
is for the purchase of special vellum—presumably for the mini-
atures and initials painted on separate pieces of vellum pasted to
the leaves of the book.*

214



THE BURY ST. EDMUNDS CONNECTION

A further question as to his artistic personality arises when one
considers how Master Hugo worked with the ‘monk who instructed
him.”” On this point as well, there are a number of unusual aspects
of Hugo’s working method that can also be recognized on the cross.
There are images in the Bible for which no close artistic models have
been found;” a number of them appear to communicate the words
of scripture directly. Quite remarkable for the Bible, as for the cross,
is the emphasis on words spoken to be heard, on events seen to be
understood as they are unfolding (ills. 151, 162). In both, speech is
conveyed through vivid oratorical gesture: extended hands and
pointing fingers. In both, the words communicated are taken in by
attentive figures, some only partially shown in the background. In
both, the importance of the scriptural source of the words them-
selves is conveyed through fingers grasping scroll or book: on the
cross the words are worked around the tiny fingers. It is thus not
only in style that the Cloisters Cross and the Bury Bible can be
compared, but also in the approach to scriptural representation. And
in both the method is, for the most part, invention from the words
of a text rather than imitation of a visual model. For this method,
it is less easy to see the artist being instructed by another in the
execution of the subjects chosen.

On the cross, among the most telling indicators of the artist’s
inventive method is the representation in the front right terminal
(ill. 48), already analyzed in some detail. Three skulls at the feet of
Zacharias, and a fourth at the end of his scroll, signify that this is

162. Moses and Aaron. Bury Bible,
Cambridge, Corpus Christi College, MS 2, detail of f. 94
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163. Shrouded Christ
with Oceanus, from the
Good Friday plaque

‘the place of the skull or, as it was called in Hebrew, Golgotha’ (John
19:17).” Thus, it is literally Terra, or Earth, into which the somber
figure of Oceanus pours the water from his jug (ll. 163). As in the
Bury Bible, the artist of the cross has tied his images directly to the
biblical text; rather than inventing whole compositions for a more
generalized scene, however, the artist of the cross has made a series
of subtle adjustments to existing models in order to set forth the
interconnections between images through a sort of visual exegesis.
Visual cross-references to other scenes work together with textual
ones. John’s mourning pose reversed on the Lamb medallion ties
these two images, for example. The upright lance of the alert Lon-
ginus contrasts both with that of the sleeping soldier horizontal at
the bottom of the Easter plaque and with the one limply held by
Synagogue—his regained sight a foil to her ‘blindness.” The pre-
vious discussion of the levels on which the Passion scene is tied to
the Brazen Serpent roundel and to the Ascension above it points to
compelling instances of the artist’s grasp of the range of associations
that the program affords.”

A further clue to the identity of the artist of the cross lies in the
way that this image can be seen as a meditation on the words of
Zacharias’s inscription, ‘They shall mourn for him as for an only
son,” on the vulnerability of the haloed Christ suspended before the
cross, and on the mortality of the unhaloed corpse at his feet. The
utter defenselessness of the Virgin’s son, the Son of God, is conveyed
through the sensitive rendering of his head resting on his right
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shoulder, his limply extended arms, and his exposed torso. The
vulnerable expanse of his left leg is an allusion to the nakedness
that in Noe caused Cham’s laughter and that the mourning figures,
like Sem and Japheth, are careful not to see (Gen. 9:23). It also
expresses the fulfillment of the first of the Old Testament prophecies
on the Eagle plaque to which John refers: “You shall not break a
bone of him” (19:36). Behind Nicodemus are the witnesses who
fulfill the second prophecy on the Eagle plaque, based on Zacharias
12:10: “They shall look on him whom they pierced” (John 19:37). It
is with these figures, Jew and Gentile, that the repentant sinner must
mourn.” But just in front of Nicodemus, the anonymous head that
gently rests against John's invites a further identification, this time
with John's report of Christ’s promise to Nicodemus of everlasting
life to those who believe in him (John 3:16), the subject of Job’s
famous text on the cross arm. Essentially, then, the Good Friday .
plaque can be understood as an expression of penitence on the part
of the artist, his visually realized prayer for his own salvation as
well as for that of the monks for whom the cross was made.”” On
this deeply personal level, Nicodemus could have served as a model
for the artist in particular, for it is Nicodemus who was thought to
have carved the miraculous wooden crucifix at Lucca known as the
Volto Santo, of which Bury St. Edmunds may have possessed an
early copy, the gift of Abbot Leofstan (1044-65).” In any case, the
piety of the image suggests the work of a monk, rather than a paid
professional.

A close examination of the Cloisters Cross thus prompts the fur-
ther question: what kind of part did this artist play in determining
the program? The issue is a critical one in any attribution of the
cross to Bury St. Edmunds, since the abbey had no Suger, no Becket,
nor by the early 1150s an Anselm, to be considered for the role of
patron and conceptualizer. Less is known of Abbot Ording (1148-56),
but at Bury even in Anselm’s time it was wise sacrists who were
responsible for the commissions.” The Cloisters Cross is not simply
a work of consummate skill. Instances of innovative iconographic
detail that bring inscribed texts to life and implicate other images
on the cross in the exposition of the Passion scene reveal an under-
standing of the program so profound that it is difficult to imagine
a learned patron dictating such rich visual nuances to a second
hand, even if the artist were not a layman but a gifted monk who
knew his Bible by heart. In the cross the interaction of word and
image, and of the meaning of both within the context of the pro-
gram, is raised to a degree of such subtlety as to make it possible
to speculate that the artist and designer were one.
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The Artist as Scholar

There were strong precedents in Anglo-Saxon England for learned
churchmen to have been craftsmen. The most notable in the tenth
century was Archbishop Dunstan of Canterbury, the great Benedic-
tine reformer responsible for the Regularis concordia, who was famed
as an illuminator and metalworker as well as a musician.” In the
eleventh century, before the Conquest, Abbot Mannig of Evesham
was a scribe, like Dunstan, as well as a painter and goldsmith, and
Abbot Spearhafoc of Abingdon, who came from Bury St. Edmunds,
was a painter, sculptor, and goldsmith.”® In determining who was
really the maker of a work of art, C. R. Dodwell rightly urges caution
in view of the ambiguous wording in descriptions of commissions
and the possibility, as in the case of a shrine attributed to Mannig,
that a churchman may at times have acted as ‘master’ over laymen
actually doing the work.” Even so, although the Benedictine re-
quirement of humility may have kept the names of many artist
monks out of the records,” the evidence exists.

If the status of the craftsman diminished in the course of the
eleventh century, the writing of the Benedictine monk Theophilus,
whose treatise De diversis artibus (On Divers Arts) has been dated to
about 1126, bears witness to the renewed dignity and self-conscious-
ness he was to claim in the twelfth.” For Theophilus the prime Old
Testament model was Moses, whom God commanded to build the
tabernacle and to decorate it with ‘art of every kind.” That Moses
also made the Brazen Serpent ‘at the Lord’s command’ may there-
fore have had an added meaning for the carver of the Cloisters
Cross.”” While Theophilus, along with his practical advice on
specific techniques, was urging his fellow monks to reclaim
their creative inheritance, his contemporary Hugh of St.-Victor
provided the intellectual justification for the craftsman’s work.
Hugh’s Didascalicon of about 1125 was designed to unify all know-
ledge in order to restore ‘the original integrity’ of human nature,
and he included what he called the mechanical arts within the all-
embracing subject of philosophy.”

With the evolution of the schools in the twelfth century, the term
‘master’ was frequently applied not only to a master craftsman or
head of a workshop but also to a scholar. Monasteries such as Bury
housed both kinds of master. Other than Master Hugo, only a Mas-
ter Geoffrey is mentioned by name in Abbot Ording’s time (1148-
56), but litterati and illitterati, scholars and nonscholars, already
coexisted at Bury in the early days of Anselm’s rule.” Abbot Samson
(1182-1211), who became a monk at Bury after studying in Paris
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and teaching at the local school, was the master of Jocelin of Brake-
lond. Jocelin specifically refers to several other scholar masters at
Bury, as well as to a Master Walter, who was a physician.84 The
intellectual climate for the masters of the second half of the century
at Bury had been cultivated by Abbot Anselm, for along with com-
pleting and decorating the abbey church of St. Edmund and enrich-
ing the liturgy, he had also embarked on a vigorous campaign to
increase the library’s holdings and to launch Bury as the powerful
center of learning it was known to be in the later Middle Ages.

Rodney Thomson's survey of what can now be surmised of the
history of the library suggests that by mid-century, Bury possessed
most of the sources recognized as important to the program of the
Cloisters Cross. Under Baldwin, the pre-Conquest emphasis on
Anglo-Saxon writers such as Bede and Aelfric was continued, and
the acquisition of the library’s many works of Augustine, Jerome,
and Isidore of Seville was begun.” Among the early acquisitions of
the Greek writers were Origen’s sermons and commentaries on the
Old Testament—surprisingly early for an English library—and a
copy of Eusebius’s Ecclesiastical History in Latin. These acquisitions
may have been due to Baldwin’s contact with Archbishop Anselm
at Canterbury, but Abbot Anselm was probably responsible for
Bury’s having the writings of the archbishop, including the Cur Deus
homo, and perhaps also the disputation of Gilbert Crispin.* He
added further works of Greek and Latin patristics, and of medieval
theologians and biblical scholars from Bede to St. Bernard for the
abbey’s litterati.”’ Under Anselm’s patronage the library at Bury was
also made unusually rich in classical authors, to the point where it
resembled the libraries at Cluny and Fleury in France more than
other English collections in this respect. It is likely to have been
Anselm who provided his library with the unusual manuscript con-
taining the complete comedies of Terence and eight plays by Plautus
which was at Bury by 1150.*® Around the mid-twelfth century, texts
from the Paris schools began to appear in the library, among them
glossed books of the Bible and Hugh of St.-Victor’s De sacramentis,
as well as other works representing the new dialectical approach.
Such acquisitions were apparently made at the instigation of scholar
monks at Bury who presumably brought their school texts with
them. By mid-century, the contents of the library confirm the abbey’s
determination to be abreast of the developments of the great centers
at home and on the Continent.”

Two particular items of documentary evidence from Bury’s lib-
rary have been cited in connection with the Cloisters Cross. The
earliest is an interlinear gloss on a copy of the Gospel of Mark made
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164. Page from Gospel of Mark, showing inter-linear gloss on Mark 15:26 (marked with arrows),
second half of 12th century. Cambridge, Pembroke College, MS 72, detail of {. 62

in the second half of the twelfth century (Cambridge, Pembroke
College, MS 72, £. 62), which amplifies the description of the titulus
(Mark 15:26) in the following terms: ‘Because in the headings of the
psalms it was indicated “Unto the end, do not destroy,” and with
three languages: King of the Jews [malchus iudeorum], King of the
Confessors [Basileos examolisson], King of the Confessors [rex confes-
sorum]. These three languages are joined together in the title of the
cross so that every tongue may commemorate the faithlessness of
the Jews in Hebrew, in Greek, and in Latin’ (ill. 164).” The gloss is
based on a commentary on Mark by the seventh-century Irish writer
Cummean, which was commonly attributed to St. Jerome at this
time. Douglas Mac Lean has identified the commentary in another
twelfth-century Bury manuscript (Oxford, Balliol College, MS 175),
in which, significantly, the words rex confessorum are used (f. 127v),
as they are in Pembroke MS 72 and on the Cloisters Cross; the
version of the text published in the last century has rex confitentium.”

Pembroke MS 72 contains other glosses that can be related to the
Cloisters Cross; with a single exception, these are from the same
commentary. One refers to Moses and the Brazen Serpent as an
antetype of the Crucifixion. In the left margin of folio 61v, the glosses
to ‘and they led him out to crucify him’ (Mark 15:20) include: ‘Here
is Moses with the rod and the serpent suspended on the wood” (ill.
165).” In the right margin of the same folio, for the text in which
Simon of Cyrene is forced ‘to take up his cross’ (Mark 15:21), is a
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165. Page from Gospel of Mark, showing marginal gloss on Mark 15:20 (marked with arrows),
second half of 12th century. Cambridge, Pembroke College, MS 72, detail of f. 61v

gloss based on the same source—Galatians 3:13—as Synagogue’s
mnscription: ‘Cursed is everyone who is hung on a tree; he was made
a curse in order to take away our curse.”” The words of Isaias 63:2
(‘Why then is thy apparel red, and thy garments like theirs that
tread in the winepress?’), an inscription on the Brazen Serpent med-
allion, are cited in the right margin of folio 61 as a gloss to “And
they clothe him with purple’ (Mark 15:17).” In the right margin on
folio 62v, a gloss to Mark 15:33, ‘there was darkness,’ parallels the
sense of the first line of the Cham ridet couplet on the sides of the
shaft: ‘Here is Noe drunk and naked, covered by the sky and the
earth as a dark mantle, and laughed at by a man; and here blood
dripped down from the wood.”” The relevance of these lesser-
known glosses in the Bury manuscript to key aspects of the program
of the Cloisters Cross reinforces the possibility of its specific con-
nection with the abbey.

A version of the first line of the Cham ridet couplet occurs in the
second document previously cited in support of an attribution of
the cross to Bury. This is a record, made about 1300 and copied in
the fourteenth century, of the leonine hexameters said to have been
composed by Abbot Samson around 1180 to accompany the typo-
logical cycle of b1b11cal scenes that decorated the choir screen he
had had erected.” In tracking this verse on Samson’s choir screen,
Sabrina Longland, who relates the ideas behind it to Richard of
St.-Victor and Peter Comestor among others, thinks that it may have
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originated in the reportatio students made of lectures given in the
Paris schools.” The use of the leonine hexameter in which the verses
on the cross and the choir screen are cast goes back to the eleventh
century.” Texts were often versified in monastic foundations, as well
as in the schools, to facilitate public recitations and as a memory
aid: Abbot Anselm himself was a versifier, too.” Given their pro-
minence on the Cloisters Cross and their importance to the meaning
of the program, it is conceivable that both of the couplets engraved
on the shaft were specially composed for the cross itself.

Whether or not he was in any way responsible for the Cloisters
Cross, there remains the possibility that Master Hugo was a crafts-
man who was both a monk and a scholar. It could have been
through a network of monastic scholar-artists at Bury, St. Albans,
Canterbury, and Winchester, the same centers where the stylistic
innovations of Master Hugo spread, that his innovative approach
to visualizing texts was also developed."” If so, T.S. R. Boase’s in-
tuition that the studies of the Victorines helped to inspire the great
English Bibles of the twelfth century seems all the more worth pur-
suing, particularly if the Cloisters Cross can be placed within a
comparable context for its conception and creation."”

Links to the Victorines

A debt to the Victorines in terms of the style of the cross, as much
as for its content, must also be acknowledged. Specifically with
respect to the damp-fold, which was introduced to England by
Master Hugo in the Bury Bible, it was Wilhelm Koehler who recog-
nized Hugh of St.-Victor as the first to articulate the ideas that lay
behind use of that device to emphasize the human form."” Hugh
devoted two treatises to the union of body and spirit, an idea he
also discussed in his De sacramentis, which the library at Bury is
known to have possessed.'” Bury also had a copy of his De institu-
tione novitiorum, in which he describes how the inner state is re-
vealed by body posture.'® It is this quality that Beryl Smalley ad-
dresses in her discussion of the unique depiction of Elkanah hand-
ing robes to his two wives (I Kings [I Samuel] 1:1-5) in the Bury
Bible (ill. 155). The humanness of the figures seems to relate to a
tendency to ‘naturalize’ characteristics of the exegetical style of
Hugh’s pupil, Andrew of St.-Victor. Smalley observes that while it
is possible to read the illumination on an allegorical level, the literal
story is expressed in a particularly sympathetic manner because the
artist was able to ‘dégager le c6té humain, voire dramatique’ of his
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subject.”” This sense of the dramatic, visually realized, is a source
of endless fascination in studying the very human figures on the
Cloisters Cross as well.

A similar desire to evoke inner responses by outward demeanor
can be seen in the near-Shakespearean advice contained in the stage
directions concerning the way the parts of Adam and Eve should
be played in the Anglo-Norman vernacular drama Adam:

And let this Adam be well coached when he must give
answers, lest in answering he should be either too hasty
or too slow. Nor him alone, but let all persons be coached
thus, so that they may speak in an orderly manner and
make gestures appropriate to the things of which they
speak. . ..

Adam and Eve will hide in a corner of Paradise, as if
knowing how wretched they are. ... Then both will rise,
standing before the Figure, and yet not fully upright, but,
through shame for their sin, somewhat bent forward and
extremely sad."”

This approach to character portrayal moves far beyond the more
typical call in texts of the period for costume and attribute with an
occasional modulation of the voice. The convincing portrayal of
Adam and Eve, in the humanness of their responses delivered in
everyday speech that allows them to be the especially believable
embodiment of a spiritual event, recalls the unparalleled depiction
of Adam and Eve at the foot of the Cloisters Cross (ill. 26)."” In
accounting for the theological and psychological sophistication of
the play, particularly in the section on the Fall of Man, Lynette Muir
develops the connections between Adam and the ideas expressed in
the De sacramentis of Hugh of St.-Victor. Her analysis leads her to
conclude that the author of the play might have been a Benedictine.
‘It is worth noticing,” she says, ‘that many of the English monks and
canons, in the twelfth century, travelled to France to study at the
schools before settling down in English houses.”” The Victorines,
then, would seem also worth exploring further as a source for the
development of more naturalistic depictions in both the art and the
drama of the twelfth century, with their interest in the literal reading
of Scripture and commentaries on it within a liturgical context as a
common point of departure.
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Links to St.-Denis

If St.-Victor was an intellectual and religious force in the mid-twelfth
century, it was not itself an art center. The artistic powerhouse across
the Channel was undoubtedly the Benedictine abbey of St.-Denis
under Abbot Suger (1122-51). Although there are no known contacts
in Suger’s time, Bury had had a natural connection with St.-Denis
since the abbacy of Baldwin, who had been a monk there. The
original parish church at Bury, begun by Baldwin about 1066, was
dedicated to St. Denis. When Abbot Anselm had it torn down to
make way for the larger church dedicated to St. Edmund, a chapel
to St. Denis was installed in the west end of the new church to mark
the location of the earlier one.” The feast of St. Denis and his com-
panions, SS. Rusticus and Eleutherius, is included in the Bury Missal
at Laon." The interest in Bury was reciprocated at St.-Denis, where
an altar to St. Edmund in the right side of the crypt was among
many dedicated by Suger on June 11, 1144."* Suger also commis-
sioned a cycle of the life of the saint depicted on capitals in the
crypt, no doubt stimulated by the abbey’s copies of Abbo’s Passio
Sancti Edmundi and Hermann’s De miraculis, both probably the gift
of Baldwin."® Maybe the magnificent bronze doors which Master
Hugo made for Bury bore some relation to the famous doors Abbot
Suger installed at St.-Denis in 1140.™

Especially given the network of contacts that existed among Bene-
dictine monasteries and the effect that St.-Denis was to have on the
development of art in the West, it is hard to imagine that news of
Suger’s great cross, now lost, would have failed to reach Bury St.
Edmunds. This spectacular object ‘commanded the opening arch of
the new upper choir” on the ‘very spot” where the body of ‘the
blessed Denis had rested.” Magnificently jeweled on the reverse with
a topaz in the middle of a central roundel, the front showed the
dead Christ against a shaft with edges in raised foliage and gems.
A golden figure of the kneeling Suger was placed on top of the
capital at the base of the monumental cross, which rested on a
square pedestal.”™ Suger describes the pedestal of the cross as
‘adorned with the Four Evangelists; and the pillar upon which the
sacred image stands, enameled with exquisite workmanship, and
[on it] the history of the Saviour, with the testimonies of the al-
legories from the Old Testament indicated.”"® That Old Testament
inscriptions were plentiful can be deduced from the record of at
least sixty-eight scenes, seventeen on each facet of the ‘pillar,’ as
well as from the prevalence of texts in the stained-glass windows
in the choir. Another reported feature of the base of Suger’s cross
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166. Moses and the Brazen Serpent.
Stained-glass window from St.-Denis, ¢.1140

117

was a leonine couplet beginning Terra tremit."” The emphasis on the
titulus through its wording on the Cloisters Cross took a different
form with Suger’s. When Pope Eugenius dedicated the cross at
St.-Denis on Easter Sunday, 1147, he donated to it a piece of the
titulus of the True Cross that he had brought from Rome; the relic
had recently been reinstalled in Sta Croce in Gerusalemme after the
church was rebuilt in 1143-44."

Although in scale, material, and style, the Cloisters Cross is very
different from Suger’s, its representation of Moses and the Brazen
Serpent as a central medallion that would have functioned as a
nimbus for the corpus is as unusual in its way as the image of the
crucifix rising out of the Brazen Serpent in the window commis-
sioned by Suger (ill. 166). The allusions to the Tree of Jesse on the
back of the cross may have some relationship to the window that
Suger devoted to this subject."” A more direct reflection of Suger’s
approach, which has also been seen to bear the imprint of Victorine
ideas, seems to lie in the use of ‘testimonies’ from the Old Testament
and leonine couplets on the cross. As Suger explained, in discussing
his altar panels:
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And because the diversity of the materials [such as] gold,
gems and pearls is not easily understood by the mute per-
ception of sight without a description, we have seen to it
that this work, which is intelligible only to the literate,
which shines with the radiance of delightful allegories, be
set down in writing. Also we have affixed verses expound-
ing the matter so that the [allegories] might be more clearly
understood.™

Like Suger’s great cross, his stained-glass windows, and the
bronze doors at St.-Denis, the Cloisters Cross with its complex
scheme of ‘delightful allegories” must have been a showpiece for
the litterati.

Any attribution for the Cloisters Cross can in the end be nothing
more than an educated guess, for there is no final proof as to its
artist or its origin. To give the Cloisters Cross to Bury St. Edmunds
would, however, fit with what can be surmised of the abbey’s litur-
gical, artistic, intellectual, and historical context. To place the cross
at mid-century would fit the evidence of the continuation of the
abbey’s noted stature past the time of Baldwin and of Anselm.
Compared to them, the figure of Ording is a shadow in the records,
and his reputation has not been helped by Jocelin of Brakelond’s
report of the comment that although ‘he was a good Abbot and
ruled this house wisely,” he was ‘homo illiteratus,” in other words
not a scholar."” Yet he was Stephen’s tutor, ‘watchful in attendance
on the king from his boyhood.”"” Moreover, Ording, who had been
prior of the abbey, was first elected abbot in 1138 when Anselm left
to become Bishop of London; it appears that it was only with diffi-
culty that Anselm, having failed to secure his new position, man-
aged to remove Ording and resume his abbacy when he returned
to Bury.”” Politically, with Stephen on his side, Ording would have
been better situated than Anselm by that time. We know of a literary
work made in his honor: at the urging of Sihtric, the prior, and
Gocelin, the subprior, Gaufridus de Fontibus wrote his short book
On the Infancy of St. Edmund and dedicated it to Ording.'” Ording’s
seal—attributed, as we have seen, to Master Hugo—shows the en-
throned St. Edmund holding an orb with a cross and a flowering
scepter (ill. 161).”*® Behind these commissions may have been a
desire to reassert the importance of the abbey and its venerable
patron saint in the face of a sense that Bury’s claim to priority as a
pilgrimage center was being challenged by the moves toward the
canonization of King Edward the Confessor in 1161." If connected
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with Bury, the Cloisters Cross could be seen to serve this aim as
well. One might even see a reference to St. Edmund in the prominent
inscription of Isaias on the back of the shaft: ‘He was offered because
it was his own will’ (53:7). In his passio of the martyred king, Abbo
of Fleury quotes Edmund’s ‘I will of my own free will surrender
myself,” and he compares Edmund’s passion to Christ’s when he
describes how in his death, ‘the king, following the footsteps of
Christ his master, consummated that sacrifice of the Cross.”'¥ The
‘King of the Confessors’ in the titulus might also reflect a special
pride in the confessors Botolph and Jurmin, the seventh-century
saints whose relics Baldwin had translated, together with those of
St. Edmund, to the new abbey church in 1095."”® And not only they,
for Jocelin reports that Samson referred to respected monks of the
abbey by the same term, when he describes their being called upon
to mediate an election dispute between the [itterati and the cloister
monks."?

By format as well as program—and perhaps, too, by the very
ivory from which it is carved—the Cloisters Cross exhibits charac-
teristics that can be said to assert Bury’s distinguished roots in East
Anglian culture. King Sigbert, the seventh-century founder of the
monastery at Bedricesworth that was to receive St. Edmund’s body,
was described by Bede as ‘a man in all points most Christian and
learned,” founder of a school as well.”™ St. Botolph, too, had the
reputation of being ‘a man of unparalleled life and learning.”””' By
the predilection for figures with flowing scrolls, by the image of the
suffering, crucified Christ on a Tree of Life, by its liturgical links to
the tenth-century Winchester reform, the Cloisters Cross can also be
connected to the time when Benedictine monks were installed at
the abbey and Bury secured further royal privileges. The compari-
sons to be made to Suger’s cross at St.-Denis suggest an equal
awareness of the highest contemporary artistic and intellectual
achievements abroad and a desire to compete not only with the
claims to a venerable tradition in the past but also with present
accomplishments. Compatible with both the approach and the style
of Master Hugo’s Bury Bible, the singular sophistication of the pro-
gram of the Cloisters Cross and the quality of its execution suggest
that if it were seen as a product of this abbey in mid-century, both
intellectually and artistically Bury St. Edmunds could certainly
equal, if not surpass, the achievements of other, now better-known
centers of English monasticism.
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Chapter 7
Epilogue: The Place of the Cross
in English Romanesque Art

N ITS EXCEPTIONAL QUALITY the Cloisters Cross rivals the

richness of the jeweled metalwork crosses that have survived
from the Middle Ages. Yet its proliferation of inscriptions, its re-
markable program, and the stylistic character of its carving isolate
it from other medieval crosses. One has the impression from the
complexities of the diminutive figural compositions, the penchant
for insistent and expressive dialogue, and the suppression of purely
ornamental decoration that the carver was using his skills to create
something for which there was virtually no precedent. Both startling
and subtle deviations from earlier iconographic norms make it all
the more precocious as a liturgical object.

Clearly, an artist of exceptional caliber was responsible for its
creation. If, as has been argued earlier, he was also responsible for
the program, he was an equally gifted theologian. The intellectual
and artistic milieu in which the cross was made was without ques-
tion at the forefront of twelfth-century creativity. The cumulative
and circumstantial evidence, we believe, points—even more
strongly than when it was first suggested—to the Abbey of Bury St.
Edmunds as the most likely place of origin. No other center has
been advanced to account for the unusual nature and combination
of the inscriptions, the stylistic elements and dramatic orientation,
and the overall sophistication of the program. By contrast, little has
been found to associate the cross with either Winchester or Canter-
bury, the only other intellectual and artistic centers with an appro-
priate liturgical background.

Why a program of such complexity was created for a cross of this
size remains a fundamental question. It seems to have been a highly
personal effort on the part of the artist to clarify the meaning and
significance of the Crucifixion. The power of the images is enhanced
by the elaboration of texts; images—which are mute—are given
resonance by the words they ‘speak,” bringing the cross to life. The
function of the inscriptions, then, is to illuminate, authenticate, and
justify the images. The inscriptions on the scrolls, however, are on
such a small scale that unless the cross is held in one’s hands, and
in adequate light, they are almost unreadable; perhaps they were

229

167 (opposite). The Cloisters Cross, showing back and side



CHAPTER SEVEN

clearer when the cross was painted. At a time when literacy was
confined to the relatively few, these indicators of speech, quoting
from written records, must have conveyed an impression of auth-
ority whether or not they were actually read. In one sense the Clois-
ters Cross is the culmination of the ‘talking cross’ tradition that
began with the Ruthwell Cross (ill. 114), sharing with it an insistence
on programmatic links of text and image. From this point of view
the Cloisters Cross represents the end rather than the beginning of
a tradition.

Even though it stands alone in English Romanesque art, the cross
can be stylistically related to a few other twelfth-century works in
ivory. The plaque representing Christ before Caiaphas, mentioned
earlier, is one of them (ill. 168). Corresponding in height and width
to the dimensions of the terminals, and identified when it was ac-
quired by the Metropolitan Museum in 1963 as a scene of Christ
before Pilate, it was thought at first to be the front of the missing
terminal at the foot of the cross (ill. 14).! Later, it was exhibited as
part of the conjectured base of the cross, an association that has in
turn been discarded.’

The scene shows Christ, hands tied at the end of a rope, being
led by an armed guard into the presence of Caiaphas, the high priest.
Christ’s appearance before Caiaphas is recorded in all four Gospel
accounts of the Passion, although the key word inscribed on the
scroll at the top of the plaque—P[ROIPHETIZA (Prophesy)—is not
quoted by John (18:24), who refers to the episode only briefly.
Christ’s tormentors ‘struck his face with the palms of their hands,
Saying: Prophesy unto us, O Christ, who is he that struck thee?’
(Matt. 26:67-68).> The man following Christ at the left is shown in
the act of striking him on the head. The setting is Jerusalem, as
indicated by the city walls that appear along the bottom of the
plaque. At the right, Caiaphas, seated on a throne, is dressed as a
Sanhedrin priest with a miter emblematic of his high rank® (head-
gear that differs markedly from the tall, pointed cap worn by Caia-
phas on the placard of the Cloisters Cross). Small heads in the right
half of the upper register indicate onlookers; at the top left are two
apparently disembodied heads turned face upward.

The plaque is only one-eighth of an inch (3 mm) thick—too thin,
that is, to have been a terminal in itself. It is smooth and polished
on the back, with rounded edges, and shows no signs at present of
having been sawn from some thicker object after it was carved. The
morse ivory of which the plaque is made has something of the
quality of elephant ivory in its color and grain. The surface relief
appears slightly flattened by wear. A green residue in parts of the
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168. Cajaphas plaque

background indicates that this was once colored; the pigment has
seeped through the ivory and caused staining on the reverse. Two
conspicuous holes, evidently not part of the original intention, have
been pierced in the plaque, one in the middle at the top and the
other in Caiaphas’s right knee.” What the object was part of and
how it was supposed to have been mounted remain open questions.

Even if allowance is made for the thinness of the material and
the effects of wear, the relief on the Caiaphas plaque lacks the under-
cutting evident in many areas on the cross terminals, revealing a
different method of carving. The figures on the plaque—some of
them quite awkwardly executed—are articulated slightly differently
from those on the cross: heads are smaller and gestures not as
convincingly realized; the drapery patterns are sketchier and less
decisive. In general, the cutting is softer, and an air of uncertainty
prevails. There is none of the assured handling seen on the cross.
Moreover, in one notable respect the Caiaphas plaque employs a
different method of composition, with the architecture of Jerusalem
forming a definite ground line. The scroll seemingly floats in the
background independent of any agency, unlike the scrolls on the
cross, which are always conspicuously hand-held. The single-word
quotation is more summary than any on the cross, and the carving
of the letters differs from that of the cross and is paleographically
weaker.

The Caiaphas plaque, therefore, is unlikely to have been carved
by the same hand as the Cloisters Cross or to have been associated
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169. Ivory plaque with bust of Aaron, ¢.1150-70.
Florence, Museo Nazionale del Bargello

with it in any integral way. Even so, it is still the single closest
surviving parallel in ivory to the figural compositions on the cross.
In spite of being less sophisticated in execution, it must have
evolved from the same or a related artistic milieu, probably at a
slightly later date. ’

Another related work is a small walrus ivory plaque, now in the
Museo Nazionale, Florence, portraying a bust of Aaron with long
hair and beard (ill. 169).° He points to a branch that sprouts from a
small building, and holds a scroll with the words VIRGA AARON
(Rod of Aaron), in reference to the miraculous flowering and fruiting
of Aaron’s rod in a single day (Num. 17:1-11). The figure displays
some of the liveliness and incisiveness of carving characteristic of
the Cloisters Cross, and the repeating engraved ringed dots and the
deep relief suggest a close stylistic parallel. At the same time, the
drilled pupil of the eye and the framing of the image with richly
carved decorative forms are compositional elements not found on
the cross. Nevertheless, like the Caiaphas plaque, this is one of the
few ivories that falls within a similar artistic orbit.

Certain works in stone can also be associated with the style of
the cross, suggesting a familiarity with forms that were not exclusive
to the ivory carver. Despite its weathering, a small limestone head
excavated at Bury St. Edmunds in the mid 1960s and dated to about
1130 is ‘modelled with great sensitivity’;” its prominent nose and
bulbous eyes (ill. 170) are not unlike corresponding features on the
cross. One of a group of miniature heads with traces of polychromy -
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170. Limestone head, ¢.1130,
from Bury St. Edmunds Abbey.
Moyses Hall, Bury St. Edmunds

excavated at St. Albans in 1978 (ill. 171) closely resembles, as Debo-
rah Kahn has observed, heads on the cross such as Solomon’s, in
terms of their modeling, ‘slightly protruding eyes, with undrilled
pupils, full lips and noble, serene expressions’ (ill. 172).! Because the
St. Albans heads belong to the abbacy of Abbot Robert (1151-66),
they support a date for the cross around mid-century and suggest
close artistic contacts between the abbeys of Bury and St. Albans,
evident since the time of the illumination of the Life and Miracles of
St. Edmund, King and Martyr (c. 1130).”

171. Head of a Prophet, ¢.1151-66, 172. Head of Solomon,
excavated at St. Albans. St. Albans Cathedral from back of the Cross
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173. St. Nicholas crosier,
Winchester (?), ¢.1150-70.
London, Victoria

and Albert Museum

English Romanesque art is characterized by striking and often
surprising departures from traditional representations of subjects.
The Cloisters Cross epitomizes this inventiveness almost better than
any other single surviving work. But in this respect it does not stand
alone. It sets the stage for some other remarkable ivories produced
in England in the course of the twelfth century, among them the
celebrated ivory crosier in the Victoria and Albert Museum, thought
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to date from about 1150-70 (ill. 173)." Here the carver radically
transforms the normally simple form of the crosier volute, bringing
it to life with an imaginative cycle of the infancy of Christ, combined
with episodes from the legend of St. Nicholas. The plastically con-
ceived figures are even more naturalistic than those on the cross,
and are treated with greater tenderness and sympathy. They con-
form almost casually to the shape of the volute, some—such as the
figure of Joseph in the Nativity—even emerging from within the
ivory itself, as if attempting to gain independence from it. One of
the most beautiful examples of the transition from Romanesque to
Gothic, the crosier has been attributed to Canterbury or, more re-
cently, to Winchester." Like the cross, the crosier demonstrates a
spirited departure from tradition, transmuting a standard form into
something exceptional and timeless.

Twelfth-century ivory carving was consistently receptive to artis-
tic developments in metalwork, sculpture, and painting. In English
Romanesque art there are underlying tendencies, regardless of the
medium, which often focus on elaborate design, intricate patterns,
and the constant utilization of small forms. Emphasizing the de-
corative and the ornamental rather than the monumental, these
characteristics—ultimately rooted in Hiberno-Saxon art—were
deployed in the twelfth century with new vigor and energy.

Certain figure types and postures used on the cross appear to
echo some of these earlier Anglo-Saxon forms. It was such features
that led Wiltrud Mersmann to postulate a mid-eleventh-century
date for the cross, comparing the Moses in the front medallion to
illuminations in Aelfric’s Paraphrase of Pentateuch, a Canterbury
manuscript of the second quarter of the eleventh century (ills. 174,
175)." In the twelfth century the sketchy drapery of the Anglo-Saxon
figures evolves into a more stable form. One might compare the
same Moses with the angel of the Annunciation on the seal of Bin-
ham Priory of about 112040 (ill. 176),"” a comparison that demon-
strates the longevity of certain figure types and ways of presenting
drapery in a fall across the thigh and looped over the belt. Such a
juxtaposition tends to confirm that the carving of the cross evolves
out of a later stylistic milieu, where forms begin to imitate nature.
The same elements can be seen in a figure of about 1150 on the font
at St. Peter and St. Paul, Coleshill, Warwickshire (ill. 177), which
uses not only the larger loop fold but also, like the Moses on the
cross, short, incised lines across the thigh."

Ursula Nilgen’s rejection of any stylistic link between the cross
and the Bury Bible raises important issues.” She dated the former
in the late 1170s, because of what she saw as its response to early
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second quarter of 11th century. ¢.1120-40. London,
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177. Detail of font, ¢.1150,
from church of St. Peter and St. Paul,
Coleshill, Warwickshire

Gothic-style initiatives from northern France (ill. 20). But in dis-
allowing stylistic affiliations to the Bury Bible, Nilgen failed to take
into account the differences in scale, themes depicted, and medium;
in spite of these differences, as we have endeavored to show, there
are often telling parallels between the two works. Nilgen regarded
the Lambeth Bible of about 1150, with its floating single figures,
bands of writing, and impulse for movement within the composi-
tions, as a closer manuscript analogue (ill. 178). Such a comparison
ignores the ornamentalization of the drapery patterns evident in the
Lambeth paintings, which exists nowhere on the cross, where the
contours of the figures are more lively and strongly expressive. Is
this only because size, medium, and technique dictated a heavier
treatment? The scale and material of the cross hardly provide for
the rampant exploitation of drapery found in the Lambeth Bible,
but this feature is in any case antithetical to the artistic personality
that emerges from the Cloisters Cross.
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178. Tree of Jesse.
Lambeth Bible, 1140-50.
London, Lambeth Palace, MS 3, f. 198

The issue for scholars today is whether the cross anticipates
changes of style from Romanesque to Gothic, is a mutation of the
two, or is a late manifestation of Romanesque verging on the re-
gressive. George Zarnecki has maintained that ‘Transitional” art
abandons the Romanesque conventions of decorative surface pat-
terns in favor of forms more closely related to nature.” Although
the figures on the cross (such as the Moses and the angel in the
scene of the Three Marys) might be seen as possessing residual
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elements of the ‘damp-fold style,” they more often display drapery
arrangements in which ridges and cells emphasize the human body,
thus becoming expressive vehicles of form. These figures give a
glimpse of the artist’s ability to create dynamic damp-folds on a
miniature scale, suggesting that their absence elsewhere on the cross
was a question of expediency. It is unlikely that they are indicative
of a late manifestation of this style at the end of the twelfth century,
looking back to earlier forms. In the final analysis, one senses that
the carver of the cross was manipulating elements in an experimen-
tal way, reflecting the transitional tendencies around mid-century.

Why was the Cloisters Cross created? It clearly went far beyond the
requirements of the liturgy to have a cross adorned with more im-
agery and texts than any other known processional or altar cross.
Even without a full understanding of the complex theology that
went into its creation, the cross is witness to a level of erudition and
artistry seldom seen in the twelfth century or later.

Perhaps one answer to the motive behind the making of the cross
is to be sought in the advice given by Theophilus to his fellow artists
in the treatise De diversis artibus:

Whatever you can learn, understand or devise is minis-
tered to you by the grace of the sevenfold spirit.

Through the spirit of wisdom, you know that all created
things proceed from God, and without Him nothing is.

Through the spirit of understanding, you have received
the capacity for skill—the order, variety and measure with
which to pursue your varied work.

Through the spirit of counsel, you do not bury your talent
given you by God, but, by openly working and teaching
in all humility, you display it faithfully to those wishing to
understand . .. '

Animated . . . by these supporting virtues, you have ap-
proached the House of God with confidence, and have
adorned it with so much beauty; you have...shown to
beholders the paradise of God ... You have given them
cause to praise the Creator in the creature and proclaim
Him wonderful in His works ...

Come now, therefore, my wise friend—in this life happy
in the sight of God and man and happier in the life to
come—by whose labour and zeal so many sacrifices are
offered to God, be inspired henceforth to greater deeds of
skill.”
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The cross was certainly a deed of skill, challenging its maker’s
abilities. For Theophilus the artist’s salvation lay in the ungrudging
exercise of his talents in the service of God. So, too, must personal
commitment have played a part in the creation of the Cloisters
Cross.” Its ultimate audience was God, its standards of excellence
not human but divine.

As a tour de force of carving, displaying technical, intellectual, and
artistic virtuosity, the cross bears eloquent witness to the spirit of
its age. That it still has power to command might have been ex-
plained by Suger, who once reflected on a similar treasure, ‘the
workmanship surpassed the material.”*

179. The Abbey of St. Edmund, before the Reformation, from a drawing by W. K. Hardy
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Appendix I
Inscriptions on the Cloisters Cross

SEQUENCE: For convenience, this transcription begins with the front and sides
of the cross, starting with the two couplets and then reading from top to bottom
of the shaft and from left to right of the crossbar. On the back the inscriptions
on the three plaques and the medallion are followed by those of the prophets
from top to bottom of the shaft and from left to right of the crossbar.

INSCRIPTIONS: All letters are transcribed as capitals. Words, letters, and sym-
bols are set off by colons and points as on the cross. Points are raised above
the line, in conformity with most of the examples in the original.

BIBLICAL SOURCES: The Latin is taken from the Vulgate, the English from
the Douay-Rheims version (translated from the Vulgate). As far as is practic-
able, the texts follow the inscriptions line for line, except for broken words,
which are given in full where they begin. Capitalization, spelling, and punc-
tuation correspond with the printed sources.

KEY: [1 formally abbreviated in the inscription
()  inscription damaged
<> variants in the biblical sources (omissions, word changes,
displacements)
{} additions to the biblical sources

THE FRONT AND SIDES

Couplet on the Front of the Shaft

+ TERRA : TREMIT : MORS : VICTA ¢ GEMIT : SVRGENTE :
SEPVLTO :
* VITA « CLVIT ¢ SYNAGOGA : RVIT : MOLIMINE : STVLT(O)

The earth trembles, Death defeated groans with the buried one
rising.

Life has been called, Synagogue has collapsed with great foolish
effort.
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Couplet on the Sides of the Shaft

: CHAM : RIDET : DVM : NVDA : VIDET : PVDIBVNDA :
PARENTIS ¢
+ IVDEI ¢ RISERE : DEI ¢ PENAM : MOR(IENTIS)

Cham laughs when he sees the naked private parts of his parent.
The Jews laughed at the pain of God dying.

The Ascension Plaque

VIRI ¢ GALILEI ¢ Q[V]ID ¢ STAIS °
ASPICIENTES ¢ IN CELV[M] ¢

SIC ¢ VENI& : Q[VEIMAD
MODV[M] : VIDIST[IS] *

Viri Galilaei, quid statis
aspicientes in coelum?
<Hic Jesus, qui assumptus est a vobis in coelum,>

sic veniet quemadmodum
vidistis <eum euntem in coelum.>

Ye men of Galilee, why stand you
looking up to heaven?

<This Jesus who is taken up from you into heaven,>
shall so come, as
you have seen <him going into heaven.> (Acts 1:11)

Sides of the Ascension Plaque

Left: * ANTPOITOC - Man
Top: * XPICTOC ° ITAN Christ
Right: TWXPATON Almighty

Note: For this inscription, see ills. 67-69. The standard Greek forms of N, I, and
X are substituted here for those used on the cross.
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Dispute over the Titulus

NOLI ¢ SC[RIIB[ERJE : REX ° IVD[EJOR[VM] °
S * QIVIIA ¢ DIXI[IT] : REX * SV[M] : IVD

Noli scribere, Rex Judaeorum:
sed quia <ipse> dixit: Rex sum Judaeorum.

Write not, The King of the Jews;
but that he said, I am the King of the Jews. (John 19:21)

° (QVO)D ¢ SCRIPSI ¢
SCRIPSI 2

Quod scripsi,

scripsi.

What I have written,
I have written. (John 19:22)

Titulus

(IHC)YC : NAZAPHNYC : (BA)
(CHDAH®C ¢ HX®OM(O)

AICCON © IHI[SV]C ¢ N(AZ)

ARENIVS] ¢« REX ° [CONIFESSO(RVM)

Hebrew inscription undeciphered.
Jesus Nazarenus,

Rex <Judaeorum.>

JESUS OF NAZARETH,
THE KING OF THE <JEWS.> (John 19:19)

Note: For this inscription, see fig. 11. In the Greek, the standard forms of M and
N have here been substituted for those on the Cross. Both the Greek and Latin
read ‘the King of the Confessors.’
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The Moses and the Brazen Serpent Medallion

QVARE * FVTVRI[VS] * ES * VELVT * VIR * VAG[VS] * & F(OR)
TIS « QVI * NON -« POTEST * SALVAR(E)

Quare futurus es velut vir vagus, <ut> fortis

qui non potest salvare?

Why wilt thou be as a wandering man, <as> a mighty man
that cannot save? (Jeremias 14:9)

SICVT * MOYSES * EXALTAVIT : S
ERPENTE[M] ¢+ I[N] DESERTO * ITA*E:O:F-H*

sicut Moyses exaltavit serpentem

in deserto; ita exaltari oportet Filium hominis:

as Moses lifted up the serpent
in the desert, so must the Son of man be lifted up: (John 3:14)

SIC « ERIT ¢ VITA * TVA * PENDEN
S ¢ AN[TE] TE * (&) N[ON] * CREDES * VITE * TVE

<Et> erit vita tua <quasi> pendens
ante te. . . . et non credes vitae tuae.

<And> thy life shall be as it were hanging
before thee. . . . neither shalt thou trust thy life.  (Deuteronomy 28:66)

Note: The inscription reads ‘Thus thy life.
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(HVIC OM)NES : P[ROJPHIETIE ¢ TE
(STIMONDV([M] * P[ERJHIBENT -

Huic omnes Prophetae testimonium

perhibent,

To him all the prophets give testimony, (Acts 10:43)

QVARE : RVBRV - E[ST] ¢ IIN]DVMEN
TVIM] * TVV[M] * & VESTIMIENTIA ¢ T[VA] * SIC[VT] *
C[ALCANTIVM] - IIN]

Quare <ergo> rubrum est indumentum
tuum, et vestimenta tua sicut calcantium in <torculari?>



THE INSCRIPTIONS

Why <then> is thy apparel red,
and thy garments like theirs that tread in <the winepress?>
(Isaias 63:2)

Adam and Eve

* ADAM -
A (inscription lost)

The Easter Plaque

QVERITIS * NAZA
* IH[SVIM { RENVM * CRVCIFIX[VM]

Jesum quaeritis Nazarenum,
crucifixum:

you seek Jesus of Nazareth,
who was crucified: (Mark 16:6)

Note: See ill. 56 for the arrangement of the words in this inscription.

The Good Friday Plaque

PLANGENT * EVM * QVA
SI « VNIGENITV[M] *

plangent eum <planctu> quasi
<super> unigenitum,

they shall mourn for him as
<one mourneth for> an only son, (Zacharias 12:10)

THE BACK

The Eagle Plaque
: IOH[ANNIES ¢ EVVNGIE]LIST

Joannes evangelista

John the Evangelist
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VIDEBVNT : IN QVE[M] ¢
TRANSFIXERVNT : OS ¢ N[ON] : [COMIMIN : E

Videbunt in quem
transfixerunt. Os non comminuetis <ex> eo.

They shall look on him whom
they pierced. You shall not break a bone of him.
(John 19:37; John 19:36)

The Lion Plaque
SIAN]C[TV]S * MARCVS -

Sanctus Marcus

Saint Mark

The Ox Plaque
* STANICITVIS LVCAS -

Sanctus Lucas

Saint Luke

The Lamb of God Medallion
(ERA)DAM[VS] * EVIM] * DE T[ERIRA * VIVENTIVM

eradamus eum de terra viventium,

Let us . . . cut him off from the land of the living, (Jeremias 11:19)

: (5) * IOHIANNIES : E * (EGO F)LEBA : MVLTV(M)

{S. Joannes:} Et ego flebam multum,

{St. John:} And I wept much, (Apocalypse 5:4)
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(VDDE ¢ NE : FLEVERIS (D)IGN[VS] EST * AGN[VS]
(QIVID « OCCIS[VS] * E[ST] ¢ ACCAPER)E : VI[RITVTE[M] : &
DIVIN[ITATEM] @

{Vide} Ne fleveris: . . . Dignus est Agnus,
qui occisus est, accipere virtutem, et divinitatem,

{Behold} Weep not; . . . The Lamb
that was slain is worthy to receive power, and divinity,
(Apocalypse 5:5,12)

MALEDICT[VS] * OIMNIIS * Q[VII * P * I[N] * L *

Maledictus omnis qui pendet in ligno:

Cursed is every one that hangeth on a tree: (Galatians 3:13)

(E)GO ¢ QVASI : AGNIVS] * M
(A)NSVETI[VS] * QIVII : PORTATV
(R) ¢ AD VICTIMAM -

g0 quasi agnus mansuetus,
qui portatur
ad victimam:

I was as a meek lamb,
that is carried
to be a victim: (Jeremias 11:19)

Prophets on the Shaft

DI[AVIID
FODERVNT : MANI[VS] ¢ MEAS © & : PE
DES : MEOS : DINVMIERJAVERI[VNIT : OIMN]JIA: O : M

David
Foderunt manus meas et pedes
meos: Dinumeraverunt omnia ossa meq. (Psalm 22:16-17)

They have dug my hands and feet.
They have numbered all my bones. (Psalm 21:17-18)
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* SALOMON

ASCENDAM : I[N] PALMAM : & ¢ APP
REHENDAI[M] ¢ FRVCTVS @ EIVS ¢

Salomon
Ascendam in palmam, et apprehendam
fructus ejus:

Solomon
I will go up into the palm tree, and will take hold
of the fruit thereof: (Canticles 7:8)

* ABDIAS -

VIRI : FEDERIS ¢ TVI ¢ IL
LVSERVNT : TIBI *

Abdias
viri foederis tui illuserunt
tibi:

the men of thy confederacy have deceived
thee: o (Abdias 1:7)

* OSEE *
ERO * MORS * TVA * O MORS

Osee
ero mors tua, o mors,

O death, I will be thy death; (Osee 13:14)

* YSAIAS

OBLATVS « EST * QVIA - IPSE -
VOLVIT -

Isaias
Oblatus est quia ipse
voluit,

He was offered because it was his own
will, (Isaias 53:7)



* MICHEAS

THE INSCRIPTIONS

NUMOQIVIID : DABO : PRIMOGENITVM : MEVM * PRO *

SCELERE : MEO : DICIT * DOMINVS

Michaeas
numgquid dabo primogenitum meum pro
scelere meo, {dicit dominus]

shall I give my firstborn for
my wickedness, {saith the Lord}

* ABACVC

VE : QVI : POTVM : DAT : AMICO ¢
SVO ¢ MITTENS ¢ FEL ¢

Habacuc
Vae qui potum dat amico
suo mittens fel <suum,>

Woe to him that giveth drink to his friend,
and presenteth <his> gall,

SOPHONIAS -

EGO ! INTERFICIAM : OMNES ¢ Q[VII : AFFLIXE
RVNT * TE IN TEMPORE : ILLO :

Sophonias
ego interficiam omnes, qui afflixerunt
te in tempore illo:

I will cut off all that have afflicted
thee at that time:

IOHEL -

DE ¢ THRL[EIM : DABIT : VOCEM : SVAM : &
MOVEBVNTUR : CELV[M] : & ¢ TERRA *

Joel

<Et Dominus . . >

de Jerusalem dabit vocem suam: et
movebuntur <coeli,> et terra:

<And the Lord> ,
shall . . . utter his voice from Jerusalem: and
the <heavens> and the earth shall be moved,

(Micheas 6:7)

(Habacuc 2:15)

(Sophonias 3:19)

(Joel 3:16)
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DANIEL °

POST * EBDOMODAS : SEPTVAGI
NTA : DVAS ! OCCIDETVR : XP[ISTVIC :

Daniel
post hebdomades <sexaginta>
duas occidetur Christus:

after <sixty>-two weeks
Christ shall be slain: (Daniel 9:26)

Note: The inscription reads ‘seventy-two” weeks.

EZECHIEL *

FILI : HOIMINIIS : ECCE : DATA ¢ SVNT * SVPER : TE @
VINCVLA ¢ ET : LIGABVNT @ TE @

Ezechiel
fili hominis, ecce data sunt super te
vincula, et ligabunt te <in eis:>

son of man, behold they shall put bands upon thee,
and they shall bind thee <with them:> (Ezechiel 3:25)

MATHE[VS] -
SIC[VT] * FVIT * IONAS * I[N] VENTRE * T(R)
DIEB[VS] * & T[RIIB[VS] : NOCTIB[VS] * ITA * ERIT * FIL

Matthaeus

Sicut <enim> fuit Jonas in ventre <ceti> tribus

diebus et tribus noctibus; <sic> erit Filius

<hominis in corde terrae tribus diebus et tribus noctibus.>

Matthew

<For> as Jonas was in the whale’s belly three

days and three nights : so shall the Son

<of man be in the heart of the earth three days and three nights.>
(Matthew 12:40)

Note: The extent of the damage, if any, at the end of the two lines of the
inscription is difficult to determine.

* JONAS -

Jonas
(inscription lost)
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Prophets on the Crossbar

: NAYM -
AFFLIX(I T)E : ET : NO(N AFFLIGA)
M : TE * VLTRA : DI(CIT DOMINVS)

Nahum

<dicit Dominus: . . .>
afflixi te, et non affligam
te ultra.

<saith the Lord: . . .>
I have afflicted thee, and I will afflict
thee no more. (Nahum 1:12)

* AGGEVS @
: PONAM - TE * SICVT * SIGNACIVIL[VIM -

Aggaeus
ponam te <quasi> signaculum,

I... will make thee as a signet, (Aggeus 2:24)

* BALAAM

: CONSVRG& * HIOM]O : DE ISR[AE]L * & ERIT * SEPVLC
RVM * EIVS : GLORIOSVM :

Balaam
consurget <virga> de Israel: . . . et erit sepulcrum
ejus gloriosum.

a <sceptre> shall spring up from Israel: . . . and his sepulchre
shall be
glorious. (Numbers 24:17.Isaias 11:10)

Note: The inscription from Numbers 24:17 reads ‘A man shall spring up.’

MALACHIAS
SI ¢ AFFLIGET * HOMO (DEVM QV)IA
VOS « CONFIGUITIS ME)

Malachias
Si affiget homo Deum, quia
vos configitis me?

Shall a man afflict God? for
you afflict me. (Malachias 3:8)
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AMOS ¢ VENDIDERIIT ¢ ARG[EINTO : IVSTV[M] ¢

{Amos:} vendiderit <pro> argento justum,

{Amos:} he hath sold the just man for silver, (Amos 2:6)
*10B -

* SCIO : Q[VOID ¢ REDE[MIPTOR * MIEV]S * VIV[IT] * & I[N]
CA(RNE)

MEA VIDEBO : D[EVIM : SALVATORE[M] : MEV[M] :

Job

Scio <enim> quod Redemptor meus vivit, . . . et in carne
mea videbo Deum {Salvatorem} meum.

<For> I know that my Redeemer liveth, . . . and in my flesh
I shall see my {Saviour} God. (Job 19:25-26)



Appendix II
The Oslo Corpus

HE EXISTENCE OF A CORPUS on the Cloisters Cross can be
determined from several internal factors, among them the
presence of a titulus, and the filled holes on the crossbar where the
arms were attached and on the shaft where the feet were nailed to
a suppedaneum (figs. 2, 6). Moreover, there is a continuous pattern
of small decorative circles on the lower shaft, centered on the palm
branch that signifies the lignum vitae, except where the figure of
Christ would have been positioned." When the cross was first ac-
quired it was thought that the corpus might still exist. In 1969 Martin
Blindheim proposed that a walrus ivory corpus in the Oslo Kunst-
industrimuseet, dated to the first half of the thirteenth century and
accepted as Norwegian despite the fact that it had been found in
Copenhagen, was stylistically close to the figure of Christ in the
Deposition scene on the Cloisters Cross.> Sabrina Longland, follow-
ing a suggestion of Florens Deuchler, proposed that the corpus be-
longed to the cross.®> At “The Year 1200” exhibition in New York in
1970 the two were joined in order to test this hypothesis (ill. 181),
and they were similarly displayed in London in 1974.* For several
years, the Oslo Kunstindustrimuseet and The Cloisters in turn
showed the corpus and cross as a unit, rotating them between in-
stitutions. Almost from the start, however, scholarly opinion on the
question was divided.®
The argument that the Oslo corpus is stylistically comparable
with the Deposition Christ on the cross is difficult to sustain. In fact,
close examination of the two seems to emphasize more differences
than similarities (ills. 181, 182). The limp lifelessness of Christ’s body
in the Deposition scene, echoed in the languid fall of his loin cloth,
bears little relation to the taut control, physical presence, and com-
positional drama of the Oslo corpus. The perizonium is softer and
more loosely organized than that of the Oslo figure, with fewer
linear effects and less tension. These differences appear to be based
more on divergent approaches to sculptural presentation than sim-
ply on the disparity of scale. In addition, the Deposition Christ,
unlike the Oslo corpus, has no crown of thorns; on grounds of
internal consistency alone, this suggests that the original corpus of
the Cloisters Cross was also without a crown.
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181. Oslo corpus attached
to the Cloisters Cross

182. Detail of Deposition,
from the Good Friday plaque

From the technical point of view several features of the cross and
the Oslo corpus make it virtually impossible to accept them as one.’
Even in its fragmentary state it is certain that the preserved part of
the corpus was carved from a single piece of walrus ivory, into
which the arms and the legs below the knees were intended to be
doweled into position and held by pegs (figs. 15, 16). The angle of
two corresponding sockets at shoulder level (‘A’ in the drawings)
indicates that the arms originally sloped sharply upward. Such a
position is difficult to equate with a Romanesque corpus; arms
raised at a steep angle from the shoulder do occur occasionally in
the twelfth century, as seen in three English metal corpora in Cam-
bridge,” but the arms of a standard corpus at this time were usually
held more at shoulder level (ills. 1, 15). In addition to its roughly
symmetrical arm sockets, the Oslo corpus has two sockets in the
right shoulder ('B’) going in a reverse direction. These suggest that
there was more than one choice for the position of the right arm
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Figs. 15-16. Diagrams showing position of sockets for attachment of arms to Oslo corpus

and that the corpus may have also functioned as a Deposition figure,
with the right arm hanging down.® As such, it would have repeated
the Deposition Christ in the Good Friday plaque on the Cloisters
Cross—this being another reason for disassociating the corpus from
the cross.

The assertion by T. A. Heslop in 1972 that the two ‘were joined
by means of a peg or dowel passing from the hole in the hair at the
back of Christ’s neck, to the hole on the main stem of the cross just
below the central medallion’ is erroneous.’ The hole in the corpus
(actually in the center of the back) is modern, since it has a metal-
threaded sleeve; even if it reworks an old hole, it was never the
means of attachment because the corresponding hole on the shaft—
intended to receive the connecting dowel, according to Heslop—is
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actually for securing the tongue fitted into the slot at the top of the
shaft (fig. 6). The physical evidence of the cross shows that its corpus
was held primarily by means of nails through the hands and the
feet or suppedaneum.

On the basis of the existing portion of the Oslo corpus and the
angle of the arm and leg sockets, it is possible to reconstruct the
entire figure. The result is a corpus that is proportionally too large
for the cross, so that the hands and feet cannot be attached to the
crossbar and shaft by the original mounting holes. Moreover, con-
trary to the claims of John Beckwith and Blindheim,” who main-
tained that they were originally placed side by side, the legs almost
certainly were crossed, a point made by both Willibald Sauerlander
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183. Oslo corpus,
back view, ¢.1200.
Oslo, Kunstindustrimuseet
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and Tage Christiansen" and demonstrated by the reconstruction.
This significant detail, implying a single nail at the feet, taken with
the crown of thorns and the steep angle of the arms (ill. 184), permits
no other conclusion than that the Oslo corpus possesses all the
formal hallmarks of a Gothic crucifix.

According to Gertrud Schiller,” the crown of thorns appeared as
early as the late twelfth century and began, with the three nails, to
play a large part in the devotion relating to the Passion, for they
were among the most important arma Christi. Earlier examples do
exist, such as the ropelike crown on an Anglo-Saxon ivory corpus
in the Victoria and Albert Museum,"” but the form only gradually
evolved into the more massive type worn by the Oslo corpus (ill.
185). The three-nailed corpus also emerged gradually; although the
first clear example appears on a baptismal font in Brussels from
Tirlemont dated 1149, the motif is known principally from the
thirteenth century. In short, all the salient iconographic components
tend to remove the Oslo corpus from the chronological orbit of the
Cloisters Cross. Without addressing these iconographic problems
Peter Lasko, as recently as 1984, saw the corpus as a work of the
early twelfth century and belonging to the cross, but relying on
Continental influences because the character of the drapery folds
was stylistically like that of the figures in the Stavelot Bible of 1097
and on the portable altar of Roger of Helmarshausen of about 1100
formerly in Abdinghof.” The nested-V folds of the loin cloth with
small nicks across the drapery singled out by Lasko can, however,
also be explained as a survival or perhaps a revival of this motif.
Ursula Nilgen—although she believes that the corpus cannot belong
to the cross on technical grounds—finds it stylistically close to the
Deposition figure on the cross and without elaborating calls it
‘Channel Style’ of 1170-80 or slightly later.”

The preceding stylistic, technical, and iconographic consider-
ations argue against the Oslo corpus having originally formed part
of the Cloisters Cross, leaving only a distant connection between
the corpus and the figure of Christ in the Deposition scene on the
cross. The English origin of the Oslo corpus is also not fully proven.
Equally plausible is the first suggestion by Emil Hannover, who
discovered it in a Copenhagen antique shop in 1884 and published
it as a Scandinavian work, probably carved under English in-
fluence.” Its pathos and majestic power are more characteristic of
Gothic images, making the corpus one of the most beautiful and
expressive creations of early Gothic art, but only marginally related
to the Cloisters Cross.
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184. Reconstruction of Oslo corpus, attached to the Cloisters Cross



185. Head of Christ with Crown of Thorns, Oslo corpus



Notes

Chapter 1

1.

See Hoving 1981 and John Richardson’s re-
view, ‘The Mantle of Munchausen,” New York
Review of Books, Jan. 21, 1982, pp. 16ff.

Hoving 1981, p. 295. A more reliable brief ac-
count is given in Hoving 1975, pp. 70-98.

There are significant discrepancies between
Hoving's two accounts (1975 and 1981), which
makes an accurate reconstruction of events
nearly impossible. Cf., for example, Hoving
1975, p. 95 (‘Topic told me that...after the
war, when he had come upon the cross’) with
Hoving 1981, pp. 209-12, relating that Erich
Meyer was shown a segment of the cross by
Topic Mimara in 1938.

Scarfe 1986, pp. 97-98; Scarfe based himself on
information from Hoving about the latter’s
telephone conversation with Josef Kugler, who
said at the time that the cross had been in the
hands of an English knight in the service of
Richard Lionheart. Our thanks to Thomas
Hoving for his letter of March 11, 1986. Josef
Kugler was interviewed by the authors on
April 18, 1986. For the correspondence and a
report of the interview, see the files of the Met-
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the pruned branch of the Tree of Life. On the
lower vertical shaft the row of ringed dots that
rises above Adam on the Tree of Life was evi-
dently prolonged to meet the suppedaneum.
As an art restorer, Topic Mimara was probably
responsible for making this corpus, repairing
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velop into an elaborate ritual in England by
the late fourteenth century; see Sheingorn, pp.
28-30.

Reg. con., pp. 49-50. For a fuller discussion of
the Visitatio Sepulchri, see Chapter 4, ‘The Eas-
ter Liturgy.” For the source of the drama in the
Jerusalem rites and indications in Carolingian
ivories of early performances, see Gotz Pochat,
‘Liturgical Aspects of the Visitatio Sepulchri
Scene,’ in Alfred A. Schmid, ed., Riforma reli-
giosa e arti nell’epoca carolingia, 24th Interna-
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tional Congress of the History of Art, 1979, Bo-
logna, [1983], pp. 151-56.

Reg. con., p. 44. In the opinion of George B.
Bryan, ‘The Monastic Community at Winches-
ter and the Origin of English Liturgical Drama,’
Ph.D. diss., Indiana University, Bloomington,
1971, pp. 88, 102-3, 170-76, the extraliturgical
innovations were for the benefit of the members
of the monastic community and not laymen.

Springer, pp. 14-16.
Ibid., pp. 36-43.

It is estimated that 700 Romanesque metal-
work altar or processional crosses are pre-
served and fewer than 60 cross feet from the
same period; ibid., p. 20.

Ibid., no. 15. See also Peter Bloch, ‘Der Wei-
marer Kreuzfuss mit dem auferstehenden
Adam,” Anzeiger des Germanischen Nationalmu-
seums, 1964, pp. 7-23; Bloch suggests that the
foot was originally crowned by a sarcophagus
lid on which a cross was mounted (p. 18, fig.
28).

See Peter H. Brieger, ‘England’s Contribution
to the Origin and Development of the Trium-
phal Cross,” Mediaeval Studies, 4, 1942, pp. 85-
96. For the Gothic triumphal cross over a choir
screen to which the earlier crosses and feet re-
late, see Reiner Haussherr, ‘Triumphkreuz-
gruppen der Stauferzeit, in Wiirttembergi-
sches Landesmuseum, Die Zeit der Staufer: Ge-
schichte—Kunst—Kultur, exh. cat., 5 vols., Stutt-
gart, 1977-79, V, pp. 131-68. On altar and pro-
cessional crosses, see also Adolf Reinle, Die
Ausstattung deutscher Kirchen im Mittelalter:
Eine Einfithrung, Darmstadt, 1988, pp. 93-107.

The church at Essen was begun by Archbishop
Bruno of Cologne (965-70) and completed by
Abbess Theophanu (1039-58). It was ruled by
a succession of powerful abbesses who fol-
lowed Benedict of Aniane’s rule for canonesses
set forth at the Aachen Council of 816; see Vic-
tor H. Elbern, Der Miinsterschatz von Essen,
Ménchengladbach, 1959, p. 5. For the rites at
Essen, see F. Arens, ed., Der Liber ordinarius der
Essener Stiftskirche, Paderborn, 1908; and Heitz,
Recherches, pp. 189-98.

Known as the ‘earlier’ Mathilda Cross; Orn.
Ecc., I, no. B1. For other Essen crosses of the
period, see Elbern, Das erste Jahrtausend, 111
(Plates), nos. 377-79.

For early examples of the Lamb surrounded by
Evangelist symbols, see Schiller, 1I, pp. 118-19;
and Raw, pp. 113-14, 123-24, 182.
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Schniitgen-Museum, Rhein und Maas: Kunst
und Kultur, 800-1400, exh. cat., 2 vols., Cologne,
1972-73, 1, no. F12, cf. no. E12 [=D3] (Cologne,
c. 1040-50).

F. van der Meer, Maiestas Domini: Théophanies
de I’ Apocalypse dans I'art chrétien. Etude sur les
origines d'une iconographie spéciale du Christ,
Studi di antichita cristiana, 13, Rome, 1938, pp.
223-29, esp. p. 227; and Parker 1975, pp. 22-24.
For Gregory the Great's commentary on Eze-
chiel 1:10, see PL, vol. 76, cols. 815-16 (Homil-
iarum in Ezechielem prophetam, bk. 1, IV, 1-3).

For a comprehensive discussion of this issue,
see Ulrike Bergmann, ‘Prior Omnibus Autor—
an hochster Stelle aber steht der Stifter,” in Orn.
Ecc., 1, pp. 117-48.

Orn. Ecc., I, no. B*, with extensive bibliography.
For Leén liturgy, see F. Cabrol, ‘Mozarabe (la
liturgie),” in Cabrol and Leclercq, eds., Dictio-
naire, X11:1, cols. 395-97, 421-25. For further bib-
liography, see Cyrille Vogel, Medieval Liturgy:
An Introduction to the Sources, rev. and trans.
William G. Storey and Niels Krogh Rasmussen,
Washington, D.C., 1986, pp. 277-80.

For a review of the interpretations of this fig-
ure of Christ, see Marlene Park, ‘The Crucifix
of Fernando and Sancha and Its Relationship
to North French Manuscripts,” Journal of the
Warburg and Courtauld Institutes, 36, 1973, pp.
80-81, n. 20.

Philip J. West, ‘Liturgical Style and Structure
in Bede’s Homily for the Easter Vigil,” American
Benedictine Review, 23, 1972, p. 5; and Werner,
‘The Cross-Carpet Page,” p. 216 n. 207 (Bede,
Homilige, bk. 11, I-1I, ‘In vigilia Paschae,” in PL,
vol. 94, cols. 133-44, esp. col. 137). For the me-
dieval view of time with regard to Easter and
the Second Coming, see Margot Fassler, ‘Re-
presentations of Time in Ordo representacionis
Ade, in Daniel Poirion and Nancy Freeman
Regalado, eds., Contexts: Style and Values in
Medieval Art and Literature, special issue of Yale
French Studies, [New Haven], 1991, p. 112. For
the early English interest in the theme of
the Ascension in relation to the Jerusalem rites,
see Meyer Schapiro, ‘The Image of the Dis-
appearing Christ: The Ascension in English Art
Around the Year 1000" (1943), in Late Antique,
Early Christian and Mediaeval Art: Selected
Papers, New York, 1979, pp. 272-77. For the
Ascension and the Second Coming, see van der
Meer, Maiestas Domini, pp. 185-88, 196-98. For
the possible performance at Easter of the
eschatological Sponsus drama, see Pamela
Sheingorn, ““For God Is Such a Doomsman”:
Origins and Development of the Theme of Last
Judgment,” in David Bevington et al., Homo,
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Memento Finis: The Iconography of Just Judgment
in Medieval Art and Drama, Early Drama, Art
and Music Monograph Series, 6, Kalamazoo,
1985, p. 36.

For two prayers from the Mozarabic Easter lit-
urgy that refer to the Crucifixion and the De-
scent into Limbo, linking Christ’s Resurrection
to that of all mankind, see Park, ‘The Crucifix
of Fernando and Sancha,” p. 82, n. 28.

Springer, pp. 52-53; and von Euw, ‘Liturgische
Handschriften, Gewander und Gerite,” p. 407.
For the symbolic power of objects, see also M.
T. Clanchy, From Memory to Written Record:
England, 1066-1307, London, 1979, pp. 203-8.
For further discussion and bibliography, see
Carolyn Walker Bynum, review of Michael
Camille, The Gothic Idol: Ideology and Image-
Making in Medieval Art, Cambridge, 1989, in
Art Bulletin, 72, 1990, pp. 331-32.

For the equal-armed jeweled cross, see Lasko
1972, pp. 72-73, pls. 65, 66; for the double-bar
patriarchal cross, see Werner, ‘“The Cross-Car-
pet Page,” pp. 203-8, figs. 6, 7, 10, 17, 18. For
other examples of the double-bar cross as re-
liquary, see Orn. Ecc., IIl, nos. H31-H35, H41.

For the ambiguity as to whether both Otto and
Mathilda were the donors or only Otto, see
Bergmann, ‘Prior Omnibus Autor,’ p. 135.

London, British Library, MS Stowe 944;
Temple, no. 78. For the setting of the Easter
rites as symbolic of the place of the Last Judg-
ment, see Heitz, Recherches, pp. 99, 128-46.

For the names, see Walter de Gray Birch, ed.,
Liber Vitae: Register and Martyrology of New Min-
ster and Hyde Abbey, Winchester, London, 1892.
For the gift of a cross out of a desire for pro-
tection at the moment of death, see Raw, pp.
63-64.

See note 29 above. For the Tree of Life and the
tree of the knowledge of good and evil in Para-
dise, supplanted by the Cross, see Gerhart B.
Ladner, “Vegetation Symbolism and the Con-
cept of Renaissance,” in Millard Meiss, ed., De
Artibus Opuscula XL: Essays in Honor of Erwin
Panofsky, 2 vols., New York, 1961, I, pp. 308-13.

Schniitgen-Museum, Rhein und Maas, 1, no. Cé.

‘Adam-Christus (alter und neuer Adam), in
Schmitt, ed., Reallexikon, 1, cols. 157-60. For the
symbolism of the altar of the Cross (and its
location in relation to the crypt), see Band-
mann, ‘Frith- und Hochmittelalterliche Altar-
anordnung als Darstellung, pp. 399-402; and
Springer, pp. 17-19, 27-29. For the repre-
sentation of Adam on cross feet, see Springer,
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71.
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73.

nos. 3, 5, 15 (Fig. 3.4 above); see also Orn. Ecc.,
I, no. C46.

New York, Pierpont Morgan Library, MS 709;
Temple, no. 93. For other examples, see Berg-
mann, ‘Prior Omnibus Autor, pp. 129-30 (il
E80), 147 (ll. B2A).

The large twelfth-century wood crucifix in The
Cloisters, reportedly found in the Convent of
Santa Clara at Astudillo, near Palencia, in the
province of Leén, confirms this relationship, as
it shows the Lamb of God and remains of
Evangelist symbols on the back; see James J.
Rorimer, The Cloisters: The Building and the Col-
lection of Medieval Art in Fort Tryon Park, 3rd
ed., New York, 1963, pp. 39-41; and William D.
Wixom, ‘Medieval Sculpture at The Cloisters,’
Metropolitan Museum of Art Bulletin, n.s. 46:3,
1988/89, pp. 36-37, color ill. For the proposal
that an Evangelist and his symbol occupied
each of the arms of the cross-head of the Ruth-
well Cross, see Rosemary Cramp, ‘The Evan-
gelist Symbols and Their Parallels in Anglo-
Saxon Sculpture,” in Farrell, ed., Bede and
Anglo-Saxon England, pp. 118-30.

John Beckwith, Ivory Carvings in Early Medieval
England, London, 1972, pp. 57-58, no. 43. For
the proposal that the cross is twelfth century
and by a carver who was German rather than
English, see Harald Langberg, Gunhildkorset:
Gunhild’s Cross and Medieval Court Art in Den-
mark, Copenhagen, 1982, pp. 68-73. For the at-
tribution to a Danish artist of the mid-twelfth
century, see Council of Europe, Les Vikings...Les
Scandinaves et I'Europe, 800-1200, exh. cat.,
Grand Palais, Paris, 1992, no. 607 (Fritze Lin-
dahl). The inscriptions on the cross describe
Gunhild/Helena as ‘the daughter of the great
King Sven’ (HELENA MAGNI SVENONIS REGIS
FILIA). The dating depends on whether Gun-
hild, who is otherwise unrecorded, is identified
as the daughter of Sven Estridsen (d. 1074) or
Sven Grathe (d. 1157). If the former, she was
the great-niece of King Cnut of England and
Denmark, the donor of the cross depicted in
the Winchester Liber vitae (ill. 122). For links of
the Gunhild Cross to England, see M. H. Lon-
ghurst, English Ivories, London, 1926, pp. 6-7,
8, 71-72; and Otto Picht, C. F. Dodwell, and
Francis Wormald, The St. Albans Psalter (Albani
Psalter), London, 1960, pp. 173-74, n. 3. For
English missionary activity in Scandinavia, see
D. H. Farmer, ‘The Progress of the Monastic
Revival, in Parsons, ed., Tenth-Century Studies,
p- 11, n. 2.

Langberg, Gunbhildkorset, figs. 10, 11. Compare
the projection for attachment purposes on the
cross of Ferdinand and Sancha (see ill. 119) and
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that proposed for the Cloisters Cross (see fig.
9). For similar crosses found in tombs, see, for
example, the cross (c. 1006) from the grave of
Gisela of Hungary (Percy Ernst Schramm and
Florentine Miitherich, Denkmale der deutschen
Kénige und Kaiser, Munich, 1962, no. 143).

See Beckwith, Ivory Carvings, no. 43, for all the
inscriptions on the Gunhild Cross.

For the interchangeability of Vita and Ecclesia,
Mors and Synagoga, see Sauer, Symbolik des Kir-
chengebiudes, pp. 246-59, esp. pp. 255-57. For
Ecclesia and Synagoga on the Gunhild Cross,
see Seiferth, p. 10.

Munich, Bayerische Staatsbibliothek, MS Clm.
13601; Bayerische Staatsbibliothek, Regensbur-
ger Buchmalerei: Von friihkarolingischer Zeit bis
zum Ausgang des Mittelalters, exh. cat., Munich,
1987, no. 17. See also Seiferth, pp. 8-10; and
Raw, pp. 73-74, 136.

For Vita and Mors, see Robert Mark Harris,
‘The Marginal Drawings of the Bury St. Ed-
munds Psalter (Rome, Vat. Lib. MS Reg. Lat.
12),” Ph.D. diss., Princeton University, 1960, pp.
144-51; Adelheid Heimann, ‘Three Illustrations
from the Bury St. Edmunds Psalter and Their
Prototypes: Notes on the Iconography of Some
Anglo-Saxon Drawings,” Journal of the Warburg
and Courtauld Institutes, 29, 1966, pp. 39-44; and
Madeline H. Caviness, ‘Images of Divine
Order and the Third Mode of Seeing,” Gesta,
22, 1983, pp. 103, 106-7, figs. 8, 9.

For the cult of St. Denis and the writings of
Pseudo-Dionysius at St. Emmeram, see Warren
Sanderson, Monastic Reform in Lorraine and the
Architecture of the Outer Crypt, 950-110, Trans-
actions of the American Philosophical Society,
n.s. 61:6, Philadelphia, 1971, pp. 17-20. For the
confusion in the Romanesque period between
Dionysius the Areopagite (first century), the
martyr St. Denis (third century), patron of the
Abbey of St.-Denis near Paris, and the theo-
logian Pseudo-Dionysius (fourth to sixth cen-
tury), see Paula Lieber Gerson, ‘Suger as Ico-
nographer: The Central Portal of the West Fa-
cade of Saint-Denis,” in Paula Lieber Gerson,
ed., Abbot Suger and Saint-Denis: A Symposium,
New York, 1986, pp. 183-86. For Pseudo-Dio-
nysian ideas expressed in the Cloisters Cross,
see Chapter 5, ‘'The Tropological Vision of the
Cross.’

For a discussion of the imagery of the Uta Gos-
pels, see Georg Swarzenski, Die Regensburger
Buchmalerei des X. und XI. Jahrhunderts: Studien
zur Geschichte der deutschen Malerei des frithen
Mittelalters, 1901, 2nd ed., Stuttgart, 1969, pp.
88-122; and Albert Boeckler, ‘Das Erhardbild
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im Utacodex,” in Dorothy Miner, ed., Studies in
Art and Literature for Belle da Costa Greene,
Princeton, N. J., 1954, pp. 219-30.

Bishop, Liturgica Historica, p. 21. For the Lamb
as the symbol of Christ’s victory on the cross,
see Schiller, II, pp. 118-19.

Cited in Margaret Gibson, Lanfranc of Bec, Ox-
ford, 1978, p. 95, n. 2.

For further discussion of this issue, see Jaroslav
Pelikan, The Christian Tradition. A History of the
Development of Doctrine: 1. The Growth of Me-
dieval Theology (600-1300), Chicago, 1978, pp.
74-80, 184-204. See also Jean de Montclos, Lan-
franc et Bérenger: La Controverse eucharistique du
Xle siécle, Spicilegium Sacrum Lovaniense:
Etudes et Documents, 37, Louvain, 1971, pp.
180-200, 262-71; and Gibson, Lanfranc of Bec,
pp. 63-97.

Reiner Haussherr, Der tote Christus am Kreuz:
Zur Ikonographie der Gerokreuzes, Bonn, 1963,
pp- 164-69; and Parker 1978, pp. 32-36.

For a summary of the evolution of the sculp-
tured crucifix in the West, see Schiller, II, pp.
141-49, esp. pp. 141-45. For the ambivalent im-
agery in the corpus on the Ferdinand and San-
cha Cross (see ill. 119), see Orn. Ecc., I, no. B*.
In the Uta Gospels Crucifixion (see ill. 130),
Christ’s head is tilted to his right, but he is
open-eyed and crowned in triumph.

Orn. Ecc., 11, no. E17.

For other eleventh-century English examples
of the dead Christ on a Tree of Life, see Temple,
nos. 98, 103, ills. 311, 312 (London, British Li-
brary, Cotton MS, Tiberius C.VI, f. 13, and
Arundel MS 60, f. 12v); and Janet Backhouse,
D. H. Turner, Leslie Webster, eds., The Golden
Age of Anglo-Saxon Art, 966-1066, exh. cat., Brit-
ish Museum, London 1984, no. 118 (‘c. 1000).
See also Jennifer O'Reilly, ‘The Rough-Hewn
Cross in Anglo-Saxon Art, in Michael Ryan,
ed., Ireland and Insular Art, A.D. 500-1200, Dub-
lin, 1987, pp. 153-58.

For the history of the elevation of the host, dur-
ing which ‘the body of the Savior was visibly
suspended on the cross,” see Hardison, pp. 64-
65; and Joseph A. Jungmann, The Mass of the
Roman Rite: Its Origins and Development (Missa-
rum Sollemnia), trans. Francis A. Brunner, 2
vols.,, New York, 1951-55, II, pp. 205-17. See
also Springer, p. 16, n. 31.

Schiller, II, p. 146. For Rogier van der Weyden’s
altarpiece of the Seven Sacraments in Antwerp,
see Barbara G. Lane, The Altar and the Altar-
piece: Sacramental Themes in Early Netherlandish
Painting, New York, 1984, pp. 82-85, figs. 52, 53.
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For examples from the second half of the cen-
tury, see Schiller, II, figs. 427-29. For the Brazen
Serpent and the cross on two columns in the
middle of the nave of Sant’Ambrogio, Milan,
in the eleventh century, see Haussherr, “Triumph-
kreuzgruppen der Stauferzeit, p. 136. For identi-
fication of the Brazen Serpent in Carolingian
Crucifixion scenes, see Stanley Ferber, ‘Crucifix-
ion Iconography in a Group of Carolingian Ivory
Plaques,” Art Bulletin, 48, 1966, p. 324; and Elisa-
beth A. Kirby, ‘The Serpent at the Foot of the
Cross, 850-1050,” in Schmid, ed., Riforma religiosa
e arti nell'epoca carolingia, pp. 129-34. For an alter-
nate interpretation, see Raw, p. 137.

Adolf Katzenellenbogen, The Sculptural Pro-
grams of Chartres Cathedral: Christ, Mary, Eccle-
sia, Baltimore, 1959, p. 13; and Parker 1978, pp.
73-82.

Hildesheim, Cathedral Treasure, no. 61, f.1;
Francis J. Tschan, Saint Bernward of Hildesheim,
3 vols., Notre Dame, Ind., 1942-52, II, pp. 22-25;
and Schiller, IV:1, p. 41.
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. Mersmann 1963, pp. 72-73.

Longland 1969b, p. 170. For her studies on the
wording of the titulus and on the Cham ridet
couplet on the shaft, see Longland 1968 and
1969a respectively.

M. Kilian Hufgard (‘Saint Bernard’s Sermon on
the Apocalyptic Book and the So-called Bury
St. Edmunds Cross at the Metropolitan Mu-
seum of Art’ and ‘St. Bernard's Easter Sermon
on the Apocalyptic Book and the Ivory Cross
at the Cloisters, Continued,” papers read at the
26th and 27th International Congresses on Med-
ieval Studies, Kalamazoo, 1991 and 1992) has
compared aspects of the cross with points
made in Bernard of Clairvaux’s first sermon
for Easter Sunday. I am grateful to Sister Kil-
ian, formerly of Ursuline College, Cleveland,
for sending me copies of her papers and of her
source for the sermon (St. Bernard’s Sermons for
the Seasons and Principal Festivals of the Year,
trans. A Priest of Mount Melleray, 3 vols.,,
Westminster, Md., repr. 1950, II, pp. 162-86).
The possible extent of Bernard’s influence cer-
tainly deserves further exploration.

Missale, 1, col. 341.
Hyde Abbey, 111, f. 250v (Gospel for Matins).
Hyde Abbey, V, f. G. 70 (eighth reading).

7. Along with the Regularis concordia [Reg. con.],
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the principal texts referred to here are the edi-
tions by J. B. L. Tolhurst: The Monastic Breviary
of Hyde Abbey, Winchester [Hyde Abbey] and The
Ordinale and Customary of the Benedictine Nuns
of Barking Abbey [Barking Abbey]l; and John
Wickham Legg: Missale ad usum ecclesie West-
monasteriensis [Missale]. The Hyde Abbey
manuscript dates from c. 1300, that of Barking
Abbey from c. 1404, and that of Westminster
from 1362-86. Laon, Bibliothéque Municipale,
MS 238 (unpublished), from Bury St. Ed-
munds, dated c. 1120, is the only twelfth-cen-
tury English missal preserved; see V. Lero-
quais, Les Sacramentaires et les missels des biblio-
théques publiques de France, 4 vols., Paris, 1924,
I, pp. 219-21; and McLachlan, pp. 321-22. I am
grateful to Nigel Morgan of Latrobe University,
Melbourne, for giving me photocopies of the
Holy Week liturgy from the microfilm of this
manuscript. See Hyde Abbey, VI, pp. 206-30,
233-37, for a discussion of the liturgies of the
last three days of Holy Week and Easter. For
the considerable variation in the antiphons and
responses used by Benedictine abbeys in the
Middle Ages, see René-Jean Hesbert, ed.,
Corpus Antiphonalium Officii, Rerum Ecclesias-
ticarum Documenta, Series Maior, Fontes 7-12,
6 vols., Rome, 1963-79, III, IV. For Norwegian
and Anglo-Norman texts, see Lilli Gjerlow, ed.,
Ordo Nidrosiensis Ecclesine (Ordubok) and Anti-
phonarium Nidrosiensis Ecclesiae, Libri Liturgici
Provinciae Nidrosiensis Medii Aevi, 2 and 3,
(Oslo, 1978-79). See also René-Jean Hesbert,
‘Les Matines de Paques dans la tradition mon-
astique,” Studia Monastica, 24, 1982, pp. 311-42.
I want particularly to thank both Christopher
Hohler and Nigel Morgan for their help with
the liturgical sources.

For a discussion of the Decreta Lanfranci and
their influence, see Klukas, pp. 292-301.

. According to David Knowles (Decreta Lan-

franci: Monachis Cantuariensibus transmissa /
The Monastic Constitutions of Lanfranc, trans.
David Knowles, London, 1951, p. xiii), ‘no
trace of resemblance to it [Regularis concordia]
appears in Lanfranc’s constitutions.’

For the use of the Regularis concordia disconti-
nued in the eleventh century, see Lilli Gjerlow,
Adoratio Crucis: The Regularis Concordia and the
Decreta Lanfranci. Manuscript Studies in the Early
Medieval Church of Norway, [Oslol, 1961, p. 130.
Dolan (p. 25), however, argues for an early
eleventh-century date for the copy of the Win-
chester Troper (Oxford, Bodleian Library, MS
775), a related product of the reform move-
ment; cf. Young, L, p. 254, n. 5 (978-80). Accord-
ing to Klukas (pp. 308-20), the houses that con-
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Worcester, Winchester, Ely, Peterborough, Bury
St. Edmunds, and Canterbury (under Anselm,
Lanfranc’s successor).

See R. Delamare, Le De Officiis Ecclesiasticis de
Jean d’Avranches, archevéque de Rouen (1067-
1079) Paris, 1923, pp. CXXII-CXXXI; see also the
introduction by Pierre Batiffol, ‘Jean d’Avran-
ches liturgiste,” ibid., n.p. For the reflection of
Rouen use at Lichfield and Eynsham and the
cathedrals of Hereford, Lincoln, and Norwich,
see Dolan, pp. 51-54, 171, 174-76, 182. See also
Edmund Bishop, Liturgica Historica: Papers on
the Liturgy and Religious Life of the Western
Church, Oxford, 1918; repr. 1962, pp. 276-300
(comparison of Sarum, Hereford, and Rouen
from later texts); and Klukas, pp. 305-6.

Dolan, pp. 45-64. Especially with regard to par-
ticular wordings of the ‘Visitatio Sepulchri” and
for Continental musical texts in relation to
Winchester’s; see ibid, pp. 20-44. For Rouen as
a source for the drama at Winchester-related
Barking, see Rosemary Woolf, The English Mys-
tery Plays, Berkeley, 1972, pp. 19-20; and Dolan,
pp- 99, 134-37. For the connection of Barking
to Winchester, see Barking Abbey, p. vii; and
Dolan, p. 129, n. 8.

I am particularly grateful to Dr. Christopher
Hohler for his meticulous comments on an ear-
lier version of this chapter.

John Walton Tyrer, Historical Survey of Holy
Week: Its Services and Ceremonials, Alcuin Club
Collections, 29, London, 1932, pp. 45-68.

Missale, 1, cols. 230-40; and Laon, ff. 53-56.

Missale, 1, cols. 246-54 (Mark 14-15), 258-67
(Luke 22-23); and Laon, ff. 57v-59v, 60v-63.

Missale, 1, col. 246; and Laon, f. 57.
Missale, 1, col. 256; and Laon, f. 60.
Missale, 1, col. 257; and Laon, f. 60v.

Hyde Abbey, 1, ff. 95v-96: ‘Oblatus est quia ipse
uoluit et peccata nostra ipse portauit.”

Ibid., f. 96 (first Nocturn).

Ibid., f. 96: ‘Omnes amici mei derelinquerunt
me’; ‘Et dederunt in escam meam fel et in siti
mea. Aceto potabant me.

Ibid., f. 96. See note 17 above.

Reg. con., p. 41; Missale, 1, cols. 274-83; and
Laon, ff. 64v-66v.

For a similar juxtaposition of the Passover
lamb and the crucified Christ with the Brazen
Serpent, an eleventh-century drawing added to
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a tenth-century Sacramentary from St. Gall
(Codex 342, p. 281), see Ursula Graepler-Diehl,
‘Eine Zeichnung des 11. Jahrhunderts im
Codex Sangallensis 342, in Frieda Dettweiler,
Herbert Kéllner, and Peter Anselm Ried], eds.,
Studien zur Buchmalerei und Goldschmiedekunst
des Mittelalters: Festschrift fiir Karl Hermann
Usener, Marburg an der Lahn, 1967, fig. 1.

Ezechiel’s text may also be reflected in the fifth
stanza from the Pange, lingua hymn sung at the
Veneration of the Cross later in this service:
‘He lies a weeping Babe in a little crib. His Vir-
gin Mother swathes his limbs with clothes. The
hands and feet of God are tied with bands!;
trans. [Prosper-Louis-Paschal] Guéranger, The
Liturgical Year, trans. Laurence Shepherd, 15
vols., Westminster, Md., 1948-50, VI, p. 494.

For a discussion of the wording of the titulus,
which does not conform to the Gospel text, see
pp. 65-75.

For the soldier first named as Longinus, see
‘The Gospel of Nicodemus: Acts of Pilate,” in
Edgar Hennecke, New Testament Apocrypha, ed.
Wilhelm Schneemelcher, Eng. ed. R. McL. Wil-
son, 2 vols., Philadelphia, 1963-65, I, p. 469.
The translation is based on a text dated to 425
(ibid., p. 447).

The original prophecies are worded slightly
differently, both in the Vulgate and in transla-
tion. For John 19:36, “You shall not break a
bone of him,” see also Numbers 9:12 and Psalm
33:21.

‘Oremus et pro perfidis iudeis ut deus et do-
minus noster auferat uelamen de cordibus
eorum: ut et ipsi agnoscant ihesum christum
dominum nostrum’ (Missale, I, col. 287; and
Laon, f. 67); trans. after Guéranger, The Liturgi-
cal Year, VI, p. 485. This is the only one of the
prayers for which the congregation is not in-
vited to genuflect.

Reg. con., p. 42; the relevant passage is quoted
above in Chapter 3, ‘Early Observances and
the Insular Tradition,” reference note 40. See
Tyrer, Historical Survey of Holy Week, pp. 128-33;
and Hardison, pp. 130-34.

Jerome, Commentariorum in Malachiam prophe-
tam, PL, vol. 25, col. 1570: ‘mysterium Domini-
cae passionis, in qua homines crucifixerunt
Deum’ (the mystery of the Lord’s passion, in
which men crucified God).

‘Ecce lignum crucis in quo salus mundi pepen-
dit’ (Reg. con., p. 42; and Laon, f.67v) See
Christopher L. Chase, ““Christ III,” “The
Dream of the Rood,” and Early Christian
Passion Piety,” Viator, 11, 1980, pp. 28-30; and
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34.

35.

36.

37.

38.

39.
40.
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Jennifer O'Reilly, ‘The Rough-Hewn Cross in
Anglo-Saxon Art, in Michael Ryan, ed., Ireland
and Insular Art, A.D. 500-1200, Dublin, 1987, p.
156. See also Chapter 2, note 16.

Reg. con., p. 42; and Laon, f. 67v. The transla-
tions of the antiphon and the first versicle are
from Hardison, p. 133.

Bede gives the sacramental interpretation of
the soldier’s action (John 19:34): ‘passione il-
lius in cruce completa unus militum lancea latus
eius aperuit, et continuo exivit sanguis et aqua.
Haec sunt etenim sacramenta quibus ecclesia
in Christo nascitur et nutritur aqua videlicet
baptismatis qua abluitur a peccatis et sanguis
calicis dominici quo confirmatur in donis’
(When his Passion on the cross was finished
one of the soldiers opened his side with a spear and
immediately there went forth blood and water. For
these are the sacraments by which the church
is born and nourished in Christ: the water, that
is, of baptism by which she is cleansed of sins
and the blood of God’s chalice by which she
is strengthened in gifts); Bede, Homeliae evange-
lit, 11, 15, In ascensione Domini, cited by Raw, p.
80 (trans. n. 46). John 19:34 is also quoted in
the response to the eighth reading at Matins
on Maundy Thursday (Hyde Abbey, 1, {. 95v).

Augustine, In Iohannis evangelium tractatus, IX,
10: “Dormit Adam ut fiat Eva; moritur Christus
ut fiat Ecclesia. Dormienti Adae fit Eva de
latere; mortuo Christo lancea percutitur latus
ut profluant sacramenta, quibus formetur ec-
clesia’ (Adam sleeps so that Eve may come into
being; Christ dies so that the church may come
into being. Eve springs from the side of the
sleeping Adam; the side of the dead Christ is
wounded with a spear so that the sacraments
may flow forth, by which the Church is
formed); cited by Raw, p. 119 (trans. n. 53). For
the Eve/Ecclesia parallel, see Schiller, IV:1, pp.
89-94; and for the typology of Adam, Schiller,
II, pp. 130-33.

Reg. con., pp. 42-43; and Laon, f. 67v. Also sung
at Matins on the feasts of the Invention of the
Cross (Hyde Abbey, 111, f. 248v) and the Exalta-
tion of the Cross (Hyde Abbey, 1V, . 342v.)

Knowles, The Monastic Constitutions of Lanfranc,
p- 41; Gjerlew, Adoratio Crucis, pp. 68-71; and
Anselm Hughes, ed., The Bec Missal, Henry
Bradshaw Society, 94, [London], 1963, p. 66.
See also Jlohn] Wickham Legg, ed., The Sarum
Missal, Edited from Three Early Manuscripts, Ox-
ford, 1916, p. 114.

Reg. con., pp. 43-44.

Planctus, in Stanley Sadie, ed., The New Grove
Dictionary of Music and Musicians, 20 vols., Lon-

41.

42,

43.

44.

45.

46.

47.

don, 1980, XIV, pp. 847-48. For the Eastern
origin of the lament, or threnos, see also Chase,
“Christ III,”" p. 32 n. 69; and Sandro Sticca,
The Planctus Mariae in the Dramatic Tradition of
the Middle Ages, trans. Joseph R. Berrigan,
Athens, Ga., 1988, pp. 31-49. For a tenth-cen-
tury lamentation of the Virgin by Simeon
Metaphrastes, Oratio in lugubrem lamentationem
sanctissimae Deiparae pretiosum corpus domini
nostri Jesu Christi amplexantis, see PG, vol. 114,
cols. 213-18. For a fragment of a vernacular la-
ment at the end of the preserved part of a mid-
twelfth-century Passion play from Monte-
cassino, see Sandro Sticca, The Latin Passion
Play: Its Origins and Development, Albany, 1970,
pp- 102-4; and Robert Edwards, The Monte-
cassino Passion and the Poetics of Medieval Drama,
Berkeley, Calif., 1977, p. 21.

Sticca, The Planctus Mariae, pp. 102-17. For im-
ages of Mary’s grief at the death of Christ in
Anglo-Saxon art, see ill. 25 and Raw, pp. 155-
59.

Young, I, pp. 496-98; and Sticca, The Planctus
Mariae, pp. 148, 171-72. For a reference to Si-
meon’s prophecy in the apocryphal Gospel of
Nicodemus, see Hennecke, New Testament
Apocrypha, 1, p. 467.

Theophilus, On Divers Arts: The Foremost Me-
dieval Treatise on Painting, Glassmaking and Me-
talwork, trans. John G. Hawthorne and Cyril
Stanley Smith, New York, 1979, p. 79 (Prologue
to bk. III). See also Theophilus, pp. 63-64.

Reg. con., pp. 44-45. The relevant passage is
quoted above in Chapter 3, ‘Early Observances
and the Insular Tradition,” reference note 41.

Legg, ed., The Sarum Missal, p. 115; and Shein-
gorn, pp. 26, 347-52. See also Solange Corbin,
La Déposition liturgique du Christ au Vendredi
Saint: Sa Place dans I'histoire des rites et du théitre
religieux (analyse de documents portugais), Paris,
1960, pp. 94-99.

For the assumption that rites, such as the Eas-
ter drama, which are mentioned but not de-
scribed in the Liber de officiis ecclesiasticis (PL,
vol. 147, col. 54: ‘Post tertium responsorium of-
ficium sepulchri celebretur’), refer to ongoing
customs not changed, see Dolan, p. 50.

PL, vol. 147, cols. 51-52 (Young, I, p. 555 [p.
136, n. 2]): “Quo peracto crucifixus in commemo-
ratione sanguinis et aquae fluentis de latere Re-
demptoris, vino et aqua lavetur, de quo post
sacram communionem chorus [f. clerus] bibat
et populus. Post responsorium: Sicut ovis ad oc-
cisionem, cantando, ad [f. locum] aliquem defer-
ant in modum sepulcri compositum, ubi re-
condatur usque in diem Dominicum. Quo col-



48.

49.

locato, antiphona In pace in idipsum, et respon-
sorium Sepulto Domino, cantetur.” For a dis-
cussion of the meaning of crucifixus in this text
and in the passage quoted in the following
note, see Parker 1978, pp. 93-95.

Barking Abbey, p. 100 (Young, I, pp. 164-65):
‘diferant crucem ad magnum altare. ibique in
specie ioseph et nichodemi de ligno de-
ponentes ymaginem uulnera crucifixi uino ab-
luant et aqua. .. Post uulnerum ablucionem,
cum candelabris et turribulo deferant illam ad
sepulcrum, hac canentes antiphonas In pace in
idipsum, Ant. Habitabit, Ant. Caro mea. Cumque
in predictum locum tapetum pallio auriculari
quoque et lintheis nitidissimis decenter orna-
tum, illam cum reuerencia locauerint, claudat
sacerdos sepulchrum et incipiat R. Sepulto
domino. et tunc abbatissa offerat cereum qui
iugiter ardeat ante sepulcrum, nec extinguatur
donec ymago in nocte pasche post matutinas
de sepulcro cum cereis et thure et processione
resumpta: suo reponatur in loco’ (Let them [the
priests] carry the cross to the high altar, where
on the model of Joseph and Nicodemus, taking
down the image from the wood, they wash the
wounds of the crucifixus with wine and water.
... After the washing of the wounds, let them
carry it [the image] to the sepulchre with
candlesticks and thurible singing these anti-
phons In pace in idipsum, Habitabit, Caro mea.
When they have placed it with reverence in
the aforesaid place draped with a funeral cloth
and also with cushions and appropriately or-
namented with the most splendid linens, let
the priest close the sepulchre and begin the re-
sponse Sepulto domino and then let the abbess
bring the candle, which burns continuously be-
fore the sepulchre, nor let it be extinguished
until the time when on Easter night after
Matins, the image is taken from the sepulchre
and with candles and thurible the procession
is resumed: let it be put back in its place).

The Barking text, which was given to the con-
vent by Abbess Sibille Felton (1394-1419) in
1404, contains a reference to the decision of Ab-
bess Catherine Sutton (1363-77) to move the
celebration of the Resurrection of the Lord (the
Elevatio Crucis) from before Matins and before
any bells were rung for Easter day, ‘secundum
antiquam consuetudinem ecclesiasticam,” to
after the third response in Matins, just before
the Visitatio Sepulchri (Barking Abbey, pp. v, 107;
and Dolan, pp. 127, 131). There is no indication
of how earlier rites were performed, only the
implication that they had been observed and
that the amplified enactment of the Elevatio
Crucis is an innovation here.

50.

51.
52.
53.

54.

55.

56.

57.

NOTES TO CHAPTER FOUR

See Gesine and Johannes Taubert, ‘Mittelalter-
liche Kruzifixe mit schwenkbaren Armen: Ein
Beitrag zur Verwendung von Bildwerken in
der Liturgie, Zeitschrift des Deutschen Vereins
fiir Kunstwissenschaft, 23, 1969, pp. 79-121; and
Ulla Haastrup, ‘Medieval Props in the Liturgi-
cal Drama,” Hafnia: Copenhagen Papers in the
History of Art, 11, 1987, pp. 146-47.

On the Oslo corpus, see Appendix II.
See Chapter 1, ‘The Missing Corpus.’

David Bevington, Medieval Drama, Boston,
1975, pp. 122-36. For a general discussion of
La Seinte Resureccion, see Hardison, pp. 253-58.

Bevington, Medieval Drama, p. 127. See also
Hardison, pp. 254, 268. Sticca (The Latin Passion
Play, 1970, p. 159) discusses the uncertain
origin of the story of the blindness of Lon-
ginus, characterized in the play as a blind beg-
gar. There is a reference to the healing of the
blindness of the soldier (not named as Lon-
ginus) in Peter Comestor, Historia scholastica,
‘In evangelia,” chap. CLXXIX (PL, vol. 198, cols.
1633-34). For the incident included in the life
of St. Longinus written in the thirteenth cen-
tury, see The Golden Legend of Jacobus de Vo-
ragine, trans. Granger Ryan and Helmut Rip-
perger, New York, 1941, repr. 1969, p. 191.

According to Hardison (pp. 257, 281), the play
represents a branching off from liturgical
drama into an independent form that took
place in the first half of the twelfth century.
Direct links to the liturgy remain, however,
through the reference to John 19:34 in the
blood and water that issue from the corpus.
This passage is part of both the Gospel reading
and the Dum Fabricator mundi antiphon in the
Good Friday liturgy, as discussed above, and
the action described in the play parallels that
of the extraliturgical Depositio drama. For the
reference to the wine and water used for the
washing of the corpus in Depositio texts from
Rouen, see note 47 above. For the reservation
of the wine and water for healing the sick, see
in particular Paris, Bibliotheque Nationale, MS
lat. 904, ff. 92v-93, a thirteenth-century gradual
from Rouen (Young, I, p. 135).

For the vigil set at the Holy Sepulchre in Jeru-
salem, see Egeria’s Travels to the Holy Land,
trans. John Wilkinson, rev. ed., Jerusalem, 1981,
p- 138; for the vigil in the liturgy, see Reg. con.,
p- 45.

Hyde Abbey, 1, f. 97 ('In pace in idipsum,” ‘Habi-
tabit,” and ‘Caro mea requiescet in spe’); and
Barking Abbey, p. 102. For the Depositio Crucis,
see Reg. con., pp. 44-45 (the passage is quoted
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58.

59.

60.

61.
62.

63.

64.

65.

66.
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in Chapter 3, ‘Early Observances and the In-
sular Tradition,” reference note 41).

Reg. con., p. 45; Hyde Abbey, 1, f. 98 (‘Sepulto
domino signatum est monumentum Voluentes
lapidem ad ostium monumenti, ponentes
milites qui custodierent illum’); and Barking
Abbey, p. 102.

Hyde Abbey, 1, £.98 (‘O Mors ero mors tua,’
‘Plangent eum quasi unigenitum,” beginning
the first and second antiphons respectively);
and Barking Abbey, p. 102.

For the baptismal rites, established in the early
Church, see Tyrer, Historical Survey of Holy
Week, pp. 147-74; and F. van der Meer, Augus-
tine the Bishop: The Life and Work of a Father of

the Church, trans. Brian Battershaw and G. R.-

Lamb, London, 1961, pp. 354-71.
Reg. con., p. 39; see also pp. 41, 47.

Knowles, The Monastic Constitutions of Lanfranc,
pp. 43-44; the Blessing of the New Fire is de-
scribed as optional on Thursday and Friday.

For English and Norman liturgical observances
in which the serpent was used, see Klukas, p.
484, table VII. For its continued use in England,
see Missale, 111, p. 1511, col. 574 (II, Benedic-
ciones); and Daniel Rock, The Church of Our
Fathers as seen in St. Osmund’s Rite for the Ca-
thedral of Salisbury, 4 vols., London, 1905, IV,
pp- 87-88, ill. p. 283. See also Thomas Symons,
‘Regularis Concordia: History and Derivation,’
in David Parsons, ed., Tenth-Century Studies:
Essays in Commemoration of the Millennium of the
Council of Winchester and Regularis Concordia,
London, 1975, pp. 51-52.

Liber de officiis ecclesiasticis, in PL, vol. 147, col.
49: ‘... lux deitatis, quae in carne Salvatoris
latuerat usque ad passionem, et per passio-
nem ac resurrectionem in ecclesia, id est in
cordibus fidelium resplenduit ... quod in
hasta fertur, Christus in cruce suspensus;
quod in serpente, idem Christus, qui per ser-
pentem in eremo figuratur.’

For the cross carried in the Holy Saturday pro-
cession, see Missale, II, col. 574.

Missale, 11, col. 579: ‘Sicut exaltatus est serpens
in heremo ita exaltari oportet in cruce filium
hominis.” For the Holy Saturday procession,
see Reg. con., pp. 47-48; and Knowles, The Mon-
astic Constitutions of Lanfranc, pp. 43-45. The
story of the deliverance of Moses and the Is-
raelites from the Red Sea (Exod. 14:21-31; 15:1),
which is the type for Baptism, is the second
lesson that follows the Blessing of the Paschal
Candle (Missale, 1, col. 292; and Laon, ff. 69-
69v); for this typology, see also Jean Daniélou,

67.

68.

69.

70.

71.

72.

The Bible and the Liturgy, Notre Dame, Ind.,
1956, pp. 86-98. Adam’s inscription may have
come from the first lesson, a reading of Genesis
1-2:1-2 (Missale, 1, cols. 289-91; and Laon, ff.
68v-69).

For these passages in the Gospel for the feast
of the Invention of the Cross, see note 5 above.

For Zacharias 12:10 as the reference in John
3:18 (and 16), see Alexander Jones, ed., The
Jerusalem Bible, Garden City, N.Y., 1966, N.T. p.
151 n. 3g (and note 72 below).

For the image in the St. Gall Sacramentary of
the Brazen Serpent nailed to the Tree of Life
above the Crucifixion, see ill. 38. For a dis-
cussion of this aspect of the image in particu-
lar, see Graepler-Diehl, ‘Eine Zeichnung des 11.
Jahrhunderts,” pp. 167-72, esp. p. 170, n. 27 (for
the wood on which the serpent hung as the
Tree of Life).

For the Tree of Life associated with the palm
tree, see Chapter 2, note 10; and Martin Wer-
ner, ‘The Cross-Carpet Page in the Book of
Durrow: The Cult of the True Cross, Adomnan
and Tona,” Art Bulletin 72, 1990, p. 195, n. 100.
Through the word foderunt in David’s inscrip-
tion on the cross (see Appendix I), Jerome
made a link to the sense of Solomon’s
prophecy just below it; see Jerome, Breviarium
in psalmos: Psalmus XXI (PL, vol. 26, col. 882),
commentary on Psalm 21:17: ‘Foderunt, clavos
fixerunt, et fructum magnum invenerunt: id
est, salutem gentium’ (They fastened the nails
and procured great fruit; that is, the salvation -
of the nations).

For the origin of the credo in the liturgy of
Baptism (see Missale, III, cols. 1231-32), see Jo-
seph A. Jungmann, The Mass of the Roman Rite:
Its Origins and Development (Missarum Sollem-
nia), trans. Francis A. Brunner, 2 vols., New
York, 1951-55, I, p. 463. For the inscriptions on
the Ascension plaque in the liturgy for the feast
of the Ascension, see note 4 above. For the re-
levance of their promise of the Second Coming
to the Easter Vigil, see Chapter 3, “The Cross
as Agent of Salvation,” note 60. An image
of the Nativity—the first coming of God’s
‘only . begotten Son,” who ‘descended from
Heaven’—on the lower terminal would com-
plement the upper terminal in this particular
context.

Jones, ed., The Jerusalem Bible, N.T. p. 151 n. 3g
(John 3:14): ‘If a man would be saved he must
turn his eyes to Christ ‘lifted up’ (12:32+) on
the cross, Nb 21:8; Z¢ 12:10+; Jn 19:37+, as the
symbol of his ‘lifting up’ in the Ascension, that
is to say he must believe that Christ is the only-



73.

74.

75.

76.

77.

begotten Son 3:18; Zc 12:10. He will then be
washed clean by the water from the pierced
side, Jn 19:24; Zc. 13:1.” The distinction be-
tween Adam partly clothed and the naked Eve
may be an allusion to different stages of
the baptismal ceremony. According to the
ancient symbolism, the catechumen stands
naked before receiving the sacrament of Bapt-
ism and is reclothed afterwards; see Gregory
Dix, The Shape of the Liturgy [London], 1945, p.
23; Daniélou, The Bible and the Liturgy, pp. 37-
40; and Hardison, pp. 155-57.

For the sphragis, most commonly associated
with the anointing with chrism after Baptism,
see Daniélou, The Bible and the Liturgy, p. 54;
and Missale, 111, col. 1232: ‘faciat presbiter sig-
num crucis de crismate cum pollice in uertice
eius’ (with the chrism, the priest makes the
sign of the cross with his thumb on the fore-
head). For its repetition ‘in the course of the
process of initiation,” see Daniélou, The Bible
and the Liturgy, p. 54; Missale, 1II, cols. 1217,
1219, 1221-22, 1223; and Legg, ed., The Sarum
Missal, pp. 123-27, 131. Jerome (Commentario-
rum in Aggaeum prophetam, in PL, vol. 25, col.
1416) relates Aggeus 2:24 to John 6:27: ‘Hunc
enim signavit Deus Pater: et hic est imago Dei
invisibilis, et forma substantiae ejus: ut qui-
cumgque crediderit in Deum, hoc quasi annulo
consignetur’ (For him hath God the Father sealed:
and this is the image of the invisible God and
the form of his substance, so that whoever
would believe in God would be sealed as if
with this ring). For the reference to Christ’s
baptism in John 6:27, see Jones, ed., The Jeru-
salem Bible, N.T. p. 159 n. 6g. For the sphragis
(‘the word for the seal used to impress a mark
on wax’), see Daniélou, The Bible and the Lit-
urgy, p. 54-69, esp. p. 55.

Hyde Abbey, 11, f. 100: “Ecce uicit leo de tribu
iuda radix dauid. Aperire librum et soluere
septem signacula eius alleluya alleluya alle-
luya’; ‘Dignus est agnus qui occisus est ac-
cipere uirtutem et fortudinem [sic].’

For Christ as the lion of Juda, see Cyprian, Epis-
tola LXIII, VI, in PL, vol. 4, col. 378.

In the text from Numbers 24:17, the word homo
has been substituted for the Vulgate virga.

Eleanor Simmons Greenhill, ‘“The Child in the
Tree: A Study of the Cosmological Tree in
Christian Tradition,” Traditio, 10, 1954, pp. 338-
43, 345-46. For Balaam’s inclusion among the
gesticulating prophets in a formal Tree of Jesse
image, a depiction of Christ’s lineage that
would become standard after the mid-twelfth
century, see Arthur Watson, The Early Icono-
graphy of the Tree of Jesse, London, 1934, p. 16.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

88.

NOTES TO CHAPTER FOUR

The existence of a Nativity scene on the front
of the cross (see Chapter 1, ‘The Missing Ter-
minal’) would have further confirmed the
sense of a Tree of Jesse.

Hyde Abbey, 11, f. 99v: ‘lhesum queritis nazare-
num crucifixum non est hic. lam surrexit.’

For Mark’s lion as a symbol of the Resurrec-
tion, see Gregory the Great, Homiliarum in Eze-
chielem, bk. 1, Homilia IV, in PL, vol. 76, cols.
815-16.

Reg. con., pp. 49-50; the text is given above in
Chapter 3, ‘Early Observances and the Insular
Tradition,” reference note 44. For the varying
times when the drama could be performed, see
Hardison, pp. 178-79; and Kassius Hallinger,
‘Die Provenienz der Consuetudo Sigiberti: Ein
Beitrag zur Osterfeierforschung,” in Ursula
Hennig and Herbert Kolb, eds., Mediaevalia Lit-
teraria: Festschrift fiir Helmut de Boor zum 80. Ge-
burtstag, Munich, 1971, pp. 158-59.

The number and identity of the women—tradi-
tionally called the Three Marys—vary in the
other Gospel accounts: Matthew (28:1) has two
(‘Mary Magdalen and the other Mary’); Luke
(24:10), three (‘Mary Magdalen, and Joanna,
and Mary of James’); and John (20:1), only the
Magdalen.

See also Luke 24:1: ‘bringing the spices which
they had prepared.” Reg. con., p. 49: ‘the other
three brethren, vested in copes and holding
thuribles in their hands.’

Barking Abbey, 1, pp. 108-9; and Young, I, pp.
381-85.

Paris, Bibliotheque Nationale, MS lat. 904:
Young, I, pp. 659-60. For earlier ‘Visitatio’ per-
formances at Rouen, on which this text may
have expanded, see note 46 above.

’

For a ‘Visitatio ’ text from an English source
other than Barking Abbey, see Sheingorn, p.
250 (Norwich); and Susan K. Rankin, ‘A New
English Source of the Visitatio Sepulchri,” Jour-
nal of the Plainsong and Mediaeval Music Society,
4, 1981, pp. 1-11 (Wilton). I am grateful to
Nigel Morgan for the second reference.

Hyde Abbey, 11, f.100v: ‘Christus resurgens ex
mortuis iam non moritur. mors illi ultra non
dominabitur. Quod enim uiuit uiuit deo alle-
luya alleluya.” Ibid., f. 101: ‘Christus resurgens’
is also the response in the procession at Ves-
pers. The scriptural source is Romans 6:9-10.

Hyde Abbey, 11, f. 100v: ‘Dicant nunc iudei quo-
modo milites custodientes sepulchrum per-
diderunt regem ad lapidis positionem. quare
non seruabant petram iusticie. aut sepultum
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89.

90.

91.
92.
93.

94.

95.

96.

97.

98.

99.

100.
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reddant aut resurgentem adorant nobiscum
dicentes. Alleluya alleluya’ (trans. Guéranger,
The Liturgical Year, VII, p. 125). The response
and the versicle are sung in the Vespers pro-
cession at the feast of the Invention of the
Cross: Hyde Abbey, 111, f. 248v.

See notes 47, 48, and 58 above. Matthew 27:66
is the scriptural source of the antiphon.

Missale, 1, col. 303: ‘Terra tremuit et quieuit
dum resurgeret in iudicio deus alleluya.” This
verse is also used as an antiphon in the third
nocturn of Matins on Maundy Thursday; see
Hyde Abbey, 1, f. 95.

Missale, 1, col. 304.
Ibid., col. 306.

Ibid., col. 310. Egeria reported that this was ex-
plained to the congregation at the Good Friday
service before the cross at Jerusalem: Egeria’s
Travels, pp. 137-38.

For this text in the Acts of Pilate from the Gos-
pel of Nicodemus, see Hennecke, New Testa-
ment Apocrypha, 1, p. 469.

See note 33 above; and Hyde Abbey, 11, f. 101:
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For a discussion of the martyrdoms of asceti-
cism and penance in Irish monasticism, see
Douglas Grant Mac Lean, II, ‘Early Medieval
Sculpture in the West Highlands and Islands
of Scotland,” Ph.D. diss., University of Edin-
burgh, 1986, I, pp. 230-32; see also Frantzen,
The Literature of Penance, pp. 25-30.

For the development of private in addition to
public penance, see Frantzen, The Literature of
Penance, pp. 4-9; and for Cummean’s peniten-
tial, ibid., pp. 9-10, 20-21, 30-31. Cummean’s
commentary on Mark 15:26 (PL, vol. 30, col.
638, attributed to Pseudo-Jerome) was cited in
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and Robert E. McNally, ‘The Imagination and
Early Irish Biblical Exegesis,” Annuale Mediae-
vale 10, 1969, pp. 25-26, n. 71 (I owe this refer-
ence to Douglas Mac Lean). See also Chapter
6, note 91. For Bede’s direct contacts with the
scholar monks, see Longland 1968, p. 419.

For the scapulare, see Edmund Bishop, Liturgica
Historica: Papers on the Liturgy and Religious Life
of the Western Church, Oxford, 1918; repr., 1962,
p. 261: ‘something of the fashion of a melote (a
sort of cloak or upper garment, originally of
rough skin or fur, later of stuff) but, if I under-
stand it rightly, with longer sleeves’.

George Zarnecki, Romanesque Lincoln: The
Sculpture of the Cathedral, Lincoln, 1988, pp. 45-
46. For the text, see R. H. Charles, ed., The
Apocrypha and Pseudepigrapha of the Old Testa-
ment in English, 2 vols., Oxford, 1913; repr.
1976-77, 11, pp. 123-24, 134-36; and J. H. Moz-
ley, ‘The Vita Adae’ Journal of Theological
Studies, 30, 1929, pp. 128-31.

Prayers and Meditations, pp. 56-59. For distinc-
tions in their understanding of redemption be-
tween Anselm and Aelfric, Abbot of Eynsham
(1005-c. 1020) and inheritor of the earlier tradi-
tion, see Raw, pp. 167-87; for Aelfric, see also
Frantzen, The Literature of Penance, pp. 157-61.

For the distinction between the monastic and
the ‘external’ scholar, see Leclercq, The Love of
Learning, pp. 194-204; and Jean Leclercq, ‘The
Renewal of Theology,” in Robert L. Benson and
Giles Constable, eds., Renaissance and Renewal
in the Twelfth Century, Cambridge, Mass., 1982,
pp- 68-87.

Smalley, p. 97. She includes Anselm of Laon
with St. Anselm of Canterbury in this assess-
ment.

Michael A. Signer, ‘King/Messiah: Rashi’s Exe-
gesis of Psalm 2, Prooftexts, 3, 1983, pp. 274,
277-78. See also Herman Hailperin, Rashi and
the Christian Scholars, Pittsburgh, 1963, pp. 24-
25; and Daniel J. Lasker, Jewish Philosophical
Polemics Against Christianity in the Middle Ages,
New York, 1977, pp. 171-72 n. 6.

Hailperin, Rashi, p. 111; Esra Shereshevsky,
‘Hebrew Traditions in Peter Comestor’s Histo-
ria Scholastica, Jewish Quarterly Review, n.s. 59,
1968-69, pp. 268-89; and Grabois, ‘The Hebraica
Veritas, p. 625. For varying dates for the chan-
cellorship, see Hailperin, Rashi, p. 111 (1165);
Longland 1969a, p. 54 (1164); and Stephen C.
Ferruolo, The Origins of the University: The
Schools of Paris and Their Critics, 1100-1215,
Stanford, 1985, p. 190 (1168). For the possibility
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that Comestor may have become Chancellor of
Notre-Dame while still Dean of the Chapter at
Troyes, see R. W. Southern, ‘The Schools of
Paris and the School of Chartres,” in Benson
and Constable, eds., Renaissance and Renewal,
p. 126, n. 34.

For Peter Lombard and Peter Comestor as stu-
dents at St.-Victor, see Ferruolo, The Origins of
the University, pp. 188, 190. For Bernard's rela-
tion to the Victorines, see Hugh of Saint-Victor,
pp. 17-18; and Conrad Rudolph, Artistic
Change at St-Denis: Abbot Suger’s Program and
the Early Twelfth-Century Controversy over Art,
Princeton, N.J., 1990, pp. 35-36.

Grabois, “The Hebraica Veritas, pp. 620-24. See
also Smalley, pp. 149-72; and Rainer Berndt,
‘La Pratique exégétique d’André de Saint-Vic-
tor: Tradition victorine et influence rab-
binique,” in Jean Longere, ed., L’Abbaye pari-
sienne de Saint-Victor au Moyen Age: Communi-
cations présentées au Xllle Colloque d’"Humanisme
médiéval de Paris (1986-1988), Bibliotheca Vic-
torina, 1, Paris, 1991, pp. 278-82.

Didascalicon, p. 137 (bk. 6, chap. 3); cf. Smalley,
p- 86. For a study of Hugh and his ideas, see
Smalley, pp. 83-106. On St.-Victor as a center
of learning, see Nikolaus M. Haring, ‘Com-
mentary and Hermeneutics,’ in Benson and
Constable, eds., Renaissance and Renewal, pp.
190-94; and Ferruolo, The Origins of the Univer-
sity, pp. 27-44.

Hugh'’s respect for the Hebrew text, in contrast
to Augustine’s position (City of God, VI, pp. 28-
35 [bk. XVIII, chap. XLII)), is exemplified in
his Adnotationes elucidatoriae in Pentateuchon
(PL, vol. 175, col. 32): “If you hold that the Sep-
tuagint version is more to be approved than
the Hebrew, because the Greek texts of Scrip-
ture are truer than Hebrew, and if you hold
that the Latin version is to be approved more
than the Greek, you will make no progress in
understanding the Old Testament Scriptures—
since, on the contrary, the Greek texts are truer
than the Latin, and the Hebrew texts are truer
than the Greek’; cited by Hailperin, Rashi, p.
106. For evidence of Hugh'’s direct talks with
his Jewish contemporaries, see Hailperin,
Rashi, pp. 107-9. See also Herman Hailperin,
Tewish “Influence” on Christian Biblical Scho-
lars in the Middle Ages’ [review of Smalley, 1st
ed.], Historica Judaica, 4, 1942, pp. 167-68;
Loewe, ‘The Medieval Christian Hebraists,’
pp- 235-37; and Smalley, pp. 103-5.

Smalley, p. 185; for Thomas of Cantimpré as
the source of the title of nouus Augustinus for
Hugh, see Berndt, ‘La Pratique exégétique
d’André de Saint-Victor,” in Longere, ed., L’Ab-
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baye parisienne de Saint-Victor, p. 275, n. 14. On
Andrew of St.-Victor, see Beryl Smalley, ‘L'Ex-
égese biblique du 12e siécle, in Maurice de
Gandillac and Edouard Jeauneau, eds., En-
tretiens sur la renaissance du 12e siécle, Decades
du Centre Culturel International de Cerisy-la-
Salle, n.s. 9, 1968, pp. 273-75; and Berndt, ‘La
Pratique exégétique d’André de Saint-Victor,
pp- 276-77.

Richard and Andrew both came to St.-Victor
in the abbacy of Gilduin (1113-55); see Smalley,
pp- 106-11 (Richard), pp. 112-19 (Andrew).

For Hugh and Andrew’s understanding of the
literal and historical, see Berndt, ‘La Pratique
exégétique d’André de Saint-Victor, in
Longere, ed., L’ Abbaye parisienne de Saint-Victor,
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Lamb roundel, the entire text from Apocalypse
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day’).

‘We have only the debris of [Hugh’s] teaching’;
Smalley, p. 98, n. 5. For references by Peter Co-
mestor and Stephen Langton to ideas of Hugh
not found in any of his writings, see ibid., pp.
98-99.

Ibid., pp. 88-89, n. 8 (Epistola anonymi ad Hugo-
nem amicum). See also Didascalicon, pp. 103-5
(bk. 4, chaps. 2-3). For Andrew’s approach to
the critical analysis of the prophets and other
biblical texts, see Berndt, ‘La Pratique exégé-
tique d’André de Saint-Victor,” in Longere, ed.,
L’Abbaye parisienne de Saint-Victor, pp. 282-86.

According to Signer, ‘King/Messiah,” p. 277 n.
18, the degree to which the traditional Chris-
tian method of interpretation relates to Hebrew
exegesis remains to be explored. See also Hail-
perin, ‘Jewish “Influence,”” pp. 169-70.

De sacramentis, p. 149 (bk. I, pt. 8, chap. XI).

De sacramentis, p. 149 (bk. I, pt. 8, chap. XI), p.
182 (bk. II, pt. 11, chap. ). For Eusebius, see
Chapter 4, note 120. See also Grover A. Zinn,
Jr., "Historia fundamentum est: The Role of His-
tory in the Contemplative Life According to
Hugh of St. Victor,” in George H. Shriver, ed.,
Contemporary Reflections on the Medieval Chris-
tian Tradition: Essays in Honor of Ray C. Petry,
Durham, N.C., 1974, pp. 135-58.

Hugh of Saint-Victor, pp. 65, 66 (De arca Noe
morali, bk. I, chap. 14). See also De sacramentis,
p- 307 (bk. II, pt. 8, chap. V).

De sacramentis, p. 145 (bk. I, pt. 8, chap. IV).
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Ibid., p. 179 (bk. I, pt. 10, chap. VIII).

Ibid., pp. 401-6 (bk. II, pt. 14, chap. I). For
Hugh's leading role in the controversy with
Abelard over the sacramental nature of pen-
ance, see Anciaux, La Théologie du sacrement de
pénitence au Xlle siecle, pp. 70-76, 186-96, 217-
23, 295-302, 322-28.

Wrangham, I, pp. xx-xxi; F. J. E. Raby, A History
of Christian-Latin Poetry from the Beginnings to
the Close of the Middle Ages, 2nd ed., Oxford,
1953, pp. 348-55; and Josef Szovérffy, Die An-
nalen der lateinischen Hymmnendichtung. Ein
Handbuch: 11. Die lateinischen Hymnen vom Ende
des 11. Jahrhunderts bis zum Ausgang des Mittel-
alters, Berlin, 1965, pp. 103-20.

See esp. Zyma vetus expurgetur (Szovérffy, Die
lateinischen Hymnen, p. 108, no. 48); Wrangham,
I, pp. 80-87. This famous Easter sequence in-
cludes, for example, the Brazen Serpent (1l. 34-
36: ‘Quos ignitus vulnerat, / Hos serpentis
liberat / Aenei praesentia’); Christ as a type
for Jonas in the belly of the whale (Il. 61-64:
‘Cetus Jonam fugitivum, / Veri Jonae signati-
vum, / Post tres dies reddit vivum / De ven-
tris angustia’); and the triumph of Church over
Synagogue (ll. 65-68: ‘Botrus Cypri reflorescit,
/ Dilatatur et excrescit; / Synagogae flos mar-
cescit, / Et floret ecclesia’).

Szovérfty, Die: lateinischen Hymnen, p. 108, no.
43,

See note 17 above.

Wrangham, I, pp. 42, 43, from Splendor Patris
et figura, 1l. 41-44.

See Alexander Jones, ed., The Jerusalem Bible,
Garden City, N.Y., 1966, O.T. pp. 204-5, n. 24h.
For an interpretation of the passage by Stephen
Langton, see Smalley, p. 233 ““Thus should we
expound the letter: A star Christ shall rise
through incarnation out of Jacob the Jewish
people.” ... allegorically the star is the Blessed
Virgin, the sceptre her Son; tropologically, the
star is the “light of good works,” the “chastise-
ment of conscience.”’

‘Planctus beate virginis et matris in passione
domini’; see Frangoise Gasparri, ‘Observations
paléographiques sur deux manuscrits partiel-
lement autographes de Godefroid de Saint-Vic-
tor, Scriptorium, 36, 1982, p. 48; and idem,
‘Godefroid de Saint-Victor: Une Personnalité
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parisien au Xlle siecle,” Scriptorium, 39, 1985,
p. 61. For the difficulty in establishing the
authentic works of Adam of St.-Victor, see
idem, ‘Godefroi de Saint-Victor, p. 60. My
thanks to Margot Fassler of Brandeis Univer-
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Grover A. Zinn, Jr., ‘Suger, Theology, and the
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Gerson, ed., Abbot Suger and Saint-Denis: A
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See, for example, ‘Sermo de triplici gloriatione
in Cruce,” in Jean Chatillon, ed., Galteri a Sancto
Victore et quorumdam aliorum sermones inediti,
Corpus Christianorum Continuatio Mediae-
valis, 30, Turnholt, 1975, pp. 250-55. The
anonymous sermon, from a collection made in
the scriptorium of St.-Victor toward the end of
the twelfth century, explains the triple glory of
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that Christ is the sole source of salvation; the
second is exemplum, the example set by the
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deeds will be proven in Judgment; the third is
mysterium, the mystic significance of the wood
in its fourfold form being love (caritas).

Hugh of Saint-Victor, pp. 82, 84, 86-87 (De arca
Noe morali, bk. 1I, chaps. 8, 9, 11).

For the observation that the proportions of the
Cloisters Cross resemble those of the ground
plan of an English church, see Mersmann 1963,
pp. 10-11, n. 4, fig. 3.
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Middle Ages and the Renaissance,” in Clifford
Davidson, ed., Word, Picture, and Spectacle:
Papers by Karl P. Wentersdorf, Roger Ellis, Clifford
Davidson, and R. W. Hanning, Early Drama, Art,
and Music Monograph Series, 5, Kalamazoo,
Mich., 1984, pp. 21-38. For the twelfth-century
viewer, see Camille, ‘Seeing and Reading,” pp.
33-37.

Grover A. Zinn, Jr, ‘Mandala Symbolism and
Use in the Mysticism of Hugh of St. Victor,’
History of Religions, 12, 1973, pp. 317-25; and
idem, ‘De gradibus ascensionum: The Stages of
Contemplative Ascent in Two Treatises on
Noah's Ark by Hugh of St. Victor,” Studies in
Medieval Culture, 5, 1975, pp. 64-66. For Rich-
ard of St.-Victor, see Madeline H. Caviness,
‘Images of Divine Order and the Third Mode
of Seeing,’ Gesta, 22, 1983, pp. 115-16.

Hugh of Saint-Victor, p. 52 (De arca Noe morali,
bk. I, chap. 7).

For books, open or closed, as emblems of per-
fect knowledge, in contrast to the scrolls held
by the prophets and some apostles to signify
speech, see William Durandus, Rationale of the
Divine Offices, bk. 1, chap. 111, 11-12, in Elizabeth
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Gilmore Holt, ed., A Documentary History of
Art: 1. The Middle Ages and the Renaissance, rev.
ed., Princeton, N.J., 1957, p. 126, n. 2 (a refer-
ence I owe to Michael Camille). This interpre-
tation may explain the distinction on the As-
cension plaque between the closed and open
books held by the figures to the right of Christ
(the closed book having the same circled dot
as that of Luke’s ox), and the abridged scroll
in the hands of the figure to the left of the Vir-

gin.

Alcuin, Epistola Albini Magistri ad Gislam et
Richtrudam (PL, vol. 100, col. 741): trans. Meyer
Schapiro, ‘Two Romanesque Drawings in
Auxerre and Some Iconographic Problems,” in
Dorothy Miner, ed., Studies in Art and Literature
for Belle da Costa Greene, Princeton, N.J., 1954,
p- 338, n. 34. For Alcuin’s sources in Augustine
and Bede, see ibid., pp. 335-36, nn. 21, 22.

Ibid., p. 335, n. 19; John Scotus, Homilia in pro-
logum s. evangelii secundum Joannem (PL, vol.
122, cols. 283-85).

See Chapter 3, note 78. See also Zinn, ‘De
gradibus ascensionum, pp. 62-63; and idem,
‘Suger, Theology, and the Pseudo-Dionysian
Tradition,” pp. 34-35. For Hugh as the source
of the Pseudo-Dionysian revival in the twelfth
century, see Leclercq, The Love of Learning, p.
92.

Hugh of St.-Victor, In hierarchiam coelestem
S. Dionysii Areopagitae secundum interpretatio-
nem Joannis Scoti, bk. I, chap. IV (PL, vol. 175,
col. 932); cited by René Roques, Structures théo-
logiques de la gnose a Richard de Saint-Victor: Es-
sais et analyses critiques, Bibliotheque de 1'Ecole
des Hautes Etudes, Section des sciences reli-
gieuses, 72, Paris, 1962, p. 302. See also Zinn,
‘Suger, Theology, and the Pseudo-Dionysian
Tradition,” pp. 35, 39 nn. 24, 25.

Hugh of Saint-Victor, pp. 51, 59-60 (De arca Noe
morali, bk. I, chaps. 5, 11); and Zinn, ‘De
gradibus ascensionum,’ pp. 61-79.

Cited by Paul Rorem, Biblical and Liturgical
Symbols Within the Pseudo-Dionysian Synthesis,
Pontifical Institute of Mediaeval Studies,
Studies and Texts, 71, Toronto, 1984, pp. 114,
116. Smalley, p. 370: ‘Pseudo-Dionysius pre-
sents a sacramental universe in which material
things have greater value, as channels, one
might almost say flasks, for the transmission
of divine reality.

Rorem, Biblical and Liturgical Symbols, pp. 66-
67.

Alan of Lille, De sancta Cruce (PL, vol. 210, cols.
223-25); cited by Eleanor Simmons Greenhill,
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‘The Child in the Tree: A Study of the Cosmo-
logical Tree in Christian Tradition,” Traditio, 10,
1954, p. 348.

Wrangham, II, pp. 48, 49, from Laudes Crucis
attollamus (Szovérfty, Die lateinischen Hymnen,
p- 107, no. 27), II. 21-32: ‘O quam felix, quam
praeclara / Fuit haec salutis ara, / Rubens Agni
sanguine; / Agni sine macula, / Qui mundavit
saecula / Ab antiquo crimine! / Haec est scala
peccatorum, / Per quam Christus, Rex coelo-
rum, / Ad se traxit omnia; / Forma cujus hoc
ostendit / Quae terrarum comprehendit / Qua-
tuor confinia.’

Chapter 6
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. Hoving 1964, pp. 317-40.

Nilgen 1985, p. 63. Hoving 1964 (pp. 335-40)
saw Abbot Samson’s antagonism toward the
Jews as evidence in support of his attribution
of the cross to Bury. The notion that the cross,
whatever its provenance, was primarily di-
rected against the Jews has gone virtually un-
challenged, effectively discouraging further in-
quiry into its program (see Chapter 5, note 2).

See Klukas, p. 299; and Chapter 4, note 10. For
varying attributions of the cross, see Arts
Council of Great Britain, Ivory Carvings in Early
Medieval England, 700-1200, exh. cat., Victoria
and Albert Museum, London, 1974, no. 61
(John Beckwith: ‘Bury St Edmunds? Canter-
bury?’); Danielle Gaborit-Chopin, Ivoires du
Moyen Age, Fribourg, 1978, p. 107 (links be-
tween Winchester, Canterbury, and Bury); Nil-
gen 1985, pp. 62-63 (Canterbury/St. Albans
connections); and Katherine Serrell-Rorimer,
‘Trésor de I'art roman anglais: La Croix du
Cloister & New York,” L'Estampille, 211, Feb-
ruary 1988, p. 54 (Canterbury).

See Chapter 1, ‘“The State of the Research.

Scarfe 1986, p. 57. Other spellings of the name
are Bedericsworth and Beodricesworth.

Antonia Gransden, ‘The Legends and Tradi-
tions Concerning the Origins of the Abbey of
Bury St Edmunds,” English Historical Review,
100, 1985, pp. 11-24. Cf. David Knowles, The
Monastic Order in England: A History of Its De-
velopment from the Times of St Dunstan to the
Fourth Lateran Council, 940-1216, 2nd ed., Cam-
bridge, 1963, p. 70. For the charter of King
Cnut, among others, as a forgery, see Antonia
Gransden, ‘Baldwin, Abbot of Bury St Ed-
munds, 1065-1097, in R. Allen Brown, ed.,

10.

11.
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Anglo-Norman Studies, Proceedings of the Battle
Conference, 4, Woodbridge, 1982, pp. 70-71.

A. B. Whittingham, ‘Bury St. Edmunds Abbey:
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Church and Monastic Buildings,” in ‘Report of
the Summer Meeting of the Royal Archaeologi-
cal Institute at Ipswich, 1951,” Archaeological
Journal, 108, 1951, pp. 169-71. For Baldwin and
Anselm, see David Knowles, C. N. L. Brooke,
and Vera C. M. London, eds., The Heads of Re-
ligious Houses: England and Wales, 940-1216,
Cambridge, 1972, p. 32. For Bury as a pilgrim-
age center, see Knowles, The Monastic Order,
pp. 185-86, 481; Barbara Abou-El-Haj, ‘Bury St
Edmunds Abbey Between 1070 and 1124: A
History of Property, Privilege, and Monastic
Art Production,” Art History, 6, 1983, p. 3; and
Cynthia Hahn, ‘Peregrinatio et Natio: The Illus-
trated Life of Edmund, King and Martyr’
Gesta, 30, 1991, pp. 124-25, 132. For King Henry
I's pilgrimage to Bury, probably in 1131, see
Osbert of Clare, p. 196.

Osbert of Clare, p. 197. See also A. B. Whitting-
ham, ‘St. Mary’s Church, Bury St. Edmunds,’
in ‘Report of the Summer Meeting of the Royal
Archaeological Institute at Ipswich, 1951," Ar-
chaeological Journal, 108, 1951, p. 187; and idem,
Bury St. Edmunds Abbey, Suffolk, London, 1971,
p. 27. For the original church of St. Mary,
founded 637, see Gail McMurray Gibson, ‘Bury
St. Edmunds, Lydgate, and the N-Town Cycle,
Speculum, 56, 1981, pp. 70-71.
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trans. D. Aalders, The Hague, 1969, pp. 67, 141
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Archives of the Abbey of Bury St Edmunds, Suf-
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Warburg and Courtauld Institutes, 29, 1966, pp.
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(Kauffmann).
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See also Parker 1981, pp. 104-5.
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172-75. See also Klukas, pp. 388-91, fig. 108.
For altars in the triforium and chapels in the
upper part of the westwork (and for the altar
of the Cross in the nave), see James, II, pp. 128,
160-62 (Liber albus, London, British Library,
Harley MS 1005, ff. 69, 217b). For Christmas,
Holy Saturday, and Easter processions, see
James, II, pp. 183, 185 (Rituale, London, British
Library, Harley MS 2977, ff. 8, 9, 40b, 43). For
the baptismal font in the chapel of St. John the
Baptist in the lower part of the westwork
(south side), see James, I, pp. 128, 185 (Rituale,
Harley MS 2977, £. 40b).

Oxford, Corpus Christi College, MS 197; N. R.
Ker, ed., Medieval Libraries of Great Britain: A
List of Surviving Books, 2nd ed., London, 1964,
p.- 22. For the lighting of the New Fire in the
fourteenth-century Rifuale from Bury, see Har-
ley MS 2977: on Maundy Thursday, f.34b:
‘Nota etiam quod hac die et duobus diebus se-
quentibus post eam omnis ignis cereorum in
monasterio ubique debet extingui, sed qua-
cumque hora uoluerit succentor siue ante vj
siue post accipat nouum ignem de berillo uel
de ferro et lapide si sol non apparuerit’ (Note
also on that this day and the two following
days after it all the fire of the candles in the
monastery must everywhere be extinguished,
but at whatever time the succentor wishes,
either before or after six, let him get the new
fire from beryl or from iron and stone if the
sun has not appeared); on Good Friday, f. 39a:
‘et diaconus cum tribus candelis non accensis
fixis in baculo. . .. sic preparati intrent chorum
ad hostium superius, et illis precidentibus eant
omnes in capitulum ut benedicatur nouus ignis
eo modo et eo ordine quo heri et eo modo re-
deat quo heri’ (and the deacon with three unlit
candles fixed in a staff. ... thus prepared they
enter the choir through the upper door and
with the deacons preceding them they all go
in the chapter house so that the new fire may
be blessed in the same way and in the same
sequence as yesterday and let it return in the
same way as yesterday); and on Holy Satur-
day, f.40b: ‘Sabato in uigilia Pasche eodem
modo benedicatur nouus ignis post ix sicut in
cena domini’ (On Saturday in the paschal vigil
let the new fire be blessed in the same way
after nine as on [the day of] the Lord’s Supper).
My thanks to Virginia Brown of the Pontifical
Institute of Medieval Studies in Toronto for her
transcription of the Latin texts from the micro-
film, kindly lent by Elizabeth McLachlan.
James, IL, p. 185, quotes briefly from the rele-
vant passage for Maundy Thursday (f. 34b).
For the three kindlings of the New Fire speci-
fied in the Regularis concordia, see Chapter 4,
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25.
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‘Holy Saturday,” notes 61, 62. For the Depositio
antiphons, see note 39 below. For other service
books at Bury by 1150 (see note 87 below), see
James, I, pp. 26-28 (Ixxv-Ixxviii, xxcvi-xxcviii,
cxi-exiiii); and Rlodney] M. Thomson, ‘The
Library of Bury St Edmunds Abbey in the
Eleventh and Twelfth Centuries,” Speculum, 47,
1972, p. 622 n. 21.

Vatican City, Biblioteca Apostolica, MS Reg. lat.
12; Temple, no. 84. See also André Wilmart,
‘The Prayers of the Bury Psalter, Downside Re-
view, 48, 1930, pp. 198-99; and Klukas, p. 315.
For the view that the Psalter originated at Bury
and stayed there at least until the time of the
Bury Bible, see Thomson, ‘The Library of Bury
St Edmunds,” pp. 623 n. 25, 643 n. 167.

Laon, Bibliotheque Municipale, MS 238. For
points of correspondence to this text, see
Chapter 4, notes 17-19, 24, 30, 33, 34, 37. The
only preserved portion of the original liturgy
for Easter is f.77. For a thirteenth-century in-
sert of the Canon of the Mass according to the
use of Laon, see McLachlan, pp. 321-22. For
the dating, see Thomson, ‘The Library of Bury
St Edmunds,” p. 643 n. 167. V. Leroquais (Les
Sacramentaires et les missels manuscrits des biblio-
théques publiques de France, 4 vols., Paris, 1924,
I, p. 221) reports that the antiphonal conforms
with the tenth-century troper from Winchester
(Oxford, Bodleian Library, MS 775).

Elizabeth Parker McLachlan, ‘The Bury Missal
in Laon and Its Crucifixion Miniature,” Gesta,
17:1, 1978, pp. 27-35. George Zarnecki has ob-
served that the background of opus reticulatum
in the miniature is similar to the backgrounds
of the Evangelist symbols, especially Mark’s,
on the Cloisters Cross (private communica-
tion).

The doctrine of transubstantiation was de-
clared an article of faith at the Lateran Council
of 1215. For a chalice at the feet of the crucified
Christ in a Bury St. Edmunds manuscript of
the third quarter of the twelfth century, see ill.
54 and Chapter 2, note 68.

McLachlan, “The Bury Missal,” pp. 30, 34 n. 27.
See, e.g., lines from St. Anselm’s ‘Prayer to
Christ’ (Prayers and Meditations), p. 95: ‘Why,
O my soul, were you not there/to be pierced
by a sword of bitter sorrow / when you could
not bear/the piercing of the side of your Sa-
viour with a lance?/Why could you not bear
to see the nails / violate the hands and feet of
your Creator? For an illuminated manuscript
of St. Anselm’s Prayers and Meditations from
c. 1150 (Oxford, Bodleian Library, MS Auct.
D.2.6), see Kauffmann, no. 75.

27. See Parker [McLachlan], ‘A Twelfth-Century

28.

29.

30.

31.

32.

33.

34.

Cycle, pp. 263-302, esp. pp. 274, 277; Kauft-
mann, no. 35; and McLachlan, pp. 168-70, 312-
13. Thomson (‘The Date of the Bury Bible,” p.
55) dates these miniatures 1125-30. For em-
phasis on the instruments of the Passion in the
Last Judgment scene in the same cycle (f. 6v),
see McLachlan, pp. 190-94, fig. 78.

Gransden, ‘The Legends and Traditions,” pp.
11-12.

R. H. C. Davis, ‘The Monks of St. Edmund,
1021-1148,” History, n.s. 40, 1955, pp. 234-36;
Gransden, ‘Baldwin, Abbot of Bury St Ed-
munds,” pp. 69-70; Abou-El-Haj, ‘Bury St Ed-
munds Abbey Between 1070 and 1124, pp. 2-5.
Another Robert, the Prior of Westminster, was
finally consecrated in 1107, but he died within
a month and was replaced only in 1114 by Al-
bold, a monk of Bec and protégé of St. Anselm,
who ruled until his death in 1119.

Osbert of Clare, p. 192-98; Davis, ‘The Monks
of St. Edmund,” pp. 236-39; and Abou-El-Haj,
‘Bury St Edmunds Abbey Between 1070 and
1124, pp. 5-6, 15.

Edmund Bishop, Liturgica Historica: Papers on
the Liturgy and Religious Life of the Western
Church, Oxford, 1918; repr. 1962, pp. 242-49;
Osbert of Clare, pp. 11-12, 14, 65-68 (letter 7),
201; and Gibson, pp. 82, 138. For Lanfranc, see
Klukas, p. 294.

R. W. Southern, The Making of the Middle Ages,
New Haven, 1953, pp. 251-53; and idem, ‘The
English Origins of the ‘Miracles of the Virgin,’
Mediaeval and Renaissance Studies, 4, 1958, pp.
183-200, esp. pp. 190-91. For St. Anselm’s three
prayers to the Virgin, see Prayers and Medita-
tions, pp. 107-26.

For the Chapel of St. Sabas, the northernmost
of the three in the eastern apse of the abbey
church of St. Edmund, which Anselm had dec-
orated, and the altar dedicated to St. Sabas by
John, Bishop of Rochester, see James, II, pp.
137, 161 (Liber albus, Harley MS 1005, f. 217b).
For Byzantine elements in Bury manuscripts,
see Kauffmann, ‘The Bury Bible,” pp. 66-74;
Parker [McLachlan], ‘A Twelfth-Century
Cycle, pp. 268-77; and Kauffmann, p. 89. For
Byzantine elements in the Cloisters Cross, see
pp.79 and 91.

For Anselm’s extended stay in Rouen, see Os-
bert of Clare, pp. 193-94. In 1134, Henry I
granted ‘to St. Edmund and Abbot Anselm and
his successors one pectura (or pleidure) of land
on the Seine near Rouen’ (ibid., p. 196).



35.

36.

37.

38.

39.

St. Anselm, Opera Omnia, ed. Franciscus Sale-
sius .Schmitt, 6 vols., Edinburgh, 1946-61, 1V,
pp- 209-10 (Epistola 290), V, pp. 259-60 (Epistola
328).

For the 1389 record of eighteen religious guilds
and confraternities, see Gibson, ‘Bury St. Ed-
munds, Lydgate, and the N-Town Cycle,” p. 60;
idem, ‘The Play of Wisdom and the Abbey of
St. Edmund,” Comparative Drama, 19, 1985, p.
121; and Gibson, pp. 38, 114. For the guild of
the Nativity of St. John the Baptist founded in
‘time without memory by the men of the
town,” see Gibson, p. 115; the guild seems to
have ‘participated in the performance of an an-
nual ‘revell’ on the eve of the abbey feast’ of
the translation of St. Edmund’s relics to Bury.

Osbert of Clare, p. 198. For Jocelin of Brake-
lond’s report, see Chronicle, p. 94: ‘Conuen-
ticula autem et spectacula prohibuit publice
fieri in cimiterio’ (But he publicly forbade all
gatherings and shows in the cemetery). See
also Gibson, pp. 114, 205 n. 30.

For these frescoes, which were covered by thir-
teenth-century ones of the same subjects, see
David Park, ‘The Wall Paintings of the Holy
Sepulchre Chapel,” in Medieval Art and Archi-
tecture at Winchester Cathedral, British Archaeo-
logical Association Conference Transactions, 6,
[London], 1983, pp. 38-39, 49-51, pl. XIV, a re-
ference for which I thank George Zarnecki.

British Library, Harley MS 2977, f. 40a: 'Hiis ita
expletis et cruce a conventu adorata, redeant
diaconi cum cruce discoperta autem altare ubi
prior facit oblacionem post evangelium et ac-
cedant subiungentes versus ympni supradicti
[crux fidelis] et ibi qui voluerent crucem ador-
ent. Cum omnes versus ympni cantaverent,
inter bracchia crucem levantes diaconi ferant
eam ad pedes Sancti Edmundi et ibi eam col-
locent has tres antiphonas tantum incipiant et
conventus cantet scilicet in pace factus est,
antiphona habitabit, antiphona caro mea. Istam
antiphonam totam perse cantent diaconi,
scilicet sepulto domini, et qui voluerent adhuc
de populo crucem adorare ibi adorent. Ex quo
diaconi ista ibi compleverent redeant in vesta-
rium et deponant vestimenta sua et manus la-
vantes in chorum redeant.” My thanks to Vir-
ginia Brown for her help with the transcription
and translation of this text from the microfilm.
For the antiphons, cf. Reg. con., p. 45 (see Chap-
ter 3, ‘Early Observances and the Insular Tradi-
tion,” reference note 42); and Barking Abbey, p.
100 (see Chapter 4, note 48). For the Sarum De-
positio, which includes the antiphon In pace
factus est, see note 41 below. For the three light-

40.

41.

42.

43.

44.

45.

46.
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ings of the New Fire, as in the Regularis Con-
cordia, see note 21 above.

For the Easter sepulchre in St. Mary’s, Bury,
referred to in wills of John and Anne Baret
dated 1463 and 1504 respectively, see Shein-
gorn, p. 309. On John Baret, see further Gibson,
pp- 72-79. Provisions for the ‘grawe’ are thus
documented at a time when the abbey church
of St. Edmund had been rendered unusable by
a series of disasters culminating in the great
fire of 1465; for the fire, see James, II, pp. 205-
12,

For the Sarum Depositio, see Jlohn] Wickham
Legg, ed., The Sarum Missal, Edited from Three
Early Manuscripts, Oxford, 1916, p. 115.

For Easter Matins, the Bury Rituale (Harley MS
2977, ff. 41b-42b) names no specific antiphons
and mainly describes the form of the Easter
procession.

Young, I, pp. 461-63 (Rouen, Bibliotheque de
la Ville, MS 222). See also Emile Male, Religious
Art in France. The Twelfth Century: A Study of
the Origins of Medieval Iconography, ed. Harry
Bober, trans. (from rev. ed., 1953) Marthiel
Mathews, Bollingen Series, 90:1, Princeton,
NJ., 1978, pp. 140-41; and Otto Pécht, The Rise
of Pictorial Narrative in Twelfth-Century England,
Oxford, 1962, pp. 34-44. For an interest in
drama at St. Albans, see Pacht, The Rise of Pic-
torial Narrative, pp. 32-51; and Rosemary
Woolf, The English Mystery Plays, Berkeley,
1972, pp. 17-18. For the continued adherence
of St. Albans to the Decreta Lanfranci (making
performance of liturgical drama at the abbey
unlikely), see Klukas, p. 299.

Young, I, p. 462: ‘subito recedens ab occulis
eorum euanescat.” For these scenes and those
in the St. Albans Psalter, see Pédcht, The Rise of
Pictorial Narrative, figs. 24, 25, 27, 28.

Elizabeth Parker McLachlan, ‘Possible Evi-
dence for Liturgical Drama at Bury St Ed-
munds in the Twelfth Century,’ Proceedings of
the Suffolk Institute of Archaeology and History,
34, 1977-80, pp. 255-61.

Young, II, pp. 43-47, esp. pp. 44-46 (Rouen, Bib-
liotheque de la Ville, MS 384, fourteenth cen-
tury). See also McLachlan, Possible Evidence
for Liturgical Drama at Bury St Edmunds,” p.
255, nn. 4, 5. For further discussion of texts of
plays dating mainly from the eleventh and
twelfth centuries, see Ilene H. Forsyth, The
Throne of Wisdom: Wood Sculptures of the Ma-
donna in Romanesque France, Princeton, N.J.,
1972, pp. 52-57. For references in the eleventh-
century Liber de officiis ecclesiasticis of Jean
d’Avranches, Archbishop of Rouen, to the en-
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47.

48.

49.

50.

51.

52.

53.
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actment of plays at Christmas and Easter, see
PL, vol. 147, cols. 41 ('... visitationem pasto-
rum ad praesepe’), 43 (‘stellae officium’), 54
(‘officium sepulcri’); and Dolan, p. 50.

Young, II, pp. 125-71. For the attribution to
Quodvultdeus, see M. F. Vaughan, ‘The
Prophets of the Anglo-Norman ‘Adam,” Tradi-
tio, 39, 1983, p. 85, n. 10. Anna Beata Czerkow-
ski of the Jagiellonian University, Cracow, who
is preparing a thesis on the Cloisters Cross,
sees the cross as influenced by the Ordo Prophe-
tarum and this as a reason for attributing it to
St. Albans.

Young, II, pp. 154-71; Rouen, Bibliotheque de
la Ville, MS 384. For the special importance of
Isaias and Jeremias, see Barbara G. Lane, The
Altar and the Altarpiece: Sacramental Themes in
Early Netherlandish Painting, New York, 1984,
pp. 57, 76 nn. 51, 52.

For the Lenten liturgy, see Hardison, pp. 258-
61; and Lynette R. Muir, Liturgy and Drama in
the Anglo-Norman Adam, Medium Aevum
Monographs, n.s. 3, Oxford, 1973, pp. 6-8. For
associations with the feast of the Annunciation
and the Easter Vigil, see Vaughan, ‘The
Prophets of the Anglo-Norman “Adam,”” pp.
98-112. See also Margot Fassler, ‘Repre-
sentations of Time in Ordo representacionis Ade,’
in Danijel Poirion and Nancy Freeman Rega-
lado, eds., Contexts: Style and Values in Medieval
Art and Literature, special issue, Yale French
Studies, New Haven, 1991, pp. 99-101, 109-113.

For the relevant text in Adam, with a transla-
tion, see David Bevington, Medieval Drama,
Boston, 1975, pp. 113-21, esp. pp. 116, 119-20.
For further discussion of this portion of the
play, see Muir, Liturgy and Drama in the Anglo-
Norman Adam, pp. 8-15; Vaughan, ‘The
Prophets of the Anglo-Norman “Adam,”” pp.
81-114; and Fassler, ‘Representations of Time,’
pp. 108-11. For references to the Tree of Jesse
on the Cloisters Cross, see Chapter 4, ‘Easter
Sunday,” notes 75-78. See also Jeffrey M. Hof-
feld, ‘Adam’s Two Wives,” Metropolitan Mu-
seum of Art Bulletin, n.s. 26, 1968, pp. 437-38.

Woolf, The English Mystery Plays, p. 3. For a
chronology of texts from the tenth through the
thirteenth centuries, see Hardison, pp. 307-16.

See discussion by Jean-Claude Schmitt, La Rai-
son des gestes dans I'Occident médiéval, [Paris],
1990, pp. 276-78.

See especially Gibson, pp. 107-35, and articles
cited in note 36 above.

54.

55.

56.

57.

58.

59.

60.

61.

62.

Scarfe 1973, pp. 75-85; Hoving 1981, pp. 311-12,
322-23; Parker 1981, pp. 99-109; and Scarfe
1986, pp. 90-98.

James, II, p. 199, no. 27: ‘In campana que dici-
tur Hugonis / Martiris Eadmundi jussum
decus hic ita fundi / Anselmi donis donum
manus aptat Hugonis’ (London, College of
Arms, Arundel MS XXX, £. 211b).

Ibid., p. 153, no. 2: ‘Subsecuti sunt eum uiri
totius prudentiae Radulphus et Herueus sacri-
stae temporibus domini Anselmi abbatis . ..
Valuas etiam dupplices in fronte ecclesiae, in-
sculptas digitis magistri Hugonis, qui cum in
aliis operibus omnes alios uicerit, in hoc opere
mirifico uicit se ipsum’ (Gesta sacristarum mon-
asterii S. Edmundi, Harley MS 1005, £. 120; from
Thomas Arnold, ed., Memorials of St. Edmund'’s
Abbey, 3 vols., London, 1890-96, II, pp. 289-90).

Thomson, ‘Early Romanesque Book-Illustra-
tion,” pp. 221-23: ¢. 1130 (bell), c. 1135 (doors);
and idem, ‘The Date of the Bury Bible,” p. 55:
1125-30 (bell), 1130-35 (doors).

James, II, pp. 133-34, 153, no. 3: 'Helyas sacri-
sta, nepos Ordingi Abbatis . . . Crucem in choro
et Mariam et Iohannem per manus magistri
Hugonis incomparabiliter fecit insculpi’ (Gesta

~ sacristarum, f. 120; from Arnold, ed., Memorials,

II, p. 290). Thomson, ‘Early Romanesque Book-
Nlustration,” pp. 221-23, n. 68, puts it in the
early 1150s because Ralph was still sacrist in
1148 and Frodo was sacrist in 1156.

James, II, p. 119: ‘great cross’; and ibid., p. 216
(index): ‘Hugo (Magister) . . . carves wood.” For
James’s conclusion about the location of Mas-
ter Hugo's cross, see ibid., p. 135.

Ibid., pp. 130-32. The suggestion (Scarfe 1986,
pp- 89-90) that the Cloisters Cross may have
stood on the low wall behind the small choir
altar does not seem altogether appropriate for
a cross of its size and delicacy.

James, II, pp. 134, 197, nos. 20, 21: ‘In panno
ante crucem in choro. / Vincla, flagella, cru-
cem, conuicia, uulnera, mortem, / Et tumulum
passus, regit astra, polum, mare, Christus. /
Magestate mea stat rerum machina trina / Quo
mare, terra, polus subsistunt dirigo solus’; the
thirteen scenes were ‘In trabe ultra paruum al-
tare’ (Arundel MS XXX, f.211a).

Springer, no. 9; see also nos. 16, 38. For the
cross above the high altar at Bury with images
of Mary and John ‘adorned with a great weight
of gold and silver, the gift of Archbishop
Stigand of Canterbury (1050-70), see Chronicle,
p- 5. For the crucifix with Mary and John in
Anglo-Saxon art, see Raw, pp. 91-110.



63.

64.

65.

66.

McLachlan, ‘In the Wake of the Bury Bible,” pp.
216-24. For a Last Judgment in the portal
frieze, of which only a weathered fragment has
been preserved, see George Zarnecki, Roman-
esque Lincoln: The Sculpture of the Cathedral, Lin-
coln, 1988, p. 68, fig. 91. For a small stone head
excavated at Bury, see ill. 170.

George Zarnecki, English Romanesque Lead
Sculpture: Lead Fonts of the Twelfth Century, Lon-
don, 1957, no. 8; and ERA, no. 356 (T. A. Hes-
lop).

For the association of Master Hugo with sev-
eral works from Canterbury, see Thomson,
‘The Date of the Bury Bible,” pp. 56-58. For the
general assumption that Master Hugo was a
layman, see, e.g., C. R. Dodwell, The Great Lam-
beth Bible, London, 1959, p. 9; and Kauffmann,
p- 15. For his identification as a goldsmith and
‘monk/artist’ who was a manuscript painter,
see C. R. Dodwell, Anglo-Saxon Art: A New Per-
spective, Manchester Studies in the History of
Art, 3, Manchester, 1982, pp. 80, 341. For Mas-
ter Hugo as a sacrist of Bury around 1130-40,
an apparent confusion with the Hugo who was
Samson’s sacrist and responsible for the com-
mission of the cross for Samson’s choir screen
around 1180 (James, II, pp. 130, 133-34), see
Dodwell, Anglo-Saxon Art, p. 271 n. 299. For
the same confusion, see Knowles, The Monastic
Order in England, p. 537; and Van der Grinten,
Elements of Art Historiography, p. 99 (A99). For
Hervey as sacrist, succeeded by Ralph in 1138,
see Thomson, ‘The Date of the Bury Bible,” pp.
51-52, 54.

See note 12 above. James, I, p. 7 (Gesta sacrista-
rum, f. 120; from Arnold, ed., Memorials, II, p.
290): ‘Iste Herveus frater Taleboti prioris,
omnes expensas inuenit fratri suo priori in
scribenda magna bibliotheca, et manu magistri
Hugonis incomparabiliter fecit depingi. Qui
cum non inueniret in partibus nostris pelles ui-
tulinas sibi accommodas, in Scotiae partibus
parchamena comparauit’ (This Hervey [the
sacrist], brother of Prior Talbot, met all the ex-
penditures for the large Bible being written for
his brother the prior, and had it incomparably
painted by the hand of Master Hugo, who
when he did not find in our regions calf hide
suitable to him, bought parchment in the re-
gions of Ireland). For the only other known re-
ference to the Bible, see Kauffmann, ‘The Bury
Bible, pp. 62-63 (Registrum coquinariae, Douai,
Bibliotheque Publique, MS 553, f. 48): ‘Pro sac-
rista Herveo. ... Omnes etiam expensas in-
venit fratri suo Thaleboto tunc priori pro
magna biblia refectorii in duobus voluminis
scripta’ (For Sacrist Hervey. . . . He also met all
the expenditures for his brother Prior Talbot
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70.
71.

72.

73.

74.

75.
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for the great bible of the refectory written in
two volumes).

Kauffmann, p. 90.

Kauffmann, ‘The Bury Bible,” pp. 66-74; Kauff-
mann, p. 89; and McLachlan, pp. 198-220.

Alexander Jones, ed., The Jerusalem Bible, Gar-
den City, N.Y,, 1966, N.T. p. 187. Cf. Douay:
‘that place which is called Calvary, but in Heb-
rew Golgotha.’

See Chapter 4, notes 68-71.

Hugh of St.-Victor follows a venerable tradi-
tion when he says (De sacramentis, p. 454 [bk.
I, pt. 17, chap. VII]): ‘For even the Jews who,
persevering in evil are to be punished at that
judgment, as it is written elsewhere, “shall
look upon Him whom they have pierced.”” For
the identification of the sinner with the Jews
at the Crucifixion, see Chapter 5, ‘Penitence in
Early Monastic Piety,” notes 44, 45.

For the work of an artist or scribe as a peniten-
tial act, see Anton Legner, ‘Illustres manus,” in
Orn. Ecc., 1, pp. 205-28.

Schiller, II, pp. 144-45. For a copy of the Volto
Santo at Bury, see James, II, pp. 139, 161 (Liber
albus, Harley MS 1005, f. 217b). For the vener-
ation of St. Edmund at Lucca in the second half
of the eleventh century, see E. B. Garrison, ‘The
Hagiological Evidence for Attributing Certain
Manuscripts to Lucca,’ in idem, Studies in the
History of Mediaeval Italian Painting, 1, Florence,
1953-54, pp. 134-35, 197, and Hansmartin
Schwarzmaier, ‘Das Kloster St. Georg in Lucca
und der Ausgriff Montecassinos in die Tos-
kana,” Quellen und Forschungen aus Italienischen
Archiven und Bibliotheken, 49, 1969, pp. 169-70.
I am grateful to Dorothy Glass, State Univer-
sity of New York at Buffalo, for these two re-
ferences.

Kauffmann, p. 14. For sacrists associated with
commissions at Bury, see notes 56, 58, 65, 66
above. See below for further discussion of
Abbot Ording.

For Dunstan, see Knowles, The Monastic Order
in England, pp. 535-36, 552; Van der Grinten,
Elements of Art Historiography, p. 27 (A125,
A126); and Dodwell, Anglo-Saxon Art, pp. 52-
53. For other monk artists, see Knowles, The
Monastic Order in England, pp. 536-37; and
Dodwell, Anglo-Saxon Art, pp. 46-67.

Van der Grinten, Elements of Art Historiography,
pp. 28 (A136), 24 (A114); Dodwell, Anglo-Saxon
Art, pp. 46-47, 55, 58; and also idem, ‘The
Meaning of “Sculptor” in the Romanesque
Period,” Romanesque and Gothic: Essays for
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George Zarnecki, 2 vols.,, Woodbridge, 1987, I,
p- 57.

Dodwell, Anglo-Saxon Art, pp. 48-50, 66-67.

St. Benedict’s Rule for Monasteries, trans. Leo-
nard J. Doyle, Collegeville, Minn., 1948, p. 78:
‘If there are craftsmen in the monastery, let
them practice their crafts with all humility,
provided the Abbot has given permission. But
if any one of them becomes conceited over his
skill . .. let him be taken from his craft and no
longer exercise it unless, after he has humbled
himself, the Abbot again gives him per-
mission.”

Theophilus, pp. 1-4, 36-37, 61-64 (prefaces to
bks. I-1II). For the dating, see John Van Engen,
‘Theophilus Presbyter and Rupert of Deutz:
The Manual Arts and Benedictine Theology in
the Early Twelfth Century,” Viator, 11, 1980, pp.
158-60.

Theophilus, p. 62 (Exod. 25-27, 31:1-11).

Bede had used the example of the Brazen Ser-
pent in his defense of images: ‘Nor again
would they think thus if they considered the
works of Moses, who, at the Lord’s command
...[made] the brazen serpent in the desert,
at whose sight the people were saved from
wild serpents’” poison.” Trans. Paul Meyvaert,
‘Bede and the Church Paintings at Wearmouth-
Jarrow,” Anglo-Saxon England, 8, 1979, p. 69,
n. 1 (from Bede’s commentary on the temple
of Solomon).

Stephen C. Ferruolo, The Origins of the Univer-
sity: The Schools of Paris and Their Critics, 1100-
1215, Stanford, 1985, p. 32. See also Franz Nie-
hoff, ‘Ordo et Artes: Wirklichkeiten und Im-
aginationen im Hohen Mittelalter,” in Orn. Ecc.,
L, p. 39. For carving included in the category
of ‘armament’ among the mechanical arts, see
Didascalicon, p. 76 (bk. I, chap. 22). For further
discussion of Hugh's ideas, see Elspeth Whit-
ney, Paradise Restored: The Mechanical Arts from
Antiquity Through the Thirteenth Century, Trans-
actions of the American Philosophical Society,
n.s. 80:1, Philadelphia, 1990, pp. 82-99; and
Luce Giard, ‘Hugues de Saint-Victor: Carto-
graphe du savoir, in Jean Longere, ed., L'Ab-
baye parisienne de Saint-Victor au Moyen Age,
Communications présentées au Xllle colloque
d’Humanisme médiéval de Paris, Bibliotheca
Victorina, 1, Paris, 1991, pp. 258-59, 268-69.

Osbert of Clare, p. 200 (letter of Prior Talbot and
the monks to Anselm asking him to return to
the abbey, 1122: ‘Senes cum iunioribus, literati
cum illiteratis, pro absentia tua dolentes...’
(Elders together with juniors, literate together
with illiterate, grieving for your absence). For

84.

85.

86.

87.

88.

89.

90.

91.

the distinction between litteratus and illitter-
atus, see M. T. Clanchy, From Memory to Written
Record: England, 1066-1307, London, 1979, pp.
180-81. For Master Geoffrey, ‘evidently a man
of learning,’ see Thomson, ‘The Library of
Bury St Edmunds,” pp. 635-36, n. 115.

Chronicle, pp. 4, 6, 8 (‘Master Samson and Mas-
ter R. Ruff, monks of our house’), 16. On Sam-
son, see Thomson, ‘The Library of Bury St Ed-
munds,” p. 635. For the three schools at Bury,
see Gibson, ‘The Play of Wisdom, p. 124.

Thomson, ‘The Library of Bury St Edmunds,’
pp- 623-27. ,

Ibid., pp. 628-31. For the Cur Deus Homo and
a disp. Judaei cum Christiano, see James, I, p. 35.

Thomson, ‘The Library of Bury St Edmunds,
pp. 627-35. See ibid., pp. 618-19, for items ii-
cxxxv (James, I, pp. 23-29) and thirty-five
others as in the library by c. 1150.

Thomson, ‘The Library of Bury St Edmunds,’
p- 633.

Ibid., pp. 635-36, 645. For the copy of Hugh of
St.-Victor’s De sacramentis, see James, I, p. 29
(item cxxxii). See also note 87 above.

Cambridge, Pembroke College, MS 72, f. 62:
‘Quod in tytulis psalmorum pre notatur in
finem ne corrumpas et cum tribus linguis mal-
chus iudeorum Basileos examolisson rex con-
fessorum; hetres lingue in crucis tytulo con-
iuncte sunt ut omnis lingua commemoret per-
fidiam iudeorum hebreice grece et latine’; my
thanks to Elizabeth McLachlan, Rutgers, The
State University of New Jersey, for transcribing
this gloss and the one quoted in note 93 below.
Translation after Longland 1968, p. 427.

For the attribution of the commentary on Mark
to St. Jerome in the Oxford manuscript, which
also contains Bede’s Super libros Salomonis and
Super Tobias, see McLachlan, p. 343. For Ber-
nard Bischoff’s attribution of this commentary
to Cummean, see Robert E. McNally, ‘The
“Tres Linguae Sacrae” in Early Irish Bible Ex-
egesis,” Theological Studies, 19, 1958, p: 400, n.
32 (my thanks to Douglas Mac Lean for this
reference); and Longland 1969b, p. 173 n. 11.
For the published version, as a text wrongly
attributed to Jerome, see PL, vol. 30, cols. 489-
644 (Commentarius in Evangelium secundum
Marcum), esp. col. 638: ‘Quod in titulis praeno-
tatur Psalmorum, in finem ne corrumpas. Et
hoc tribus linguis: MALACH JEUDIM: Bociievg
efoporomtov: Rex confitentium. Hae tres lin-
guae, in crucis titulo conjunctae sunt, ut omnis
lingua commemoret perfidiam Judaeorum.’

I am most grateful to the generosity of Douglas



92.

93.

94.

95.

Mac Lean of Lake Forest College, Illinois, in
discussing his work on the Bury manuscripts.
He has found that all the glosses on ff. 60v-66r
in Pembroke MS 72 are from commentaries on
Mark by Cummean and Bede. The use of Cum-
mean’s glosses by the earlier as well as the
later hand in Pembroke MS 72 suggests a date
for Balliol MS 175 early in the second half of
the twelfth century, according to the dating of
the first hand in Pembroke MS 72 (McLachlan,
p- 304). Mac Lean’s findings will be published
in a forthcoming article, ‘Rex Confessorum: The
Irish Background.’

The wording of the gloss (‘hic est moyses cum
virga et serpente suspenso in ligno’) is identi-
cal with that of the published commentary; cf.
PL, vol. 30, col. 637 (Commentarius, chap. XV).

‘Maledictus omnis qui penditur in ligno; factus
est maledictus ut nostrum tollet maledictum.’
Cf. PL, vol. 30, col. 638 (Commentarius, chap.
XV): ‘maledictus omnis qui pendet in ligno:
factus est maledictus, ut tolleret maledictum.’
The existence of this gloss was noted in Hov-
ing 1981, p. 323 (for Mark 15:24). It has not
been possible to confirm Hoving’s report (ibid.,
pp. 324-25) of two sketches of a cross with a
central roundel and square terminals in the
margin of another Pembroke College manu-
script from Bury containing ‘some writings by
John of Damascus on the symbolism of the
cross.

‘Quare rubru[m] [est] indum[en]t{um] tuu[m]
& uestim[en]ta t. s. c. i[n] tor’; this gloss is not
based on the commentary attributed to Cum-
mean. Cf. the inscription and very similar
method of abbreviation on the Cloisters Cross:
QVARE RVBRV[M] E[ST] IINJDVMENTV[M]
TVV[M] & VESTIMIENTIA T[VA] SIC[VT] C[AL-
CANTIVM] I[N].

Osee’s inscription on the shaft, ‘O death, I will
be thy death’ (13:14), is included in the gloss
to ‘and the servants struck him with the palm

-of their hands’” (Mark 14:65), on f. 59 of Pem-

broke MS 72; see PL, vol. 30, col. 635 (Commen-
tarius, chap. XIV). I am grateful to the Univer-
sity Library at Cambridge for the opportunity
to examine this manuscript.

‘Hic adest Noe inebriatus ac nudatus: celo et
terra tenebroso pallio tectus, et ab homine ir-
risus; hic stillavit et ligno sanguis.” Cf. PL, vol.
30, col. 639 (Commentarius, chap. XV): ‘Hic
adest Noe, inebriatus ac nudatus, coelo et terra
pallio tenebroso tectus, et homine irrisus. Hic
stillavit sanguis de ligno.” I thank Nigel Mor-
gan very much for locating this gloss in Pem-
broke MS 72. Hoving 1981, pp. 323-24, noted
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the existence of the gloss but related it to Mark
15:25 (on f. 62).

James, II, pp. 131-32, 200-202 (Arundel MS
XXX, f. [212a], no. 29:17). For the verse, see
Longland 1969a, pp. 45-47, fig. 3.

Longland 1969a, p. 54, nn. 41, 43, pp. 71-73.

Ibid., p. 49, n. 11. See also Ursula Graepler-
Diehl, ‘Eine Zeichnung des 11. Jahrhunderts im
Codex Sangallensis 342,” in Frieda Dettweiler,
Herbert Kollner, and Peter Anselm Ried], eds.,
Studien zur Buchmalerei und Goldschmiedekunst
des Mittelalters: Festschrift fiir Karl Hermann
Usener, Marburg an der Lahn, 1967, pp. 172-74.

Rodney M. Thomson, ‘A Twelfth Century Let-
ter from Bury St. Edmunds Abbey,’ Revue
Bénédictine, 82, 1972, p. 88, n. 4; idem, ‘Two
Twelfth Century Poems on the regnum-sacerdo-
tium Problem in England,” Revue Bénédictine,
83, 1973, pp. 313-14; and idem, “Two Versions
of a Saint’s Life from St. Edmund’s Abbey:
Changing Currents in XIIth Century Monastic
Style, Revue Bénédictine, 84, 1974, p. 383.

Van der Grinten, Elements of Art Historiography,
pp. 19-20, 29-30, cites the thirteenth-century
records of Matthew Paris (d. 1259) at St. Albans
in which the term ‘master’ does not seem to
connote the head of a workshop. See, e.g.,
ibid., p. 98 (A98): ‘Ipsius enim fratris Willelmi
manu. . . . Manu quoque fratris ac discipuli sui,
magistri Simonis, pictoris. ...Manu quoque
fratris Ricardi, nepotis memorati magistri Wil-
lelmi, filiique magistri Simonis’ (From the
hand of Brother William himself. . .. From the
hand of his brother and his pupil, Master
Simon, a painter. . .. From the hand of Brother
Richard, nephew of the above-mentioned Mas-
ter William and son of Master Simon). Andrew
Martindale (The Rise of the Artist in the Middle
Ages and Early Renaissance, New York, 1972,
p. 71) suggests that Master William and his
nephew Richard entered the monastery of St.
Albans as trained artists. Master Simon never
became a monk. The term magister is relatively
rare among the sources Van der Grinten cites,
but for Archbishop Thiemo of Salzburg, who
was a versatile craftsman and ‘at home in the
.. ..artes liberales’, see Elements of Art Historio-
graphy, p. 26 (A121). Dodwell (‘The Meaning of
“Sculptor” in the Romanesque Period,” p. 59)
makes a distinction meaningful to this discuss-
ion between the understanding of sculptors in
the Romanesque period and ‘in classical terms
as artists who were not only free to create but
eulogised for so doing.’

For other highly sophisticated instances of an
experimental approach in mid-century English
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illumination in the style of Master Hugo, see
George Henderson, ‘“Abraham Genuit Isaac”:
Transitions from the Old Testament to the New
Testament in the Prefatory Illustrations of
Some 12th-Century English Psalters,” Gesta, 26,
1987, pp. 127-39. For the windows at Canter-
bury as the product of the same scholarly ap-
proach, see Madeline Harrison Caviness, The
Early Stained Glass of Canterbury Cathedral, Circa
1175-1220, Princeton, N.J., 1977, p. 102. There
is scant evidence at Bury of Master Hugo's
having headed a workshop; see McLachlan, ‘In
the Wake of the Bury Bible, pp. 216-24.

T. S. R. Boase, English Art, 1100-1216, Oxford,
1953; rev. ed., [1968], pp. 160-61.

Wilhelm Koehler, ‘Byzantine Art in the West,
in Henri Focillon et al., Dumbarton Oaks In-
augural Lectures, November 2nd and 3rd, 1940,
Cambridge, Mass., 1941, p. 85.

De sacramentis, pp. 93-95 (bk. I, pt. 6, chap. D).
For Hugh of St.-Victor’s De fructibus carnis et
spiritus and De unione corporis et spiritus, see
PL, vol. 176, cols. 997-1006; vol. 177, cols. 285-
94. For works of Hugh of St.-Victor at Bury by
mid-century, see James, I, pp. 29 (item cxocxii),
61-62.

James, I, p. 62, no. 132. For the text of De in-
stitutione novitiorum (guidelines for the beha-
vior of novices based on negative examples),
see PL, vol. 176, cols. 925-52. My thanks to
Grover Zinn for this reference. Schmitt (La Rai-
son des gestes, p. 194) points out that by ac-
knowledging an awareness of different person-
ality types, ‘Hugues participe pleinement, dans
son programme pédagogique, a I'approfondis-
sement, en cours au Xlle siécle, de la notion
d’“individu.””

Beryl Smalley, ‘L’Exegése biblique du 12e
siecle, in Maurice de Gandillac and Edouard
Jeauneau, eds., Entretiens sur la renaissance du
12e siécle, Décades du Centre Culturel Interna-
tional de Cerisy-la-Salle, n.s. 9, Paris, 1965, pp.
278-79. Smalley cites a ninth-century text by a
pseudo-Jerome (Quaestiones Hebraicae in libros
Regum, in PL, vol. 23, col. 1331) as the source
of the unusual interpretation of I Kings 1:4-5
depicted in the Bury Bible, and Andrew of St.-
Victor’s reference to this interpretation (ibid.,
p. 283 nn. 17, 18). Elizabeth McLachlan has
also commented on the naturalistic quality in
Master Hugo; see note 17 above.

Bevington, Medieval Drama, pp. 80-81, 98.

For the importance of the theme of the inter-
dependence of the humble and the sublime, of
which Christ’s Incarnation and Passion con-
stitute the supreme model, to the Victorines

109.

110.

111.

112.

113.

114.

115.

116.

117.

and also St. Bernard, see Erich Auerbach,
Mimesis: The Representation of Reality in Western
Literature, trans. Willard Trask, 1953; Garden
City, N.Y,, 1957, pp. 132-36. For the combina-
tion of a poignantly human spirituality with a
theologically sophisticated monastic ideal in
some of the later plays associated with Bury,
see the discussion by Gibson (pp. 128-35) of
the role of contemplatio in the Marian plays
from the N-Town cycle and in the play of Wis-
dom.

Muir, Liturgy and Drama in the Anglo-Norman
Adam, p. 119. For the relationship between
Hugh of St.-Victor’s ideas and Adam, see ibid.,
pp. 57-60, 67-68, 156 n. 18, 157 nn. 21, 23, 159
n. 31, 160 n. 34.

Whittingham, ‘Bury St. Edmunds Abbey,” pp.
174-75. See also Gransden, ‘Baldwin, Abbot of
Bury St Edmunds,” pp. 65-66, 74. For further
discussion of Bury/St.-Denis connections, see
Zarnecki, Romanesque Lincoln, p. 78. For paral-
lels between St. Denis and St. Edmund, see
Gransden, ‘The Legends and Traditions,” p. 6;
and Hahn, ‘Peregrinatio et Natio, pp. 128, 133.

Leroquais, Les Sacramentaires et les missels
manuscrits, 1, p. 220 (Laon MS 238), f. 133v.

Abbot Suger, On the Abbey Church of St.-Denis
and Its Art Treasures, ed. and trans. Erwin Pan-
ofsky, 2nd ed., Princeton, N.J., 1979, pp. 112,
113, 118, 119, 245.

Pamela Z. Blum, ‘The Saint Benedict Cycle on
the Capitals of the Crypt at Saint-Denis,” Gesta,
20, 1981, pp. 74, 82, 85 n. 19, 86-87 n. 46. On
Baldwin as donor, see Gransden, ‘Baldwin,
Abbot of Bury St Edmunds,” p. 76.

Suger, On the Abbey Church of St.-Denis, pp. 46-
49. -

Ibid., pp. 29, 56-59, 180-81. See also Philippe
Verdier, ‘La Grande Croix de l'abbé Suger a
Saint-Denis,” Cahiers de Civilisation Médiévale:
Xe-Xlle Siécles, 13, 1970, pp. 1-8. For a recon-
struction of the cross with the kneeling Suger,
see Paula Lieber Gerson, ‘Suger as Icono-
grapher: The Central Portal of the West Facade
of Saint-Denis,” in Paula Lieber Gerson, ed.,
Abbot Suger and Saint-Denis: A Symposium, New
York, 1986, fig. 10.

Suger, On the Abbey Church of St.-Denis, pp. 58,
59, 180-83. See also Verdier, ‘La Grande Croix
de I'abbé Suger,’ pp. 1-31, with comparisons to
the Cloisters Cross (pp. 15, 24).

Suger, On the Abbey Church of St.-Denis, pp. 56-
61, 72-77, 180-83. See also Chapter 1, note 21.
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122.

123.
124.

125.
126.
127.

128.

Ibid., pp. 58-61, 183. For the titulus of the True
Cross in Rome, see Longland 1968, pp. 427-28.

Suger, On the Abbey Church of St.-Denis, pp. 72,
73, 210 (Tree of Jesse); 76, 77, 215 (Moses and the
Brazen Serpent). The windows are discussed
and illustrated by Louis Grodecki, Les Vitraux
de Saint-Denis: Etude sur le vitrail au Xlle siécle,
Corpus Vitrearum Medii Aevi, France, Etudes,
I, Paris, 1976, pp. 71-80, 93-95, 97, pls. VI, IX.
For allusions to the Tree of Jesse on the Clois-
ters Cross, see Chapter 4, ‘Easter Sunday,
notes 77, 78.

Suger, On the Abbey Church of St.-Denis, pp. 62,
63. See also Lawrence G. Duggan, ‘Was Art Re-
ally the “Book of the Illiterate”?” Word & Image,
5, 1989, p. 233. For Victorine influence at St.-
Denis, see Grover A. Zinn, Jr., ‘Suger, Theology,
and the Pseudo-Dionysian Tradition,’ in Ger-
son, ed., Abbot Suger and Saint-Denis, pp. 33-40;
Conrad Rudolph, Artistic Change at St-Denis:
Abbot Suger’s Program and the Early Twelfth-Cen-
tury Controversy over Art, Princeton, N.J., 1990,
pp- 32-47, 58-62; and idem, The ‘Things of
Greater Importance’: Bernard of Clairvaux’s Apo-
logia and the Medieval Attitude Toward Art, Phil-
adelphia, 1990, pp. 108-10.

Chronicle, p. 11: ‘Dixit quidam de quodam:. ..
“Abbas Ordingus homo illiteratus fuit, et
tamen fuit bonus abbas et sapienter domum
istam rexit.”” See also Clanchy, From Memory to
Written Record, pp. 180-81.

Arnold, Memorials, 1, pp. xxxv, 93; and Antonia
Gransden, ed. and trans., Chronica Buriensis/
The Chronicle of Bury St Edmunds, 1212-1301,
London, 1964, p. xii.

Osbert of Clare, pp. 198-99.

Arnold, Memorials of St. Edmund’s Abbey, 1, pp.
xxxiv-xxxv, 93-103 (Gaufridi de Fontibus liber de
infantia Sancti Eadmundi).

See note 64 above.
Knowles, The Monastic Order in England, p. 481.

Francis Hervey, ed., Corolla Sancti Eadmundi:
The Garland of Saint Edmund, King and Martyr,
New York, 1907, pp. 26, 27, 36, 37.

James, II, p. 157 no. x (Oxford, Bodleian Lib-
rary, MS 297; from Arnold, ed., Memorials, 1,
App. B, p. 352); and Whittingham, ‘Bury St.
Edmunds Abbey,” pp. 169-70, 172. For SS. Bo-
tolph and Jurmin, confessors, commemorated
in the Bury liturgy, see Leroquais, Les Sacra-
mentaires et les missels manuscrits, 1, pp. 219-20
(Laon MS 238, ff.. 110[?], 119v, 164); and Wil-
mart, “The Prayers of the Bury Psalter,” pp. 198,
201, 215.

129.

130.

131.
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Chronicle, p. 17: ‘Samson subsacrista ... lo-
quens. ... “Eligantur quatuor confessores de
conuentu”’ (‘Samson the sub-sacrist, speaking.
..."Let four confessors be chosen from the
Convent”’). For a colorful description of the
politics surrounding the election of Abbot Sam-
son and the tension between the scholar monks
and the cloister monks at the time, see
Chronicle, pp. 11-15.

Bede, Opera Historica, trans. J. E. King, Loeb
Classical Library, 2 vols., London, 1930, I, pp.
294, 295, 412, 413 (Historia ecclesiastica gentis
anglorum, bk. II, chap. XV, bk. III, chap. XVII).
For the date of the ivory, see Chapter 1, note
15.

Scarfe 1986, p. 45. St. Jurmin was the son of
King Anna, Sigbert’s successor; ibid., pp. 42-43,
n. 16.

Chapter 7

1.

A fuller account of the Museum’s acquisition
of the plaque and its subsequent history is
given in Chapter 1, ‘The Missing Terminal and
the Caiaphas Plaque.’

For a revisionist view of the plaque as part of
the lower terminal, see Bernice R. Jones, ‘A
Reconsideration of the Cloisters Ivory Cross
with the Caiaphas Plaque Restored to Its Base,’
Gesta, 30, 1991, pp. 65-88. See also Chapter 1,
note 38, and note 5 below.

Cf. Mark 14:65, Luke 22:64. The Latin impera-
tive Prophetiza is used in all three Synoptic
Gospels in the Vulgate, e.g.: ’...alii autem
palmas in faciem ejus dederunt, Dicentes: Pro-
phetiza nobis, Christe, quis est qui te percus-
sit?” (Matt. 26:67-68). In Mark’s version, the
word occurs alone (‘And some began . . . to say
unto him: Prophesy: and the servants struck
him with the palms of their hands’), but the
blow to Christ’s head is fully intelligible only
in terms of the accounts given by Matthew and
Luke.

On the bishop’s miter as headgear for Jewish
high priests and others, see Ruth Mellinkoff,
‘Christian and Jewish Mitres: A Paradox,” Flori-
legium in Honorem Carl Nordenfalk Octogenarii
Contextum, Stockholm, 1987, pp. 145-58.

Green crystalline matter found in these holes
is the product of metal corrosion, showing that
at one time they must have housed brass pins.
Analysis by the Objects Conservation Depart-
ment of the Metropolitan Museum (report
dated Nov. 15, 1991, in the files of the Depart-
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ment of Medieval Art) has demonstrated that
there is a clear difference between the chemical
composition of the residue in the holes and
that of the stains on the back of the plaque.
The latter, moreover, correspond exactly with
the green-stained areas on the front. These
findings negate published explanations of the
green staining on the reverse as evidence of
prolonged contact with metal (see, e.g., Hoving
1964, p. 324; Hoving 1981, p. 327; ERA, no. 208
[Peter Lasko]; and Jones, ‘A Reconsideration of
the Cloisters Ivory Cross,’” pp. 66-70).

The comparison was first made by Mersmann
1963, p. 93, fig. 83. See also John Beckwith,
Ivory Carvings in Early Medieval England, Lon-
don, 1972, no. 106. The plaque measures ap-
proximately 218 x 2 inches (54 x 50 mm).

ERA, no. 118 (George Zarnecki).

8. Deborah Kahn, ‘Recent Discoveries of Roman-

10.
11.

12.

13.
14.

15.

16.

17.
18.
19.
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esque Sculpture at St. Albans,” in F. H. Thomp-
son, ed., Studies in Medieval Sculpture, London,
1983, p. 87, pl. XXXIc,d; and ERA, no. 152¢
(Deborah Kahn).

New York, Pierpont Morgan Library, MS M 736;
ERA, no. 20 (Michael Kauffmann). See also
Cynthia Hahn, ‘Peregrinatio et Natio: The Illus-
trated Life of Edmund, King and Martyr,’
Gesta, 30, 1991, pp. 119-39.

ERA, no. 213 (Paul Williamson).

Ibid. See also Danielle Gaborit-Chopin, ‘Les
Arts précieux,’ in Frangois Avril, Xavier Barral
i Altet, and Danielle Gaborit-Chopin, Le Monde
roman, 1060-1220: [11I]. Les Royaumes d’ occident,
L'Univers des formes, 30 [Paris], 1983, pp. 286-
87, figs. 250, 251, who considers it Continental,
from the Plantagenet domain (Anjou?).

Mersmann 1963, pp. 101, 105, figs. 96, 97
(Mersmann’s contribution is more fully dis-
cussed in Chapter 1, ‘The State of the Re-
search’.)

ERA, no. 354 (T. A. Heslop).

George Zarnecki, Later English Romanesque
Sculpture, 1140-1210, London, 1953, p. 53, pl. 7.

Nilgen 1985 (see also Chapter 1, ‘The State of
the Research’).

London, Lambeth Palace Library, MS 3; ERA,
no. 53 (Kauffmann).

ERA, p. 25.
Theophilus, pp. 62-64.

The idea of salvation through the creation and
offering of works of art seems to lie behind
part of the inscription on one of the Bishop

20.

1.

Henry of Blois (d. 1171) enamels in the British
Museum: MVNERA GRATA DEO PREMISSVS
VERNA FIGVRAT. ANGELVS AD CELVM RAPIAT
POST DONA DATOREM (The afore-mentioned
slave shapes gifts pleasing to God. May the
angel take the giver to heaven after his gifts);
ERA, no. 277 (Neil Stratford).

Abbot Suger, On the Abbey Church of St.-Denis
and Its Art Treasures, ed. and trans. Erwin Pan-
ofsky, 2nd ed., Princeton, N.J., 1979, pp. 62-63
(quoting Ovid, Metamorphoses 2.5: ‘materiam .
superabat opus’).

Appendix Il

Some of the ringed dots on the vertical shaft
appear to have been added, probably to ac-
commodate a smaller Romanesque-style
corpus in bronze that was attached to the cross
before it was acquired by the Metropolitan
Museum (see Mersmann 1963, fig. 1). For the
reader’s convenience, certain material already
discussed in Chapter 1, ‘The Missing Corpus’
and ‘The State of the Research,” is recapitu-
lated here.

Martin Blindheim, ‘En romansk Kristus-figur
av hvalross-tann,” Kunstindustrimuseet i Oslo,
Arbok 1968-69, 1969, pp. 22-32. See also Emil
Hannover, 'Et middelalderligt norsk Hvalros-
Krucifix i dansk Privateje,” in Hans Aall et al.,
Kunst og Haandverk: Nordiske Studier, Christia-
nia (now Oslo), [1918], pp. 96-102; and Adolph
Goldschmidt, Die Elfenbeinskulpturen aus der
Zeit der karolingischen und sichsischen Kaiser, 4
vols., Berlin, 1914-26, III, no. 128a,b.

Longland 1969b, pp. 166, 172-73 n. 5.

Konrad Hoffmann, The Year 1200: A Centennial
Exhibition at The Metropolitan Museum of Art,
exh. cat., [New York], 1970, nos. 60, 61; and
Arts Council of Great Britain, Ivory Carvings in
Early Medieval England, 700-1200, exh. cat., Vic-
toria and Albert Museum, London, 1974, nos.
61, 62. See also John Beckwith, Ivory Carvings
in Early Medieval England, London, 1972, p. 107,
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Houghton Library
Missal (MS Typ-120): ill. 103

Coleshill (Warwickshire), Church of St. Peter
and St. Paul
Font (detail): ill. 177

Cologne, Wallraf-Richartz Museum
Cur Deus Homo: ill. 138

Copenhagen, Nationalmuseet
Gunhild Cross: ills. 3,4,126,127,128,129
Lundg Crucifix: ill. 23

Dumfries (Scotland)
Ruthwell cross (detail): ill. 113
Drawing (1867) of Ruthwell cross: ill. 114

Essen, Minster Treasury
Mathilda cross: ills. 116, 117

Florence, Laurenziana
Byzantine Gospel Book (MS Laur. V1. 23): ill. 51

Florence, Museo Nazionale del Bargello
Ivory plaque with bust of Aaron: ill. 169

Fritzlar, Dommuseum
Cross foot with figure of St. John: ill. 160

Glasgow, The Burrell Collection
Temple Pyx: ill. 63

Glasgow, University Library
Psalter (MS Hunter 229 [U. 3, 2]): ill. 66

Hildesheim, Cathedral
Bible of Bernward of Hildesheim (MS 61): ill. 132

Hildesheim, St. Godehard
St. Albans Psalter: ill. 18

Klosterneuburg, Abbey
Klosterneuburg Altar (detail): ill. 29

Laon, Bibliothéque de la Ville
Bury Missal (MS 238): ill. 157

London, British Library
Psalter (MS Arundel 155): ill. 106
Psalter and Hours (MS Arundel 157): ill. 45
Aelfric’s Pentateuch (MS Cotton Claudius
B.IV): ill. 175
New Minster Register (Liber Vitae)
(MS Stowe 944): ills. 122,123

London, Lambeth Palace
Lambeth Bible (MS 3): ills. 19,178

London, Public Record Office
Seal from Binham Priory: il. 176

London, Victoria and Albert Museum
St. Nicholas crosier: ill. 173

Madrid, Museo Arqueolégico Nacional
Ferdinand and Sancha Cross: ills. 1,2, 119, 120

Metz, Musée de la Ville
Ivory panel: ill. 125

Monmouth, Church of St. Mary
Monmouth Crucifix: ill. 95

Munich, Bayerische Staatsbibliothek
Gospel Book of Abbess Uta of Niedermiinster
(MS lat. 13601): ills. 130, 131
Book cover of Pericopes of Henry II
(MS lat. 4452) (detail): ill. 24

Munich, Bayerisches Nationalmuseum
Ivory panel: ill. 57

New York, Metropolitan Museum of Art
Stained-glass window from St. Etienne, Troyes
(on loan): ill. 20
Caiaphas plaque: ills. 16, 168

New York, Pierpont Morgan Library
Judith of Flanders Gospels (MS M. 709): ill. 25

Oslo, Kunstindustrimuseet
Oslo Corpus: ills. 13,180, 183,185

Oxford, Bodleian Library
Hugh of St.-Victor (MS Laud Misc. 409): ill. 137
Worcester Chronicle (MS Bodley 297): ill. 54
Anselm (MS Auct D. 2. 6): ill. 112
Seal from Bury St. Edmunds: dl. 161
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Paris, Musée du Louvre
Crucifix from Northern French or Mosan book
cover: ill. 15

Paris, St. Denis
Stained-glass window: ill. 166

Southrop (Gloucestershire)
Font: ill. 44

St. Albans, Cathedral
Head of a Prophet: ill. 171

St. Gall, Stiftsbibliothek
St. Gall Sacramentary (Cod. 342): ill. 38

Strasbourg (formerly)
Engraving after f. 150 of the now destroyed
Hortus Deliciarum of Herrad of
Hohenbourg: ill. 46
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Stuttgart, Wiirttembergische Landesbibliothek
Antiquitates Judaicae (MS Hist. 22418): ill. 27
Stuttgart Psalter (MS bibl. fol. 23): ill. 111

Toledo, Cathedral Library
Biblia de San Luis (MS. I, vol iii): ill. 42

Vienna, Kunsthistorisches Museum
Cross of Conrad II: il. 22

Weimar, Goethe-Nationalmuseum
Cross foot with Adam: ill. 115

Wolfenbiittel, Herzog August-Bibliothek

Gospels of Henry the Lion (Cod. Guelf, 105
Noviss. 2): ill. 102

Private Collection (formerly Schloss Stammheim)
Stammheim Missal: ill. 58



General Index

This Index covers Names and Places; illustration references are indicated in italics.
References to the ICONOGRAPHY and INSCRIPTIONS of the Cloisters Cross are given at the end.

Abbo of Fleury 227
Passio Sancti Edmundi 199, 224
Abdinghof, formerly
altar of Roger of Helmarshausen 258
Adalbero II, Archbishop of Metz 139
ivory crucifixion panel of 51, 139-141, 146; ill. 125
Adam, legend of burial 141
Adam (Anglo-Norman vernacular drama) 212, 223
Adam of St.-Victor 188, 194
Splendor patris et figura 188
verses for the invention of the Cross 195
Adamnan, Abbot of Iona 124
De locis sanctis 124
Adoratio Crucis 122, 125, 126, 157, 183, 210
Aelfgyfu, Queen 137, 208
Aclfric, Abbot of Eynsham 173, 219, 285 n.51
Paraphrase of Pentateuch see London, BL, Cotton Clau-
dius B.IV
Agnus Dei, allegory of 93 see also ICONOGRAPHY, Lamb
of God :
Alcuin, Abbot of Tours 91, 172, 193
Alexis Master 38, 198
Andrew of St.-Victor, later Abbot of Wigmore 186, 188, 222
Anglo-Saxon reform movement 127, 129, 152, 173, 174
Anselm, Abbot of Bury (nephew of St. Anselm q.v.) 198,
199, 208-9, 211, 213, 217, 218, 219, 222, 224,
226
Miracles of the Virgin (attrib. to) 209
Anselm of Bec, 5t., Archbishop of Canterbury 174, 178,
180, 183, 184, 185, 189, 198, 208, 219
Cur Deus Homo 178-9, 181; ill. 138
Doctrine of Atonement 181-2
‘On human redemption’ 182, 189, 198, 208, 219
Apocalypse, St. John as author of 149
Arculf, Gallic Bishop 124
Arfast, Bishop 208
Augustine, St. 91, 176, 178, 187, 211, 219, 285 n.59
The City of God 43, 170, 171

Baldwin, Abbot of Bury 198, 206, 208, 219, 224, 226, 227
Barking, Essex

antiphons from the Regularis concordia 209

Depositio crucis text 159, 165
Bayeux Tapestry 86
Becket, Thomas 38, 198, 217
Beckwith, John 257
Bede, the Venerable 62, 72, 124, 174, 185, 188, 219,

294 n.81, 295 n.91

Bedricesworth (later Bury St. Edmunds) 198, 227
Benedictine as author of Adam q.v. 223
Benedictine houses 127, 152, 174, 198

liturgy 151, 167

monasteries, network of contacts 224

Rule, requirement of humility 174, 218
Bernard of Clairvaux, St., 149, 176, 177-8, 183, 185, 219
Bernward of Hildesheim

Bible of 147; ill. 132

Berengar of Tours 146
Bible, Moralized (French 13th-century) 68
Bibles, English 12th-century 222
Binham Priory, Norfolk
seal of 235; ill. 176
Biscop, Benedict 62, 124
Blindheim, Martin 253, 257
Boase, T.S. R. 222
Boso, monk 179, 181
Botolph, St., 227
Brussels
Tirlemont font 257
Bury Bible see Cambridge, Corpus Christi College MS 2
Bury Missal see Laon, Bibl. Mun. MS 238
Bury Psalter see Vatican City, Biblioteca Apostolica
Bury St. Edmunds
Abbey 36, 37, 38, 55, 197, 198, 206, 208, 222, 229, 233;
ills. 141, 179
Church 213, 219, 224
as drama center 211, 212
Gospel of St. Mark from see Cambridge, Pembroke
College MS 72
library 219-20
Rituale from 209-10
St. James Gate; ill. 141
seal from 214; ill. 161
Church of St. James 198
Church of St. Mary 198
Moyses Hall
limestone head 232; ill. 170
Byzantine style 79, 90, 157-8, 209
Gospel Book see Florence, Bibl. Medicea-Laurenziana,
Laur. VI1.23
ivory 80

Cambridge
Corpus Christi College
MS 2 (Bury Bible) 36, 37, 38, 87, 200-201, 204-5, 209,
213, 214, 215-16, 226, 237; ills. 17, 62, 142,
143, 145,147,149, 151, 153, 155, 156, 162
Pembroke College
MS 16 (Gregory the Great, Homilies) 72, 211; ill. 159
MS 72 (Gospel of St. Mark) 219-21; ills. 164-5
MS 120 (New Testament Cycle) 80, 89, 208, 209, 210;
ills. 49, 65, 158
MS 300 (Pictor in Carmine) 56
University Library
MS LL1.10 (Book of Cerne) 124
University Museum of Archaeology and Anthropology
metal corpus from cross 80, 255
Cambridge, Mass., Harvard University, Houghton Library
MS Typ. 120 (Missal from Noyon) 114; ill. 103
Canterbury Cathedral 197, 198, 199, 204, 208, 222, 229, 235
St. Martin’s, cross from 269 n.20
Centula, nr. Abbeville
St.-Riquier 125
Cerne, Book of see Cambridge, Univ. Lib. L1.1.10
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Chalons-sur-Marne
Notre-Dame-en-Vaux 41
Champagne, France 204
‘Channel style” 204, 258
Charlemagne 125
Chase, Christopher 183
Christ, infancy legends of 235
Christiansen, Tage 258
Church fathers 124
Cluny Abbey, library of 219
Cnut, King 137, 198, 208
Coleshill, Warwickshire
St. Peter and St. Paul font 235; ill 177
Cologne, Cathedral Treasury
crucifix 146
staff of St. Heribert 264 n.32
Wallraf-Richarz Museum
Cur Deus Homo; ill. 138
Comestor see Peter Comestor
Compostela, Spain 198
Conrad II
cross of (Vienna Kunsthistorisches Museum) 48; ill. 22
Constantine, Emperor 121, 122
Copenhagen 253, 258
Nationalmuseet
apse from Spentrup 114
Gunbhild cross 16, 36, 56, 142-3, 144; ills. 3-4,126-9
Lunde crucifix 48; ill. 23
Crispin, Gilbert, Abbot of Westminster 47, 178, 182, 185
Disputatio Iudei et Christiani 179-80, 181, 185, 219
Cruindmelus 72
Crusades 16, 176
Cummean, abbot 183, 220, 294 n.91
Cyprian 170

‘damp-fold” style 38, 40, 204, 205, 222, 239
Danes, King Edmund martyred by 198
Decreta Lanfranci 151, 157, 165, 206
Denis, St., 224
Depositio Crucis 126, 158, 159, 160, 166, 209-10
Dialogus de laudibus sanctae crucis 62
Deuchler, Florens 253
Dionysian thought see Pseudo-Dionysius
Dissolution of the Great Monasteries (1539) 198, 206
Dodwell, C. R. 218
drama, liturgical 159-60, 209-12, 223
Dream of the Rood, poem 122, 147, 183
Dublin, Trinity College

MS 57 (A.4.5) Book of Durrow 125
Dunstan, Archbishop of Canterbury 125-6, 218
Dirrenstein Castle, Danube 16
Durrow, Book of see Dublin Trinity College

Edgar, King 125
Edmund, St., King and Martyr 198, 199, 213, 227
Edward the Confessor, King 72, 198, 226
Egeria, nun 121-2
Eleutherius, St., feast of 224
Ely 198, 206
Erhard, Bishop 146
Erigena, John Scotus 145, 193
Essen
Liber ordinarius 129
Essen Minster treasury
crosses from 130
Mathilda Cross 130-1, 141-2, 147, 148; ills. 116, 117
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Ethelwold, Bishop of Winchester 125-6
Eugenius, pope 224
Eusebius 171-2, 187
Ecclesiastical History 219
Evangelists’ symbols 124-5 see also ICONOGRAPHY

Felton, Sibille, Abbess of Barking 277 n.49
Ferdinand I, King of Spain and Queen Sancha
cross of 16, 26, 30, 36, 51, 133, 140-2, 147; ills. 1-2, 119-20
Fleming, John 183
Fleury Abbey, library 219
Florence
Biblioteca Medicea-Laurenziana
Laur. VI.23 (Byzantine Gospel Book) 77; ill. 51
Museo Nazionale del Bargello
bust of Aaron 232; ill. 169
Fritzlar, Germany, Dommuseum
cross foot with St. John cf. 213; ill. 160

Gaufridus de Fontibus

On the Infancy of St. Edmund 226
Gentile as mourning figure 217
Geoffrey, Master (Bury St. Edmunds) 218
Gero, Archbishop of Cologne
cross of 146
Ghent, Dunstan in 125
Gibson, Gail Murray 212
Glasgow, Burrell Collection
Temple Pyx 87; ill. 63
University Library
MS Hunter 229 (U.3.2) (Psalter) 89; ill. 66
Gocelin, subprior of Bury 226
Gransden, Antonia 198
Greek, 69, 73, 75, 91, 220; ills. 67-69; fig. 11
Greek Christian writers
testimonia, 154, 167-173
Gregory the Great, Pope 132
Gregory VII, Pope 146
Godfrey of St.-Victor 189
Gunhild of Denmark, cross of see Copenhagen,
Nationalmuseet

Hannover, Emil 258
Haymo of Auxerre 280 n.117
Hebrew script, 73, 75, 220

scholars 185, 186, 187
Helena, mother of Constantine 122
Helyas, sacrist of Bury 213
Henry 1, King 208, 209
Henry II, Book of Pericopes of see Munich, Bayerische

Staatsbibliothek MS 4452

Henry VIII 14

Dissolution of the Monasteries 198
Henry the Lion, Gospels of see Wolfenbiittel, Herzog

August-Bibliothek

Heraclius

recovery of the True Cross 122
Herbert of Bosham 38
Hermann

De Miraculis 224
Hervey, sacrist of Bury 198
Heslop, T. A. 256
Hildburgh, W.L. 49



Hildesheim 86
Cathedral
MS 61 (Bible of Bernward of Hildesheim) 147; ill. 132
St. Godehard Library
St. Albans Psalter 38, 199, 210; ill. 18
Hortus deliciarum (Herrad of Hohenbourg) 75; (engraving
after) ill. 46
Hoving, Thomas 14, 34, 35, 36, 37, 40, 115, 197
‘The Bury St. Edmunds Cross’ 36, 197
Hugh of St.-Victor 118, 174, 185-9, 190-3, 195, 218, 222-3;
ill. 137 see also Victorines
De arca Noe morali 191
De institutione novitiorum 222
De sacramentis Christianae fidei 187-9, 190-3, 219, 222-223
Didascalicon 118, 218
In hierarchiam coelestem 193
Hugo, Master 36, 37, 38, 40, 198-9, 204, 205, 209, 213, 214,
219, 222, 224, 226
Hungary 16
Hunter Psalter see Glasgow, Univ. Lib. MS Hunter 229
ICONOGRAPHY see end of index
Innocent III, Pope
INSCRIPTIONS see end of index
De sacro altaris mysterio 121
Inventio Crucis 122 .
Isidore of Seville 55, 171, 219
Etymologiae 265 n.47
ivory in medieval carving 16-19

James, M. R. 198, 213
James, St., feast of 209
Jarrow see Wearmouth and Jarrow
Jean d’Avranches, Archbishop of Rouen
Liber de officiis ecclesiasticis 152, 158, 161-2
Jerome, St., 171, 219, 220, 278 n.70
Liber de nominibus Hebraicis 72
Jerusalem, crusade to 15
early rites at 122, 125
Holy Sepulchre 121, 122
mosaics with prophets 102
True Cross, finding of 139
Jewish-Christian debate 188
Jews, in England 155, 171, 174, 176, 177, 178, 185
prayers for 155
theological disputations with 117, 178-80, 188
Jocelin of Brakelond 219
Chronicle of Bury 37, 55, 209, 226, 227
Jones, Bernice 38
John Chrysostom, St. 172
John Scotus Erigena see Erigena
Josephus, Flavius
Antiquitates Judaicae 51-2, 62
Judith of Flanders Gospels see New York,
Pierpont Morgan Library, MS M. 709
Jurmin, St. 227

Klosterneuburg ambo (altar) 43, 54, 97; ill 29
Koehler, Wilhelm 222

Kremsmiinster flabellum 86

Kugler, Josef H. 15-16

Lanfranc, Archbishop of Canterbury 146, 151-2, 158, 161,
178 see also Decreta Lanfranci
Laon, Bibliothéque de la Ville
MS 238 (Missal from Bury) 206, 208, 224; ill. 157
 Lasko, Peter 40, 258
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Latin script 73, 75, 220
Lehmann, Edgar 125
Leo I, Pope 125
Leo IV, Pope 120
Leofstan, Abbot of Bury 217
Leén, San Isidoro
cross of Ferdinand and Sancha for 51, 133, 141-2, 148;
ills. 1,2, 119-20
Liber Ordinarius 129
Liber Vitae (New Minster, Winchester) see London, BL,
Stowe 944
Liege, ivory book cover from 92, 131-2;
ills. 70, 118
Life and Miracles of St. Edmund see New York, Pierpont
Morgan Library MS M.736
Lincoln, Cathedral 16
Hebrew document from 73
Psalter from see Glasgow, Univ. Lib. MS Hunter 229
Lindisfarne, prayer from 124
Lindisfarne Gospels see London BL Cotton Nero D.IV
‘Liutger’ 142
London, British Library MSS
Add. 28106-7 (Stavelot Bible) 258
Arundel 155 (Psalter) 115; ill. 106
Arundel 157 (Psalter and Hours) 73, 75; ill. 45
Cotton Claudius B.IV (Aelfric’s Pentateuch) 41-2, 235;
ill. 175
Cotton Nero C.IV (Winchester Psalter) 80
Harley 1005 (Liber Albus) 289 n.20
Harley 2977 (Rituale) 289 n.20, 291 n.39
Harley 2803-4 (Worms Bible) 47, 102
Stowe 944 (Winchester Liber Vitae) 137, 138, 198, 208;
ills. 122,123
British Museum
metal corpus for crucifix 80
College of Arms
MS Arundel XXX 264 n.29
Lambeth Palace Library
MS 3 (Lambeth Bible) 38, 80, 204, 237; ills. 19, 178
Public Record Office
seal from Binham Priory 176
Victoria and Albert Museum 14-15
cross 264 n.32
‘Ivory Carvings ... “ exhibition 37
ivory corpus for crucifix (Anglo-Saxon) 258
middle Byzantine ivory 80
St. Nicholas crosier (ivory) 234; ill. 173
Longland, Sabrina 36-7, 68, 72, 149, 221, 253
Losinga, Bishop Herbert 208
Lucca
‘Volto santo’ (wooden crucifix) from 217
Lundg, N. Jutland
Anglo-Saxon crucifix from 48; ill. 23

McLachlan, Elizabeth 211
Mac Lean, Douglas 220
Madrid, Museo Arqueolégico Nacional
Ferdinand and Sancha cross 51, 133, 140-2, 147,
ills. 1-2, 119-20
Male, Emile 210
Mannig, Abbot of Evesham 218
‘Master’ as craftsman or scholar 218-19
Mathilda, Abbess of Essen 130
Cross 130-31, 140, 147, 148; ills. 116-17
Melito, Bishop of Sardis 167, 168
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Mersmann, Wiltrud 30, 35, 36, 38, 41, 72, 97, 115,
149, 182, 235
Metz
Church of 5t.-Symphorien 140
Musée de la Ville
Ottonian crucifixion panel 51, 139, 142, 147; ill. 125
Meuse valley 43
enameled altar crosses from 43
morse ivory crucifix from 30-31
Meyer, Erich 15
Milan, Sant’ Ambrogio
cross with Brazen serpent 274 n.89
Miracles of St. Edmund, King and Martyr 233
Miracles of the Virgin (attrib. to Abbot Anselm q.v.) 209
Monmouth, Church of St. Mary
Crucifix 105; ill. 95
metal corpus for 80
Monreale, Sicily
Norman mosaics 91
Mons, Belgium 34
Montpellier, Faculté de Médecine
MS 399 (Parisian Pontifical) 114
Muir, Lynette 223
Munich, Bayerische Staatsbibliothek
Clm. 4452 (Book of Pericopes of Henry 1) 49; ill. 24
Clm. 13601 (Uta Gospels) 56, 143, 144, 145, 146, 148;
ills. 130, 131
Clm. 13067 (Psalter from Hastiéres) 265 n.44
Clm. 14159 (de Laudibus crucis) 62
Munich, Bayerisches Nationalmuseum
ivory plaque (Holy Women and Ascension) 83; ill. 57
Reider’sche panel 83

New York
Metropolitan Museum 14, 15, 30, 34
plaque, Christ before Caiaphas 230-2; ills. 14, 16, 168
stained glass from Troyes; ill. 20
Year 1200 exhibition 253
Pierpont Morgan Library
enameled ciborium 265 n.35
MS M. 709 (Judith of Flanders Gospels) 49, 141, 147;
ill. 25
MS M. 736 (Life of St. Edmund) 298 n.9
Nicholas of Verdun 43
Nickel, Helmut 73
Niedermiinster Abbey 146
Nilgen, Ursula 38, 201, 204-5, 235, 237, 258
Norwich, Bishop Herbert Losinga at 208
Noyon, missal from 114; ill. 103

Officium Stellae (drama) 211
Ohthere, voyages of 17
Ording, Abbot of Bury 213, 217, 218, 226
Origen 169, 170, 187, 219
Ordo Prophetarum, drama 211
Orosius 17
Osbert of Clare
Miracula Sancti Edmundi regis 199
Oslo, Kunstindustrimuseet
Oslo Corpus 30, 37, 80, 159, Appendix II 253-8; ills. 13,
14, 180-1, 183, 185
Otley, Yorkshire
stone cross from (fragments) 97
Otto, Duke of Bavaria and Swabia 130
Oxford, Psalter from see London, BL, Arundel 157
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[Oxford]
Balliol College
MS 175 (Commentary on Mark) 220
Bodleian Library
MS Auct. D.2.6 121; ill 112
MS Bodley 297 (Worcester Chronicle) 80; ill. 54
MS Bodley 775 (troper) 290 n.23
MS Bodley 807 (Biblical Commentary) 72
MS Laud Misc. 409 ill. 137
seal from Bury 214; ill. 161
Corpus Christi College
MS 197 289 n.21

Pécht, Otto 210
‘Pantocrator’ use as title 91; ills. 67-9
Paderborn
Didzesanmuseum (corpus for cross) 262 n.20
Palencia
Revilla de Santullan, portal 267 n.101
Convent of Santa Clara, Astudillo, nr.
wood cross 272 n.71
Paris see also St.-Denis, St.-Victor
Bibliothéque Nationale
MS lat. 904 (Visitatio Sepulchri) 279 n.85
MS Suppl. gr.1286 (Codex Sinopensis) 102
Louvre
armilla, Mosan enamel 87
crucifix from book-cover, Mosan 30; ill. 15
Notre-Dame 185
Schools, texts from 219
Pontifical from see Montpellier, Faculté de Médecine
MS 399
University of 185, 222
Parker, Elizabeth 38
patristics, Greek and Latin 219
Peregrinus play from Rouen 210
Peter of Blois
Contra perfidiam Judaeorum 117
Peter Comestor 185, 221
Historia scholastica 55, 266 n.58
Peter Lombard 185
Physiologus 17
Pictor in Carmine 56
Pilate, Pontius, literature on 69
Plautus, plays 219
Pliny the Elder 16
Natural History 48
Pseudo-Dionysius 145, 193, 273 n.78
Celestial Hierarchy 145, 193
Ecclesiastical Hierarchy 146, 193

Quodvultdeus, Bishop of Carthage 211

Radbertus, Pascasius 146
Radegund, Queen (Poitiers) 122,
Ramsey Abbey, Huntingdonshire 198
Rashi see Solomon ben Isaac
Regensburg
De laudibus crucis from 62
St. Emmeram 143, 145
Regularis concordia 63, 125, 127, 128, 129, 152, 158, 160,
161, 164, 172, 178, 183, 197, 206, 209, 218
Richard Lionheart 16
Richard of St.-Victor 186, 188, 221
Reider’sche panel see Munich, Bayerisches National-
museum



Robert, Abbot of St. Albans 233
Robert, Archbishop
Benedictional of see Rouen, Bibl. Pub. MS Y.7
Robert, son of Earl of Chester 208
Roger of Helmarshausen
altar of 258
Roger of Wendover 261 nn.5, 6
Rome 225
Abbey of S. Saba 209
Sta. Croce in Gerusalemme 225
St. Peter’s 120
veneration of the True Cross 122, 124
Rossano Cathedral
Gospels (Codex Rossanensis) 102
Rouen
Abbot Anselm in 209, 290 n.34
Bibliotheque Municipale
MS 384 (Adam) 292 n.48
MS Y.7 (Benedictional of Archbishop Robert) 69
Peregrinus play from 210
liturgical texts 159, 161, 165, 209, 211, 212
Rusticus, St., feast of 224
Ruthwell Cross 117, 122, 230; ills. 113, 114

St. Albans Abbey 38, 197, 199, 205, 222
sculptured head from 232-3; ill. 171
St. Albans Psalter see Hildesheim, St. Godehard
St. Benet’s of Holme, Norfolk 198
St.-Denis Abbey 54, 224, 225; ill. 166
Suger’s great cross at 224-5, 227
St. Gallen Stiftsbibliothek
Cod. 342 (Sacramentary) 62, 275 n.25; ill. 38
St.-Jean du Liget (Indre et Loire)
wall paintings with prophets 102
St.-Victor monastery 185 see also Adam, Andrew, Godfrey,
Hugh and Richard of; and Victorines
Samson, Abbot of Bury 16, 36, 37, 55, 209, 218, 221, 227
choir screen of, Bury Abbey 213, 222
possible portrait of 115
S. Michele della Chiusa, Piedmont 209
Sancha, Queen see Ferdinand
Santa Maria de Ripoll, Catalonia
Bible of see Vatican, Bibl. Apost., Vat. Lat. 5739
Sarum rite 158, 165, 210
Sauerlander, Willibald 37, 257
Scarfe, Norman 15-16, 37
Schiller, Gertrud 258
Schnitzler, Herman 15
scholar masters (artists) 219, 222
sculptor of Cloisters Cross 28-9
La Seinte Resurrection (play) 159
Sergius 1, Pope 122
Sibylla, wife of Thierry d’Alsace 31
Sighbert, King, 198, 227
Sihtric, prior of Bury 226
Simon, Abbot of St. Albans 38
Simon Master 38, 204, 295 n.100
Sinope Codex see Paris, BN, Suppl. gr. 1286
Smalley, Beryl 185, 222
Solomon ben Isaac (Rashi), rabbi 185, 186
Southrop (Gloucestershire)
font 73; ill. 44
Spain, Romanesque ivory corpora (from crosses) 30
Spearhafoc, Abbot of Abingdon 218
Springer, Peter 128
Stammbheim Missal (Private Collection) 86, 267 n.96; ill. 58
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Stavelot Bible see London, BL, Add. 28106-7
Stephen, King 226
Stuttgart, Wiirttembergische Landesbibliothek
MS bibl. fol. 23 (Psalter) 121; ill. 111
MS Hist. 22418 (Josephus, Antiquates Judaicae) 51-2, 62;
ill. 27
Suger, Abbot of St.-Denis 54, 217, 225-6
Sutton, Catherine 277 n.49
Sven, King of Denmark 16
Symmachus, Pope 120

Temple Pyx see Glasgow, Burrell Collection
Terence comedies 219
Tertullian 168, 180
Testimonia 167-173
Theophanu, Abbess of Essen 271 n.52
ivory gospel book cover of 131-2
Theophilus, monk 158
De diversis artibus 115, 218, 239
Thierry d’Alsace, Count of Flanders 31
Thomson, Rodney 219
Tirlemont
baptismal font from 257
Toledo, Catedral
Cod. 1 (Biblia de S. Luis, Moralized Bible) 68; ill. 42
Topic Mimara 14, 15, 34
Troyes
Cathedral of St.-Pierre 185
Church of St.-Etienne
stained glass panel 41; ill. 20
Hebrew school at 185
True Cross 117, 122, 125, 136

Uta, Abbess of Niedermiinster 56
Gospels of see Munich, Bayerische Staatsbibliothek
MS Clm. 13601

Vatican City, Bibl. Apostolica

Reg. Lat. 12 (Bury Psalter) 206

Vat. Lat. 5739 (Bible of Sta. Maria de Ripoll) 86
Venantius Fortunatus

Pange, Lingua, gloriosa 92,122, 156

Vexilla regis (hymn) 168
Verdun, Bibl. Mun.

MS 121 (Homiliary) 114
Victorines 178, 185-7, 188-190, 195, 222-3, 225
Vienna, Kunsthistorisches Museum

Cross of Conrad II 48; ill. 22
Virgin, Office and Feast of Immaculate Conception 208-9
Visitatio Sepulchri 127, 164-5
Vitae Adae et Evae 184
Volto Santo cross from Lucca 217

Walter, Master 219
Wearmouth and Jarrow monastery 62, 124
Weimar, Goethe Nationalmuseum
cross with Adam; ill. 115
Werner, Martin 125
Wigmore Abbey, Herefordshire 186
William of Champeaux 185
William of Malmesbury 198
William of Norwich 178
Williams, George 181
Winchester, Cathedral 195, 197, 198, 199, 222, 229, 235
building of 206
Good Friday liturgy 127
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[Winchester, Cathedral]
Holy Sepulchre chapel 91, 209
reformed liturgies 129, 206, 227
Council of (c. 973) 125
New Minster Liber Vitae see London, BL, Stowe 944
Winchester Psalter see London, BL, Cotton Nero C.IV
‘Winchester style’ 35
Wolfenbiittel, Herzog August-Bibliothek
Cod. Guelf 105 Noviss. 2 (Gospels of Henry the Lion)
97, 112; ill. 102

Worcester Chronicle see Oxford, Bodl. Lib., Bodley 297
Worms Bible see London, BL, Harley 2803-4
Wrangham, Digby 188

Zarnecki, George 238
Zinn, Grover 189
Zirc, Bakony Mountains, Hungary 15
Zwiefalten
Josephus manuscript 52, 62

ICONOGRAPHY OF THE CLOISTERS CROSS

The iconography of comparative material is not included here,

nor are the references to general views of the Cross

Adam and Eve 14, 25, 51, 92, 138, 163, 172, 205, 223; ills. 26,

124
Adam 30, 51-2, 141, 156, 183, 187
Eve 156
Agnus Dei see Lamb of God
apostles 89; ill. 64
angels 14, 27, 88, 110, 114, 117, 164, 183, 101, 201; ills. 33,
34, 96, 101, 107-10
angel with St. John 27, 36
Angel at the Tomb 82, 83, 238; ills. 56, 59, 148
Caiaphas see Christ before; Pilate
Christ see also Crucifixion:
Ascension of 13, 83, 88-90, 133, 151, 194 204, 216;
ills. 39, 64
before Caiaphas 35, 38, 91, 230-1; ills. 16, 168
Descent from the Cross (Deposition) 75-7, 157, 253, 256,
258; ills. 48, 50, 55, 182
Nativity of 92, 131, 189, 194
Adoration of the Magi 211; ill. 159
Passion, instruments of the 208
Resurrection scenes 13, 65, 132; ills. 56-60
risen 65, 82-3, 136, 165; ills. 56, 57, 121
shrouded 160; ills. 50, 163
Crucifixion 56, 163; ill. 48
David, King 93, 164; ill. 74
Evangelist symbols 14, 27, 48, 93, 103-5, 117, 124-5, 131,
149; ill. 142
eagle (John) 14, 60, 89, 103, 132, 191, 217; ill. 92
lion (Mark) 14, 26, 103-104, 132; ill. 93
man-angel (Matthew) 14, 38, 132, 164; ill. 149
ox (Luke) 14, 104, 132; ills. 94, 153, 154
Golgotha, skulls as symbols of 79, 216; ills. 48-53
Hand of God 13, 65, 86; ill. 43
Lamb of God (Agnus Dei) 14, 15, 26, 36, 48, 104, 110-15,
117, 136, 142, 147, 149, 153, 154, 164, 166,
177, 183, 187, 190, 191; ills. 11, 96
kings see David; Solomon
Longinus 29, 79, 154, 157, 159-60, 204, 216; ills. 12, 139

man cowled (? Abbot Samson)) 27, 58, 151; ills. 31, 105, 107

‘men of Galilee’ 89; ill. 64

Mary of Cleophas 157

Mary Magdalen 157

Marys, Three see Women at the Tomb
monks cowled 138

Aaron 169
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Moses with Brazen Serpent 13, 56-63, 75, 147, 151, 153,
154, 159, 160, 162, 166, 171, 173, 216; ills. 30,
166
Brazen Serpent 183, 194, 225
Moses 117, 167, 183, 187, 191, 205, 235, 238; ills. 32, 174
Nicodemus 76, 157, 217; ills. 133, 134
Noli me Tangere 165
Olivet, Mount 89, 204; ill. 64
Personifications:
Ecclesia 143, 147; ills. 103, 130
Luna 75; ill. 47
Mors 56, 143, 144; iil. 130
Oceanus 76, 77,78, 216; ill. 163
Sol 75; ill. 47
Synagogue (Synagoga) 14, 15, 56, 110-11, 114, 130, 142,
144, 167, 177, 190-1, 216, 221; ilis. 96, 97, 103,
104, 130
Terra 216
Vices 73; ill. 44
Virtues 73; ill. 44
Vita 56, 143; ill. 130
Pilate and Caiaphas debating the titulus 13, 35, 36, 65-75,
92, 154, 204; ills. 39-41, 144
Prophets 172, 204; ill. 140:
Abdias (Obadiah) 93, 183; ill. 76
Aggeus (Haggai) 97; ills. 73, 87
Amos 97, 201, 204; ills. 90, 146
Balaam 97, 183, 205; ill. 88
Daniel 96; ill. 83
Ezechiel (Ezekiel) 96; ill. 84
Habacuc (Habakkuk) 96; ill. 80
Haggai see Aggeus
Hosea see Osee 93; ill. 77
Isaias, Ysias (Isaiah) 13, 61, 117; ills. 36, 96, 156
Jeremias (Jeremiah) 13, 14, 61, 110; ills. 30, 37, 98, 99
Job 97, 151, 165, 201; ill. 91
Joel 96; ill. 82
Jonas (Jonah) [lost] 14, 25, 93
Malachias (Malachi) 97, 201; ills. 72, 89, 152
Micheas (Micah) 6:7 93, 96, 154, 249; ill. 79
Naum, Naym (Nahum) 97, 201; ills. 73, 86, 150
Obadiah see Abdias
Osee (Hosea) 93; ill. 77
Sophonias (Zephaniah); ill. 81
Zephaniah see Sophonias



Saints see also Evangelist symbols:
John the Evangelist 13, 27, 60, 76, 89, 149, 216; ills. 100,
133, 160
and the angel 36; ill. 64
Matthew, 14, 92, 93, 96, (?)105; ill. 85
Paul 60
Peter, 13, 60, 183, 205; ill. 35
Samson, Abbot 36
soldiers, sleeping 83, 86, 166, 201, 204, 216; ill. 61

GENERAL INDEX

Solomon, King 93, 164; ills. 75, 172

Three Marys see Women at the Tomb

Titulus 65-75; ills. 39, 43; fig. 11 see also INSCRIPTIONS

Tree of Jesse 164, 225

Tree of Life 13, 14, 49-52, 54, 121, 138, 141, 149, 156, 162-3,
164, 183; ills. 24-6 see also Adam and Eve

Virgin 29, 76, 89, 157-8, 182, 189, 204; ills. 12, 64, 139

‘wheels’ 117-18; ills. 30, 96

Women at the Tomb 82, 83, 86, 164; ills. 57, 60

INSCRIPTIONS ON THE CLOISTERS CROSS

Biblical sources are given here with chapter and verse.

For full texts of inscriptions see Appendix 1, pp. 241-252

discussion of 13-14, 38, 33, 46, 63, 104, 183, 187, 190, 191,
212, 229; figs. 10, 12
on Ascension plaque; ills. 67-9
Greek 13, 70, 72-3, 75, 91
Hebrew 70, 72-3, 75
Latin 13, 70, 72-3, 75
Runic 117; ill. 114
sources of 186-7 see also below
Old Testament
Abdias (Obadiah) 1:7 93, 153, 177, 184, 248; ill. 76
Aggeus (Haggai) 2:24 97, 163, 164, 177, 251; ills. 73, 87
Amos 2:6 97,153, 177, 252; ill. 90
Balaam see Numbers
Canticles (Song of Solomon) 7:8 48, 52, 93, 163, 193-4,
248; ill. 75
Daniel 9:26 96, 166, 177, 250; ill. 83
David see Psalms
Deuteronomy 28:66 58, 167, 168, 169, 180, 244; ill. 30
Ezechiel (Ezekiel) 3:25 96, 154, 177, 250; ill. 84
Habacuc (Habakkuk) 2:15 96, 154, 170, 177, 249; ill. 80
Haggai see Aggeus
Hosea see Osee 13:14 93, 160, 180, 248; ill. 77
Isaias, Ysias (Isaiah ) 11:10 178, 251
53:7 93,153, 180, 191, 227, 248; ill. 78
63:2 61, 153, 221, 244-5; ill. 96
Jeremias (Jeremiah) 11:19(a) 110, 153, 154, 168, 247
11:19(b) 154, 246
14:9 61, 153, 244; ills. 30, 37
Job 19:25-26 97, 151, 165, 180, 252; ill. 91
Joel 3:16 96, 166, 249; ill. 82
Jonas (Jonah) [inscription lost] 97, 250
Malachias (Malachi) 3:8 97, 251; ills. 72, 89
Micah (Micheas) 6:7 93, 96, 154, 249; ill. 79
Moses see Deuteronomy
Naym (Nahum) 1:12 97, 156, 251; ills. 73, 86

[Old Testament]
Numbers (for Balaam) 24:17 97, 178, 184, 188-9, 212,
251; ill. 88
Obadiah see Abdias
Osee (Hosea) 13:14 93, 160, 180, 248; ill. 77
Psalms (David) 21:17-18 93, 143, 153, 247; ill. 74
22:16-17 247
Solomon see Canticles
Sophonias (Zephaniah) 3:19 96, 166, 249; ill. 81
Zacharias (Zachariah) 12:10 76, 155, 157, 160, 182, 217,
245
Zephaniah see Sophonias
New Testament
Acts 1:10 88, 184, 244
1:11 88-9, 133, 149, 242; ills. 39, 64
10:43 60-1, 173, 244; ills. 30, 33
on Ascension plaque ills. 67-9
Apocalypse 5:4 110, 151, 163-4, 246; ills. 96, 105
5:5,12 247
Galatians (for Synagogue) 3:13 15, 111, 114, 167, 171,
180, 221, 247; ills. 96, 104, 107, 110
John 3:14 60, 63, 151, 162, 244; ill. 30
19:19 14, 65, 69-70, 188, 243; ill. 39
19:21 154, 243;ll. 39
19:22  243; ills. 39-41
19:36  104-105, 154, 217, 244, 246
19:37 104, 157,177,217, 245-6; ill. 92
Mark 16:6 82-3, 164, 245; ills. 56, 59
Matthew 12:40 160, 250; ill. 85
Other
‘Cham ridet’ distich, 13-14, 37, 51, 52, 54-6, 169-71, 178,
221, 242; ill. 28
of Synagogue see Galatians 3:13
‘Terra Tremit’ 13, 52, 54, 143, 166, 241
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